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ABSTRACT

This study examines the construction of school Kadge with particular focus on the
impact of socio-cultural-economic discourses on im@slucation. The context of the
study is the Integrated Curriculum as structuredsamool textbooks for secondary
education in Taiwan. The study is guided by th&fing questions:

1. What is the impact of the socio-cultural-econondiscourses on the
integration of music knowledge?

2. How is the integration of knowledge realisedtlie Arts and Humanities
textbooks?

3. How are the goals set for the domain of Arts Hdhanities made manifest
through the integration of knowledge?

A mixed research method and the case study appra@clemployed to answer these
questions. Regarding the epistemological factarwoven in the Arts and Humanities
textbooks, several theoretical perspectives offeiredintegrated curriculum, music

education, and critical theory scholarship form teaceptual, qualitative foundation of
this study. A quantitative approach investigatee #xtent of integration of arts

knowledge and the relative coverage of differetd drsciplines and a modified form of

Critical Discourse Analysis is employed as the radtiogical tool to explore a selection
of discourses in texts.

Data sources include the relevant documents of Itbegrated Curriculum project,
textbooks and the National Syllabus which is talkenthe blueprint of educational
practices in Taiwan. Data analysis involves ingsdtng integrated models, the
relationships between the content knowledge, coemogt benchmarks, and curriculum
goals, and the socio-cultural-economic discoumsesd/or behind the texts.

The conceptual framework employed throughout thelystis based on the aesthetic
theories and the critiques of culture industry jmsgd by Theodor W. Adorno. Based on
his social observation, he argues a loss of autgnoitthe individual where music is

being manipulated as a means of social control. §éwo-economic phenomenon of
‘cultural turn’ can be viewed as Adorno’s ‘cultumedustry’, generating what Adorno

called ‘fetished mass culture’. The lenses of Adammmusic sociology employed in this
study illuminate the interaction of music with atle®cial agencies. The employment of
the lenses to music education further reveals gm@mstruction of music knowledge and
music aesthetics in the construction of school Kedge.



The study reveals the prevalent discourses of @nde-differentiation of ‘culture’ and

‘economy’ affects the construction of school knadge. The four series of textbooks
adopt different approaches to fulfil the goal oblwhedge integration in the context of the
Integrated Curriculum. Their approaches manifest time conception of integration is
contextualised in the socio-cultural-economic crhté Taiwan.

The three case studies indicate that:

(1) The creative education is manipulated as arastfucture for creative industry; the
examination of film music points out that the masisignifiers have been turned into the
commercially signified.

(2) The aesthetic education is transferred to datil@ knowledge; the examination of
western classical music illuminates the practice nmfisical symbols in discursive

discourses.

(3) Multicultural education has become a battlefief identity and control; the stories of
Taiwanese Bunun people disclose a lack of multicaltaesthetics in the appreciation of
multicultural heritage.

This study thus points to the need for educatorpaty close attention to school music
education which allows or denies possibilitiesdesthetics. The findings also contribute
to the research literature about the current stafumusic education in the broader
context of the Integrated Curriculum. The study naéso have relevance to educators
concerning issues of music appreciation, aesthetind critical pedagogy of music

education.
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CHAPTER ONE
Introduction to the study

1.1 Introduction

This thesis examines the construction of music Kedge with particular focus on the
impact of socio-cultural-economic discourses on imaesthetics. The context of the
study is the Integrated Curriculum as structuredsamool textbooks for secondary
education in Taiwan. Along with the implementatioh the Nine-Year Integrated
Curriculum in 2001, some concomitant issues and&wms have emerged. One of these
issues is the sporadic appearance of arts knowletthen school textbooks which has
been accepted as the product of curriculum integratAccording to James Beane,
curriculum integration inevitably repositions knadbe from the disciplines so that the
subject-area sequences lose the linear flow (Bd®%4, p45). In other words, the
appearance of less obvious sequences is a natucanee of integration. However, the
phenomenon of the sporadic appearance of arts kagelis of concern not because of
the replacement of the linear structure of knowedy other forms, but because it
inspires a more crucial question, ‘what is it tiia fragmented knowledge in music

education implies’?

In contrast with the construction of a traditiosabject-based curriculum design, many
respected theorists believe that the curriculumlmamtegrated in various ways (Brady
& Kennedy 2003; Drake 1993; Fogarty 1991; Jacol@91Ross & Karen 1993). In this
respect, discussions about what is the appropsiajeto integrate have been proposed in
Taiwan since the commencement of the Nine-Yeaghated Curriculum. In addition to
this, the issue of why particular knowledge washhghted has also attracted constant
attention and discussion among the public. The eonof ‘what is to be taught’ is
actually a question of ‘what knowledge is viewedvakiable’'. Rather than repositioning
discipline-based systematic knowledge within aregrated instruction, or making a
balance between the discipline based arts educ§b®AE) and the integrated arts

curriculum, the present situation recognised ist ttkee actual position of music



curriculum in the environment of curricular integoa is unknown. Thus, ‘what music

knowledge is to be taught'? needs interrogation.

In analysing the structure of arts textbooks, wedn® question whether the integrated
design leads to a marginalised status for musiccathn because music is easily
embedded in, or analogously connected with, otbeng of art. There is also concern
that the way school textbooks cope, or fail to copeh the dialectic of musical
aesthetics, when confronted with more visualisedl @mmodified music, may produce
an outcome of ‘regressive listening’, which accogdito Theodor Adorno, is a
phenomenon of incomprehensibility of the seriougam (1938/1993). These pervasive
concerns consequently form the inquiry in this gtuiche stance for the following inquiry
is that the Nine-Year Integrated Curriculum is gprapriate educational paradigm in
terms of its philosophy and current socio-educatiogevelopment in Taiwan. The
presence of non-linear knowledge is understoodnaspgortunity to observe what is
emerging, rather than what may have been lost. ight | of the broader
socio-cultural-economic context to the Nine-Yeategrated Curriculum, this study
concentrates on current school arts knowledge aenamodified cultural product. It
necessarily interacts with socio-economic phenonoéne ‘cultural turn’ in the manner
of Adorno’s “culture industry” (1947). This questionotivates this study and forms the

main research question for this study.

1.2 Background to the study

Before turning to outline the specific ways | sture my investigation, | want to first
explain the development of school curriculum in Wam. It is believed that
understanding the trail of the development of sthooriculum helps to illuminate the
essential impetus of an on-going action. In thgpeet, the background to the educational

reform known as the Nine-Year Integrated Curricularthe 1990s is reviewed.



1.2.1 The development of the educational reform ithe 1990s

Historically, educational development in Taiwan heeen from centralisation towards
decentralisation and discipline-based curriculunsigte towards multi-disciplinary/
inter-disciplinary design. The process of deceigasibn developed in accordance with
social expectations. During the period 1987 to 2@b6& decentralisation of schoolbook
production highlighted a liberalisation in educatitn the late 1990s, the Commission on
Education Reform (CER) was set up by the Ministrizducation (MOE) on the basis of
social consensus to institute a number of educalti@iorms concerning schooling in a
global age. Accordingly, driven by the desire tokemachool learning more meaningful,
the Ministry of Education (MOE) in Taiwan launchadarge-scale educational reform in
primary and secondary education in September 2QB&: Nine-Year Integrated
Curriculum (MOE 2000).

The name ‘Nine-Year Integrated Curriculum’ impliggat the curricular instruction

comprising the six-year basic education is combivil the three-year lower secondary
education. In curriculum design, this lower secopdaducation is treated as the
advanced stage of basic education. In terms ohegataining, pre-service training for
lower secondary education teachers is providediffierdnt training institutions from

those designed for elementary school teachers.dthtian, junior high schools and

primary schools operate under separate adminigrasiystems. Thus, the lower
secondary is clearly distinct from primary educatiom practice. In this respect, the
curriculum design and production of textbooks also aseparated. Because of this
situation, the present study of school music edogateals only with the Years 7 to 9 as

a unity in accordance with the arrangement of Taasa junior high school education.

1.2.2 Conceptualising the Integrated Curriculum

In principle, the Nine-Year Integrated Curriculutrefeafter the Integrated Curriculum)

breaks down the boundaries between subjects. ttigeathe curriculum re-arrangement



alters the traditional disciplinary design to a tidisciplinary, interdisciplinary, or cross
disciplinary design. The previously isolated sutgeare grouped into seven domains:
Language Arts, Mathematics, Social Studies, Sciemcd Technology, Health and
Physical Education, Arts and Humanity, and IntageafActivities. Each domain is a
plural-disciplinary integration, i.e. the domainAutts and Humanities accounts for music,
visual arts, and theatre. In addition, the InteggaCurriculum attempts to guide learning
towards ‘meaning-seeking’ in terms of social cont&his intention can be seen from its
over-all design. The structure of the IntegratedriCulum is a hierarchical design of four
levels: the General Goals, the Sub-Goals, the Teme GCompetences, and the
Competency Benchmarks (MOE 2000).

The General Goals provide the overall directioncihis a guide to draw the panoramic
vision of school education:

e« Human Nature: understanding self; respecting, ajgieg others, and different
cultures.

« Integral Ability: a balance of sensibility and satign; knowing and doing; humanity
and technology.

» Democratic Attitude: self-expression; independéntking; effective communication;
tolerance of discrepancy; team-work; social miatsbn; obedience and
responsibility.

* Regional and International Consciousness: affitityjomeland; be patriotic; having
cultural and ecological attitude with respect @i@bal village.

« Life-long Learning: actively exploring; problem-soig; the practice of language and
information (MOE 2000).

As can be seen from the five general goals, tregrated Curriculum aims to strengthen
students’ general abilities through engaging inrgvaspect of their lives with the
expectations to cultivate future citizens. In terofghis, what students learn is expected
to be the relevant knowledge derived from lived ezignces with the characteristics of
less abstract and more meaningful quality. In otherds, the Integrated Curriculum
focuses more on the knower than on knowledge itHel$ a learner-oriented curricular
integration rather than a knowledge-based intedratesign. The curriculum is
encouraged to reflect the society around learrees great extent. On the other hand, it

also means that school knowledge is strongly aftébly society as well.



1.2.3
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The whole structure of the Integrated Curriculunsh®wn in Figure 1. As can be seen,
there is a set of Sub-Goals which function as asgdional principles in each curriculum
domain. In Arts and Humanities, the Sub-Goals stioee points of focus (MOE 2000):

Exploration and Creativity

Encouraging every student to explore actively, rdeo to understand the relation
between the environment and the individual; to enege them to become capable of
applying material and frame it into forms to pagadctistic creation; in these ways to
colour their ordinary lives and their spiritualés.

Aesthetic Appreciation and Aesthetic Interrogation
Through aesthetic activities to experience theevaluworks of art, to treasure cultural
heritage and further improve the quality of life.

Comprehension of Cultures

To know the history and genre of different formsaofs; to participate in artistic
activities with enthusiasm; to cultivate one’s stit connoisseurship; to enhance
mutual appreciation and understanding.

In practice, the Sub-Goals are used to define ¢ected knowledge and further clarify
the selection of curriculum topics. The General I6and the Sub-Goals form the
conceptual level of the Integrated Curriculum. Then Core Competencies set a
parameter in order to structure knowledge matenmmaterms of an integrated curriculum
design. The Competencies also give the directiogumle the interpretation of the
selected knowledge to fit in the vision of the treed Curriculum. As listed below, the
Ten Core Competencies aim to:

» understand personal potentiality;

« to appreciate, perform and innovate;

« establish personal lifestyle and lifelong learning;

* to express, to communicate and to share;

* respect and care for others and build up team work;

« value culture heritage and to explore internatiamalerstanding;

» make decisions, to construct plans and to takercti

« apply technology and information;

 explore and research actively;

« think independently and be capable of solving protd (MOE 2000).

In addition, the Competency Benchmarks (Appendifubition in the instrumental level

as the fourth layer of the hierarchical structufehe Integrated Curriculum. They are



specific instructions for each domain to embodyosthknowledge. In practice, the
transformation of the Competency Benchmarks isrtade the initial action prior to the
collection of knowledge materials. To take an aléive viewpoint, both the Ten Core
Competencies and the Competency Benchmarks arecptanstruments employed at an

empirical level.

1.2.4 Socio-economic context to school arts educati

Accepting education as one of the areas of puldicy Mark (1996) notes that, on the

one hand, the decisions of public policy affect thevelopment of the education

profession; on the other hand, “public policy itsal also subject to environmental

forces” (1996, p74). This notion requires the déston of school knowledge to be

situated in a broader context of change in Taiwarseiety. Historically, inseparable

from the educational liberalisation as the impdtushe Integrated Curriculum are the

socio-economic changes (GIO, 2007). Moreover, dthuthas been recognised as a very
important growth factor and a wealth of theoretiwahtributions consequently provide a
conceptual framework that links education and enoa@rowth (Petrakis & Stamatakis

2002).

Regarding this, | return to the point of socio-emmic development as the broader
context to school education. First of all, it igewb that the lift of martial law in 1987 has
generally been viewed as a milestone of the lisatbn in every aspect of Taiwanese
society. Since then, the domestic economy schema iwelined to promote a liberalised,
internationalised, and institutionalised econonmegelopment. In 1990s, with the goal of
becoming a member of international economic orgdiuiss such as the World Trade
Organization (WTO) and the Asia Pacific Economio@eration (APEC), a second wave
of infrastructure reform for a more liberalised eomy has been enacted. Consequently,
Taiwan became the world’s third-largest producem@drmation technology products in
1995 (Kuo & Liu 1999).



Following the rapid pace of liberalised economiwalepment, economic operation has
relied more and more on the distribution and apgiben of knowledge. One of the
prominent characteristics of the application of tkeowledge economy’ is that a great
many symbols are embedded in cultural product andl®yed in economic activities.
This culturalised economic trend has been embadiedtional policies. Since the 1990s,
national economic development has paralleled alltdevelopment and established a
reciprocal connection. The ‘Community Building R launched in 1995 aimed to
create an environment within some particular anghsre the local culture, economy,
societal activities, and school education intertxtenhance the community. The
‘Community Building Project’ practices relate toraist every aspect of community life.
Schools located within the community were alsoudeld as partners. Following this, the
concept of a ‘creative industry’ found its expressin the national development plan in
2002, designated as the plan for ‘Cultural Creditikistries’.

The development and implementation of this projadijch encompasses culture, art,
technology and local traditions, has been priaitidy the congress of the Executive
Yuan as one of the key projects in the Challendg829ational Development Plan. The
main idea of this project was stated in the 200&uta1 White Paper (Executive Yuan
2004, p119):

...with the expectation to improve living standardsditizens, and with the
vision to attribute to both cultural developmentiaaconomy profits, the
re-evaluation and re-definition of cultural indussris indispensable.

The re-definition of cultural industries impliesathculture is viewed as a source to
enhance economic performance. Alongside liberadisaind the progress of technology,
the concept that culture and economy are compétémefound favour with governments
as the rationale for national cultural/economidges in order to reduce unemployment,
revive local industry, and strive against globdlma As Warnier (2003) notes, cultural
policies comprise three fields: the growth and tmwament of the economy; the

distribution and control of information; and indival identity through cultural

socialisation and cultural heritage. In this respesile cultural industries are embodied



as the national economic development schema, paopléably experience this reality

in many aspects of their lives.

In the context of the coupled economy and culttite, middle class as consumers of
educational services shows their main concern ¢onemic status and the proliferation
of wealth. As societal values have changed throughistory, the intended purpose of an
education has followed suit. The school accordingdgomes a field where different
forces wrestle. Because school education refléwtsekpectation and needs of society,
cultural policies in a nation are always refractgdle transforming through the prism of
curriculum design. School knowledge in this contextrors social phenomena: the
hybridised relationship of culture and economy, thelture-industrialised lived

experience, and more symbolised arts educations&pently, the new curriculum

reform unavoidably demonstrates the culture-indaisged cultural knowledge. The Core

Competencies also show an orientation to favouptbhblem-solving abilities.

Changes to curriculum go hand in hand with changésiowledge construction. In light
of school textbooks as mediators, it carries kndgée and plays a role of principal
source to educate the young generation. When theuralu industry becomes
national/international policy, the production arehsumption of knowledge of textbooks
are also reconstructed and re-defined. Moreovas thange affects the authentic
representation of culture and also has great impacthe aesthetic appreciation of
artworks. As Apple (1991, p4) argues “they [texts]p set the canons of truthfulness and,
as such, also help re-create a major reference fuyinvhat knowledge, culture, belief,
and morality really are”. If the culture industrgtiher than the culture is to be taught in
school, what students learn in the economic-oréermentext will be the fragmentary
elements of culture and a commodified cultural elgpee. It would also be erroneous if
‘cultural products’ are equated to the matrix oftare. Although they are related, they
are not identical.

Alongside the twin phenomena of liberalisation atiee penetration of modern

technology into every aspect of life is the incregdelief that culture and economy are



compatible. The economic-cultural model has gaiftegitimacy as the mainstream

discourse in cultural interpretation. In practiag,is commonly deployed as a catalyst for
socio-economic purpose. Nash argues that schoakédo should concern “not merely

those human qualities considered useful by thestm@l and commercial interests of

society, but the entire range of human capacit{#880, p24). However, the collapse of
art aesthetics has been witnessed as a result taetr@iented cultural industries. The

argument is not to say that the appreciation afirarts’ or ‘modernist arts’ are counted

the only possible authentic aesthetic experienaetdfocus on the aesthetic experience
that has been replaced by aesthetic knowing — witbensational experience but only the
accumulation of information. Regarding this, thegant research engages in exploring
how the current practice of aesthetic educatiomale manifest to us in the form of

school textbooks.

1.3 A gap in the study of school arts textbooks ihaiwan

Before | elaborate on the research questions,llalgb review the fields of the study of
school arts textbooks.

School textbooks in Taiwan have been studied siheel980s. Parallel to educational
development and national education policies, thelystin each decade has reflected
different academic interests. The topics of thdsdies ranged broadly from issues of
economy, technology, gender, national identity, troultural understanding to the

production, evaluation, and usage of textbookslasstooms. As shown in Table 1, an
appreciable increase in the number of postgradstatées of school textbooks has been
observed since 1998, rising to a peak of 81 th€2@84) and decreasing to 38 theses
(2005). The number of those studies situated in @tacational parameter is also
increasing much faster than the number in othdddieHowever, very little literature

exists that is exclusively devoted to the studgafool arts textbooks. As can be seen in

the third horizontal column of Table 1.1, the numbkstudies of music textbooks is 13;
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it contributes only 5.4% to the total 242 reseantrschoolbooks during the past two

decades. This suggests that more research shauldiachis field.

Table 1.1
Postgraduate studies on textbooks for primary angunior high school

Year 1985 | 1991 | 1992 | 1994 | 1995 | 1996 | 1998 | 1999 | 2000 | 2001 | 2002 | 2003 | 2004 | 2005 | Total
Subjects
Commerce 0 0 0 0 0 0 0 0 0 1 2 1 3 0 7
Computer science 0 0 0 0 0 1 0 0 1 2 6 6) 3 2 21
Education* 1 0 2 1 1 0 8 13/L18 | 30/1| 41/1 | 40/3 | 57/4 | 30/3 | 242/13
Literacy 0 0 0 0 0 0 0 1 2 2 10/ 16 14 1 42
Mass 0 0 0 0 0 0 0 1 0 0 0 1 0 0 2

communication

Medical science 1 0 0 0 0 0 0 0 0 0 0 2 0 0 3
Social science 0 1 0 0 0 0 0 1 0 1 6 6 6 3 24
Science 0 0 0 0 0 0 0 0 0 0 2 2 1 2 7
Technology 0 0 1 0 0 0 0 0 0 0 1 0 1 0 3
Total 2 1 3 1 1 1 8 16 21 36 68 74 81 38 351

Source: the Electronic Theses and Dissertationge8yhttp://etds.ncl.edu.tw/theabs/index.jspearching
the key words ‘textbook’, ‘teaching material’, 'baofor subjects’, ‘schoolbook’, plus the definedse of
‘primary and junior high school education’. Seadette: 2006-07-15

* the additional numbers in the columns of 19990202002, 2003, 2004, 2005 refer to the number of
theses which engage in the discussion of musicatiduncand music textbooks in Taiwan.

Amongst the 13 studies, it is also noted that tlaeethree Master theses involved in
studying school music textbooks for the Integra@edriculum (Wen 2003; Huang 2004;
Chang 2005). In Wen’'s thesis, the Integrated Culwim is hypothesised as a
postmodernist curriculum practice. The empiricaldiis the Year 4 and 5 Arts and
Humanities textbooks. Wen concludes that the Ilatiegk Curriculum should be
developed on the basis of a postmodernist curngudesign which is not yet realised in
the current textbooks. Huang'’s study explores tindarities and differences between the
discipline-based and the integrated music currioutlesign. Huang points out that the
participants of her study critique that textboolowtedge is not properly integrated and
the core curriculum and the intrinsic value of neusilucation have been lost. In addition,
the ‘topic’ orientation deconstructs the linear Whedge system and consequently affects
learners’ perception of abstract knowledge of dfdgang concludes that the National
Syllabus is too abstract to be transformed intetral teaching and learning material.
Regarding this, she suggests that a modificatiothefNational Syllabus is necessary.
Different from Wen and Huang, Chang engages in ek the appropriateness of
materials for recorder learning in elementary sthievel (2005). Chang's study

illuminates the current situation and offers thatstgies for improvement. It is also noted
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that the aspect of aesthetic learning is not addckas part of the instrument learning in

Chang’s study.

In summary, the number of studies of school musktbibok and aesthetic education in
the context of the Integrated Curriculum is far enoestricted. The investment on this
field has become available only recently and isrsdt widely distributed to draw enough

attention in academia.

1.4 Theoretical considerations

At this point | turn to a brief discussion of theebretical strategies that will be used to
conduct this study. In terms of the complexity abwledge in school textbooks and the
cultural context to arts education, the theoriesmfrcultural studies and educational
studies cannot separately support the inquiry isfstudy. In order to highlight the three
aspects of the Sub-Goals that the Arts and Hunesnassociate with, | will turn to a
unified approach which joins cultural and educaiotheories. This will also follow a
line of ‘critical’ paradigms: Critical Theory andri@cal Pedagogy. Although there is no
static definition of critical pedagogy, the termsh@aditionally referred to educational
theory that school education acts as a social agéhtthe potential to raise learners’
critical consciousness of social, political, andreamic contradictions so that learners are
further empowered to uncover the discrepancy betwszeial reality as an entity of
oppressive elements and their standard mode ofitgleéhinking upon it. The other line
this study also followed is Critical Theory whichrcbe described as a method that takes
“an interdisciplinary approach in the most radigassible manner” (Bronner 2002, p97).
Critical Theory traces its development to the FfartkSchool, as to a certain extent, does
Critical Pedagogy. A significant portion of thisudy will examine the discourses of
‘commodified culture’, especially generated frome ttvorks of one of the Frankfurt
School’'s most famous critical theorists, TheodoroAa. His argument of culture
industry offers considerable practical implicatidasrethinking of the current practice of

school music education.
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It has also been noted that many contemporary $graotices have shifted as opening
up access to more postmodern, anti-essentialisteptions of identity, language, and
power, while at the same time retaining their gapen the issue of marginalisation
(Aronowitz & Giroux 1991; Giroux 1989, 1991, 1998)04a; Lankshear & McLaren
1993). The concepts developed by the major expenehcritical pedagogy serve to
develop frameworks that define the philosophy ofiical pedagogy for music education.
The conception of “non-identity” borrowed from Adars texts (1966/1973) is also
employed to further expand the notion of criticalaseness. The point “non-identity”
forms the core theoretical practice which helpsuisive dialects of awareness to enact a
negative dialectic, in which concepts are not reduto categorical understandings. By
preserving the contradictory and irreconcilabldellénces, the tension between the initial
thesis and its contradiction, or antithesis, isnmtaned so that the individuals’ identity
thinking is not merely as ‘representation’ or ‘egflion’. Instead, individuals are able to

criticise and free themselves from the notion fadibte knowledge.

As the world moves beyond the modern, it becomsieto depict the fragmentation of
society regarding its material condition. In aicét perspective, the commodity saturated
postmodern world manifests its sinister aspect @hdp a materially destructive force.
Although, in a way, the ‘non-identity’ stands indi with a postmodern worldview — both
hold incredulity to the ‘reality’, they have devpkd diverse solutions to respond to the
thesis ‘How can we get at the way thingsally are?’. The postmodern worldview
embraces double meanings and alternative intetfmesa commits to plurality of
perspectives, meanings, methods, and values. Bedhege is a plurality of ways of
knowing, there are also multiple truths. Whereastipodernists critique grand theories
and accept plurality, critical theorists admit theremains an insurmountable gulf
between theknowing and thetruth because of a conditioned culture and set of
experiences. Critical theorists, such as Horkheimwed Adorno, therefore proposed
negative dialectic to correct the illusion. Impaoittg, the conception of ‘non-identity’
distinguishes itself from the postmodern perspectivough a notion of a standard for
judging the truth of things. The conception of ‘neisis’ proposed by Adorno (1984a) can

be viewed as a conceptual tool which recognizesésal for integrity and aesthetics of
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the contemporary, materially destructive world. haligh the perspectives of
‘non-identity’ and ‘mimesis’ have been mostly dissad by Adorno in the field of
culture industry and fetished artworks, it is actaliapplication of these perspectives to

explore how socially constructed school knowledgmade manifest to students.

Music education, as the empirical sphere of thiglt has the potential to reach as a
transforming power to capitalist realities; howeuearorder to do so it must go beyond
cognitive and emotional practices alone, and sefochhe negative dialect in musical
experiences. If music education could engage ih suleuristic level that listening must
act as a co-construction of musical meaning, tleaugh listening, music can be the
social antithesis of society. Reimer and Elliotttbproclaimed music educators, have
proposed their perspectives on listening in muslacation. Reimer constitutes his
knowing theories in whichknowing withinaddresses the transformation that happens
when individuals participate in profound listeniagtivities (1993, 2003). On the other
hand, Elliott proposes the five compondénbwingsof listenership in music education
practices (1995). In addition, with respect to Adws aesthetic philosophy ohimesis
and monad listening is not merely a tool to perceive mubi¢ an array pointing to
emancipation. According to Adornanimesisrefers to “non-conceptual affinity of a
subjective creation with its objective and unpasiteher” (1984a, p80). As fanonad
based on Adorno’s point of view, O’'Connor has giverconcise definition, that the
monad functions to conceive the outside world emmghme way as the world does (2000,
p253). In other wordsnimesisis synonymous to “non-identity” (Williams 1997}is is
also true with respect to Adorno’s own use in bidg. The conception ohomadreflects
the essence of Adorno’s dialect of negative thigkihat works of art go beyond the
sublation and reconciliation in the science of toddy engaging with these perspectives,
this study demonstrates the crucial way that lisggnn music education promises an

array of possibilities for developing critical awaess.
In terms of the Integrated Curriculum as the emplrlevel in this study, the theories of

the integrated curriculum and the method to intiegkaowledge are also employed in the

conceptual dimension. Fogarty’s integrated mod&B9{, 2002) serve to provide a

14



framework to examine the written knowledge in textks. The ten models as a set not
only illuminate the micro-level structure of eachitubut also elucidate the macro

structure of the Arts and Humanities deployed ichegeries of school textbooks. These
models can be used as practical instruments fegiation or as evaluation tools to

examine the quality of integration. In this respelce models are further conceptualised
as methodological instruments and serve to explarsic curriculum as structured in the

Integrated Curriculum.

1.5 Research questions

In response to the issues raised, the main questidarpinning the study was:

How is music education constructed in the Arts Hdhanities textbooks of
the Integrated Curriculum and what are the imploces for the cultivation
of aesthetic education?

With respect to the purpose of the study, the ¥alhg subset of questions is used to
provide direction for this investigation:

(1) What is the impact of the socio-cultural-ecomoutiscourses on the construction of
music knowledge in the context of the IntegratedriCulum?

This question explores how music knowledge is coogtd within the

socio-cultural-economic phenomenon of the ‘cultdwah’. ‘Cultural turn’ can be viewed

as Adorno’s ‘culture industry’, generating what tedled ‘fetished mass culture’. The
concept of cultural industries dissolves the bouypdaetween economy and culture;
rather than binary, discrete viewpoints, cultured aeconomy are embedded and
hybridised. Arts education exemplifies this, havimgne the brunt of forces driven by
economic considerations. It is concerned that thewkedge of music in this context is

deployed closer to the ‘cultural turn’ rather thas a form of cultural knowledge. The
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trend of the ‘cultural turn’ in the present cultisad economy plays the role of
cartographers on the construction of school mudication. The present question aims
to explore how socio-cultural-economic discourséeca the construction of music

knowledge. The question also examines the mearehd the texts that the Integrated

Curriculum introduces as a particular form of knoegvmusic.

(2) How is the integration of knowledge realisedhia Arts and Humanities textbooks?

The production of school knowledge is a procesdrafisformation of the National
Syllabus to textbook knowledge. The preliminary raik@ation of the content of school
textbooks is informative of the ways the Nationalll&us is used at the level of
knowledge selection, construction, and interprematiThe relationships of the content
knowledge to the Competency Benchmarks and the aorgetencies of the Integrated
Curriculum are accordingly examined with respedhtgr cooperation on the production
of knowledge. Noting the reality that the goalsfeeteach curriculum domain dominate
the construction of knowledge, the examinationha&f €quivalent content to these goals
and the required competency benchmarks furtheidzltes the vertical structure of the
Integrated Curriculum. The application of integcat@odels can provide information
about the methods employed to integrate knowle@lgis. approach also aims to illustrate
the horizontal organisation of the structure ofthewk knowledge. The findings of this

guestion serve to illuminate the transformatiothef conception of integration in reality.

(3) How are the goals set for the domain of Artd Blumanities made manifest through

the integration of knowledge?

This question is concerned first of all with théeronusic education plays in the larger
picture of integrated curriculum and the role itlcbplay. In answering this question, it
requires that the data is preliminarily examined aonsequently categorised according
to the goals set for this curriculum domain. Widispect to the multi-dimensions of the
goals, the case study approach is adopted to @kaeedt detailed examination of the

construction of knowledge. Three cases are chasea €ritical inquiry in keeping with
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the three goals set for the domain of Arts and Huties: exploration and creativity,

aesthetic appreciation and aesthetic interrogatma, comprehension of cultures. The
case materials included the Arts and Humanitiesbteks and the auxiliary CDs

produced to facilitate the use of the written matsy i.e. the aforementioned official

schoolbooks.

1.6 Significance of the study

The study makes a contribution to the researcthersécondary music education by:

* addressing the significant gap of research on dchmsic textbooks and arts
education in the context of the Integrated Curtiouin Taiwan;

» providing an in-depth account of the hybrid phenoareof culture and economy
and its interaction with school arts curriculunmsésictured in schoolbooks;

» considering the implications of the culturalisedmamy and commodified school
knowledge through Adorno’s negative dialects;

» seeking to understand the enterprise of school aregiication in the context of
the Integrated Curriculum through the ways in whtble discourses (critical
theory, critical pedagogy, theories of music ediocatand theories of integrated

education) mutually enrich and critique in the quiesaesthetic education.

1.7 An outline of the remainder of this thesis

This opening chapter has outlined the origin anidmale for the study and provided an

overview of the investigation. The remaining chepteddress these themes as follows:
Chapter 2 provides a review of the relevant litematfocusing on a nexus of critical

theory, critical pedagogy, theories of integrateduaation, and theories of music

education. These theoretical perspectives were tosedamine the ways school music
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knowledge shaped the Integrated Curriculum andvtiyes the curriculum represented the
interaction between culture and society. To do this theoretical perspectives were
sequentially organised in a format to show howaaitdiscourses support the exploration
of school music education. The initial point begiram a consideration of the meaning
of Adorno’s critical perspectives on culture indysand orients toward the practical
educational theories of school music educationtidedar attention is paid to the

discussion of the ways to integrate knowledge. fEmeintegrated models proposed by
Robin Fogarty (1991, 2002) are concomitantly disedswith a consideration of the ways

to analyse the texts of music knowledge.

Chapter 3 describes the research design and descubes research methodological
choices that were taken. | explain why it takesaomixed method to examine the
structure and content of the Arts and Humanitiestbmoks. This consideration

concomitantly gears toward a clarification of thesearch paradigms, namely the
interpretivist and critical, and why and when th@pmpriate paradigm is required to
generate data for this study. This chapter als@ries the case study methodology.
These considerations aforementioned are framedundroups: the type of research, the
research design, data collection, and data analysis

Chapter 4 offers more contextual discussions ipaese to the first research question. In
nature, it is a descriptive chapter which providasoverview of the structure of the Arts
and Humanities textbooks. In practice, it idensfihe patterns used by the Arts and
Humanities textbooks in order to unpack the cuhlaeus underlying assumptions. The
ultimate purpose of this chapter is to examine wiratision is made for macro-level
organisation and to look for evidence of discradafigurations of four series textbooks
at a more micro level. The examination benefitsfthlewing chapters by employing the
guantitative approach to illuminate the deploymerit ‘space’ on the integrated
construction of arts knowledge. Also associatinghvgjualitative approach this chapter
forms the basis for an idiographic understanding tloé particular cases under
examination in the following chapters.
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Chapters 5 to 7 involve a continuing interplay kesw data and concept mapping
through the discussion of the commaodification ofsmal works, the reproduction of
cultural identity, and the avoidance of aesthetppraach in the construction of
knowledge. The examination aims to answer the skcesearch question of how the
Arts and Humanities textbooks achieve the threegaabs set in the National Syllabus.
The process focuses on what knowledge is seleaigth@wv the knowledge is interpreted
to reflect a broader socio-cultural-economic contexthe Integrated Curriculum. The
cases selected are appropriate in terms of thenfisdgenerated from the exploration

conducted in Chapter 4.

Chapter 8 contains several propositional statenmadmst integrated music education and
the critical paradigms. This study extends existiegparch by providing an examination
of school music education through Adorno’s gazenupmmmodified societies and

fetished cultural practice’. By magnifying the gagson the negotiations among bodies
of knowledge in a single integrated domain, i.e. Alnts and Humanities in this study, the
ways to integrate knowledge are no longer an issuategrated techniques but an
institutional mechanism to maintain or create sgacearticular ‘voices’. The analysis

culminates in the final chapter, which presentsfthdings in response to the research
guestions and also suggests more attention patkevelop further research work on

philosophical-socio-cultural aspects of music etioca
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CHAPTER TWO
Review of literature

2.1 Introduction

This chapter will be a discussion of the backgrokndwledge that | used to respond to
the research questions raised in Chapter 1. Thewgwocess helped to locate the study
within the field of ‘music education as a sociabguct’. The available theoretical
resources cover five parts:

An examination of the socio-cultural-economic cahte school education

An examination of the impact of globalisation onsieueducation

An examination of the contemporary paradigms ofimeducation

An examination of critical theory and critical pggday to music education

An examination of the perspectives of integratediculum

In each of these areas the key ideas are discasstty apply to the current study. The
literature review also takes on a comparative atsge upon the relative strengths and

weaknesses of each theory examined.

2.2 A dialogue between the cultural and the economi

During the period of the rapid shift toward a gltpanterdependent world, such an
omnipresent practice of globalisation makes theldvorcreasingly crossbred. Cultural
practice consequently demonstrates a globally acterg (re)production. While any
culture is claimed to be experienced, the real e&peed is the interpreted, reconstructed
cultural experience through cultural products iobgll markets. In other words, culture is
commercially mediated to claim its existence. Tagnio school education in the global
context, as the main mediator to serve cultural iatesh, the contemporary school is

being reconstructed in the image of the marketpMd®at used to be embraced as culture
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taught in school formal curriculum is now managedcelebrate the opportunities for
liberatory action. This implies a new relationsbhigtween the economic and the cultural.
The following sections delve into a discussion lté tensions and contradictions of the
competing perspectives.

221 Culture: socialised things

First of all, culture, as a broader context to phmcipal subject ‘arts’ in this study, is

reviewed in order to conceptualise the content kedge of Arts and Humanities.

The term Culture is widely interpreted: “culture @me of the two or three most
complicated words in the English language” (Williab®83, p87). An influential
definition of culture is “that complex whole whiéhcludes knowledge, belief, art, law,
morals, custom, and any other capabilities andtbamquired by man as a member of
society” (Tylor 1958, pl). This definition indicatahe kaleidoscope of material and
non-material elements in human society that corapnigture. Regarding this, there is no
one definition that is able to include all aspesftgulture or to command the support of
the bulk of theoreticians in the field of cultufiéghe different definitions of culture reflect
diverse attempts to place priorities upon the deife parts of the social heritage. The
discussion of culture employed in this study clyiefocuses on the aspect of

representation with respect to its role as so@sltdge.

The representation is made manifest through matasjacts. For Roy D’Andrade (1984,
1989), culture is understood as meaning systemsdambodiment engagement with
symbol systems. The ‘symbol systems’ in D’Andradp&lance refer to messages or
material such aartefacts and symbols The aspect of culture as an artefact defines
material objects as those objects created or neadby people (Kroeber and Kluckhohn
1963). These are indicated by a range of term#y aggroduct, goodsandcommaodities

Put in broader social and cultural contexts, theyal subject to human manufacturing

processes: they receive a ‘birth print’ (symbol}daa conceptual model (ideology)
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emerging from the technological process. As Appaidaimply remarks, they are all
“socialized things” (1988, p6).

Amin and Thrift attempt to make a distinction be¢émeaproductand agood These two
terms, often interchangeable, are understood régplcas a process and a state (2004,
p61). The term ‘product’ is further interpreted‘asnetamorphosis that ends up putting it
into a form judged useful by an economic agent wags for it” (Amin & Thrift 2004,
p61). In the inquiries of cultural issues, a proamndistinction between groductand a
goodis that the neo-classicism’s view weighs the radutonception of ‘goods’ because
it does not entail any symbols or meanings. Tha teommodity’, on the other hand, has
been “associated only with capitalist modes of pobidn” (Appadurai 1988, p7).
Appadurai proposes to take account of the ‘biogyaphan object, meaning to look at a
material object as a “culturally constructed erit{}288, p68). He points out the social

context and beyond the limitation of viewing it@dy the instance of production.

Regarding the whole social context, culture thery tmetter be viewed as “the totality of
material and non-material traits” (Kroeber & Kludkin 1963, p43). With respect to the
non-material properties of culture, Schneider (3984 restricted the teroultureto the
representations of things without the proceduralvwkedge about how things should be
done. Likewise, Geertz (1973) notes that symbokpresentations are used to
communicate and to interpret events. He believat thstead of culture residing the
individual, humangossessulture rather than inherit it. In other wordsppke inherit the
material properties of culture but they have touregspecific knowledge before they are
entitled to ‘inherit’ it.

On the other hand, ‘culture’ can be seen as hamiagy aspects rejoined by a thread
called ‘symbol’, which is derived from anything neadoy humans, material or
non-material. In light of economic activities, omeohand, the signs it carries are in
relation to other aspects of culture and, on tiemtthe signs it creates interrelate to all
aspects of culture. The product created from hustmmomic activity is not merely the

material product used to satisfy human biologica¢éds but also reflects the way of

23



attitudes, beliefs, and customs of specific humaaciesy. This notion establishes a
context to explain why and how signs/symbols amdpced and used. In this regard,
Slater and Tonkiss (2001, p176) claim that thettoel turn’ is “partly based on arguing
that the economy seems increasingly made up ofnr#gtonal and symbolic work on

goods that are themselves increasingly ‘nonmatériéth summary, culture is a concept
of a complex whole that reflects the sum-total ofmlan society. In this study, music as

one aspect of culture is viewed in the understapdsidiscussed above.

2.2.2 Culture industry: culturalised economy

The concept of a culture industry was first raissd Horkheimer and Adorno at a
conjunction with their probing and disclosure ofssi@roduction as a social phenomenon
during post World War Il. Both a perspective and timpact of a cultural industry have
also been widely explored in interdisciplinary discse since the time Frankfurt School
academics publishe@ihe Culture IndustrfAdorno & Horkheimer 1947/20028 ulture
Industry Reconsidere@dorno 1975/1993c), andne-Dimensional MafMarcuse 1970).
The term ‘culture industry’ that Adorno coined, daiming the noun ‘culture’ with the
singular form of ‘industry’, presents a clash oftare and economy in the sense of an
intellectual argument rooted within a biting critgof the mass mechanical production of

culture.

2.2.2.1 The classic definition of Culture Industry

The term ‘culture industry’, born of Adorno’s sdciabservation, expounds the
production of culture that parallels the formulaplggd by industrial production to
achieve its massive scale. A central pillar of Adds argument is the standardisation of
the commodity itself and the rationalisation oftdimition techniques (Adorno 1993c).
According to Adorno, “the culture industry fusee thld and familiar into a new quality...
Products are manipulated according to plan. Theyalored for consumption by masses,
and which to a great extent determine the natutbaifconsumption” (1993c, p85). The

calculated proximity between the mass cultural siduand its aims for profits is noted
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as a crucial issue exposing cynical nature to ahkgtiteconomics but arguably out of
place in the production of culture. The influendeaomanipulated culture industry, as
opposed to culture in a purer form, is that cultumdustry takes away people’s
independence of thought, engineering a false umitgrof cultural performance (Adorn
1993c). He argues that a cultural industry imitdtes ‘nature’ of artworks which are
authentic and then produces a new unity of styfes€& new and distorted forms foster a
collective shallowness which belittles the self®dousness of individuals. It even
flattens personalities. By this he says “culture bacome socialized pseudo-culture — the
omnipresence of alienated spirit” (1993b, p16)spite of this notion of ‘pseudo-unity’,
Adorno has clearly aired his viewpoint that cultur@ only mirrors society, but also
takes an important role in shaping that same spcibtough the processes of
standardisation and commodification. Adorno furtaegued that once culture is created
in the same way as more common commodities, a gsashich appears to be reductive,

culture inevitably paralyses.

In an example he gives, a jazz musician changestyte of a piece of serious music to a
jazz style by syncopating the original melodiese Blgncopation is borrowed to build up
‘unity’, masquerading as a defining symbol of jarmsic. Consequently, a culture
industry creates a loss of subject, the modernestibfhe manner of ‘borrowing’ as a
diluting action is conceived a ‘partial but all'tfaill. This is a strategy employed for the
purpose of weaving cultural symbolic elements istmmmodities. In other words,
forming spurious associations has become commaoaplac virtually unavoidable
approach. Alas, if one identifies with Adorno’s geective, ‘borrowing’ is pallid and
creates sterile end products, one which has Bsense of consecutive experience and its
autonomous judgment (Rochlitz 1994). It has begued that once people get used to
absorbing the formulaic procedure without any caitiawareness, they will thereafter
lean heavily towards those methods familiar to themecognise culture in a habitually
certain way. From Rochlitz's perspective, Adornailgument of a culture industry has
identified that the abandonment of being subjesdliitresulted in the end of the modern
subject (1994, p22).
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As the above discussion has shown, what Adorno sggpcs not only the negativity of
culture industry, but also the increasing destauctf the “intelligible moment” (Adorno
1984a, p476) during an aesthetic experience unuerirnpact of the manipulative
domination of a culture industry. He has addreskisdssue in a pessimistic tone (1984a,
p26):

...because of the invention of mechanical meanspbdaiction...these trends,
external to art as they are, do nothing to dimimishdoubts about the future of
art. Nor do they suffice to justify art’s continueglistence. The complementary
nature of these needs...mutilates art, reducing arteexemplification of the
adaganundus vult decipthe world wants to be deceived.

Paralleling Adorno’s concerns of culture industryuated in academics, the first
UNESCO international convention held in Beirut1®48, dated the cultural materials as
part of economic cooperation addressed in thernatemal context (25 Qs, UNESCO
2004); also, the international trade agreements) a8 the Nairobi protocol (1976), and
the General Agreement on Tariffs and Trade (GATIP76). Although the two

Agreements foster the circulation of cultural meatisrand avoid importing cultural goods
that may prejudice the development of nationaluraltproducts, their every further step
of any amelioration or more appending negotiatiolely focuses on lower tariffs and

extends to more categories of cultural goods. hewotvords, though the international
agreements address cultural products, they dehl tvit trade of cultural goods but not
the culture itself. On the other hand, the emergent these international trade

agreements even increases cultural industries hagamore globalised.

2.2.2.2 The rearticulated meaning of Cudlundusties

Along with the passage of time, the word ‘industingis been redefined, now no longer
exclusively bound to the narrow association witk theans of industrial production.
Rather, its broad definition is employed to refeithe standardisation of cultural items,
and to the regulation of how they are propagated distributed. Consequently, new
terms are emerging to command different situatiitls respect to the issues addressed
and multitude of interpretations linked to them.tlhe sense of the reality that school

education is socially constructed, the shift oftaal-economic conception eventually
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affects the construction of knowledge acquired ehosls. Awareness of what is
happening to culture is essential for understandthg current discourses of

cultural-economic relations employed in schoolbteis.

Significantly, it is noted that the concept of cué and economy being presented and in
parallel with other terms is commonly used in acaidefields and in more general
applications. The term ‘culture industries’ is ugedassociate with economic activities
rather than Adorno’s concerns with socio-aesthdébates. Steinert in his publication
Culture Industry(2003) indicates that the plural usage is “toidgtish the various
different products and their genres of productionSuch distinctions are necessary for
empirical economic studies, and are also essantedtablishing the new academic field
of ‘culture management’ in business schools angarsities” (2003, p170). It is as if the
notion of industry has overshadowed and usurpechtite®n of culture. The plural or
singular form of ‘industry’ in the compound termuiture industry’ is not merely a matter
of the number (quantity), but a reflection of dserviewpoints associated with culture
and economy. It is also conceived that the pluoainfof ‘culture industries’ may not
contain the same meaning as culture industry statédlorno’s texts; they could even
contradict Adorno’s usage.

The most quoted and prominent instance of thisapliorm is the UNESCOQO'’s definition
of cultural industries “industries that combine the creation, producti@nd
commercialization of contents which are intangibted cultural in nature” (UNESCO
2004). The noun component of the term Adorno framettulture industry’, understood
in a sense of the whole philosophical packagegpdaced by the adjective ‘cultural’
which serves to diminish the second word ‘indusinythe term ‘cultural industry’. This
change creates the imagery in which ‘industry’ $famms to be the sole noun of the term,
ceasing to share the cognitive subject with themtioun ‘culture’. This implies the idea
of ‘industry’ has commandeered the prominent positin a sense, it is a broader scope
to dwarf the concept of ‘culture’. To put it anotiveay, ‘industry’ is viewed as the main
protagonist in human economic activities. In tléspect, ‘culture’ is conceived as only

one of the activities the protagonist is involvad i
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Except for these viewpoints addressing the wrestliatween ‘art’ and ‘commerce’ in
cultural industries, Amin and Thrift (2004) providdeir observation on cultural
industries through the term ‘cultural economy’: [6ultural economy] tries to outline the
ways in which the economic is interrelated with thdtural. The term refers to how
cultural meanings are embedded in economic lifie"addition to these terms discussed,
some other phrases such asative industries, future oriented industriesd content
industries have also been mentioned in UNESCOQO'’s definition caftural industry
(UNESCO 2004).

Approaching from different perspective to the cquimn of ‘cultural industries’, Lash
and Urry point out that

[T]oday, the ‘cultural’ industries broadly defineahd other so-called ‘soft’
knowledge intensive industries not only represemes of the most important
economic growth sectors but also offer paradigmatistances of the
de-differentiation of ‘culture’ and ‘economy’ inrtaes of their own business
practices (1994, pp108-109).

In this notion, Lash and Urry illuminate that hybty of culture and economy is a trend
and the development of industry in late-capitatistiety has become more and more

knowledge-based rather than material-based.

On the public policy level, the term — ‘creativelustries’ — is commonly used in national
cultural-economic policies. This idea has been Igigiromoted in the context of the
Blair's Government’s economic policies in the Ukaving been raised for the first time
in 1997 by the Creative Industries Task Force. &itien, the conception of creative
industry has been employed in governmental polichenational and international level
or as regional developmental schemes (Flew 200&)orling to the United Kingdom’s
Creative Industries Mapping Document (UK Creativelustries Task Force 1999 &
2001), the definition of creative industry is “...8®activities which have their origin in
individual creativity, skill and talent and whiclave the potential for wealth and job
creation through the generation and exploitatiomtllectual property”. From different
approaches, British cultural studies scholar O’'Quwngives his definition of ‘cultural
industries’ (1999):
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Those activities which deal primarily in symbolioagls — goods whose primary
economic value is derived from their cultural value this definition then
includes what have been called the ‘classical’ uralt industries... and the
‘traditional arts’. ...There are certainly divisiobgetween these two categories —
but a line between ‘art’ and ‘commerce’ is ideot@diand not analytical.

O’Connor raises two points which are worthy of lient discussion: the conception of
symbolic goods and the articulation of ideologigalformed arts/culture. The
employment of ‘symbolic goods’ provides an optionpair with ‘material object’ as a
synonym. Moreover, as O’Connor states that cultun@dilistry is a conceptual cognition
in terms of ideology, his definition implies thahet distinction between ‘art’ and
‘commerce’ is historically controversial. Regardititge distinction between use value
(social needs) and exchange value (economic markeéQonnor does not pay less
attention to the social needs but has more emplmsishe economic market. The
exchange value discussed in Adorno’s essays, pkatig, theOn the Fetish-Character
in Music and the Regression of Listenifi®38/1993a) is a conception addressing the
invisible objects transformed into the visible thgh a mechanism of framing into
symbols. Such a representation is always expresdbe form of either material symbols
or discourses.In this respect, it is not surpristhgt creative industries employ the
extracted elements from the cultural matrix to t¥eanew value which is supported by

the power of language.

In general, these terms discussed represent disagnishift of focus on the relation
between culture and economy: they are interpretedd context of ‘culturalisation’. The
above discussion offers a general comprehensidrittagerspective behind these terms
of ‘industries’, and ‘economy’ is based on a mowydbrid understanding of the relation
between culture and economy instead of a binagrpnétation. In light of thisgulture
industryhas given way to new reconceptualisations whicte laeir roots on the concept
of cultural industries The proliferation of discussion around culturadustry manifests

that the aesthetic structure as an essence ofauitxpression has been altered.
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2.2.3 Postmodern modes of aesthetics and commodigsthetics

Adorno’s concern with the phenomenon of culturaustdy is mainly about repetition and
homogenesis which has made the genre uniform ag eliminated its uniqueness. The
‘mono’ inclination on individual and the whole sety finally formalises the absolute of
mimicry. It is also common to see that fragmentagomgages in the production of unity.
But it engages in a game of ‘pseudo-unity’ that haen marked by Adorno and
acknowledged as ‘pastiche’ or ‘parody’. Howeverge timanner of imitation in
postmodernist creation is only a way to expresglaa of incredulity of form. To take an
alternative viewpoint, ‘fragmentisation’ is alsostylish demonstration participating in
everyday life in the appearance of functional desig satisfy specific desires. Its
embedded symbol stands as an entrance through ahpatkage of reference to that
symbol seems waiting to be discovered. Howeveretiomes it is only an empty package;
analogically, with a title, but without a responglicontent. The meaning of that symbol
is individual, and above all, created. Concomitgnthe original meaning is replaced.
This is supported by a postmodern dialogic ideakrufwledge — the “impossibility of
stable truth” (Dell’Antonio 2004, p4). Inseparadiem this is the fact that modern
aesthetics is exchanged by an evaluation systemategeby market mechanisms, the
commodity aesthetics. It could be stated that thopgstmodern arts do not talk
meta-meaning, the meaning of artworks has not bandoned; rather, the personalised

meaning found favour with both the creators andptigic.

2.3 Inspiration of Adorno’s aesthetic theory

From a postmodernist perspective of the arts, minderstood that meaning has been
transplanted from metanarratives to individual megg. However, the fragmented form of
contemporary arts can hardly offer a holistic elgyere necessary to approach intrinsic
aesthetic thinking which is believed to be the Bsseof art appreciation as well as a

promise to convey meaning. In answering the firsf aecond research questions, it is
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therefore suggested a return to review a clasdmatdeof aesthetics in philosophical

domain, particularly the discussion of aesthetios eulture raised by Theodor Adorno.

It is important to clarify that in this thesis, ig only thediscoursesof listening and
aesthetic thinking that are examined, through th®al texts. The actual experiences of
listening or engaging in performing, creating, amither forms of music ‘knowing’

combined with listening, are not examined.

2.3.1 Regression of listening

As Adorno notes, “regressive listening is tied tmduction by the machinery of
distribution, and particularly by advertising” (93993a, p42). In the context of
globalization, commodified artworks are becomingrnm® Inseparable from this
phenomenon is the fact that listening habit is ediogly changing, however, in a

negative decline.

2.3.1.1 The notion of regression of listening

In his influential article, “On the fetish characte music and the regression of listening”
(1938/1993a), Adorno addresses the change in tlsecroonnoisseur. Based on his social
studies, Adorno asserts that the capacity of lesterfor active, structural listening has
seriously declined. He is also concerned about what decline implies for both

contemporary composition and reception. In a séhae consumers being the passive
agent rather than the active merchandiser in markas infers that the audiences’ needs
are manipulated by market forces. As a result, caligifferings are regulated by certain
factors and accordingly imbued with sameness. Aalordicates that “the familiarity of a

piece is a surrogate for the quality ascribed.t@atlike it is almost the same thing as to
recognise it” (1993a, p271). It seems to be thes dhst the most familiar melody

becomes a successful jingle for advertising andtlitss reason, causes it to be used

continually. Accordingly, it would appear that thetire work is unknown to the public
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but the parts used in advertising are given a igitfor the collective. In this sense, the
word ‘regression’ could be conceived as a euphemidm ultimate situation of such an
interaction between the consumers’ listening cdpwlaind the commodified approach to
musical works is actually threatening. A point whimay not seem obvious at the
beginning but could gradually become serious i¢ thgression of listening becomes

synonymous with the incapability of concentratetiining.

2.3.1.2 A bridge for crossing over the regressstehing

In Adorno’s Aesthetic Theorythe central motif — the anti-thesis of art outsithe
reality — focuses on the opposition between SulgadtObject and functions as a ‘mirror
image’ for the purpose of illuminating and compnedlieg the truth in reality. The two
main questions, as Zuidervaart summarises (203} Adorno asks are: “whether art
can survive in a late capitalist world”, and “whethart can contribute to the
transformation of this world”. According to Statkyo things are believed by Adorno to
be inherent in artworks: the political liberatingtential and an inspiration to political
wisdom in the face of oppressive social struct(&tark 1998, p82). In the sense that art
is social, Adorno argues (1984a, p321):

While art is always a social fact because it ig@pct of the social labour of
spirit...[it] is not social only because it is brougibout in such a way that it
embodies the dialectic of forces and relations radpction. Nor is art social
only because it derives its material content framgoiety. Rather it is social
primarily because it stands opposed to society.

The internal tensions within artworks are, on the band, associated with social factors
that entail socially significant meaning; on theheat hand, they are “secularized
transcendence” (1984a, p42). Adorno regards authewdrks of art as conflicting
interpretations that reflect and express conflictssociety in the manner of internal
dialectic. The premise of the inner dialectic iitcal to his statement that “art is the
social antithesis of society” (1984a, pll). If astks contribute to the power of
enlightenment, then this must be due to the faat they can answer the questions in
relation to the tension outside. This also explai@orno’s argument that aesthetic

autonomy is negative autonomy. With respect to, tlissening to the entire work and
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thereby realising the form of the musical work raaial. Without listening, music can
hardly operate its innate power as being an ae8ith

2.3.2 Structural listening

The essence of structural listening is a philoscgdhénquiry of the form of creation. In
this respect, the two major conceptions — mimests monad — in Adorno’s aesthetic
theories are accordingly discussed in depth. Taecst for this exploration is based on
the following notion: listening is not a straightfcard action. Listening is an indirect
process wherein the audiences have to continualhgtouct sounds to make sense of
what they hear. In this respect, the discussiohst#ning is actually an exploration of
structural listening. That is, it is hypothesizéttto understand the form is the most
effective way to build an audio experience while@amtering the original works of

music.

2.3.2.1 The concept of Mimesis

Central to Adorno’s concepts of aesthetics, and almployed as the core part of this
study, is the concept of mimesis. Mimesis in Adésraygument is not the same meaning
as in the literary theories of Plato and Aristdter Plato, the term implies to copy, to
imitate, but never identical in status to its odésivorld. In Aristotle, ‘mimesis’ simply

refers to the ‘identification’ and ‘representatipaimilar to reality, but not intrinsic as in

the original. Adorno, as Paddison points out, “doesuse the concept of mimesis in its
traditional sense as ‘imitation of nature’ or aspiresentation’ or ‘reflection’ but as a
form of rationality” (Paddison 1997, p140). Adordefines it as the “non-conceptual
affinity of a subjective creation with its objeatiand unposited other” (1984a, p80). In
other words, mimesis demonstrates disenchantmerthgoworld and serves as an
amorphous form of nature. IFhe idea of natural histor{1984b), Adorno addresses the
objectified convention as a demonstration of secoatlire. Paddison explains such a

Nature “is that region to which are consigned thdsegs rejected or repressed by
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society in its dominant form” (1997, p57). Paddisfumther indicates that mimesis
represents the outside world by mimicking “the ¢ogf the object” (1997, p141). That is,
to mimic is to perform a ‘mimetic adaptation’ —efarmulation of the relations between

the subjectivity and objectivity.

With respect to this, mimesis has a dual-facet attar: the metaphysical (the
non-identity) and the non-metaphysical (the maligy)a The first instance of ‘mimesis’
is visible and more articulable in terms of its eratlity; however, the second dialectic
instance is comparably invisible with respect wiitternalisation. While the materiality
of arts is social-bounded, it is also anti-soamtérms of its role as a mediator between
Subject and Object. Returning to the point of ‘sible’, it is noted that most individual
moments in society are inexpressible — not expéind unable to be grasped. They can
only be unmasked through aesthetic images whiclcamstructed on the law of form.
The form Form) functions as a vehicle for contemnlfalt). The combination oForm
andInhalt moves from the realm of illusion to give us an emstiinding of our experience
of reality. It is important to understand that tghumimesis’ imitates the outside world,
it is not identical with the world we know. Rathet,is based on what Adorno has

designated the ‘non-identity’, which is to freesitsrom the world it represents.

2.3.2.2 The concept of ‘Monad’

Adorno’s perspective of the concept of ‘monad’ glay important role for offering an
aesthetic attitude needed to conduct ‘immaneniquaet. In Aesthetic TheoryAdorno

writes: “In relation to one another, artworks aegrhetically closed off and blind, yet
able in their isolation to represent the outsidelavo.the interpretation of a work of art in
terms of a crystallized, immanent process at rppraximates the idea of a monad”
(1984a, pp257-258). In this understanding, if titeinsic glory of artworks can be gained
while encountering any artworks, the attitude te $kem as a ‘monad’ should be
embraced to form an aesthetic attitude with respedhe ‘monad’ as the nature of
artworks. O’Connor (2000, p253) argues that the adan artworks is regulated by a set

of immanent laws, meaning that, the laws functmmiake the isolated monad conceive
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the outside world in the same way as the world dohe immanent process is twofold:
the series formatted procedure to reflect the datsiorld and the phase of crystallized
internalisation. The latter makes the monad exis¢ la ‘windowless monad’, in
Paddison’s words (1997, p190); and, resists angwsuption. This indicates that the
monad demands that the interpreters situate theawseithin the immanent process—to
saturate themselves with what the monad carries thed to envisage from its
‘windowless’ experience, finally to engender thewpo of perception. Upon this
understanding, it can be said that while experi@ntihe immanent critique via the monad,
the dialectic power then emerges. In this respieatso notes that failing to recognise the
matrix culture by treating artworks as monads @pping in fragmented cultural
presentation or pseudo-unity of any cultural dertratisns, as well not realising the
inner mechanism of interpretation of symbols, ilikely to result in what Adorno noted
“the pseudo-cultured person practices self-preservavithout a self” (1959/1993b,
p33).

2.3.3 Rethinking listening in the context of ‘cultwe turn’

With the illusion that modernist compositions beeamnapped in their composer’s
ideologies, postmodern modes of listening atternpfter different ways to liberate the
listeners from the constraint and further to cresmgsical meaning. In between the
modern and postmodern approaches, there is amatiter viewpoint to engage in the
discussion of listening, that is, the hybrid fomrtlhe context of ‘culture turn’.

In modern culture, culture industry as a pseudtdced! practice is associated with a
binary-free viewpoint upon culture and economy.alidition, a growing number of

discussions concentrate on ‘culture-turn’ with exgpto the economy as one facet of
culture (Barnes 2005; Cook et al. 2000; Crang 19y & Sayer 1999; Rifkin 2000).

Gavin Jack, a sociologist with interests on cultigsues, also indicates that “the cultural
turn could be used to signify the contemporaryrggein the production of meaning at
work” (2002, p264). It could be stated that ‘cuétturn’ marks the shift of interest out
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from the production of common goods to the productf meaning to goods. Moreover,
Du Gay and Pryke indicate the essence of ‘cultumn’tentails “the exemplary
oppositions — between a more ‘use’-value-centrest pad a more ‘sign’-value-centred
present” (2002, p7). To reveal the sign-value behtime veil of signs, some social
scientists concentrate on superstructural concgunh as discourse, representation and
meaning, rather than the Marxian base-superstriatoodel. One of the significant
achievements is Adorno’s study of the dominantrpritations of culture industry which
illuminates f$vhat-goes-without-sayifig borrowing Barthes’ words (1973, pll).
Adorno’s ‘mimesis’ especially gives great insiglt tnpack those visible but not
articulated social experiences when something “geiisout saying because it comes
without saying”, borrowing Bourdieu’s words (1974167). In general, the
acknowledgement of signs/symbols shows that sadiot@l studies have moved into an

era where the interpretation of signs/symbols iserative.

Turning to the sign/meaning embedded in culturaldpcts, it is worth noting that the

distribution of the sign/meaning is by means ofoastimption mechanism in societies.
By purchasing certain commodities, people connsaiselves to the sign-value system
which could represent power, opportunities, idédifon or social status. The specific
symbols of culture are emphasised as value-addategies and deployed in cultural
production. By referencing to the cultural matrexltural products become significant
because the matrix has already gained significationlight of the entity action of

consumption in societies, John Storey, a socidlomiterested in material culture,

indicates that consumption also involves the pradsinterpretation on commodities
(1999). Regarding this, it is also noted that titerpretation consists of two modes: the
passive way to conceive and the action to transfdeither of them escapes from a set

of formulated grammar regulated by the societies.

Regarding the interpretation of cultural produetséd on an understanding that culture is
a socially constructed material and non-materiaityent is important to acknowledge
that cultural discourses are socio-historical farares. In light of the ‘visibility’ and

‘articulability’ of culture, Barthes’ dual-level gnifier/signified model decodes what has
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been presented but lack of framework to be adddesBee signifier/signified model
pinpoints the significant information as ‘signifsérand expounds the ‘signifiers’ to
‘signified’ — in the comprehensible form of langeadt is noted that the scope of the
‘visible’ is usually broader than the ‘articulahldh this sense, while the ‘visible’ is
formed into certain ‘signifiers’ ready to becomei@rable, there still exists the 'mute’
visible part without language to be understood. coomtantly, only those signifiers
eventually transformed into ‘the signified’ are panful. It is also worth noting that the
interpreted is merely part of all the possible digses. The process to determine the

‘signifier’ is unavoidably subjective in terms afdividual belief.

Since culture and the understanding of culturesargally constructed, the interpretation
of cultural phenomenon unavoidably raises the isefiesubjectivity. Turn to the
interpretation of musical works, where ‘form intésing’ is not obtained as immediately
as the reception of sounds. According to Adornénawledging the form of works in
listening is crucial to approach the meaning of icalsworks. This approach construes
music to be constituted as a tool at the servicextérnal things. In this respect, | assert
that Adorno’s ‘mimesis’ offers not only a philosogdl framework, but also as a guide to
understand music within music. Intrinsically, minseis not formed as an analytical tool:
neither is like the Schenkerian system, nor is flwbby the ontological boundaries of
musical works” (Agawu 2005, p50). Materially, it & transparent map guiding the
audiences to be aware of the audio form of musid,abstractly, reminds us of a genuine
world existing in the invisible but truly obtainablistening world. The Open Sesame is

‘listen’.

The discussion of listening as the prominent dingens musical experience also relates
to a concern of, as discussed above, the phenonwéricegression of listening” (Adorno
1993a). With respect to the interaction of schoafsl societies, what Adorno has
observed as a social phenomenon has become artiedatasue in current educational
milieu. The increasing amount of popular matemaschoolbooks and knowledge-based
musical practice parallel the incomprehensibilifytloe serious form of music works.

This notion is not to embrace the so-called ‘higis’and disfavour popular arts, neither
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does this concern support pure classical musichasohly school learning material.

Rather, it is a concern as Adorno decries “the tapart to the fetishism of music is a
regression of listening” (1993a, p40). Again, iingortant to emphasise that the notion
of a regression of listening refers to a critiqg@ienoisic-aesthetics, which is very different
from the subsequent critique of music-kinesis; thathe relationships between listening

and other forms of ‘musicing’ (Elliott 1995), diszed in Section 2.5.2.2 below.

2.4 A discussion of ‘music as cultural product’

As expected, school arts education helps studentgain aesthetic experiences, the
knowledge in arts textbooks is accordingly expetteddopt aesthetic knowledge and/or
the knowledge leading to aesthetic experience. Yeégpect to the Integrated Curriculum,
the more hybridised cultural and economic phenomemndgside schools has fused into
school knowledge resulting from the orientation ofore hands-on learning.

Concomitantly, cultural industry as common sociaémomenon also participates in the
construction of school knowledge. In this respdatprno’s concern of the impact of

fetished artworks and twisted aesthetic experiénceucial to be discussed if school arts

education is going to be well prepared for its esu

241 The nature of music

The question of ‘what is music’ in this study igpapached from both Langer’s theory of
symbolism and Adorno’s sociological perspectiveadk. According to Langer (1976),
music is logical expression, a form of knowledgel d@ruth. In this respect, Langer
proceeds to argue that music is a “presentatioyrabsl” (1979) which bears a close
logical resemblance to the forms of human feelihgs word, the symbol and the object
symbolised have a common logical form. In Adorneisw, arts are conceived as a
combination of form and intellectual import in setés (1984a). Arts are material in

terms of their processes of production. They ase aleological because they are the
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outcome of human intellectual activity with intemts and desires. In this respect,
Adorno emphasises the socially significant meanipfg artworks. Regarding its
interaction with society, music is not merely a enal operating rhythm, harmony, and
melody to reflect outside world, but an organic yéd conduct reflexive action to the
world where music symbiotically exists within it.céepting that, it is reasonable to
suggest that music is a type of perception of asgahsounds. Each note or sign in
musical notation (either Western or non-Westermtia systems) should be viewed as a
product generating from a socially constructed pssc Moreover, as Susan McClary
notes that “itfmusic] as a medium that participatesocial formation by influencing the
ways we perceive our feelings, our bodies, ourrdssbur very subjectivities — even if it
does so surreptitiously, without most of us knowhagy” (1994, pp211-212).

Also, a point which may not seem obvious is thantesulation of non-mainstream music,
or say music with ethnic features, in a standpoifrRythagoras’ theories of music tones.
Simply speaking, this is a system based on sonysigh which subjectively determines
the perfect relation of notes and further consfrctsocially accepted series of scales,
namely the western major and minor scales. Comipalat the music created in
accordance with Pythagoras’ musical theory is measily perceived as ‘good’ music
rather than those works which speak a less famiiasical language. In this respect, to
define ‘consonance’ or ‘dissonance’ is a discussibaulture rather than merely an issue
of music. In light of tonal music, the last poirgncbe put as an understanding upon the
control over interaction between consonance andsodance. As musicologist
Jean-Jacques Nattiez (1990, p48) indicates, “theleboobetween music and noise is
always culturally defined — which implies that, eweithin a single society, this border
does not always pass through the same place; irt, dhere is rarely a consensus”.
Regarding the contrast of consonance and dissonasicthe essence of sound, the
exploration of what is music is understood as dirdisBon between noise and music

within particular socio-cultural context.

In general, music is an expression with sociallyked characteristics. Understanding

music is a process beyond listening to reach up tmmprehension of meaning, or a
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higher truth, with respect to Adorno’mimesis However, this condition requires
cultivation; it cannot be approached naturally lseamusical meaning is not inherent
but generated from social interactions (SwanwicR&)9Among the variety of channels
to confront musical meanings, school music eduonafitays an important role in the
cultivation of musical literacy. In this respectdrplore ‘what is the nature of music’ as a
thesis in educational field, we must take accodnthe reality that schools as socially
constructed institution.

2.4.2A discussion of modern and postmodern perceptis of music: production
and appreciation

A discussion of music’s modern and postmodern detnation can be approached from
many aspects. In dealing with the perception andpon of music in the production of
school knowledge the present chapter necessasisiats the following discussion to the

aspects of musical production and appreciation.

2.4.2.1 Contemporary musical production

As Scherzinger notes (2004), the contemporary mpusiduction entangles with global
media to operate their profit-driven aims. Concamilty, works of music are used as
material to engage in forming uniform musical taste light of Adorno’s social
observation, the contemporary capitalism which reakelture lose the power of
non-identity is central in his argument of culturelustry. The totalisation of culture
imposed by the economic machinery is therefore geised as retrogression to the
public’'s critical awareness. However, the conceptid postmodern represents people
with an array to make sense of the world throuffoyalty to the lost absolute” (Rochlitz
1994, p34). In this sense, postmodern art musia®@pace for making meaning by
audiences themselves. Under such a light, wherettlieral operation Adorno contends
to avoid, non-modernists do not eschew. As a rethdtsimilarity of cultural products is

not viewed equal to monopoly interpretation but atural phenomenon of the
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standardisation in markets. As a whole, what Addmae taken the culture industry of
music as a malign social symptom, to the machinerproduce postmodern music is

totally benign.

2.4.2.2 Contemporary musical appreciation

Shedding light on the aspect of appreciation ofimuistening in the twentieth century
becomes an activity to create meaning. It was,siids being used as an array towards
understanding, although modern listening has receia fair amount of ink on its
constructed “listening grammar” (Ashby 2004, p13TIp further this point, though
listening exists as a modernist approach to mubee,result of it is a hierarchically
structured experience. This notion has formed theldmental argument of Adorno’s
essay “On the fetish character in music and theessgpn of listening” (1938/1993a).
Currently, more individualised modes of listenimg amerging along with individualism.
These approaches are inescapable from Adorno’shaoigliagnosis of the production,
distribution and reception of culture industry. Hoxgr, many years after the original
publication of his works, globalisation flanked tmpdern and postmodern magnifies the
influence of culture industry in a new form whidiesely ties to the time much later than
Adorno experienced. As Cook (2001), Crespi (2084) Finke (2001) note, to name but
a few, Adorno’s notion rings as true today as erereturn of Adorno has its remarkable

meaning with respect to his social awareness dtidatiargument.

Continuing on the second part of the theme, fudlggostmodernist perspective, it is
noted that music appreciation is not always a symono listening. In the light of
Ashby’s observation, the avant-garde compositianghie last century were labeled
“difficult” and “unapproachable” (2004, p2). Botthea creators’ intention and the
receivers’ attention engage in the pitch games. c@umitantly, this atonal musical
language fosters a new way for appreciation — wnothe reading sheet. Such an
approach does not necessitate an actual listenkpgrience. The experience of
appreciation is an imaginative creation by musieatters’. In addition to the

contemporary development of series music, the da$Eiopic representations of
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contemporary popular music give an image of ‘namdfoof its structure. This also
encourages non-structural listening. However, tlbhgmeaning’ is by no means central

to the action in face of the popular genre of music

Without real listening, Adorno’s polemic gesture tesist totalisation imposed by
capitalism is totally disarmed. Without listening the original works, the meaning
acclaimed is deceptive: it lacks the support ofdhginal referent so as failing to offer a
faithful and insightful interpretation. Inseparalitem obsolescence of listening to both
modern and postmodern musical appreciation is tiat‘meaning’ embraced by the
audiences is manipulated. The economic mechanismalysas people’s sensitive
awareness and disables their critical consciousngkseover, the straightforward
definition through language or existing discoursesa time of ‘loyalty of the lost
absolute’ distorts the social rationality of thderof listening as being an ultimate venue
towards real meaning.

2.5 The contemporary paradigms of music education

In the twentieth century, the landscape of thegsioiphy of education withessed many
approaches to general education (Dewey, 1916; H&®852; Miller, 1988). On the other
hand, professional scholars, such as Theodor Wrrddria DeNora, Susan McClary
and some others, have engaged in a wide rangesdisouof the philosophy of music
through different approaches such as sociologyhatss or feminism. In between, many
professional educators elaborate their discussiamusic education within the field of
general education (Elliott 1995; Ernst and Gary 5t9Reimer 1989, 2003). At the
empirical level, both Elliott's praxial theory anBeimer's perspective oMusic
Education as Aesthetic EducatiQMEAE) are welcome and widely adopted in practice.
In the following discussion, Reimer's and Elliotpgrspectives on music education are
discussed on a comparative base. This approacioped with respect to the conceptual
equivalence of their discussion d&howing and listening in music education. By
comparing common features, this attempt also helptuminate the differences of their
perspectives.
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25.1 Reimer's MEAE

Reimer’s vision on music education and aesthetiecaion has been presentedAn
philosophy of music educatidda970, 1989, 2003). | read the three editions@mbed
texts because they have been written and publisiceass the decades, some earlier
perspectives have been more developed, refinedeamticulated during the long period.
From my careful reading, it seems that while ipassible to map the sameness page by
page for the first and the second editions, it bee®impossible to do so for the second
and the third books. Contrarily to Stubley’s refien, | would say that they are not “a
tale thrice told” (2003) but a tale with more thame possible ending.

2.5.1.1 The general review &k philosophy of music education’

The ‘music education as aesthetic education’ (MEABS been marked as Bennett
Reimer’s major educational philosophy. Since thst fedition ofA philosophy of music
education(1970) has confronted the world, Reimer has ptesenis personal journey on
the debate and issues on music education and aestdducation. Some earlier
perspectives on music education and aesthetic educhave been more developed,
refined and rearticulated in his later publicatioi$ie review of Bennett Reimer’s
aesthetic theories through his bodkphilosophy of music educati¢h970, 1989, 2003)
not only encounters his individual journey on thentemplation of an ideal music
education but also experiences the argument bet®eerd Elliott’s praxial paradigm
and Reimer’s aesthetic paradigm. With referencg&lliott's Music matters(1995), his
attempt to propose maew philosophy for music education with a critiquethe old is
clearly presented in this book. In Elliott’s poinit view, MEAE centres on listening as
the prominent approach to musical artworks, an @ppr that is past and obsolete.
Instead, he advocates music education as compiebetsion — to perform, to compose,
to sing and to listen. The differences in theiroties have set fire to the debate between
praxial and aesthetic music paradigm over the 19B@smer accordingly generates a

synergistic proposal in the third edition (2003attltan be deemed as a milestone not
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only in terms of his individual philosophy of mugducation but also with respect to the

historical and theoretical development of MEAE.

2.5.1.2 The main philosophies in ReimeX'ghilosophy of music education

To read the three books as bounded texts help® meté that the impact of the external
world to music education and the changes of aastloeincepts which have been
illustrated in Reimer’s books. The linear developtaf some ideas has metamorphosed
over time. The most significant change is that Reinmtroduces the concept of
synergism in his third book. In this respect, thiéal perspectives presented in Reimer’s
first and second editions are consequently viewedhe ‘classic’ ideas of MEAE.
Contrasted to Stubley’s reflection (2003), | woshly that these books do not show an
image of “a tale thrice told” because new visiod approaches are presented in the third
tale. With this respect, | read the three editiassbounded texts to illustrate a more
complete map of Reimer’s holistic perspectives daA#. The philosophies of Susanne
Langer, Leonard Meyer and John Dewey presentechaset three books illustrating

Reimer’s conceptual framework are consequentlygoaiged and reviewed respectively.

Dewey’s art as experience

Dewey’s art as experiencénad been the cornerstone on which Reimer has hisg
account of the constant aspect of human feelinesharacteristics of music works. In
Reimer’s first book, the concept that music as asseof human feeling has been
discussed with reference to Dewey’s words that,itniss“a complex experience that
moves and changes” (1970, p36), Reimer furtheragxplthat artworks shape perceivers’
perception by the shape of its expressive cont@@7(, p52). With respect to the
complicity of the experience of artworks, the sblestorms of artworks are usually used
as a supportive approach to aesthetic experierge@ éonsequence, language is usually
employed as a tool to interpret forms and humahnige However, the illusion that arts
can be approached by words has been argued by Reased on Dewey’s postulation.

Although Reimer believes that there is somethinigjus that exists within artworks and
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that makes experience of arts different, he dissgwith the over-reliance on words as
an exclusive way to comprehend artworks. By thateferences Dewey’s words, “There
are values and meanings that can be expressedypnigmediately visible and audible
gualities, and to ask what they mean in the sehsemething that can be put into words
is to deny their distinctive existence” (1958, p7/Rggarding the ‘distinctive existence’,
what is conceived is that the meaning and valustiexj as the nature of artworks can be
approached only in the ways in accordance witmtteare of artworks, meaning, kmok

at visual arts works and tsten to music works. Through Dewey, Reimer subverts the
notion of musical listening as passive only andnofsical performance as apotheosis of
the musical educational process. In addition, lagguthough is commonly employed in

art appreciation, its supportive role should notdken as the main approach.

Moreover, Reimer points out the internal and exkmmvironments to artworks and
indicates that the aesthetic experience happem®gnition, that is, an inner activity.
Though the experience is an internal activity, R®iralso recognises the “environing
conditions”, which originates from Dewey's postigat that “experience occurs
continuously, because the interaction of live arsatand environing conditions is
involved in the very process of living” (1934, p35)he recognition of external
environment to artworks and aesthetic experience med presented in the first edition
but emerges in the third edition. The acknowledgenoé the social context to artworks
shows an understanding held by Reimer that musperénce is an experience of
socially structured sounds. This comprehensionrhér conceptualised and presented as

a set olknowingmodes.

In the global dimension, Beethoven’s Ninth Symphbag become a work which crafts a
collective memory elaborating history, philosopmdébelief in humanity. Accordingly,
it represents a value system that people hold idegieir taste of music. In this respect,
a generally accepted perspective emerges that ¢masiwell as the other arts and all
human endeavours, should be seen as serving potigtal purposes, to be critiqued
when those purposes are harmful and to be celebwdten helpful” (Reimer 2003, p52).

In terms of this, music is commonly conceived asiadcagency. Inseparable from this
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idea is the sense that the experience of formeddsois associated with an action to
decipher music and figure out its particular messadreimer further points out that
“musical meaning is meaning individuals chooseit@ ¢go and take from music, based
on their life experiences and their musical origates” (Reimer 2003, p59). Continuing
on the theme of message in music, Reimer suggesisveloping an attention on what is
given or taken in works of art. Furthermore, heaemages an attitude that is formed
upon a viewpoint which engages in questioning hopieece of work plays a role as
referent (Reimer 2003).

In summary, social context to aesthetic experieaa@nceived by both of them as they
agree with the reality that arts and art experiesmeeactually an interplay between the
outside world and the internal world. Reimer emptessDewey’s contention that music
education in the scope of general education shaoldliterarily mirror the external

society though schools’ function as part of the l@hspciety and artworks are socially
constructed. In other words, Reimer has shown agshaf his theory of aesthetic
experience from individual subjective stream of smousness to a more Deweyan,
action-based paradigm. This change started in 889l and is fully articulated in his
third edition of A philosophy of music educatiq@003). The new MEAE presents a
horizon where the purpose to gain knowledge anderstahd musical culture is

rearticulated to combine the purpose of makingranchaking musical culture.

Langer’s artistic forms and human feeling

Reimer builds his aesthetic attitudes upon U.S.lopbpher Susanne Langer’'s
contemplation and further presents his understgndh how art is experienced

aesthetically. Shedding light on aesthetics, Reimt@rprets Langer's perspectives as
“things which are created aesthetically, which laasically expressive forms rather than
conventional symbols, and which gives a concepdibhuman feeling, can be regarded
as art” (Reimer 1970, p68). The expressive formamasessential element in aesthetic
experience also contributes to a revelation of gt is, no matter what kinds of human

feelings arise while interacting with artworks, @y jis gained because the experience
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based on the artistic forms which incarnate plainses to literately meaningful feelings.
For Langer, the similarities between the structofrertworks and the form of human
feelings exist as an analogue to human life (19Ir6bhis viewpoint, Langer explains the

form as a logical pattern functions like a ladaevards human feeling.

Shedding light on the distinction between music &Eryuage, though both music and
language are viewed as systematically structurdtémpa, Langer's argument on this
point, that “music can reveal the nature of fedingth a detail and truth that language
cannot approach” (1976, p191), is strongly reiemtah Reimer’s second edition. Reimer
agrees more with the parts that Langer admits ithé@ation of language to musical

experience than the parts in which Langer preséots language functions as an
effective tool to construct concepts. Return todex's reflection on language and feeling
(1967), the recognition of the congruent natureveeth music and human feeling further
guides Reimer to consider the genuineness of aes#erience. Reimer argues that
only with no intermediary involved in aesthetic ekpnce can perceivers gain the
meaning and qualities of art works (1989, p91)sMiewpoint is further developed in his
third edition (2003, p145):

There are two essentially different characteristiEsuch mental operations
from the operations in typical conceptualizatiorirstt no linguistic or
conventional sign is applied. We experience the aatidal sound-structures
directly and immediately; there are no intermedmtisigns, symbols, or
vehicles, as would be required in conceptualizaisrommonly understood.
Second, the perceived structures are inseparabte onty from their
embodiment in sounds but also from what is fethm act of perceiving them.
Structured sounds are experienced simultaneoudbpthsstructured material
and structured feeling, one inseparable from therot

The intrinsic qualities of art works though requizenceptualisation, they cannot be
obtained via any indirect approaches. To immershimithem is the only way. The

argument is based on a belief that the form agé#neeivable structure and the content
consisted of structured-sounds is integral in libéhstage of the production of artworks
and the phase of appreciation. Shedding light andmufeeling which generates through
interacting with artworks, it is expected to beddistic experience as well. In this sense,

forms in artworks are not a strain but strengtremndance the possibilities of aesthetic
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experience. However, | argue the attitude towardsnfis as important as the
understanding of the coalition of form and contét#turning to Reimer’s first book, he
expounded that the means accounts for the outcdrttee eexperience of artworks. By
that he argued, “So long as an art work is apprecdbr any of its attributes as a symbol

it is being approached non-aesthetically” (197@®)p6

In general, Reimer points out that the form of arkg and human feeling are rooted in
Langer’s contribution in the semiotics to arts whigas transformed through a prism to
acknowledge both the strength and the weaknessgtihge. This thread of language has
existed since the first edition. The modes of kmayyproposed in the second edition can
be viewed as the beginning of Reimer’'s exploratbonthe inter-relation of language,
music and form. Reimer’knowingmodes aim to illuminate the unarticulated proc&ss
musical experience. In the modes, those direcg to musical meaning akeowing
why andknowing aboutin these two modes, language is deployed to agprartworks
(knowing aboytand to understand artworks as human phenonmteraving why. The
further discussion of the modes of knowing will fresented in the later sections of this

present chapter.

Meyer’s emotion and meaning in music

Another aesthetic philosopher whose ideas Reinswslifrom is Leonard Meyer, and his
standpoint upon what is music and his vision thaaning and emotion are bound
together. According to Meyer (1956), the way thairsls are produced could affect the
way the perceivers respond. In Reimer’s first bdwkdiscussed the meaning of aesthetic
expressiveness through Meyer’s understanding ofaltdaws of pattern perception. In
addition, Reimer has explained in detail about fbemalism, expressionism and
referentialism towards an art work’s meaning. He nibt oppose the view taken by the
referentist, however, by juxtaposing the viewpahtthe formalism and expressionism
(Reimer grouped them as one term *“the absolutist’) the viewpoints of the
referentialism; he showed the two paths leadingnéaning of artworks and implicitly

presented his postulation as well. For Reimer, rtteaning in music comes from the
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attendance to the work itself rather than any aggves constructed from outside, then
into the art work. With this conception, he citeeydr's viewpoint that there is a

limitation of words to pinpoint human feeling (200834). In addition, Reimer places
emphasis on Meyer’s study about the ways how musmads go beyond emotions and
references to feelingful responses. Reimer furiheicates that the cultural factors
attribute “the tension and resolutions of feelingthe demonstration of artworks (2003,
p85). Reimer's and Meyer's explanations both comeah understanding that the
comprehension of artworks requires the associatibrma cultural imagination to the

specific cultural context.

Summary

Within the scope of the musical experience, Reimegrérspectives stretch to the
discussion of form and language, form and humatinfgeand language and human
feeling. The review of Reimer’s conceptual map esthetics illuminates the interaction
between his own viewpoints and Dewey’s essentiah idf art as experience, Langer’'s
semiotic approach to music, and Meyer's emotion medning in music. The prominent
factor for the generation of the synergistic apphes introduced in Reimer’s third
edition lies on the debate of Elliott’s praxial ¢thies. And this third edition has attributed

to construct a balanced platform between MEAE awadipl theories.

2.5.1.3 Perspectives &gmowing

Before | elaborate on Reimer’s discussions of ‘kimgly some prior perspectives along
the line of ‘modes of knowing’ are also reviewedhwiespect to diversities of paradigms
on this topic. The following brief review has résted the discussion to the modern
points of view proposed by Bertrand Russell, Lcddisaud Reid, David W. Hamlyn, and
Keith Swanwick.

Bertrand Russell’s theory of knowledge cab be termas the ‘theory of facts’ which

focuses on whether knowledge is obtained diredthpugh an immediate interaction
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between a person and the object that person ieipgrg. Mainly, Russell’s studies

engage in the distinction of ‘knowledge by acquamce’ and ‘knowledge by description’

(1940, 1948). The former is defined as when onemmediately acquainted with a fact.

On the contrary, the latter means that knowledgdiained by means of a description. In
considering empirical truth, Russell is also conedrthe non-linguistic events in the
mode of ‘knowledge by acquaintance’ (1948/1972,1pp2). Consequently, he examines
the propositional knowledge which constitute pegpt@owing (1948/1972).

With a similar insight as Russell but through diiet approaches, Louis Arnaud Reid
engages in the study of ‘different senses of kngijhi961). Reid defines the common
use of the word ‘knowledge’ is “the knowledge ‘tlsaimething is the case™ (1961, p24).
In this use of ‘knowledge’, Reid claims some ralatiof the truth of a statement is
beyond a belief and feeling (1961). On the othardhaknowing’ represents another
whole range of knowledge through experience. Initenhd his notion of ‘knowing’
particularly highlights experiences that may notdsgculable; for instance, a piece of
insight without the use of words (Reid 1961, p25).

David W. Hamlyn proposes a discussion of ‘typekmdwledge’ (1970) which simply
reconceptualises what Russell and Reid have diedusse ‘knowing’ and ‘knowing for
certain’: the indirect or inferential as opposeddirect knowledge. Moreover, Hamlyn
interprets Gilbert Ryle’s “knowledge how” (practicand “knowledge that” (theoretical)
(1949) and elicits his theory of ‘knowing how’ afichowing that’ (1970). He further

clarifies the myth that ‘not all “knowledge how”gsupposes “knowledge that” should
be reconceptualised as “there could be forms ofvenige that are both theoretical and

practical at the same time” (1970, p103).
Apart from the more philosophical conceptualisatmin‘knowing’, Keith Swanwick

(1994) recognises the different levels of attaintredrknowledge in music and proposes

the ‘model of musical knowing’ (Figure 2).
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Figure 2 Swanwick’s Model of Musical Knowing (1994)

|
Prepositional I Acquaintance Personal Attitudinal
knowledge : knowledge knowledee knowledee
|
|

In his model (Swanwick 1994, ppl16-20), musical kiemlge consists of four strands.
Although the strands are typically woven togethibey can be separated out for the
purpose of analysis. In the first layer preposgioknowledge, factual knowledge is
recognised as essence. The second layer consiatgafdiscrimination and notational
proficiency. Next, personal knowledge forms theiba$ the ability of the performer to
deliver musical experiences. The final layer acteuthe ways people respond to
different types of musical style according to agender, social context, education, and
exposure to the different styles. The acquaintampm¥sonal and attitudinal layers
comprise first-hand knowing as they are only oladinthrough one’s personal

involvement in music.

To sum up the above discussions, it is concludatl ttite ways to approach knowledge
can be either direct or indirect. The knowings ke diversities of quality because of
knowers’ cultural background, their intention taah knowledge, and the context to the

entire process of knowledge generation.

2.5.1.4 Reimer’'s modes &howing

The emergence of the modesKiiowingas part of Reimer’s aesthetic theories can be
traced back to his second editionfophilosophy of music educati¢h989). The whole
package oknowingincludes four modes knowing abouytknowing whyknowing within
andknowing how The generation of the modes of knowing has ptesea genealogical
development. The initial mod&nowing aboutis generated in the second edition
accompanied with the incipient mode kfowing whyin the pre-developed face as
meaning of art(1989, pp75-98). In the articl®lusic education in our multicultural
culture (Reimer 1993)knowing abouts further developed and the tekmowing whyis

used to clearly explain the cultural context to mub the same article, the concept of
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knowing withinand knowing howare introduced and fully developed to illustrate t
relationship of the four modes as a package towaetting music. In the third edition of
A philosophy of music educatiq®2003), the interaction betwedmowing withinand
knowing howis presented from a different angl&rowing withinin knowing how- to
indicate their relative position in thknowing map. In terms of the genealogical
development of the modes, a synthesised descrifgiemployed to complete the jigsaw

of the scattered explanation and discussion in Besmpublications.

Knowing about

The termknowing abouis firstly employed in Reimer’s second editionffphilosophy
of music educatiorf1989). Though a clear definition is not giventiis book, Reimer
sketchesknowing aboutmeans to “develop an understanding of the manysroiasic
plays in a society” (1989, p156). Moreover, Reipeints out that the understanding has
to be highly relevant to real life experiences vehatusical meaning generates (1989,
ppl56-157). In the articldMusic education in our multicultural culturene further
explains “they knowing abodt are knowings associated with musical analysighim
context of musical history and musical sociologyg anthropology” (Reimer 1993, p25).
The point about the social context to music prestipypresented in the second edition is
also reiterated and receives an expansion. Reitatgssthat what students should know
about music includes the “different cultural masiégions”, and school teachers are
expected to teach “each music as it exists inatsiqular context” (1993, p25). Reimer
also notifies the pitfall if the balance of knowiagd experiencing does not maintain,
knowing aboutis very likely to become a history learning. Iretthird edition ofA
philosophy of music educatioReimer makes a concise and inductive explanatidhe
ideaknowing abougs “to get the concept” and its nature is “desiu@and informative

in a great variety of ways” (2003, p146). As foe ttool to performknowing about
Reimer pinpoints that language is able to clafify tonstructed sounds, however, it also
affects the aspects of production and the compsatwerof sounds (2003, p162).
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Knowing why

In the articleMusic education in our multicultural cultur&eimer define&knowing why
as “all the knowing relating to the universal lew¢lthe nature of music” (1993, p25).
The presence ddnowing whyin educational practice aims to offer an understapthat
“music is a panhuman constant” and “musical soumdsys engage human feelings”
(1993, p25). A Deweyan holistic music educationnmeidedges both the personal and
the collective aspects at the social and instihatidevels. Reimer continues the line with
Dewey to pay attention to a broad scope of knowiedto the organization of sounds. In
addition, Reimer (2003, p163) also points out thadughknowing whyis essential, if it
is made a dominant approach then it is likely td ap gaining non-musical experience.

In other words, it could result in non-perceptuad @on-aesthetic explanation.

Knowing within

According to Reimer (1993, pp25-26knowing within refers to the transformed
combination ofknowing whyand knowing about This transformation happens while
individuals immerse within music and evolve inn&inking associating with their
listening activity. In other words, the purposekobwing whyandknowing aboutis to
facilitate the generation ddnowing within In a sense, they can be viewed as vehicles
towards knowing within This idea is actually presented when #mowing whyand
knowing aboutave already articulated respectively and havehesha mature level of
development. In this sensknowing withinoffers an advanced and immersed vision
which aims to enhance musical perceptions. Withaeisto the kaleidoscopic aspects of
music, Reimer suggests to make a good balance Wwimming whyandknowing about
associate with various sorts of musical element® Juggestion is to hold a synergistic
attitude, in Reimer’s words, thus avoiding the emtes (2003, p96). Frorknowing
within, Reimer moves forward to the advanced level wherewing howis added to

formulate an action.
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Knowing how

Knowing howhas first emerged as a pair wkhowing within It is defined and explained
with reference to the function of the other thraesicalknowings

In order to create music, a great many skills aguired and a particular way

of knowing is essential, one that combines musicalgination with musical

action. Such knowing may be termed “knowing howgifRer 1993, p26).
Put another wayknowing howcan be viewed as the aggregatekabwing about
knowing whyandknowing within It is the result of what have been transfornkedwing
about and knowing why and the internaliseckknowing within In the phase of
internalisation, all the knowing is reconceptuali$s grouping as the relating skills, then
the imagination based on the understanding of titteiral context to music is invited to
operate the skills and trigger the action termeshting. The whole process has been
illustrated in the article written in 1993. The &\wf internalisation t&knowing withinis

an important conception in ReimeKaowingmodes.

Summary

The above exploration of the jigsaw of Reimer'stlaesc philosophy provides the
background for his aesthetic and educational petisqes. Reimer has recognised that
artworks could be entailed with both purely aestheharacteristics and the utilitarian
qualities (1970, p48). However, Reimer places ersighen the distinction of the reality
that artworks contain conventional symbols andwag to approach them by treating
them as symbols. By that, he argues “So long amtawork is approached for any of its
attributes as a symbol it is being approached resthatically” (Reimer 1970, p66). This
is the attitude towards artworks that makes diffees. The belief is that even though
perceivers own the conceptual realisation that fanah content is bound, if the aesthetic
attitude is absent then no genuinely aestheticrexpee will be identified in the presence.
My contemplation on the discussions suggests thabitance should be given to placing
emphasis on aesthetic attitude, as it is the sitriquality guiding any relevant aesthetic

activities.
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25.2 Elliott’s praxial theories on music education

Regarding the complementarities and contradictibasveen Reimer’'s and Elliott's
philosophies, it is difficult and not necessaryotit Elliott's opposite philosophy. The
philosophy that Elliott offers is based on the éisliof praxialism. According to Elliott,
his praxial theory emphasizes what MEAE “fails ti@owledge,” which is that music is
“a particular form of action that is purposeful asitbated and, therefore, revealing of
one's self and one's relationship with others @@mmunity” (2005, p14). The following
discussion has three points of focus: the genesaludsion of the praxial theories,

Elliott’s perspectives oknowing and the five componekhowingsof listenership.
2.5.2.1 Elliott’s praxial theories

For the essential question on what is aesthetilgttEstates that “aesthetics is not a
synonym for the philosophy of art (or the philospmi music), as commonly believed”
(1995, p26). In his booMusic Matters(1995), the way he takes to approach the
conception of aesthetics is chronological and degézal, not a fixed point of view.
From the Greek wordesthesigo the perspectives proposed by philosopherseanié!
century, Elliott builds his idea of ‘aesthetics’ amp multiple conceptions including
aesthetic experience, aesthetic object, aesthetaeption, and aesthetic qualities (1995,
pp22-26). The genealogical approach manifests do&lscontext to each definition of
aesthetics. Combining with the multi-dimensionalpexds of aesthetics, Elliott
consequently gives his assumptions to the aestleeticept of music: 1) music is a
collection of objects or works; 2) musical workdsexo be listened to in one and only
one way: aesthetically; 3) the value of musicalkgds always intrinsic or internal; 4) if
listeners listen to pieces of music aestheticaligy will achieve an aesthetic experience
(1995, p23). These assumptions distinguish him fri@eimer’'s point of view that
“...aesthetic experience serves no utilitarian puepdisis an experience for the sake of
experience in and of itself” (Reimer 1989, p108)Elliott’s eyes, this is problematic. He

further argues:
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First, this notion has a logical contradiction. n.short, past philosophy holds,
illogically, that aesthetic experience is and i¢ utlitarian. Second, as Beyer
notes, the disinterested and distanced nature sithet& experience has ‘the
latent effect’. This is so because “disinterestedhduct is depersonalized
(1995, p36).

Elliott provides his interpretation of aestheticshaa non-Kantian point of view in terms
of incredulity to the concept of ‘disinterest’. Huer, he goes some way to explain his
viewpoints on the alleged value of the aesthetpeernce.

...Langer claims that musical works are a special kihsymbol that represents
the general forms that feelings take. In.brief, | believe Langer’s theory is
correct to the limited extent that some listeneey mear some musical patterns
as expressive of tension and release. ...in othedsyanusical sound patterns
are by no means unique in doing what Langer anddtlewers claim. ...But
this does not begin to explain the nature and vafumusical works. Hence
there are no logical grounds for Langer's mostdassumption that music is a
unique type (1995, p37).

Associating with Langer’'s notion of music as a spinbf feeling, it is argued if it is
unique, that is because it expresses the artigisrienced emotions and mediates them
in a communicative way. This viewpoint gives anighs into why Elliott disagrees with
Langer, in fact, not on the point that whether rausi unique, but the connection of
unique to its function as a mediator of feelings.plit it another way, it is believed that
music is not a static form to hold feeling. Koopmamarks that feeling “includes
countless other subjective phenomena we have wehgiames” (2005, p85). Feeling is
unstable; it can be conceived as a constant néigotiaf attention in terms of what the
agent consciously or subconsciously chooses torexmpe. With this regard, Elliott
avoids the image of music as a container to feglimgtead, he highlights the active,
lively component of music. Echoing Koopman’s staget Elliott asserts that feeling
must be generated from performing then it is a gehy cognitive practice (2005, p84).
In other words, feeling is coined in performing. general, Elliott's praxial theories
emphasize performance as a means to make reteafighe rhythmic and sonic
experiences in music as well as the expressiorhgdipal movement while musicing (a
term which Elliott uses in the collective sensergéfer to music making: performing,

improvising, composing, arranging, and conducti(i§95, p40). Contrarily to Reimer,
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though listening is included as a portion of mus#rning in relation to other aspects in
praxial activities, Elliott’'s theories can be sthi®s a model of music-kinesis rather than
music-aesthetics. This comment is circular to fosception of music as a mode of

knowledge-in-action.

2.5.2.2 Elliott’s perspectives on knowing

As Elliott points out that many scholars have pabiseveral additional categories of
knowing, what he concerns himself with are the pectives of knowing-in-action and
the distinctions between knowirigpw (or procedural knowledge) and knowitigat (or
formal knowledge). With reference to Gilbert Ryleisw that “thinking and knowing are
always and only verbal” (1995, p53), Elliott furthases Ryle’s viewpoint on the
discussion of nonverbal knowing-how and verbal kimgathat. In a simple way to
approach the distinction, Elliott proposes “Knowingw to make music musically and
knowing that performing involves this-and-that are two differenodes of knowing”
(1995, p60). Thus, the conceptlafowingsinvolves both the experience of performing
and listening. As Frank Zappa points out, listerprays a role in performing:

“By ‘music-making’, | [Zappa] intend not only actiyaerformance but also how

music is heard, understood, even learned” (citddarwood 1976, p522).
Bearing this in mind, what is heard by the audieisdée reflection of what is conceived
as ‘music’ in performers’ mind. This perception fsrmulated through different
intellectual understandings.

2.5.2.3 Five component knowings of listenership

Elliott proposes the procedural dimension of “mumgt and music listening. He believes
that the perspectives of procedural dimensiongppéicable for both listeners and music
makers. With this respect, Elliott states that ézidion making process called hierarchic
structuring that likely pertains to musicing ansténing across music cultures” (1995,
p85). Further, the hierarchical structure and decisnaking process is termed “musical
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knowings” which account for five dimensions of nuadiknowledge: procedural, formal,

informal, impressionistic, and supervisory.

Procedural essence of music listening

This level in the five dimensions of listenershipiewed as the basic level. Elliott
explains how music listening is a matter of mindiBg concluding that “music-listening
experiences always involve the cognition of seveliahensions of practice-specific
musical meaning” (1995, p86), he further develdyss following other four dimensions
as a procedure of mugiaowings

Formal musical knowledge

In this level, Elliott points out the benefits tseuthe technical languages developed by
music theorists and historians thinking-in-action Shedding light on its application on
music education, he argues that different musicdtices require different ways and this
is also an issue oivhen to userather thanwhether to useThe view that formal
knowledge is useful rests on the understandingithnalps “listeners identify, construct,

organize, and analyse successive and simultanegsisahpatterns” (1995, p96).

Informal musical knowledge

To comprehendhow to listento andwhat is heardnvolves knowledge arising from the
conditions and context of any given culture. Etliotdicates that musical works are
“culture-specific constructions” (1995, p98). Irhet words, Elliott acknowledges that art
is generated and experienced within a given cullarthis respectiow to listemeeds to
be prepared with the knowledge within that musittuca. Then, in this waywhat is
heard frees from the outside viewpoint which rearticetatand redefines the musical

works as aesthetic subjects to objects.
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Impressionistic musical knowledge

The advanced level of the procedural knowing ingelvimpressionistic musical
knowledge” — a sense of educated feelings, or stiyed emotion, for interpreting what
is musically appropriate (1995, p98). The estabtisht of this ability is, according to
Elliott’'s “musicing” view, through the music-in-aoh, i.e. performing, improvising,
arranging, composing, and conducting (1995, p4lliptEviews this approach as “artistic
listeningfor” rather than “passive listenirng” (1995, p99).

Supervisory musical knowledge

In the final level, Elliott expects a self monitogi process as a director to guide listeners’
consciousness in their listening cognition. Thi®gass is described to reflect their
listening experience by allocating musical knowkedbat they possess. This approach
can also be understood as a way to transform gakemwledge to active demonstration.
Elliott (1995, p100) points out that its application music education relies on action to
engage attention, cognition, and musical memorys Thalso an ability to manipulate

different dimensions of musical meaning and diffikreombinations of these mentioned

dimensions.

2.5.3 Adorno, Reimer and Elliott

During the reading of Reimer, | frequently found gelf associating Adorno’s aesthetic
concepts with Reimer’s viewpoints in terms of themediate recognition of their
similarities. My participation in the readings diet text was carried as ‘analogous
dialogue’ which entails comparison and contempiatibased on their common
perspectives rather than as an example of ‘syrtergisllaboration’. The consideration is
because Adorno’s aesthetic theories and Reimestheiic perspectives are not situated
in opposite positions; the counteraction, accordm&eimer, is taken as the premise in

the philosophy of synergism. Reimer’s elaboratidnfasm and human feelingas the
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intrinsic nature of art experience has given thespmlities to make an analogy with
Adorno’s mimesis— the rejoin ofform andcontentas the structure of artworks. While |
recognised the consonance between them, | alsodfdbat Reimer’s educational
philosophy of music has highlighted a path towafdkorno’s aesthetic perspectives
which has been traditionally enshrined in the @uolzhical domain. On the other hand,
the notion of Elliott’s incredulity to musical striure as the only significant dimension of

aesthetic conception naturally forms a contragtdorno’s and Reimer’s points of view.

Continuing on the aesthetic aspect of music, El([it®95) argues that musical works are
not ideal objects, and its structure is not theyaignificant dimension. To take an
alternative viewpoint, | attempt to propose whemaak is viewed as an ideal object, it is
not merely realised from a Kantian approach bub d®m an ontological inquiry
proposed by Adorno — the mimesis. A musical worknsembodiment of social content
with a musical structure which makes the contentnafsical works systemically
communicable with the audiences (Adorno, 1984ajhis sense, it might not be ‘ideal’
because societies are not flawless; however, iitetstre is significant in terms of the
framework as part of its meaning. Regarding tihis,dtructure of listening is a significant
phase for constructing meaning. In this respeet,kimtowledge of mimesis is helpful in
listening. In opposition to Elliott’'s point of viewthe musical form is the only relevant
dimension in Reimer’'s eyes. Within the image of emm, works connect with the
outside world through the means of copying; ondtteer hand, it also distances itself

from societies to sustain its innate power of nientity.

Except for their different viewpoints upoform, the debate over whether aesthetic
experience establishes upon listening experien@dsis acknowledged. In light of the
role of listening in the music connoisseur, thadflnature of music underlines that it is
not a spatial art, but an art times. Because musical experience is shaped in tinee, th
action of listening is to recognise the form of w@rHaving the comprehension of form,
the listening experiences free from coming and gamna haphazard way. In this respect,
Reimer advocates that listening is the crucial disi@n in music education (1970, 1989,

2003). In contrast, Elliott identifies that musigperience should be an experience
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involving the act of performance. According to Komgn, “ontologically, listening to
prefabricated music is as real as engaging in #ompmeance happening” (2005, p87).
However, he agrees with Elliott’s point of view tfza isolated act of listening is inferior
to the approach of performance and it could furtlead to passive consumption of
musical works. By that Koopman explains (2005) ffessive listening, referring to
listening without “musicing”, could only encountarcollection of asocially consumed
objects. However, he also recognises the realdy ttrdly can the act to perform in the
practice of school music education guarantee ahsgiged listening experience (2005,
pp88-89). In other words, musicianship is not icitto listenership(Elliott’s term). It

is true that the former demands proficiency to Hecéve and thus to be proved a

time-consuming practice.

In addition, respecting proficiency, Elliott hasiped out that there are different levels of
musicianship (1995, pp70-71). In this sense, coptparith “musicing”, listening as an
approach to music works is less affected by phydicatation and so becomes a more
approachable way. Moreover, through listening ih@re possible to achieve equity since
it does not amplify the differences between indinabdlearners. In addition, listening, in
terms of the limited time the music educators hawve comparatively effective way to
know a wide range of music works. In general, figtg should be given a higher priority

than “musicing”.

Furthermore, the discussion of listening as thempment dimension in musical
experience inspires a concern of the impact ofucalindustry that Adorno noted and
termed the “regression of listening” (1993a). Regag the interaction of schools and
societies, what Adorno has identified as a dangealso an educational issue in the
current educational milieu. The increasing amounpapular material in schoolbooks
and knowledge-based musical practice parallelibemprehensibility of serious form of
music works. This notion is not to embrace the alted ‘high arts’ and disfavour
popular arts, neither does this concern suppore plassical music as the only school
learning material. Rather, it is a concern as Adodecries “the counterpart to the

fetishism of music is a regression of listening®98a, p40).
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A point that may not seem obvious at the begintingcould gradually become serious
is that regression of listening becomes synonymatlsthe incapability to participate in
concentrated listening. As discussed above, themaif the regression of listening has
been recognised as a common social phenomenonmthialy relates to the arts of
persuasion employed in the advertising businesndgns of attractive or familiar visual
and audio stimuli. The loss of unity of art workssleeing perceived in people’s everyday
lives has gradually been taken for granted by peofiivareness of such a situation is
crucial if the incapability to engage in intelleatuhearing is to be corrected. In this
respect, it is argued that structural listening lsaran effective way change the unwanted
situation of ‘regression of listening’. Moreoverrjs necessary to acknowledge the impact
of ‘culture turn’ as a hindrance to the developmanndividual awareness of the control

of capitalism in the context of a global economy

2.6 An inspiration of critical pedagogy for music ducation

In the midst of the 1990s there emerged an awasanescademia which focuses on arts
education in the media saturated postmodern w@tdholars from critical paradigm
recognise the ‘dark’ side of postmodern society argl concerned with its impact on
school education. They consequently contributequnod thinking to the role of ‘critical’
regarding the current school education. In thipees the consequent sections attempt to
discuss their ideas and further depict the emergargdigm — the Critical Pedagogy for

Music Education.

2.6.1 Critical Pedagogy after Adorno and beyond Gux

Since Paulo Freire’Bedagogy of the Oppress€D72) made its way to the world, it has
been applied to a variety of educational milieusvai as diverse educational issues. In
the literature review below, the insights propobgdcritical’ theorists (referring to those

of either critical theory or critical pedagogy) afiscussed. Critical Pedagogy is a fluid

conception that has shifted over time. Since thé-18i70s, one of the influential lines
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observed was the Freirean Critical Pedagogy whashits root in post-colonialist soils.
Freire’s social observation provides him the din@ms to assume the predetermined
course between the disadvantaged and the advantdgetheory accordingly fixes its
eyes on the tension and struggle between the agsdominated and the dominant. The
consequence of this is to heighten the liberatanygy in speech acts and encourage the
praxis action. Giroux therefore reflects, “Paulceife’s efforts must be read as a
postcolonial text” (1994, p142).

In an attempt to shed light on the other develognoérCritical Pedagogy during post
Adornian periods, Giroux is noted as the figurendiag in the picture with the
conceptual intimacy to some of Adorno’s points mw. His reflection helps to interpret
Adorno’s perspectives in educational language. @redorno’s most quoted texts in the
post war era which made him in relation to educati@s “[...] demand that Auschwitz
never be [happen] again, is the first [priority]ldducation” (1998, p191). Giroux’s essay
Education after Abu Ghraib: Revisiting Adorno’s itiok of educatior{2004b) explicitly
reflects his consonance to Adorno’s critical poéti consciousness. Being aware of the
difficulty to translate Adorno’s work into termsahenrich educational theory (Giroux
2001), in this essay Giroux acknowledges Adornosoetation to encourage a
consciousness that education “constitutes cultorattice as a defining feature of any
viable notion of politics” (2004b, p809). In the rmbusion, Giroux proposes, in
agreement with this view, to engage in resisting firemier supposition of any
hegemonic ideologies to reproduce itself througmiature of state force and often
orchestrated consensus. Though these points agagmj they do not attempt to provide
any approaches for dealing with the sphere of ralltpractice in school art education.
Nevertheless, Giroux recognises the necessity dfAdarno turn’ to refuel the viable

form of Critical Pedagogy.

Between the past and the future, many voices engrgom ‘critical’ paradigms have
been involved in dealing with different educatiomedues. Notably, Yoklet invests her
academic interests on art education, particularbpal arts. InEmbracing a critical

pedagogy in art educatn (2004), Yoklet shows how school art curriculuould better
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benefit students through critical pedagogy. Gehgrdier argument concerns what
hidden knowledge is reproduced. Yoklet focusesisoudsing how through the interplay
between form and content inside, and context oeitsidvork the viewers can locate the
meaning in works of art:

...Stepping into the work itself reveals the intersgflistic, metaphoric,
iconic, formal, or expressive relevance. A findleetion on the whole of
the contextual experience enables the viewer tdpdec many layers of
meaning within rich visual representations (20@D)p

In the above quotation, Yoklet presents a dual $othee immersion and the holism. The
recognition of form of works is therefore helpfuh istructuring the individual’s

experiences. Furthermore, she indicates that tieepiretation of those layers of meaning
of art works is a matter of long-term cultivatianterms of what individuals believe, or

say are made to believe, in works of art.

Except for Yoklet's effort in visual arts, a fewsearchers have contributed to the field of
music education in a variety of topics (Berns 200fhg 1997; Powell 2003; Rose 1990;
Schmidt 2001; Vaugeois 2004). In these, Frank Admais cited as a major exponent in
this field. In the next section Abrahams’ perspesgi are reviewed on a basis of
comparative approach to distinguish from the thiwak considerations taken in this

present study.

2.6.2 Distinguishing from Critical Pedagogy for Musc Education

Critical Pedagogy for Music Education (CPME), ially proposed by musical
educational theorist Frank Abrahams (2004, 200658, 2006), has its roots in critical
theory. InTransforming classroom music instruction with idéasn critical pedagogy

(2006, p2), Abrahams states that CPME is a musichicational practice mainly
grounded in the works of Freire, McLaren, and Gitda a practical lesson plan, CPME
is situated in Elliott’'s praxial paradigm (2005d).is also the pedagogy for music
education in general education. Students in thewisf CPME are viewed as future

musicians or amateur music critics (2005a, pl; 2@68). In addition, while the critical
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theory forms the other hemisphere of the foundatmnCPME, Habermas’ theory of
communicative action, instead of other theoristdhaf Frankfurt School, is chosen to
create space of dialogue between participants assobom (Abrahams 2006). CPME
performs a political and transformative role in a@hmusic education. However, the
theoretical consideration in this present studyn{soio another way, which associates
with Adornian aesthetic thinking and adopts an apph more closer to MEAE rather
than the praxial strategies. The conceptual detis® based on a belief that
conscientisation in music is only possible when lisgening experience is complete.
Although praxis work could be helpful for experierg music, it can never claim that it
successfully replaces listening to touch the séuhasic — a form of art with its nature of
sounds. There is an enduring belief that speech aret strategic mediations in social
transformations. However, it is argued that appatercommunicative settings may
effectively inspire a dialogue that breaks down powstructures in the learning milieu;
the preconditioned setting for learning music stobke a space in which genuine
listening activities are well-accommodated. Insapbr from this notion is that the
discussion of the form of works as part of the @lasm conversation is vital. Also, it is
empowering. In so doing, Critical Pedagogy in m@slacation can be a promise to bring

about a change in music education.

2.7 The concept of integration in educational pradtes

As Dean Walker (1996) indicates, integrative edocats not a new idea. It had been
proposed in the modern educational system for aveantury. Central to both theory and
practice, the idea of integration applied to edoainvolves many more aspects than a
one dimensional concept such as student-centredgndessenerally, curriculum
integration is not simply a technique but is ass®d with a broader educational
philosophy. Philosopher Jane Roland Martin (1998)nected integrative curriculum to
needs of students regardless of race, gender asd. dVith respect to the changes in
societies and the demands involved to keep pade th#se changes, the integrative
philosophy has its roots in the social backgrouRegarding rapid changes as the
intrinsic nature of life in the future, people cented to heighten awareness about their
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inadequacy in both pace and complexity strugglesponse to a climate of globalisation
and consequential knowledge explosion. This bdmnegreality, the sophisticated signals
have gained comprehensive prominence since thes1&8 gradually have become an
increasingly prevalent overall trend reshaping atlonal reform towards a more holistic
education (Beane 1997, p33). Although the educatipandulum swings back and forth
constantly in terms of different perspectives aratagigms held in different eras,
integration of the curriculum has been fueled oaga&in by social momentum during the
past decades. The views and definitions reflect rdt®mnale adopted and also form

actions, belief structure and curriculum effort.

2.7.1 Different rationales of integrated curriculum

According to Brady and Kennedy (2003), an integtaterriculum is developed as a way
to provide solutions to specific social issues. Idoer, practitioners may employ it in
terms of different strains of logic. The integramdriculum is usually adopted by both
social reconstructionists and supporters of saffatiency. Social reconstructionists pay
more attention to the aspect of social transforomati Further, educators with
progressivist viewpoints advocate viewing the @ulim as a tool for students to seek
knowledge from their own personal outlooks and tfegir own purposes. This focus
supports the sense that the most relevant andiqgal&nowledge plays the role as
hands-on solutions to problems students might ameoun their lives. With this respect,

a holistic or an integrated form of knowledge ipected.

Many professional educators have also tried tortbedhe idea of ‘integration’ in the
educational field. Beane once paraphrased Hopkiva'ds to illuminate a concise
understanding about what integrated curriculummigssence: “Integration is something
that we do ourselves; it is not done for us by ®hé€1991, p9). Beane’s viewpoint of
integrated curriculum points out one of its mosseaable characteristics and offers
them as reference points to either students ohégac or ideally aiding each in their

contribution towards cooperation in classroomghla sense, an integrated curriculum is
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consequently viewed as a student-centred educhti@saurce which distances the

traditional teacher-centred approach. Moreover géfaitions listed in Table 2.1 give an

insight into the basic tenets of integrated cutuouvia different standing points. As can

be observed,

Table 2.1

Definition of integrated curriculum

Dressel (1958)

In the integrative curriculum, thenped learning experiences r
only provide the learners with a unified view ofnamonly held
knowledge but also motivate and develop learnemvgr to
perceive new relationships and thus to create nedeis, systems
and structures (p3).

ot

Good (1973)

A curriculum organization which cutsaas subject-matter lines
focus upon comprehensive life problems or broadsam@ study
that brings together the various segments of threicclum into
meaningful association (p159).

to

Humphreys, An integrated study is one in which children brgadixplore
Post & Ellis,| knowledge in various subjects related to certaipeets of their
(1981) environment (p11).

Shoemaker ...education that is organized in such a way thatuils across
(1989) subject-matter lines, bringing together various easp of the

curriculum into meaningful association to focus mijpooad areas g

study. It views learning and teaching in a holistiey and reflects

the real world, which is interactive (p5).

Palmer (1991)

-Developing cross-curriculum  sub-cloyes  within  given
curriculum guide;
-Developing model lessons that include cross-culwio activities
and assessments;
-Developing enrichment or enhancement activitiesth wia
cross-curricular focus including suggestions foossrcurricular
“contacts” following each objective;
-Developing assessment activities that are crosscatar in nature
Including sample planning wheels in all curriculgoides (p59).

Fogarty (2005)

Learning is incidental, inductive; it's holistic @nt's interactive
(Bellanca and Fogarty, 1991). It..means a shift toward mo
holistic, experiential learning for children (pxxii

D

—h

D

e

As can be observed, these definitions establisterdiiit focal points. One matter of

significance is that some scholars highlight thanding role of teachers as the main

actor in integrated education. Dressel's definittvaws attention to the teachers’ role as

knowledge providers within a general design. Huragby Post & Ellis, on the other hand,
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propose a student-centred viewpoint whereby theesiiicentred design encourages
social issues to play an integral role in curricalun this way the integrated curriculum
paradigm breaks down the wall between subjects lardches the conceptual walls
between school and society. Moreover, Shoemakefimiton marginalizes the binary
teacher-student methodology, instead, a more flexiymbiosis; role-playing of
participants in classroom is formed in a ‘learnanyd teaching’ dialectic [a system of
terms]. The abstract references to subject andcobbjeclassroom is also supported by
Palmer. Central to these viewpoints mentioned,inkegrated education system can be
understood as offering an experience of crossaumm learning as opposed to the
long-revered binary role-playing tradition. Additi@lly, the three prominent elements
which distinguish it from discipline-based curricmi are highlighted as the role of
students and teachers along with non-disciplin@dasurriculum. The third of these
elements features the relation between the integraturriculum and external

circumstances.

2.7.2 Integrated education reinforcing real life/wok applications

While placing emphasis on the union of school andiety in the context of the

Integrated Curriculum, social issues form the agnace of curriculum design. Notably,
the content of textbooks used in music classesdhteng knowledge of a utilitarian nature.
This trend is conceived as having a significantringaon students’ competency levels.
Ever since the implementation of the IntegratedriCulum, a frequently asked question
has been “what kind of competencies do studentd fereheir future lives?” According

to Fogarty and Stoehr (1991), the concept of thedaenpetencies within an integrated

curriculum strongly favours a work-related emphasis

On the other hand, Nash (1980) argues that an #doocaf the self should focus on
holistic human capacities rather than the ‘usef@@aring this in mind, it is conceived
that the comparatively intrapersonal ability — seifareness — actually directs learners’

action toward a more productive, creative and thstimportant of all, critical learning .
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A cultivation of the whole person is the ultimateag of the Integrated Curriculum.
Placing emphasis on this, music education in thdest of the Integrated Curriculum
should engage in the efforts to cultivate learnessif-awareness through Reimer’s
educational approaches and Adorno’s aesthetic gploy elucidated. This point will be
addressed in the sections about music educatialhsas the philosophy of music within
the present chapter

2.7.3 Models of integrated curriculum

Using the analogy of a twisting kaleidoscope, lssg fragments forming and reforming
in different patterns, it can be conceived that amgle definition of the integrated

curriculum is merely one of a range of possib#iti@his seems an appropriate image
with which to approach Chapters 4, 5, 6 and 7 dsagsea useful basis for a discussion of

the nature of integrated curriculum.

Setting off in this vein, the degree of sensitivtityform the profusion of possible patterns
drawn from our surroundings is the context in whighreceive the integrated curriculum.
One obvious point seems that external influencese hmade the balance within the
Integrated Curriculum, between the traditional favfirknowledge and the social related
knowledge with cultural-politic-economic aspects, ansteady one (Juang 2001; Lin
2002; Sun 2001). This reality encourages this Haksopic pattern to assimilate
knowledge with a way which is governed by multifecksocial aspects. Some of the
ways to integrate curriculum are close to the gigoe-based end, others show different
extent of integration.

Robin Fogarty (1991), not alone in the quest ferways to integrate school knowledge,
is noted for her work systematically theorisingemrated models. Her endeavour
involves itself with the multifariously existing ftarns and further develops them into a
generalised format. Fogarty’s curriculum models9(,92002) are organised in order,

from the single discipline-based model, then thétirdiscipline-based model, and lastly
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the internalised integrated model. The models diulee, connected, and nested are
designed basically within single discipline. Thasdification of bodies of knowledge
within these three models is strong in terms oirthature of single discipline-based
curriculum design, therefore a clear boundary bbdy of knowledge can be observed.
By contrast, the more integrated models show léss doundaries among disciplines
and more space for the mixture interpretation avidedge, such as the models designed
across several disciplines (sequenced, shared, edebtihreaded, and integrated).
Moreover, Fogarty sheds light on internalised ‘emwiment’ within/across learners —
immersed and networked models — which are intezdrbeyond the concrete curriculum
framework and within the abstract cognition of feas. In light of these, Fogarty’s
pictorial patterns (Figure 3) comprising circlesldrames are used to indicate that within
the domain of school education (frame), how difféfgodies of knowledge (circles) are

organised and interact with others (patterns aies).

Figure 3: Fogarty’s Ten Models of Curriculum Integration
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disciplines [ learners

Within single
disciplines

Fogarty’s integrated models of curriculum illumieatlationships between content and
structure. Moreover, the examination of the strectaf knowledge within each unit
makes the implicit power and relationship amondedént bodies of knowledge more
visible. The models in the continuum representedéiht degrees of integration and
different approaches of integration. They do nguarthat one is superior or inferior in
terms of the extent of integration. It is the ‘exviment’ created by each model which
supports the existence of that model. The capaeitonstruct an ‘environment’ of each
model plays the key role in the process of orgagignhowledge. The ‘environment’, in a
narrow definition, refers to the discipline or ddmas the frame of any body of

knowledge; in a broad definition, it implies theapl environment in learning and
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teaching circumstances. Shedding light on therlatierriculum design determines the
tangible spatial environment, i.e. indoor spacehsag the traditional classroom or the
outdoor space such as fieldtrip and excursion, thadintangible, metaphysical spatial
environment, i.e. the ideology of gender and otfeators in curriculum material

imposing the interaction upon all the participantthin a certain learning environment.
In this respect, integration of knowledge meansmmore than just knowledge itself but
also reflects the power and relation between knodgdeand knowledge, knowledge and
learners, and knowledge and environment. Bearimng ith mind, the selected model
implies the focal point and the intention of int&ypn. The examination of the employed
integrated models can further elucidate the intemacof multi-disciplines within the

‘environment’ created by a certain curriculum dasig

However, it is argued that hardly can ten modelsecoall curriculum designs.
Hargreaves, Earl and Ryan argue that:

The continuum is a popular device for representiaigations in educational
practice. It allows finer discriminations to be reathan straight polar
opposites allow...A continuum of curriculum integaati holds out the
promise of charting and pushing progress towards ewre sophisticated
interpretations and implementations of integrationOne single continuum
of curriculum integration does not allow these elifinces to be captured at
any single point (Hargreaves, Earl & Ryan 1996,3)10

It would be justifiable to say that Fogarty's maglbklp educators, especially curriculum
designers to formulate their own integrated cuhdgu by using these models as
reference. Because these models are frameworkscdostructing knowledge and

curriculum, the meanings of integration are mor&@dun the relationship the different

bodies of knowledge have with each other. In thgpect, Chapter 4 engages in looking
at the structures of each unit in the Arts and Hutres. The detailed recognition is

explored by using Fogarty’'s prototype and the netea’s metamorphosis models

(Appendices 2 & 3).
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2.7.4 Heightened models of the Integrated Curriculm

Within the climate to seek ways to help student&emsense of their life’'s experience,
educators in Taiwan engage in discussions of tharddges of multifarious approaches
to construct meaningful school curricula. One of thany effective approaches which
are highly recommended is the one that focuseshenctoss analysis of knowledge
materials and required competencies. Chiefly adeocdy Kuen Chong Lee, this
approach provides curriculum designers with a cotiaged notion on the interpretation
and transformation of the benchmarks of competebeg. explains his perspective by
giving a model of the cross analysis of core cotxéiprough an interpretation of the
benchmark 2-4-2 of the curriculum dom&anience of Life: A plan of pastime activity and
learning how to survive in the wildFigure 4):

Figure 4 Lee’s (2003)cross analysis of core concepts

explore Nature of activity
VERB (appropriateness) OBJECT

repare
prep Type of activity

(static/ active)

plan Appropriate
pastime activity

Time, venue, and

\

execute equipments
PLAN
Food (identify
share eatable materials)
Clothing
apprentice Dwell (tent)
LEARNING

A

Role playirg Movement survive in the
(flag sign, compass) ¢ wild
Prevention of cris
introspect Management
of emergency
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Further this model has been transformed to exgloeessues related to the curriculum
domain of Arts and Humanities (YF Chen 2004, Li©20Hung 2004; Wang 2005). In
those studies, Lee’s semantic approach is viewexhappropriate way to illuminate the
construction of music knowledge in the contextrtégrated art curriculum. On the other
hand, Hsin Zuan Chen’s “three-dimensional modelwficulum analysis” (2002), based
on Drake’s the “Know-Do-Be” umbrella (1998), empisas the transformation of
knowledge which engages in problem-solving and application of timely effective
strategies while encountering challenges in evegrjda. However, Chen argues that
Drake’s “Know-Do-Be” approach over emphasises tlagsof dealing with the aspect of
perception but neglect a tangible aspect of aafeatg. Chen claims that a modified
model is essential to make an integration of kndg#ein accordance with the required
benchmarks of competency (2002). The two differgmproaches discussed above are
conceived as a shift of points of view that thehhighted aspect with respect to the
required competencies of the Integrated Curriculisnplaced in the centre of the

production of school knowledge.

2.8 An insightful path: critical pedagogy in integrated music education

In an integrated curriculum construction, the medptovide ways to accommodate
interdisciplinary knowledge. The models do not dynpepresent the pattern of
organisation, they actually demonstrate preconugib deployment upon juxtaposed
knowledge. It is therefore suggested to view thelehdor integration as a site where
particular knowledge is produced with protectiontenms of its dominant space in the
structured curriculum space. Since Critical Pedgigomancerns oppressive conditions in
educational milieu, it could further shed light the acts to integrate school knowledge.
Possibilities are also noted for Critical Pedagtmbproaden its gaze at the tension of the
traditional student/teacher relationship to crep@ce for the marginalized and the erased
traces of claims in school textbooks. As Girouxteads that “[...] if the notion of the
hidden curriculum is to become meaningful it wikhie to be used to analyse...the

structural “silences” and ideological messages shape the form and content of school
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knowledge” (2001, p61). Critical Pedagogy can natyoinform the relationships
between the margins and the centres of power lmat lbé used as an interpretative

instrument to explore reproduction and transforarain knowledge production.

2.9 Conclusion

This chapter outlined the working conceptual framdwwith which | began my
literature review in two main stages. First, reagufiing the conceptual tools of critical
theorist Theodor Adorno showed they offer a way @ekamining the
cultural-socio-economic practices as a predeterdhiioemulation. His concerns of the
deceptive manner of culture industry and the peéveagerformance of pseudo-cultured
thinking shed light on the current management diost education. His philosophical
account of mimesis and monad illuminates a wayssbeiating Reimer's MEAE with
aesthetic discourse.

Secondly, Critical Pedagogy provides a theoreticahework for exploring the social

purposes of marginalisation in the educationaleuijliparticularly the constructed written
knowledge of school texts which form the empiriséé of this study. The relationships
between a critical analysis of knowledge constamgtiand the forms of knowing

highlighted by Reimer and others, enable the rekearto explore in depth a particular
site of knowledge construction. The philosophidatdssion of the nature of music, and
the nature of music education in contemporary Taiakow the researcher to explain

more clearly the empirical study of ‘what knowletigeproduced in school texts.

Third, the discussion of integrated models of cwlim construction provides an
introduction to an empirical examination of thausture of knowledge; as discussed in
this chapter, the production of knowledge througtegrated approaches illustrates the
implicit power relationships among different bodafsknowledge. Critical Pedagogy is

used to shed light on the social purposes of thecolum; the practical tools employed
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through conceptual analysis of the integrated n®odmn accordingly be used to

deconstruct, examine or evaluate the structurdseocurriculum.

The conceptual strands reviewed in the presenttehalh contribute to data organisation,
description, interpretation and evaluation. Befdreslaborate on the discussion of
methodologies, the functions and relationshipshef theories in this study have been
illustrated for the benefit of readers to attaicomplete picture otheoperation of textual
analysis. At the level of data organisation andcdpson, Fogarty’s models of
integration are technical tools, enabling the @ty of data and eliciting instances for
further examination that become the three casdestuaf chapters 5, 6 and 7. For data
analysis and interpretation, critical paradigmsdisicourse analysis are then employed.
The music education paradigms along with Adornestlaetics theories and critiques of
culture industry thus allow critical evaluations b®@ made and eventually generate
positive recommendations.

Lastly, having reviewed the broad spectrum ideasgnted by these theorists, in the

following chapter the methodological decisions explained.
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CHAPTER THREE
Methodology and research design

3.1 Introduction

The purpose of this chapter is to outline the peattiecisions and steps taken in terms of
data collection, data analysis and interpretatibime rationale for the mixed research
approach of quantitative and qualitative methodgravided in relation to the nature of
the research context and the researcher’s crpp@eddigm and the purpose of the study.
Furthermore, it discusses the decision of dataecttin and describes the methods
employed for organisation and analysis of the dataed to inform the themes and
categories. It is a context-dependent examinatioschoolbooks located in a critical
methodological framework.

3.2 Type of research

Popkewitz defines paradigms as being “constellatioihcommitments, values, methods
and procedures that shape and fashion researchdaiu#® the analysis” (1984, p32). A

general concept of paradigm in research designalss been proposed by Guba and
Lincoln (2000):

A paradigm may be viewed as a set of basic be(@fsmetaphysics) that
deals with ultimates or first principles. It repeass a worldview that defines,
for its holder, the nature of the “world,” the indlual’s place in it, and the
range of possible relationships to that world atsdpiarts, as, for example,
cosmologies and theologies do. The beliefs arechasihe sense that they
must be accepted simply on faith (however well adjuthere is no way to
establish their truthfulness (p107).

77



A concise definition, as Mertens proposed (2005aradigm is “a way of looking at the
world” (p7). The consequent discussion of reseanelthods is conceived and framed in

accordance with these perspectives.

3.2.1 Quialitative method

According to Bogdan and Biklen (1998) and LincolndaGuba (1985), qualitative
research can be characterized in several dimensiafsas the following:

» The process of research is interactive with feeklbaap between design and idea
» Categories are identified during research
« Patterns and theories are developed for understgndi

e The research is context bound

For this study a qualitative method is used to tereaholistic and natural setting for
interacting with the data. The benefits of qual&tresearch in this study include the
potential for rich contextual insights, and to alldor the construction of potentially

significant understandings. These outcomes are hkelg in a non-positivist paradigm.

3.2.2 Critical sciences approach

In qualitative research, critical approaches shsoene concepts of interpretative
approaches. However, they differ in several aspextd the following sets out some
similarities and differences.

3.2.2.1 Distinction between Interpretivist and Cat approaches

According to Littlejohn and Foss (2005, p20®) interpretative approach focuses on the

social construction of meaning. The basic prenmeses
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e The social world is made up of social objects @& named and have socially
determined meanings.

» People understand their experience through the imgzafound in the symbols of

their primary groups, and language is an esseqpdidlof social life.

 Social life consists of interaction processes mathan structures and is therefore

constantly changing.

It is notable that a critical approach shares swiaas of the interpretative paradigm, but
what makes it different is that it focuses on expgpsentres of power. As Popkewitz
(1984, p470) indicates, the critical sciences pgrads linked to the Frankfurt School
which “investigates the dynamics of social chamgfepast and present, to unmask the
structural constraints and contradictions thattexis determinant society”. Simply put,
the critical approach seeks to uncover oppressoxgep arrangements. This approach
critiques the known structure of social arrangemeartd interrogates how messages
reinforce oppression in society. In so doing, thgcal paradigm elaborates language to

create space for competing ideologies to be heard.

3.2.2.2 Critical Discourse Analysis

The present study takes a critical stance to capghe complexity of schoolbooks, which
are multifaceted, socially situated texts, and dfee requires methods of discourse
analysis. Critical Discourse Analysis (hencefortDAJ is an interdisciplinary approach
which views “language as a form of social practiffedirclough 2001, p20) and focuses
on the ways discourses are reproduced in socidextsn Fairclough further argues that
“language connects with the social through beirggghmary domain of ideology, and
through being both a site of, and a stake in, glagyfor power” (2001, p15). IGritical
Discourse Analysishe articulates a three-dimensional frameworkstadying discourse,

...the aim is to map three separate forms of aisatysto one another: analysis
of (spoken or written) language texts, analysidis€ourse practice (processes
of text production, distribution and consumptiomdaanalysis of discursive
events as instances of socio-cultural practicar¢aigh 1995, p2).
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Institutional and discoursal practices are higttkghbecause they form the interface of
the interpretative resources and the text itseHirfough 1995; van Dijk 1998). In
addition, Wodak adds a historical dimension inicait discourse studies to extend its

horizon to exploring hidden agendas (1996).

These perspectives distinguish CDA from other mdwhmgical approaches that also deal
with textual data such as textual analysis andodise analysis. According to Fairclough,
“textual analysis can often give excellent insigab®ut what is ‘in’ a text, but what is
absent from a text is often just as significantnfréhe perspective of socio-cultural
analysis” (1995, p5). In other words, although tiektanalysis provides ways to examine
connotative social meanings beyond the denotate@nings, it formulates its analysis as
a narrative process which results in a larger scatory’ rather than uncovering the
‘truth’. In spite of this point, the present resgaar also argues that textual analysis is
more commonly employed in cultural and media stidan in socio-political research.
Consistent with Bakhtin (1981, 1986), FairclougB98) points out that “texts are sites of
tension between centripetal and centrifugal pressuip7). This should be kept in mind
when considering the data of the present studychvliie embodied as a social discourse
in the form of national curriculum documents. CDAshthe capacity to fully unfold a

more poignant story than merely a narrative.

Further differences between Discourse Analysis (B Critical Discourse Analysis are
important, where “discourse analysis is analysidest structure above the sentence”
(Sinclair and Coulthard 1975, cited in Faircloug@94, p7). Fairclough adds that
“discourse’ is use of language seen as a fornooias practice, and discourse analysis is
analysis of how texts work within socio-culturabptice. Such analysis requires attention
to textual form, structure and organization at leltels; phonological, grammatical,

lexical (vocabulary) and higher levels of textuabanization in terms of exchange
systems (the distribution of speaking turns), stmes of argumentation, and generic
(activity type) structure” (1995, p7). Kress poitst that CDA has an “overtly political

agenda,” which “serves to set CDA off...from othemds of discourse analysis” (1991,

p86). This focus clearly marks CDA out from somieentDA approaches.
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Together these perspectives indicate that CDA isamalytical method that provides
useful analytic accounts in social settings. Acoaydo Rogers (2004), “CDA starts with
the assumption that language use is always indyi@mnstructing and constructed by
social, cultural, political, and economic contex{g10). That is how language form and
the organization of texts establish the educaties®mles that are the setting of the study
(Christie 2002; Janks 1997; Rogers 2004). As Rogeists out, in the educational
setting, “language is the primary mediational tttwbugh which learning occurs” (2004,
pl2). With respect to Fairclough’s three contexds éducational study — the local,
institutional, and societal (1995) — Rogers (20fi4)her acknowledges the function of

CDA in educational research in terms of the powetifferent knowledge claims.

Identifying CDA as the methodology of this studguees an acknowledgement that the
researcher is included as one of the objects afystmneaning, that the study takings a
reflexive stance. Reflexivity, according to Rog¢?904), is a term that describes the
capacity of a “turning inward” (p250). Reflexivityas its root in a CDA framework
(Rogers 2004; Chouliaraki and Fairclough 1999; G&@9):

the intention of reflexivity is to problematise tlepistemological and
ontological foundations of the research. The intentof the reflexive

stance depends on the claims to knowledge andyredlithe researcher
and the extent by which they turn these frameworkshemselves either
methodologically or theoretically (Rogers 2004, @R5

To put it another way, reflexivity assumes thae“gelf does not merely reflect the social
structure, but embodies it through the constitutnagure of language” (Rogers, 2004,
p250). The notion clearly marks a break with ‘reflen’ and ‘introspection’ because

they are incapable of blurring the boundary betwiberobject and the subject so that the
self is isolated from the subject matter. In viefvtlus, the researcher is required to
immerse herself in the context “to figure out dlltlke possible configurations between
texts, ways of representing, and ways of being, smdook for and discover the

relationships between texts and ways of being ahg eertain people take up certain
positions vis-a-vis situated uses of language” @ed004, p7). This is particularly

crucial when two poles of perspectives — the @aitend the postmodern — are employed

to formulate an inter-textual comprehension of téets in schoolbooks and its social
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context. In summary, it is also the emphasis aedale of the analyst that marks DA out
from CDA because the latter emphasizes the povetiars and heightens the reflexivity

as the way to maintain the trustworthiness of CDA.

3.2.3 Case study as a ‘bounded’ site

In this study, the case study is adopted as tkeo$ithe interaction between the data and
the researcher. CDA is consequently situated i phedetermined site. The decision is
based on three points. First, the huge amounttaf @4 volumes of Arts and Humanities
textbooks plus a quantity of archives) providesdtical limits for the researcher. Second,
not every unit in the textbooks is written for musiducation, nor do all units of music
have knowledge equivalent to adequately meet thegsals that comprise the site for
Question 3. Third, a representative sample of wstitsuld be undertaken such that the
sample represents characteristics of the largea @apulation. The three points of
consideration give case study research priorithig study. In so doing, the case study is
meant to be an object to be studied as well asndnpeoduct of this study. Also, case
study is a research methodology in this study. mhamces interpretation of
multidimensional units with many elements underestigation. These are the strengths

of case study research in this study.

It is also noted that case study method is paradtiyiboth flexible and inflexible, in that
it concentrates on the more significant elementsbéo studied while at the time
disregarding the minor sources to make the studyaddition, the role the researcher
takes in the process also creates limitationsimgeof the researcher’s “sensitivity and
integrity” (Merriam 1998, p42). Also, since the e@ascher develops a relationship with
the selected and unselected cases, the reseadiso iaware of the subjectivity involved

in the relationships.
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3.24 Multi-methodological approaches

In this study a number of strategies are adoptedjdalitative data collection, analysis

and interpretation.

3.2.4.1 A procedural application of the mixed metho

In answering the first research question, to qfyantie space of the constructed
environment of integrated units relies on an edamadevice. Regarding this necessity, a
guantitative approach is accordingly adopted toegee productive result. Quantitative
method also benefits the present study with onésobtrengths — generalisability. In
addition, this approach is primarily concerned vitie discovery of causal relationships
among the elements of the data to uncover whatatdm® approached through single
research method. As Johnson and Onwuegbuzie af@be, goal of mixed methods
research is not to replace either of these appesadljuantitative and qualitative
approaches) but rather to draw from the strengtds@nimize the weaknesses of both in
single research studies and across studies” (2p@4). It is also noted that the
combination would have complementary advantage sedie to check possible
vulnerable points (Brewer & Hunter, 1998). Regagdithis, the study adopts the
approach proposed by Rocco et al. (2003) to effelgticonduct a mixed method in a
research. The approach constitutes seven questions:

When [to use]?

In what order?

At what level?

In what proportions?

To what degree are the tools/techniques different?
Does the type of data dictate the type of analysis?
What is one benefit of mixing? (p22).

Nooh~wbdpRE

In a sense, Rocco et al. suggest an interrogafgyoach. By asking these questions in
sequence, the researcher can make a balance bdtveeadopted methods and maintain

trustworthiness of generalisability.
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3.3 Research design

The research plan for this study is based on thecblstudied and the nature of the
research questions. In this respect, the reseatakes account of the type of data to be
collected in terms of the research goal as wethasesearch questions. The theoretical

approaches used in case study are also discussed.

3.3.1 Sources for this study

This study takes as the blueprint of educationactices in Taiwan, the National
Syllabus and the relevant documents of the Intedgr@urriculum project. The study thus
focuses on the foundation of the integrated edorgiroject and takes in interest in any
problems or issues that have the potential to d#rainational project at a later point.
This focus thus supports the collection of documers the data for this study. On the
other hand, the research design for this studyipesvthree points of argument to support
the decision not to include sources generated fsbservation and interviews. First, the
function of this study is to illuminate the transfation of the National Syllabus to
school textbooks rather than the end users’ uratetsigs and reflections. Therefore, this
study is ‘text’-bounded; it does not engage in Wider context (the distribution and
consumption of the texts and other schooling igsassparameters of the research.
Second, this study focuses on the early stageseirpitoduction of knowledge, in other
words, the upstream rather than the downstreanoriaah the sequence of curriculum
development events. Although classroom activitlemasthe interaction between written
knowledge and participants (both teachers and stgjjehey do not answer the relation
of ‘what is taught/learned’ to ‘what is requiredrhird, the entire process for the
preparation of the textbooks for the IntegratedriCulum is a long-term enterprise. It is
an on-going operation and can be traced back toyeaos before the implementation of
the Integrated Curriculum, i.e. 1999. Many relevadrticipants were no longer
approachable because of job changes and otherdattéhe point when the researcher

commenced this study. Also, the numerous meetietgden the stakeholders — textbook
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writers and the publishers — during the long-temocpss had not been systematically
documented. The incomplete record would leave stetling on that record open to
serious concerns of credibility. The limitation da®ot arise through poor data collection

technique, but as a consequence of a retrospesttidg.

3.3.2 Juxtaposing theoretical and methodological gpoaches

The appropriate research methods used in a studyftnnish the means for bringing
[the] vision into reality through its data gatheriand analysis methods” (Strauss &
Corbin, 1998, p8). The determination of methodsallgudepends on the purpose of the
study as well as the “nature of the research problStrauss & Corbin, 1998, pl0).
From the purpose statement (Chapter 1) and literateview (Chapter 2), the present
study required a mixed method and the case stugyoaph to be taken. The theories
reviewed were established as conceptual strands apptied with methodological

methods in the process of analysis in each cadg §table 3.1).

Table 3.1
Mixed methods
Theoretical Conceptual strands
approaches Critical Theory

Critical Pedagogy

Music education paradigms (MEAE/ Praxial)
Integrated models (Fogarty)

Methodological | Mixed methods

approaches Critical discourse analysis

Document analysis

Descriptive statistics
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3.4 Data collection

The gathering of data is a significant step in siecess of qualitative research. The
researcher was concerned to maintain accuracy fainobhg and working with the
documents necessary for the analysis. As argue@rbgwell (1998), data collection
involves “series of interrelated activities aimddgathering good information to answer
emerging research questions” (pl110). The followidigcussion is developed in

accordance with this notion.

34.1 Archival documents and school textbooks

The sources for answering the first research quesire both archives and textbooks
relating to the Integrated Curriculum of Taiwan.eTtesearcher took account of the
historical context to the Integrated Curriculum aactcordingly decided to start the
collection of archives from the first interim vessiof the National Syllabus published in
2000. Other relevant documents include the Ten Comapetencies and the competency
benchmarks for Taiwan. The textbooks used from 2002003 school years complied
with the interim version of the National Syllabisie to the Integrated Curriculum being
initially introduced in Years 1, 4 and 7, it wouidt have been until the 2003 school year
that all the textbooks in secondary schools haes benewed. During this period of time,
the context of textbooks has been continually chdniyp respond to school teachers’
feedback. Generally speaking, the first three yehlning the implementation of the
Integrated Curriculum were in a phase of trial endr. Later, the formal version of the
National Syllabus was released in late 2003 andeémented from the 2004 school year
to the present. A detailed examination has theeefoeen conducted to make a
comparison between the old and new versions ofafat of 48 volumes of textbooks to
ensure the dependability of the data. The findiggeerated from this Herculean task
were rewarding. The investment of effort to detemnithe appropriate data pool
consequently proved that the changes did existaiRétry the changing and experimental

nature of the textbooks published during 2001-2@K4,researcher therefore decided to
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adopt the textbooks produced under the regulatidheoformal Syllabus as the data used
in this study. In addition, it was considered umrctive of research effort to adopt

updated versions of the Arts and Humanities textb@s they were released periodically,
and therefore unnecessary. It is also notewortlay the 2005 version has shown a
durable stability because of general acceptanceskys. Thus, taking the 2005 version
would be a modest choice and it made no differéadeking the updated versions. The
final textbook data for this present study areedfae the four series textbooks published
in 2005 by the publishers Han Lin, Kang Xung, Ndraid U Chen.

3.4.2 Case study

For planning the case study, an important stefpénetarly stage is to identify the cases
that could represent their respective categorygererate fruitful insights in answering
the research questions. Regarding this, prelimidatg analysis involves sampling. To
this end, the researcher first listed all the wooksnusic employed in the textbooks
(Appendix 4.1). Using the integrated models as receptual framework, the initial list
was then reorganised by grouping the content asuprtb the integrated models
(Appendix 4.2). Then a taxonomy was created basedhe three sub-goals for the
domain of the Arts and Humanities, for the purpokdetermining the music knowledge
in the textbooks (Appendix 4.3). This sequentigbrapch provides insights into what
knowledge is used to fulfil the sub-goals, namelyltroultural education, aesthetic
education, and creativity. For comparison, the samatent was selected in all four
textbook series. This research design was basedhenhypothesis that the same
knowledge material might be framed by different mlsdfor different purpose. In
addition, to respond to competency benchmarks tsm ater the approach to music
knowledge. With respect to the research questimw'lit the deployment of the content
made to satisfy the sub-goals set for the Arts Hndhanities?’, the collective cases
grouped into three sampling pools are selecteddbaretheir perceived characteristics
and qualities that may shed light on the phenomeriahe three sub-goals. The in-depth
analysis will be presented in Chapters 4-7.
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3.5 Data analysis

The above mentioned data were assessed to detetn@neature of the content with
respect to the context of the study. The mixed oeetas primarily applied for the first
phase (Chapter 4) in which a quantitative methodomunction with document analysis
was used to examine the relevant data for therfsstarch question. Rather than merely
describing documents, the purpose was to gainhhgitp the instructional activity in the
transformation from the National Syllabus to textb&nowledge. The examination was
therefore both declarative and critical. Whist firet phase uses mixed methods, the

second phase (Chapters 5-7) uses only qualitatethods for its analysis.

3.5.1 Phase 1

Initially, the mixed approach was concerned with thscovery of causal relationships
between elements of the data. In response to Q@uedti the quantitative approach
investigated the spaces for different disciplinkarts knowledge in each textbook for the
purpose of determining the extent of integrationaofs knowledge and the relative
coverage of different arts disciplines. The findingould illuminate directions for the
gualitative inquiries in the second part of Chapters well as the case study in Chapters
5-7. Based on thé&tages of Integration of Quantitative and QualitatiApproaches
proposed by Rocco et al. (2003), the analysis dp@¥r 4 was carried out by asking:
when is the quantitative/qualitative method to bedj in what order, at what level, and in

what proportions?
3.5.1.1 Application of quantitative method
In response to the first research question, thetgatve analysis prepares the basis for

the qualitative inquiry. The design for the quaattite research comprises two parts. The

first part delves into the macro structure of eéektbook by identifying the physical
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space attributed to each traditional disciplinesigai arts, music and dance/drama). The

second part identifies the overall integrated stmec

The first part assessed the space allocated to #aditional discipline, whether

independently, integratedly or combined with ottkmowledge. Statistical treatment
includes a description of the sample using frequeartd percentage analysis. By thus
determining the space allocated to each traditidisaipline within the total 24 volumes

of Arts and Humanities textbooks, the analysis mles data for arguing the current
practices of integrating textbook knowledge in tiela to the vision presented in the
National Syllabus. The researcher also builds ailéet understanding of the design of

each series textbook.

The second part employing qualitative methods erachithe models used in these
textbooks. This required the researcher to matehctintent with the reference models.
During the investigation, a challenge emerged whegarty’s theoretical models could
not explain some cases. The situation arose wheendhation of integrated design failed
to fit one of Fogarty’s prototypes. In these cast®e researcher elaborated the
metamorphosis model, which was formulated in therdiure review (see Chapter 2,
Appendix 2.1 and Appendix 2.2). Consequently, #searcher obtained a more holistic
view of the content knowledge selected in the Aatgl Humanities textbooks, and
realized the advantage of the metamorphosis madelse empirical level. Also, the
metamorphosis models are helpful while the researahterprets the results of the
guantitative analysis. They provide an understamdimot onlywhat isbut alsochow it is

At this point, the fundamental structure of eacktlieok stands out as a response to
Question 1. These insights generated from the gaawe analysis later support the

gualitative analysis and a more in-depth interpi@ta

In general, the quantitative method employed infit# phase of the sequential design
has three foci: to describe the current constrnabibthe content knowledge, to identify
the extent of knowledge integration and to deteenire cases that can be compared and

examined for the second phase of this study.
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The next phase aims to answer the research queStiow is the deployment of the
content made to satisfy the sub-goals set for thie &hd Humanities?”. As explained in
the discussion of case study method, the entireareb consideration required the

investigation to be carried out through qualitatygproaches.

3.5.1.2 Application of document analysis

Document analysis is literally the task of examgnithe sources of various type of
documentation. According to Morrison, Popham andkaider (n.d.), “document
analysis is all about definition — defining the doeent context, defining the document
type and defining the different document featured e&elationships”. The document
analysis in this study was conducted on a sequdrasss:

Preparation
To prepare an understanding of the overall objefctise study.

Setting the boundaries for the document analysis
To ensure that the analysis operates within thpestimat fully includes the relevant
sources for the present study.

Conducting the document analysis
Emphasis
The navigational techniques geared towards locatisgful items for further
discussion in the following case study chapters.

Focuses
The forms of representation as a critical aspe&nofviedge generation.

Present results

Combining with the findings of the quantitative Brsés prior to this qualitative
approach to synthesise the different approaches.
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3.5.1.3CDA in practice

In answering the first and third research questi@Qi3A is used to explore the discourses
in texts, based on Faircloughigpes of textual featurg2001): experiential, relational,
expressive, and connective values. There are depenats to support the choice of
Fairclough’s methodology of CDA. First, the expkova of the experiential value
engages in finding the text producers’ knowledge#be A cue to it can be obtained
from an analysis of the written form of utteran8econd, the relational values underpin
the social relations embedded in the texts. Thizedsion of meaning helps to illuminate
power in texts and/or power behind texts. Thir@, é&xpressive values investigate social
identities of subjects. An empirical approach fe&susn the expressive values of words
and the features of expressive modality. Lastlg,dbnnective value indicates the turning

point between texts and contexts.

The dimensions of the practice of CDA used in 8tigdy are illustrated below (Table
3.2). An actual practice to individual case studpehds on the scope of an inquiry which
is defined by what is significant to the researdegtions. In this respect, the three case
studies have been treated slightly different. loheease study, the CDA was applied to
the specific examples in service to illuminate thecourses in/behind the texts. It is
noteworthy that this study does not examine aclis&ning experiences; instead, it
explores the discourses of listening experiencéhodigh the analysis is a written-text
bound approach, the analysis aims to explore howdsvpoint to music and listening.
With respect to this, CDA proves an adequate metlogital tool for this study.

Table 3.2
Types of values of texts
Experiential value Relational valug  Expressivaigal Connective valug
words Classification schemeEuphemistic Expressive value| Connectors

Semantic relation expression
(synonymy,antonym)

contents | Predominant agency| Modes of Expressive Complex
Positive/negative statement modality sentences
Active/passive (declarative,
Nominalisations imperative)

Based on Faircloughlsanguage and Powgf001)
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352 Phase 2

The coding procedure in data analysis is conduatedrding to the questions of interest.
In this study, the initial stage of coding involvgding through all elements in order to
highlight the important points for further explacat. At this stage, the reflexivity also
functions to direct the researcher’s attentiorhtltroader contextual construction of the
texts instead of individual’'s interest. Concomitgnit is noted that each case study has a

unique condition arising from different reading uegments.

In this respect, Critical Pedagogy was applied s of the theoretical approaches to
address the issues emerging from each targetedA&lase when combined with Critical
Theory it proved to be a more appropriate approdachdealing with the structured
knowledge as a shaped cultural product rather thampeople who shape the culture. In
the other two cases, a lot of illustrations are edded in written texts. In light of this,
how ‘the written text and illustrations doveta# highlighted as one aspect of the study.
According to Bourdillion, the pictures can have exaV functions within a text (1990,
p93):

» Motivation function. The power of attraction plagsvital role. Photographs are
usually in colour, and their size and the blankceparound them are essential; they
are closely bound up with the text.

e Decorative function. Pictures are chosen for adistiaad not educational reasons,
and have little or nothing to do with the text. Ikype of picture should not appear
in textbooks.

« Information function. Clarity and legibility are a premium, with polysemy
reduced by the use of captions or montage. Thengittas a separate role from the
text, which it complements or clarifies.

 Reflection function. The picture is used in conjime with an interrogatory key or
with an actual numbered exercise.

e Exemplary function. The picture gives an exampléisTis a non-decorative

function, the picture producing a paraphrase oftéx¢ and serving as a cultural
reference.
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Based on this information, the researcher shifteehion between the pictures and the
texts to identify their relationships: ‘Is the piot superfluous in the context of the text?’
‘Does the picture refer to the text, or the texthe picture?’ These questions expand the

dimension of analysis to note the impact of “intetjwe context” (Gill 2000, p176).

Lastly, reflexivity further positions the researcha the understanding that: “Doing
discourse analysis involves interrogating your [#malyst’'s] own assumptions and the
ways in which you habitually make sense of thingsvolves a spirit of skepticism, and
the development of an ‘analytic mentality’”” (Scheik1978; cited in Bauer & Gaskell
2000, p178). With respect to this, the data analigsbperated as a conscious activity in
which the researcher takes a role in the interadietween subjectivity to figure out the

relationship among the discourses.

3.6 Conclusion

The researcher has structured this chapter asoaneof the decisions and steps made
during the research process. In brief, this chaptscribed and explained the data
collection strategies, the framework and the deagywell as the content of the research.
A mixed methods approach of quantitative and cai@lie research techniques was
chosen as it serves well the purposes of the siliuy.considerations for data gathering
in the study were presented. Case study as theodwtigical approach was discussed
including the selection of cases, the applied cptuz@ and analytical methods, and the
procedural operation. The results of the data amglywhich form the basis for

subsequent conclusions and suggestions, are pedsarthe next four chapters.
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CHAPTER FOUR
Analysis of the Integrated Curriculum

4.1 Introduction

This chapter initially approaches the researchtipes'How is the Nine-Year Integrated
Curriculum transformed to the school curriculunstsctured in textbooks?” by drawing
upon Fogarty’s models of curriculum integration.e¥d models were discussed in
Chapter 2. The examination of vertical and horiaborganisation serves to illuminate
the organisational principles which construct idigciplinary environment within school

textbooks for Year 7 to Year 9 students.

This chapter comprises two parts: the first padneixes vertical curriculum organisation
at macro level. The second part explores horizocdaliculum organisation at a more
micro level, i.e. individual basic unit. It alsosdusses the findings of the first part and
suggests appropriate cases for the second andrédsedrch questions. Part one of this
chapter addresses the vertical organisation oboekis, the construction of knowledge
space, and the models used to integrate knowlédgelast point is explored by using
reconceptualised models of integration which amsetan Fogarty's analysis. Part two of
this chapter addresses the relation of the requoedpetency benchmarks and content
knowledge. By grouping the units of music accordmghe three categories of sub-goals,
the knowledge materials of music are further iatgd for an advanced discussion about
their appropriateness as cases to answer the teqtighe research questions. The
two-part design of the present chapter is appbealltfour series of Arts and Humanities
textbooks. Accordingly, the discussion of textboakdivided into four segments in each

section and presented in alphabetical order opthdishers’ names.
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Part I: The vision of knowledge integration and itsrealisation

4.2 Integration as conceptual framework

The key concept ‘integration’ in the Integrated @uwium plays multiple roles: it is a

vision to rouse collective action; a goal for lasgale educational reform; and a pivot for
a revolution of educational resources for a natiothe 21st century. This section begins
by examining the idea of ‘integration’ of the Nata Syllabus within the broader context

of integrated education, then explores the reatisaif this idea.

421 The vision of integration in the National Syabus

As used in the National Syllabus, the key wordégration’ pinpoints the essential idea
of the Integrated Curriculum. Its usage can be downfour different levels: the general
goal, the curriculum goal, the domain of knowledged the implementation of
curriculum. Drawing upon Fairclough’s theories omAC (1995, 2001, 2003), the
analysis of the vision of the Integrated Curriculpnesented in the National Syllabus is

divided into three stages: description, interpretatand explanation of texts.

In the statement of its general goals, the Nati@yllabus indicates that “the Integrated
Curriculum should prepare citizens with humanityenubcracy, integral ability,

local-international consciousness, and life-longriéng capacity” (MOE, 2000). The

content of ‘integral ability’ is proposed as “a &ate of sensibility and sensation;
knowing and doing; humanity and technology” (MOB0Q). The engagement of the
dualities as polarities implies that the Integratédrriculum believes polarity gives

duality a reason to be what it is and providessasbfar difference to be transformed. It is
in the polar relation between opposites that sckoolledge serves the whole individual
to fully prepare them for an active role in soci€lfe section discussing the curriculum
goals claims that “the purpose of compulsory edandin the context of the Integrated

Curriculum] is to provide daily-experience-basetividualised, integrated, modernised,
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and domain-based learning activities which incluttes aspects of people themselves,
people and society, and human and nature to ...rfe#iegens’ world vision” (MOE
2000). Accordingly, an integrated education is deieed as the appropriate approach to
achieve the educational vision for the twenty-feehtury. However, there is no further
explanation of an ‘integrated’ curriculum in thatstment of curriculum goals. A picture
gradually emerges in the sections dealing with é¢h®irical issues of the Integrated
Curriculum. In the section addressing the fieldsknbwledge, subjects with similar
ontological natures are grouped together to forommain, i.e. Arts and Humanities. It is
suggested that the traditionally discipline-baseadiculum format instead “follow the
spirit of integration” (MOE 2000). Although this the third time the word ‘integration’
has been used in discussing the nature of therhtesh Curriculum, neither a definition
nor practical approaches are provided in the auluio document.

This observation raises a question for the researthithe idea of ‘integration’ used for a
particular aspect of the Integrated CurriculumAgOmtegration’ planned to manifest in
a specific practice? This is raised with respecthi textual structuresproposed in
Fairclough’s approach to CDA, which engages in tomsng the key idea within a
larger-scale structure (2001).

The answer to this question sheds light on theofailg text concerning the essential
point of the Integrated Curriculum, which is to “gloy integrative pedagogies which
centres on knowledge topics” (MOE 2000). This sstgéhat the rationale for the initial
stage of reform is to focus on a change of cumiculSocial interactions and educational
institutions are expected to operate consistenttii@time. The ‘integrative pedagogies’
act on both the static textbook curriculum and dhBve classroom activities. However,
the absence of a simultaneous reform of teachdistagion has resulted in a failure of
pedagogy to change fundamentally. As a result,ntheén achievement in realising the
idea of ‘integration’ has been the change in theictire of the knowledge in the

textbooks, from discipline-based to integrated.
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4.2.2 Competencies and curriculum organisation

The Ten Core Competencies are essential to thgratesl Curriculum because they are
organisational principles. The definition of ‘contgrecy’ has been discussed from
various viewpoints. It has been perceived as olddevperformance (Boam & Sparrow
1992; Bowden & Masters 1993); as the standardiyuafi the outcome of the agent's
performance (Hager, Athanasou, & Gonczi 1994; Riwne 1998); or, as the underlying
attributes of a person (Boyatzis, 1982). SimilaByady and Kennedy (2003) indicates
that within the generic nature of the key compdtmndie the following abilities of
communication, organisation, demonstration, andpreimrension. According to Brady’s
dichotomy, the Ten Key Competencies are accordilatiglled below (Table 4.1):

Table 4.1
Classification of Core Competencies
Abilities Ten Core Competencies
Communication | Expressing, communicating and sharing
Organization Making choices, constructing and psagy. ..

Exploring and researching...

Demonstration Changing lifestyles and lifelong feag...

Respecting, caring and team work...

Valuing culture heritage and exploring internatiomaderstanding...
Appreciating, performing and innovating ...

Applying technology and information...

Comprehension | Independent thinking and solving lprob...

Self-awareness Knowing individual potentiality...

Source: Nine-Year Integrated Curriculum Syllabu$O@12001)

This examination makes clear that the more exttoabilities are emphasised. It is
accordingly hypothesised that, based on literatavgew on integrated curriculum, the
socio-oriented dimension is made manifest to laarn€his also provides insight to
understand the formulation of the lower hierarchygamisational principles -
Competencies Benchmarks which are used to prowiiienale for coordination between

disciplines. | will elaborate this point in the eastudies of Chapters 5to 7.
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4.3 The realisation of integration in Arts and Humanities

It is noted that although ‘integration’ is the kieljga of the Integrated Curriculum, it can
be interpreted variously in both the general idéam integrated curriculum and the
particular instance of the Integrated Curriculum Taiwan, leading to different
constructions of knowledge. With respect to theffetth of the Integrated Curriculum,
the macro-level structure has been organised iN#ttenal Syllabus. The micro-level
structure refers to the construction of knowledgesach series textbooks (Figure 4.1).
Consequently, the initial step of analysis examines textbooks organise structure for
integration. This will indicate the extent of intagon and how the integration is

achieved.

4.3.1 The vertical organisation of the Arts and Huranities textbooks

This section examines the general structures offdbe series textbooks of Arts and

Humanities. The discussion of these textbooksasgmted in alphabetical order.

The Han Lin textbooks

The preliminary examination shows that Han Lin @dop ‘Part-Unit’ format: each
textbook has three major Parts, where three to daaipline-based units constitute one
Part. The units within the same part are subje¢héomain topic of the Part (Figure 4).
The content can be of any of the disciplines, ngmalsic, visual arts or drama/dance.
Commonly seen in Han Lin’'s micro-level design, thedisciplines are formed
respectively within an independent unit. Howevke, $paces attributed to each discipline

are not equal.
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The Kang Xung textbooks

Generally, Kang Xung adopts a similar strategy hat tof Han Lin — a ‘Part-Unit’
format — to build its macro structure (Figure 4)isl notable that Kang Xung presents a
more strict organisation by establishing a patterrbalance the three disciplines. By
means of this device, each unit accommodates omty discipline and all three units
(disciplines) are located under the principal topiche particular Part (Figure 4.1). In
addition, there are four sections in each textbodkeoretically, the balance among
disciplines in an integrated curriculum design ehiaved by using an ideal scaffold.
However, the analysis shows that balance betwessiptines is affected not only by the

numbers of units of individual disciplines but alspthe space given to each unit.

The Nan Yi textbooks

Nan Yi adopts a ‘Part-Section’ format, where eaettiook has three major Parts; three
to foursectionsconstitute on@art (Figure 4). The ‘Part-Section’ design can be dised

in the layout of an article: several paragraphsfone piece of an article in which each
paragraph (section) plays the role of one piecjajsaw puzzle within an entire picture.
In other words, the ‘Part-Section’ format demorissaa closer connection between
individual units than the ‘Part-Unit’ format seenhlan Lin and Kang Xung. By means of
this strategy, Nan Yi weaves up three disciplinébiw one section and further dissolves
clear boundaries between disciplines to form adalstory’ or package (Part). From the
point of a hierarchical scaffold, the structure Ndin Yi is comparatively flattened if
comparing with the former two textbooks. This iscdmese in Nan YiSectionsare
components of &art; however,Units are in lower hierarchical position because they ar

not within aPart but subject to &art.

The U Chen textbooks

U Chen adopts a ‘Theme-Unit’ design: three themesraeach textbook, with four to six

units under the umbrella of a theme (Figure 5). Theiculum design of each unit is
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based on an integrated approach. That is, crosgliimry knowledge is structured by
means of multidisciplinary, interdisciplinary or taeurricular approaches. U Chen’s
macro structure is located between the more diseilased approach of Han Lin and
Kang Xung, and the more integrated approach of ManNotably, its scaffold is

structured upon a discipline-based design in wiihehboundary of traditional subjects
can be clearly identified by the framework of eactit. On the other hand, units under
the same umbrella form a pattern in which a varétiknowledge is stitched together to
make a ‘quilt’. To continue the analogy, a singhét is associated with other units under
a Theme umbrella like a unique piece of cloth isestto other pieces in a quilt. By this
means, flexibility is created to join any two dg@anes. Also, this enables a variety of

models to be used to integrate knowledge.

Figure 5 Pattern of four series Arts and Humanitiesextbooks

Ha||’1 Lin Kanlg Xung Nalm Yi l_<!|3hen
Part Part Part Theme
[ [ [ [
Unit Unit Section Unit
[ [ [ [
Unit Unit Section Unit
[ [ [ [
Unit Unit Section Unit
! ! I
1 1 .
L L Unit
Unit Section
|
Unit
|
Unit

101



4.3.2 The construction of knowledge space

Integration of the Arts and Humanities curriculuranthin presents the challenge of
balance between the disciplines. By means of tkergeive statistical analysis, the space
allocated to each discipline was assessed and shawenequal allocation between the
disciplines. The physical page spaces of eachpliseiin an integrated domain indicate

one measure of integration.

The Han Lin textbooks

As can be seen from Table 4.2, visual arts occypycximately 39% of the total space.
This number is roughly equal to that for music 838) and significantly higher than for
drama (22.1%). That is, music and visual are useteror less equally in knowledge
construction, more so than for drama. At approx@tyabne third less than the space of
visual arts and music, drama is subordinate tawther two subjects in the integrated art
curriculum. According to Fairclough (1995) the asyetries between agents indicate an
imbalance of power relationships between curriculst@keholders and groups more
widely in society. That is, interest-bounded powagtermines the production of
knowledge. Put another way, the asymmetries of kexbge are a product of decisions
which give authority to particular knowledge. Th@ms a hypothesis to examine the

cases presented in Chapters 5 to 7. Also, | wilirreto this concept in Chapter 8.

Table 4.2
Space devoted to each discipline in Han Lin text

Grade* Visual Arts (pages/ %) Music (pages/ %) Drama (pages/ %) | Theme (pages/ %) Total (pages)
Y 7-1 56 38.4% 58 39.7% 32 21.9% 0 0% 146
Y 7-2 48 40.7% 38 32.2% 32 27.1% 0 0% 118
Y 8-1 54 36.5% 62 41.9% 24 16.2% 8 5.4 148
Y 8-2 52 39.4% 46 34.8% 34 25.8% 0 0% 132
Y 9-1 60 37.9% 66 41.8% 32 20.3% 0 0% 158
Y 9-2 62 41.4% 56 37.3% 32 21.3% 0 0% 150
Acgt;"é . 332 38.96% | 326 | 38.3% 186 | 21.8% 8 0.94% 852

*the abbreviation refers to grade and sessionn&iance, Y 7-1 indicates the first session of Year
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The Kang Xung textbooks

As with the treatment of drama in Han Lin, Kang Xugives the least space to drama.
However, Kang Xung allocates more pages to vistal (40 percent of the total space)
than to music (5 percent less). Drama in Kang Xoogupies one fourth of the space
which is larger than the one fifth allocated in Han. The diminished gap between
visual arts and drama might be viewed an improvethore balanced distribution, but
again visual arts and drama are the most weightddtee least weighted respectively in

the arts curriculum in these texts.

Table 4.3
Space devoted to each discipline in Kang Xung text

Grade Visual Arts (pages/ %) Music (pages/ %) Dramdpages/ %) Total (pages)

Y 7-1 50 16.3% 40 15% 28 14.58% 118

Y 7-2 58 19% 40 15% 36 18.75% 134

Y 8-1 56 18.3% 46 17.3% 34 17.71% 136

Y 8-2 48 15.7% 46 17.3% 30 15.63% 124

Y 9-1 48 15.7% 48 18.1% 36 18.75% 132

Y 9-2 46 15% 46 17.3% 28 14.58% 120
Total/ Average 306 40.1% 266 34.8% 192 25.1% 764

The Nan Yi textbooks

Table 4 shows that the number of pages allocateshtb discipline fluctuate between
texts. For instance, in the book for the seconaisesof Year 9 (hereafter Y9-2) the
space for visual arts surpasses the space for musicvisual arts are the dominant
knowledge discipline. Conversely, music occupi¢arger space than visual arts in Y9-1.
Moreover, the average percentages for visual @&®6%) and music (33.5%) are
reasonably close but much larger than the spaceadid to drama (20.3%). However, it
is also noted that Nan Yi's approach is more likegposition than integration, allowing
the individual traditional disciplines to be iddied.
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Table 4.4

Space devoted to each discipline in Nan Yi text

Grade Visual Arts (pages/ %) Music (pages/ %) Dramdpages/ %) | Theme (pages/ %)| Total (pages)
Y 7-1 20 28.6% 15 21.4% 10 14.3% 2b 35.71% 70
Y 7-2 18 20.9% 21 24.5% 13 15.1% 34 39.5% 86
Y 8-1 28 31.5% 35 39.3% 21 23.6% 9 5.6% 89
Y 8-2 31 33.3% 39 41.9% 21 22.6% 2 2.2% 93
Y 9-1 27 31.1% 31 35.6% 20 22.9% 9 10.4% 87
Y 9-2 37 36.6% 35 34.7% 22 21.8% 1 6.9% 101
Acgt;"ée 161 30.6% | 176 | 33.5% | 107 | 20.3% | 82 | 15.6% 526

The U Chen textbooks

The number of pages in each textbook and the paty@isuted to the three disciplines —
visual arts, music, and drama — is shown in Tale Bhe average percentage shown in
visual arts is approximately 42%, which is highwaurt for the sections on music (34.2%)
and drama (19.5%). Comparing visual arts and mugoal arts is dominant except for
Y 9-1 where the space for music space exceedddhaisual arts. Attention is drawn
particularly to Year 8-2, in which visual arts opgud5.8% of the space, drama 31.8%,
but music fills 22.4%. A hypothesis is that the itspin Y 8-2 happen to suit the
knowledge in the visual arts. The space allocabechusic in Y 8-2 fluctuates, resulting
in variations in rank order. In general, across-Y 0 Y 9-2 visual arts dominate the text
space whereas drama is given the least space. drhmahce of visual arts knowledge
has been observed in the other three series dideks. Uniquely, U Chen employs more
interdisciplinary approaches for Y 9-2 (Appendix Ynlike Nan Yi, U Chen only shows
this approach in the last book. Although this applooccupies only four percent of the
total six books, it demonstrates an awarenessitddgration’ that is expressed through the

more integrated models in the advanced end of Bggaontinuum of ten models.
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Table 4.5
Space devoted to each discipline in U Chen text

Grade Visual Arts (pages/ %) Music (pages/ %) Dramdpages/ %) | Theme (pages/ %)| Total (pages)
Y 7-1 49 42.2% 45 38.8% 22 19.0% ( 09 116
Y 7-2 64 55.2% 40 34.5% 12 10.3% ( 09 116
Y 8-1 54 46.6% 40 34.5% 22 18.9% ( 09 116
Y 8-2 78 45.8% 38 22.4% 54 31.8% ( 09 170
Y 9-1 40 31.2% 70 54.7% 18 14.1% ( 09 128
Y 9-2 40 32.8% 30 24.6% 22 18.1% 30 24.6% 122
AT/Zt;"ée 325 42.3% | 263 | 34.2% | 150 | 19.5% | 30 4.0% 768

In summary, in view of the above findings, it isplyhesised that the number of pages
allocated to each discipline indicates not meredw hmuch space is occupied but also

what knowledge is viewed valuable in terms of upegior visibility.

4.3.3 Integrated models in the textbooks

This section applies Fogarty’s models of integrat{®991, 2002, 2005) to examine the
construction of all four series Arts and Humanitiextbooks and understand the
approach used to integrate knowledge. Based ofirttieigs of the previous sections, it
is noted that each textbook publisher has develspedific strategies to form their ideal
integrated curriculum. In order to understand therity in the data, Fogarty’s models
were used as analytical tools and reconceptualigetie researcher (see Chapter 2). The
following analysis is developed not only to identi€urriculum models but also to

explore how integration is attempted.

The Han Lin textbooks

77.4% of the content is structured within the giBoe-based models: the ‘cellular’,
‘connected’ and ‘nested’ (Table 4.6a). It is argtieat the ‘Part-Unit’ format, on the one
hand, establishes an image of integration by jlodaqy three subjects as an entirety in
one Part; on the other hand, the discipline-bappdoach retains the boundaries between

subjects. In other words, this format createslasidn of integration.
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As can be seen in Table 4.6a, the ‘cellular mddethe main method for integrating
knowledge. In the cellular approach, the conterftased in a subject-centred structure.
This also implies that the interaction betweenedéht disciplines is not much enabled in
the content of the text. The ‘connected’ modehis least significant application among
the discipline-based models. In a sense, this agproffers a chance to correlate other
knowledge and also maintain the central positiothefhost discipline in this integrated
model. In addition, as shown in Tables 4.6a andb,4ile there is a total of 17 units
using the ‘nested’ model only two music units Y T-IL (1* Part —  Unit, hereafter 1-1)
and Y8-1 II-1 employ this method. The percentagapproximately 11.8%. This figure
indicates the ‘nested’ model is used more in musits than in the other two disciplines.
In comparison with the ‘cellular model (45.8%)gethested’ model is one of the least
used (8.33%). Arguably this preference for theltdat’ model effectively maintains a

disciplinary structure within the larger-scale gigitated curriculum domain.

Table 4.6a
Models in Han Lin textbooks Year 7 -9
Model Within and Total
Within single discipline Across several disciplines across learners
Grade cellular | connected | nested| sequenced| shared | webbed | integrated net-worked

7-1 6 2 6 0 0 0 0 0 14
7-2 7 0 2 0 0 4 0 0 13
8-1 7 0 2 1 0 1 0 1 12
8-2 5 1 2 0 0 1 3 0 12
9-1 6 0 3 0 3 0 0 0 12
9-2 6 1 2 0 0 1 2 0 12

Total 37 4 17 1 3 7 5 1 75
% 49.4% 5.3% 22.7% 1.3% 4% 9.3% 6.7% 1.3% 100%

Table 4.6b
Models of music units in Han Lin textbooks Year 79
Model Within and Total
Within single discipline Across several disciplines across learners
Grade cellular | connected | nested| sequenced| shared | webbed | integrated | net-worked

7-1 1 2 1 0 0 0 0 0 4
7-2 1 0 0 0 0 3 0 0 4
8-1 3 0 1 0 0 0 0 0 4
8-2 4 0 0 0 0 0 0 0 4
9-1 1 0 0 0 3 0 0 0 4
9-2 1 1 0 0 0 0 2 0 4

Total 11 3 2 0 3 3 2 0 24
% 45.84%| 12.5% 8.33% 0% 12.5%| 12.5% 8.33% 0% 100%
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The Kang Xung textbooks

The discipline-based models (cellular, connectetirssted) found great favour (83.3%)
in Kang Xung (Table 4.7a). In particular, the ‘oddir’ model was used for three quarters
of all music units (Table 4.7b). The integrationkabwledge in Kang Xung is hindered
by such a discipline-based design. Although othedeis have been employed, the
dominance of the ‘cellular model and over the otheepresents the triumph of a
traditional disciplinary approach. Furthermore, twebbed’ model as the second most
popular method in Kang Xung has a technical reasdaendiscussed in Chapter 2, the
‘webbed’ model can be viewed as a metamorphosisa d€ellular model in the

interdisciplinary domain. Thus, if the three didicip-based models are combined with
the ‘webbed’ model, the remaining methods usedusiounits would be less than 12%.
In general, Kang Xung adopts approaches that caa,great extent, reinforce and even

protect the traditional disciplines.

Table 4.7a
Models in Kang Xung textbooks Year 7 -9
Model Within Total
Within single discipline Across several disciplines learners

Grade | cellular | connected| nested | sequencefshared| webbed| threaded| integrated| networked

7-1 12 0 0 0 0 0 0 0 0 12
7-2 11 0 0 0 1 0 0 0 0 12
8-1 8 1 0 0 0 0 1 2 0 12
8-2 7 0 0 1 0 3 1 0 0 12
9-1 9 0 1 1 0 1 0 0 0 12
9-2 10 0 1 0 0 0 0 1 0 12

Total 57 1 2 2 1 4 2 3 0 72
% 79.1% 1.4% 2.8% 2.8% 1.4% 5.6% 2.8% 4.1% 0% 1009

Table 4.7b
Models of music units in Kang Xung textbooks Year 79
Model Within Total
Within single discipline Across several disciplines learners

Grade | cellular | connected| nested | sequencefishared| webbed| threaded| integrated| networked
7-1 4 0 0 0 0 0 0 0 0 4
7-2 4 0 0 0 0 0 0 0 0 4
8-1 2 1 0 0 0 0 0 1 0 4
8-2 2 0 0 0 0 2 0 0 0 4
9-1 3 0 0 1 0 0 0 0 0 4
9-2 4 0 0 0 0 0 0 0 0 4

Total 19 1 0 1 0 2 0 1 0 24
% 79.1% 4.2% 0% 4.2% 0% 8.39 0% 4.29 0% 10

0%
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The Nan Yi textbooks

Nan Yi’'s overall construction of knowledge showsatsity with respect to both ends of
the continuum of Fogarty’s models of integratiomeTPart-Section’ mode constructs a
close relationship between the Section and the: Baet Part frames the Section by
structuring it under its thematic umbrella. As daa seen from Table 8, the ‘webbed’
model is used substantially more than other modiésic is woven with the other two
disciplines to form the ‘webbed’ structure. Sheddiight to the ‘immersed’ model, it is
identified with respect to the reflection upon kneslge which is expressed to absorb
learners into its understanding. This model empkogseat deal of knowledge, however,
in a way it differs from a collage which is ofte@es in the ‘webbed’ model, nor like the
systematic organisation adopted in the ‘integratewdel. The ‘immersed’ model
attempts to show a deeper understanding of theusied knowledge. Due to the
integration mostly by means of the ‘webbed’ andnfiersed’ models, it thus becomes
impossible and also unnecessary to present thetitaieve information for the models
used for music units. In general, Nan Yi shows wgneafforts to construct an

environment which can better accommodate integiateavledge.

Table 4.8
Models in Nan Yi textbooks Year 7 -9
Model Within and Total
Within single discipline Across several disciplines across
learners
Grade | cellular | nested | shared | webbed integrated immersed networked
7-1 1 0 0 4 1 4 2 12
7-2 0 1 0 6 0 2 2 11
8-1 1 1 0 4 0 2 1 9
8-2 0 0 1 5 0 3 0 9
9-1 1 0 0 3 2 3 0 9
9-2 0 0 0 6 0 2 1 9
Total 3 2 1 28 3 16 6 59
% 5.1% 3.4% 1.6% 47.5% 5.1% 27.1% 10.2% 100%
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The U Chen textbooks

Notice is first given to a variety of models usedrtegrate knowledge (Table 4.9a). As
discussed in 4.3.1.4, U Chen adopts an idea ofrfiBagnit’ instead of ‘Part-Unit’ seen
in Han Lin and Kang Xung. The imagery of ‘Theme-Urseems to give Theme a
stronger command to its sub-sections. However,pgrdormance of Theme shows no
different to the role of Part as observed in the sets of textbooks just mentioned. In
other words, the relation of ‘Theme-Unit’ only pidgs an imagination that the Unit
might have close connection with the Theme in aemioiegrated way. However, the four
to six Units under a Theme are formed independewtth little horizontal connection
but vertical relation to the predominant Themas lthus argued that U Chen places great
emphasis on the vertical structure of its micreeledesign. The following figures about

the deployment of models will further explain tleality.

69.1% of the content is structured within the giBoe-based models: the ‘cellular’,
‘connected’ and ‘nested’ (Table 4.9a). Turning twose music units, 60.6% are
constructed by means of the ‘cellular’ model (Takl@b). This indicates U Chen takes
the same path as Han Lin and Kang Xung in choosingre discipline-based design as
the horizontal organisation. The ‘Theme-Unit'" fotnman one hand, provides an
integrated infrastructure which meets the visioespnted in the National Syllabus. On
the other hand, the framework of individual unlbwais the ‘cellular model to exist with
a connection to the integrated topic. As can ba sedable 8a, the ‘cellular’ model is
employed as the main method followed by the ‘webbeaddel (16.2%). A similar
deployment also applies to the music units (Tab8b} It is worth noticing that the
‘cellular model is completely absent from Y 9-Bstead, the more integrated models, i.e.
the ‘webbed’, ‘threaded’ and ‘integrated’ modelse amployed to synthesise knowledge.

This arrangement can also be seen in Nan Yi andUihabut not in Kang Xung.
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Table 4.9a
Models in U Chen textbooks Year 7 -9

Model Within and | Total
Within single discipline Across several disciplines across
learners
Grade | cellular | connected| nested | sequence@shared| webbed| threaded| integrated| networked
7-1 8 0 2 0 1 4 0 1 0 16
7-2 11 1 1 1 0 2 0 0 0 16
8-1 9 1 1 0 2 0 0 1 0 14
8-2 6 2 0 1 0 3 0 1 0 13
9-1 9 2 0 0 0 1 0 0 0 12
9-2 3 0 0 1 0 3 1 2 0 10
Total 46 6 4 3 3 13 1 5 0 81
% 56.8% 7.4 % 4.9% 3.7% 3.7% 16.1% | 1.2% 6.2% 0% 1009
Table 4.9b
Models of music units in U Chen textbooks Year 7 -9
Model Within and | Total
Within single discipline Across several disciplines across
learners
Grade | cellular | connected| nested | sequence@shared| webbed| threaded| integrated| networked
7-1 4 2 0 0 0 2 0 1 0 9
7-2 4 0 1 1 0 1 0 0 0 7
8-1 3 0 0 0 2 0 0 0 0 5
8-2 3 0 0 1 0 1 0 0 0 5
9-1 5 0 1 0 0 1 0 0 0 7
9-2 0 0 0 0 0 2 1 2 0 5
Total 19 2 2 2 2 7 1 3 0 38
% 50% 5.3% 5.3% 5.3% 5.3% 18.4% | 2.6% 7.8% 0% 1009

Summary

In the context of ushering in an era of integrageldcation, the curriculum integration
seen in these textbooks appears as a mixed, eviewaagy adaptation in which less
integrated designs co-exist with more integrategr@gches. In general, the more
discipline-based models seen in Han Lin and Kanggvtetain the boundaries between
disciplines. This is a result of employing the ta&r’ model in the majority of instances.
On the other hand, although the ‘cellular’ modedlso employed to a great extent in U
Chen (56.8%), the powerful command of the dominBmeéme creates strong vertical
connection such that the horizontal connectiorce®alingly strengthened because of the
nexus Them. That is, each-unit manifests the Theméhat they seem to share some

relation because of the nexus. As a result, U Gh&rtieme-Unit’ strategy creates an
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imagery which inclines to the more integrated ehthe integrated continuum. Turning
to Nan Yi, in essence, it utilises integrated mdthd@the ‘webbed’ and ‘immersed’
models) that result in integrated details of tHéedent disciplines. Nan Yi is also the set
that allocates the least pages to music knowledgea adiscipline (33.5%) while
comparing with the other three sets (Han Lin 38.8&ng Xung 34.8%, U Chen 34.2%).
This is believed to indicate that the music knowlkedh Nan Yi is integrated with other

knowledge to a great extent.

The examination of the physical allocations of €pao the texts provides an
understanding of how the Integrated Curriculunrasms$formed to the school curriculum

through the structure of textbooks. The findings summarised below.

e The vision of integration in the Integrated Curhicu is expected to be realised in

school textbooks.

e The four series of Arts and Humanity textbooks hdeeeloped individual strategies
for ‘integration’.

e Nan Yi presents the most integrated curriculum &hflang Xung maintains the

clearest boundaries between traditional disciplines

e Fogarty’s ‘cellular’ model is the most predominattategy for integrating the arts

curriculum in the texts.

* The ‘webbed’ model functions as a euphemism faingtg a disciplinary framework

while claiming to address curriculum integration.

e The quantitative examination of the physical spafcedividual disciplines, i.e. visual

art, music, and drama, reveals an asymmetricaltresthat visual arts enjoys great
visibility while drama is marginalised by compariso
e The theme/topic approach found favour with the feeries of textbooks as it is

officially supported by the curriculum scheme — Negtional Syllabus.
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Part Il: Epistemological asymmetry

4.4 Heightened knowledge

In answering the second research question, thewily examination of the content
knowledge illustrates what knowledge is framed e tmodels discussed above in
particular some knowledge is used more frequeathy its rank position is heightened.
The following exploration is divided into two partthe overall examination of the

content knowledge and the specific investigatiomasic knowledge.

441 An overall presentation of content knowledge

The principal element of the overall curriculum ides- the theme/topic — determines the
selection, presentation and interpretation of kmaolge. Accordingly, an overall
examination of the themes/topics in Arts and Hummemican provide a picture of the
knowledge preferences and the connection of theettraditional disciplines within one
domain. The examination shows that the more disggddased design, i.e. Han Lin,
Kang Xung and U Chen, allocates more room for gis@ary presentation (Appendices
411, 4.1.2, 4.1.3). This is unsurprising andesifom independent units supporting a
linear conceptual development. As a result, indigiddisciplines reflect different values
of knowledge. For example, music favours mastegigwisual arts favours lists of
works and drama favours realistic works. The théopé& deployment seen in Han Lin,
Kang Xung, and U Chen has differences on the liddise disciplines in general. Thus
visual arts shows a preference for social topiog, laarner-oriented approaches. Music
knowledge follows the history of music and accogliinshows a linear development,
which supports a knowledge-oriented approach. Drigragranged similarly to visual arts
and follows the discourses in the visual arts. As Nan Yi, it relies heavily on a
themel/topic scaffold to build experiences that sitelent-centred, and situated in daily
experiences and use. In general, Nan Yi provide nmbegrated, everyday experiences

by means of general topics.
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4.4.2 A specific examination of Music

Music knowledge is generally categorised using tm&n groups: domestic (Taiwanese)
music and western music. This general classifioaitidlicates the proportion of Chinese
and western musical heritage. This approach not meals the relative weighting of
knowledge but also what knowledge is selected (Apmes 4.2a & 4.2.b). The use of
descriptive statistics showed that the content devowestern music rather than
non-western music (Table 4.10). This result repdisahe findings of other studies that
historically music taught within the school curdizon in Taiwan has been involved
teaching western musical heritage (Ho, 2003, 2004;990; Shih, 2003; Sun, 1996).

Table 4.10
Classification of music knowledge in Arts and Humaities
Han Lin Kang Xung Nan Yi U Chen

Chinese music 4 units 5+0.5 units 4+0.5+0.5* units 2 units
Western music 19 units 17.5 Units 17+0.5+0.5 units 26 units
Other music 1 units 1 units 1 units 1 units

Total units 24 24 24 29

* In Y8-1 II-3, half of the space is allocated thiG@ese musical materials.
*|nY 7-2 1I-3 and Y 8-2 IlI-2, a small portiorsirespectively attributed to western music.

The category of Chinese music includes a broadesadpsinological music heritage,
meaning authentic Chinese music, the ethnic musienimorities, and music with
musicological-geographical features. In terms @ itnmediate geographical context to
the Integrated Curriculum, textbooks for Arts andnkanities give music of Taiwanese,
Hakka, and Taiwanese Aboriginals a position of gresibility. This involves a close
look at the content, the ancient musical theotigs,instruments employed and authentic
works. The multi-cultural learning within the singical scope distinguishes the origin
and the meaning of island-wide (Taiwan) musicalrses. It is easy to identify the
boundary of these groups of music. Shedding lighthe other two categories, separately
from the predominant group of western music heeitaparse attention has been given to
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music in other cultures. It is worth noting the tralltural music learning is defined
either in narrow dimension or by geographical irsoy to Taiwan. An example for the
former can be seen in Nan Yi's Y 8-1 lll-2 in whigheces are collaged under the
umbrella of working folksongs. The latter can bearfd in Han Lin’s Y 9-2 1I-2 which
includes Japanese, Indonesian (Gamelan) and Afrmaasic, and in Kang Xung’'s Y 8-2
IV-2 which exclusively addresses Asian folk musicluding music in Japan, Korea, and

Indonesia.

Turning to the treatment of western music, whicherees the major attention, this
comprises attention to famous composers and atiesleaf their best-known works. The
scope of the theme/topic tends to be firstly théumsa of the works and then the
professional achievement of their composers. Tlmiltreis a presentation of elite,
acclaimed composers and their significant worksp@mlix 4.2b). Historically speaking,
western music heritage has been formally documesiade the 9 century, the
Gregorian era. However, the treatment in the Amts ldumanities curriculum begins with
the Baroque period (A.D. 1500-1685). Although thesdbooks are preparing students
for the 2£' century, a line is drawn for the end of music drigtand knowledge post
WWII (Appendix 4.2b). A fairly general introductioto the faces of what modernists
would regard as serious music in thd'2@ntury is provided in Han Lin and U Chen, but
the absence of contemporary development of sermussc indicates the personal tastes
and preferences of the textbook writers to avand@anusic. In addition, the absence of
contemporary atonal music in schoolbooks can beaigad as both an espectimological
and aesthetic gap to new sounds which has beearibaly marked since the beginning
of the twentieth century.

4.5 The Sub-Goals and the content

With respect to the Sub-Goals as the dominantlctimal framework to curriculum
design, it is worth knowing whether the contentiealge falls exactly into the defined
scope and what the balance of the three Sub-Gegal® ipractice. The following
exploration has two points of focus: to illumindkte relation of the content knowledge
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and the Sub-Goals, and to find out how knowledgegiration realises the vision of the
Sub-Goals. Finally, the exploration helps to idignthe ultimate cases selected for
further discussion in Chapters 5 to 7. The proceskistrated in Figure 6.

Figure 6 The process of the determination of signdant case studies

Sub-goal 1: Sub-goal 2: Sub-goal 3:
Exploration and Creativity Appreciation and Aesthetic Comprehension of Cultures
Interrogation

Groups of units Groups of units Groups of units
for for for
Sub-Goal 1 Sub-Goal 2 Sub-Goal 3
Y Y A
Candidate Cases Candidate Cases Candidate Cases
for for for
Sub-Goal 1 Sub-Goal 2 Sub-Goal 3
A\ 4 Y Y
Ultimate Case Ultimate Case Ultimate Case
for for for
Sub-Goal 1 Sub-Goal 2 Sub-Goal 3

45.1 Three categories on the basis of the Sub-Gsal

The Sub-Goals for Arts and Humanities set out tiseon for the curriculum. The Arts
and Humanities curriculum is expected to at leastec the three dimensions of

innovative action, aesthetic appreciation, and icwltural learning. In order to
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understand the scope and structure of the texthdbksoriginal sub-goals have to be
transformed from theoretical principles to empiritaols for a qualitative exploration.

Accordingly, the salient features of each curriculunit are highlighted by printing the

key words in each Sub-Goal in bold. The three snddgyare as follows, with key words
in bold:

1. Exploration and Creativity

Encouraging every student to explore actively, rdeo to understand the relation
between the environment and the individual; to erage them become capable of
applying material and frame it into forms to partalketistic creation; in these ways
to colour their ordinary lives and their spiritliakes.

2. Aesthetic Appreciation and Aesthetic Interrogati
Through aesthetic activitie® experiencethe value of works of artio treasure
cultural heritage and further improve the quality of life.

3. Comprehension of Cultures

To know the history and genre of different formsaotfs; to participate in artistic
activities with enthusiasm; to cultivate one’s stit connoisseurship; to enhance
mutual appreciation and understanding

By bearing these key words in mind, the focus faltsthe overall presentation of the
interpretation of knowledge rather than the pami@nagement of pieces of knowledge.
This approach assists immersion into the contestodirse without being trapped in
trivial points. Moreover, it helps to detect thennootation as well as denotation of
knowledge production and go beyond the surface mgaof words. For example, Han

Lin Y7-2 1-3 employs photos and artistic paintirtigsintroduce the topic of ‘Seasons’. It
also explains the techniques of water colour pagntis the means of creating artistic
works. However, the introduction of the skills o&ter colour painting is not the ultimate
purpose. Rather, it is deployed as an infrastrattdevice to encourage advanced
application of this artistic skill. Accordingly, ¢hunit Y7-2 I-3 is labelled ‘creation’ rather

than ‘aesthetics’.
Another example, of a music unit, will better explauch an approach as developed

specifically for this study. In Han Lin Y 7-2 IV-Rnowledge materials such as Gregorian

Chant, Cantata and ‘Amasing Grace’ are employeadttoduce music used for religious
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occasions. This unit is eventually labelled ‘mglitures’ after scrutinising the entire text,
because these materials are neither the only somareintroduced with respect to their
musical beauty. It is noted that other religioussimawsuch as chants in Buddhism and
Daoism are also included. In addition, Gregoriarai@h Cantata, ‘Amasing Grace’ are
works of music with Christian imagery. In other wsy if the audience feels an aesthetic
guality in them, it must generate an experienceéhefsublime, which brings aesthetic
beauty. Put another way, the appreciation of thes#s should be established with the
respect and understanding of multi-cultures asctmext of world religions. Therefore,

Han Lin Y 7-2 IV-2 is recognised a unit of ‘multistures’.

A consistent examination of this device has begiieghto all series textbooks: each unit
is firstly coded ascreation multi-cultures and aestheticsin accordance with the
dimension of Sub-Goals. It is consequently fourat gome units are formed exactly to
satisfy one Sub-Goal; others may compass two SuldsGéAppendix 5). In general, the
ultimate result shows that the content knowledgealbfour series textbooks faithfully

covers the parameter of the three Sub-Goals.

45.2 The remarkable cases of the content knowledge

In order to obtain a complete understanding throagtomparative mode, the targeted
cases for further analysis, regarding the reseguelstion, must share coherence, such as
a theme, question, problem, or theory, which caestl applies to each series textbooks.
The grounds for comparison, as the rationale ferdhoice of cases, are set up on the
level of sub-goals to the domain Arts and Humasitiéhe Sub-Goals provide the context
within which the researcher places the data urfter tmbrella to compare and contrast.
In other words, the Sub-Goals act as the framefeirence. Without such a context the
present research would have no angle or framén&rdsearcher to propose a meaningful

argument.
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With respect to the coherence of material in eaehes textbooks, the knowledge
material consistently employed in all four seriédsAats and Humanities is highlighted
(Appendices 6 & 7). Accordingly, it is found abdngl music stands out in the group of
multi-cultures particularly aborigine BununBasi But But Beethoven and Bach are the
only two composers introduced by all four serieglteoks, so are their works the most
outstanding knowledge materials faesthetics film music found favour with all four
series textbooks to represent the groupreétion It is worth noting that although some
interesting knowledge materials appear in two oedhseries textbooks, the in-coherent
existence to all four textbook series make thesa f@a to be chosen as appropriate cases.
In this respect, the topic Asian music seen in dmMy textbook series thus drops off its
candidate. A similar situation can also be seerthmn group of data fomesthetics
Schubert, Mendelssohn, and Schumann as triple gtathe Romantic School are
addressed in three groups of textbooks, but not @hen; Debussy and Ravel as the best
known composers in the music period of Impressiorase discussed in Han Lin, Kang
Xung and U Chen, but not in Nan Yi. As a resulg groups of knowledge respectively
for Beethoven and Bach are the final two candidadtesrder to challenge the stability of
their appropriateness as the targeted case, thrahesk perfectly understood at the

appearance, a comparison is made in order to mekeiee.

Bach

1) used to introduce the musical genre — Variation

2) used to introduce the period of Baroque and maat@mparison with Handel’s style
3) a general introduction to his famous works

4) to introduce the Bach family of musicians

Beethoven

1) used to introduce the musical genre — Symphony

2) used to introduce the period of Classical

3) a general introduction to his famous symphorocks

4) to address the social context and social meanitiiese works
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Whereas the first three points provide no furtindorimation to help for making a choice,
the last point crucially indicates their naturekoowingas a referent. It is argued that
although the Bach family was of importance in thstdry of music for nearly two
hundred years, the surface knowledge in the texd amisical anecdote merely at best
acknowledges the Bach families’ contribution antdieeement in the field of music. It

does not associate their musical genre with théegbof musical sociology.

On the other hand, the group of knowledge abouttt®®en heavily addresses the
context of musical history to develop an understamdf meaning of his works in
societies. The mode &howing aboubf this group of knowledge is therefore recognised.
Moreover, whereas Bach’s music is used to reprememrira of God, Beethoven’s works
faced the dawn of individual enlightenment in mubistory at the time are used to
project a prevision of a postmodern philosophyiéredibility of God’. A discussion of
modern and postmodern musical phenomena therdforeed more voice to be heard. In
a view of this, the group of units addressing Beetim and his works are chosen as the

case study for exploring the categoryaekthetics

From the previous exploration it is noted that ¢hare some knowledge materials more
visible than others. As for the organisational scbeof the case studies,text-by-text
mode instead of point-by-pointmode is chosen for the analysis and argumentsdgsca
The choice takes account of the graduation withichecase as well as the sophistication
of each group of cases. Therefore, the presentatiaase studies in Chapters 5 to 7
follows the pattern: discuss all of A, then all Bf In summary, the case studies are
planned to associate with the three sub-goalsosethé integrated domain of Arts and
Humanities. The appropriate cases for each sub-@@akelected with respect to their

consistency to the frame of reference and the gletor comparison.
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4.6 Conclusion

In this chapter, the physical quality of all foextbook series of Arts and Humanities is
examined. The structure of knowledge in each sddrthooks is explored: Han Lin,
Kang Xung, and U Chen adopt more discipline-basedegies to integrate knowledge;
Nan Yi employs comparatively more integrated methdtdis also noted that visual arts
are given a predominant position in the theme/tal@iployment. The music knowledge
shows a preference for western music heritage. Gbwestruction of knowledge
particularly weights the ‘cellular’ model — the rodfy instances of ‘within discipline
approaches’, and the ‘webbed’ model — the dominatdr-disciplinary approach to
balance the tension between integration and diseipl tradition. The overall knowledge
meets the standard set in the Sub-Goals for Arts Humanities. With respect to the
second research question, the content knowleddertiser explored by grouping into
three domains in terms of the Sub-Goals set ascalum principle for the domain of
Arts and Humanities. Consequently, the group kndgdeof Bunun’s musifasi But But
for the aspect of multi-cultural learning, Beethovend his works for the aspect of
aesthetic appreciation, and film music as an infieeand creative application of serious
music, are taken as the cases for the followindgogapon presented in Chapters 5, 6 and
7.
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CHAPTER FIVE
Case Study: Texts on Film

5.1 Introduction

In recent years, photo, film and video are more momly applied in educational practice.
As a concomitant phenomenon, texts in schoolbotde deliver relevant knowledge of
these media. This chapter investigates the medtareuof globally mediating cinema
embedded in the Arts and Humanity textbooks toudisc¢he function of western classical
music in film industry. The objects of media cuéiudiscussed in this chapter, whether
considered as images, music, or genres, functioa age on which communicative
relationships take place. Drawing upon Adorno'samobf fetished aesthetic experiences,
the exploration views works of music as an autonsnmart form and accordingly
engages in investigating the commodified aesthaticsthe marginalised communicative
space between images and music. An in-depth discus$ the manipulation of artistic
symbols to fulfil the purpose of so-called creatimelustry and cultural industries is
consequently developed as the main body of thisgmtechapter, using Critical Discourse
Analysis in some cases to demonstrate the extenwhich aesthetics has been

commondified.

Part 1 Structure of the content knowledge

5.2 Themes, knowledge materials and Competency Bdmoarks

The preliminary analysis of the examples which epetl kaleidoscopic knowledge of
film suggests that varieties of integrated modedsused to integrate knowledge. As can
be seen in Table 5.1, the methods to integrate laume range from discipline-based

design (cellular model) to cross disciplinary agament (integrated model). In the
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following section, the texts are examined with refee to the required benchmarks of

competency for an in-depth analysis regarding ésearch question.

The application of Competency Benchmarks on differmaterials functions as a
coloured lens. It makes the colour of the origimaterial appear the same. That is, the
interpretation of learning materials is affected thg applied competency benchmarks
because they direct learning towards certain ouésorin other words, if only the title,
the content material, and the integrated models examined but not the goal of
curricular integration, it will be impossible to tain a holistic understanding of what
picture an integrated instruction plans to achieMereover, the selected competency
benchmarks create a framework which points to whekpected to be taught and learned
from textbooks. In this respect, the examinatiommgblied competency benchmarks with
reference to content knowledge helps to illumirtheedegree of compliance between the
curricular picture in principle set by selected gatency benchmarks and the picture in

practice formulated by content knowledge.

Table 5.1
Units on Film in Art and Humanities textbooks
Textbooks Year/Unit Models Pagination/Title Competebenchmarks
Han Lin Y9-2 1lI-2 Integrated pp94-105 Images intmn: | 1-4-5 2-4-5 3-4-6
music versus images
Kang Xung Y8-1 111-3 Shared pp98-109 To triumph 1-4-1 1-4-3 2-4-6  2-4-7

creativity (music in
commercial film)

Nan Yi Y9-2 1I-2 Webbed ppl26-7 Entertainmentin | 1-4-1  2-4-1 2-4-2 2-4-4
life — movies 2-4-6 2-4-8 3-4-3 345
3-4-6
U Chen Y8-11-4 Cellular pp36-41 Sound effectas a | 2-4-3 2-4-7 3-4-7
magician
Y8-11-5 Cellular pp42-47 Become a 1-4-1 1-4-7 2-4-3
playwright

Y8-1IlI-4 Immersed ppl26-129 Film: a window | 1-4-1 1-4-8 1-4-9 2-4-1
to see the world
Y9-11-4 Webbed pp48-53 Dream of beauty (not listed in either textbook q
and eternity teacher’'s manual)
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5.2.1 The textbook of Han Lin

Under the grand title ‘A joyful journey in the wdrbf movies’, the unit titled ‘Images in
motion: music versus images’ introduces the fumctd music (mainly classical music)
in movies. The required competency benchmarks €rabl and Appendix 8) aim to
strengthen students’ general abilities through ism@nd playing instruments (namely
recorders), building a reservoir of knowledge ofsinal forms and theories as well as
establishing an understanding of works of musichwtarticular focuses on the
cultural-historical aspect. The content includes #mowledge of film industry, film
history, and the application of music in film. Thage organised in accordance with an
‘integrated’ model. The texts address film as a@dw media in contemporary life along
with the history of cinema (Han Lin, Y 9-2, pp94}95ome classic movies are provided
as examples such &ngin’ in the Rain(1952). The evolution of sound production in
film industry is also briefly mentioned. Moreovekmerican contemporary composer
Aaron Copland’s perspectives on film music, witraewples, are discussed. The terms
‘original music’ and ‘non-original music’ are deéid with examplesThe Lord of the
Rings(2001),Amadeugq1984) andThe English Patienf1996). Classical music used in
these examples is consequently discussed, suclta@ssBsoldberg Variationsin The
English Patient

5.2.2 The textbook of Kang Xung

The unit titled “To triumph creativity’ mainly adesses how music is used in television
commercial films. The selected competency benchséflable 5.1 and Appendix 8)

emphasise the relationships between arts and gothet impact of technology on arts,

and comprehension, participation and expressioomos$ic. The knowledge material

discretely draws from music and media (visual &dg)ighlight the site shared by both of
them — cinema.
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The introduction clearly points out that the rofenusic is to help commodities stand out
in markets (Kang Xung, Y8-1, p98). The jingle invadising is equated to a visual sign
to commodities. One of the examples is an awardethwercial film, which uses Vincent
van Gogh’'s masterpieces as images linked with Asaarfolk singer Don Mclean’s song
Vincentto promote credit cards. It is also noted tBatgin’ in the Rainis adapted for
recorder practice. In addition, there are exampsesl to show how the same melody can
be used in different products. For instance, Caiff<OCarmina buranaused to sell a car
and to promote a credit card. Then music in moigestroduced with a description of
the scenario along with the extracted thenfi@s. instance, the combination BRichard
Strauss'Thus Spake Zarathust@nd Stanley Kubrick’2001: A Space Odyss€%968)
(Kang Xung, pp107-109). This section concludes 2tl: A Space Odysseyone the
few successful films adopting an entire existinggsical) music for a whole movie. The
last page of this unit subtitleglaying [my italics] music and creativity’ encourages
students to create a commercial film with all kneslde they have learnt from this unit.

523 The textbook of Nan Yi

Within a two-page space (Nan Yi, Y 9-2 II-2, pp1P87) of the total sixteen-page unit,
movies are introduced with a brief introductionvitnich different genres of films are
discussed. The ‘webbed’ model is used to accomraadifferent sources of knowledge
and highlight the central part — movie. The texintyafocuses on the role of movie in
everyday life as the most popular entertainmensoAlthere are nine competency
benchmarks connected with this unit (Table 5.1 Appendix 8). In general, the majority
focuses on instrumental abilities: to apply, inbgate, develop, express, explore, and to
compare. On the other hand, a minority, the 1-#d Z4-6, focuses on social context to
artworks and places emphasis on the cultural coniterusic. These two benchmarks
point out interpretive knowledge as an epistemalalgiapproach to complement
declarative knowledge constructed by the majoritsequired benchmarks.
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524 The textbook of U Chen

The required benchmarks (Table 5.1 and Appendite8yl to focus on several points:
creation, cooperation, contemplation and expressitie verb ‘to create’ and the noun
‘creation’ are used discretely to distinguish dbilfrom a phenomenon. In the
benchmarks 1-4-1 and 1-4-7 ‘creation’ is concepgedl On the other hand, ‘to create’
(see 1-4-2 and 3-4-7) is mobilised to take ‘actias’the way to acquire knowledge. In
addition, cooperation (see 1-4-7 and 3-4-7) isgdirwith creation to emphasise the
importance of collective power instead of indiviltya Moreover, an independent
thinking (1-4-1, 1-4-9 and 2-4-3) and self-expreaq(1-4-8 and 1-4-9) are also valued.

As the analysis in Chapter 4 has shown, the magangsation of U Chen is like a huge
integrated model: each unit stands dependent tondie theme which organises several
units under its umbrella. As can be seen from Tdbléhere are four units directly or

indirectly addressing the topic of film; some oéth are partially discussed in drama.

The unit ‘Sound effect as a magician’ connectedtite main theme ‘Time and

Techniques’ which focuses on the technology antriegies developed over time. The
introduction of this unit weights the important eobf sound effect with respect to its
capacity to intensify emotions. ‘King Lear’ is erapéd as an example to show the DIY
(Do It Yourself) techniques (U Chen, Y 8-1, pp36-38he Dolby and recording

techniques in film industry are also introduced.two-page activity is designed to
conclude this unit: the ascending and descending-seale assimilates the sound of
wind; Leopold Mozart's ‘Kinder Symphony’ is used t®cognise the sounds of

nightingale and cuckoo mimicking by instruments.

A coupled unit following the unit ‘Sound effect asnagician’ is ‘Become a playwright’
which discusses the techniques and terms in fildustry. It also introduces the basic
knowledge of film production through reading scq@ags and learning the relevant
techniques, such as lighting, costume, and the eggimn of montage. In addition,

marketing as an important phase in film industrals discussed. In student activities,
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an awarded Iranian movigacheha-Ye asemdinglish title: The Children of Heaven,
1997) is suggested for group discussion. One otiggested questions related to music
is ‘how is the traditional Iranian instrument udadthis film?’. This question seems to
employ a heuristic pedagogy. However, it is argasda way to stereotype music with

particular images. | will return to this point ifager discussion (see 5.4.2).

Another main theme ‘Time and Style’ commands th#& Hilm: a window to see the
world’ to address the history of film and the chiaggfunction of movie in the social
context. Celebrities in film industry such as Clefhaplin, Alfred Hitchcock and Ang
Lee are introduced with focus on their contributiorfilm arts. The world’s main film
festivals (Cannes, Berlin and Venice) are alsmuhiced. Lastly, one of the three student
activities employs an Iranian movie ‘Khane-ye Do#stdjast’ (1987) (Where is the

Friend’s Home) as the topic for group discussion.

The last example is the unit ‘Dream of beauty atetnéty’ which employs Goethe’s
‘Faust’ as the matrix and accordingly associatestthnsformation of the authentic story
in different productions such as musical and moViee original story of Faust written by
Goethe is further compared with Gounod’s operafmitew L. Webber’'s musical work.
Other music works related to Goethe’s Faust are @dlected in a column as extended
information. The last page of this unit introducgatch the movieDevil's Advocate
(1997) to discuss how the motif Faustopera is used in this movie. Consequently,
students are asked to make a correlation from wWiggt have learnt of Goethefsaust

musicalThe Phantom of the Opegand movieDevil's Advocate

Part 2 Meaning in/behind the texts

5.3 Analysis of the texts

The analysis will focus on ‘what the music meandevapplied into specific multimedia’.

This section draws on Adorno’s aesthetic theoreb s critique on the culture industry
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together with Reimer'&nowing models and Elliott’s listening dimensions reviewad
Chapter 2. With respect to mass culture as thermatfi the data for this chapter,
Adorno’s viewpoints on film industry and his notioh‘regression of listening’ presented
mainly in On the festish-character in music and the regressb listening (1938),
Composing for the FilmEl947) andlransparencies on filr{L966) are also employed as

the synthesised conceptual lenses for the followioration.

5.3.1 Analysis of the texts in Han Lin

The consumption of cinema and sound tracks in nmoliferhas become a fancy life style.
The Integrated Curriculum with closeness to eveyylif@ accordingly employs such
knowledge materials to keep pace with the pulssoofeties. There are several examples
found in Han Lin. Each unit has its focus as welin@ethods to integrate the knowledge

of music, cinema and mutual meanings.

This unit, ‘lmages in motion: music versus imagéslows the prior unit ‘New era, new
vision’ (2D, 3D technologies) and is followed byndges and illusions’ (film history and
film industry, particularly high-tech production3)o view the three units as one package,
it illuminates that the technique of cinema is Higfited. The introduction states its main
focus:

we will explore and experience film music in order understand how
technology affects its development. ....through thtegories of film music
we will learn more about the role of film music {Hain, Y 9-2 11I-2, 2005,

p94).

As can be seen, the text focuses on the functionusiic and particularly highlights the
relationship between technology and music in filinder the sub-title “The development
of film music’, a brief earlier history of film misis provided:

When the first film in the world was made in 1885yas a silent production.
The film music at the time was performed live bsadoist or a group of 50 to
60 musicians. In this period of time, the purpaseise music was to cover
over the annoying noises while broadcasting filmsSince the first sound
film was produced in 1927, film companies startadlding their film
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factories and studios in order to make sound primluceasier and to
synchronize sounds and images. The invention ofriteeophone helped to
achieve this goal ...Following, we u&ngin’ in the Raino show you how
technology influences the development of film musian Lin, Y 9-2 1lI-2,
2005, p94).

Accordingly, the whole scenario 8ingin’ in the Rains provided along with the pictures
of Gene Kelly, the protagonist in this movie. Tleattdescribes the awkward situation
during the period while silent movie was tryingliecome sound movie. As the story
develops to the end, the main s@iggin’ in the Rains introduced. This movie is used
to show how technology has solved the problem laf firoduction. The invention of

synchronised recording, digital devices and mu#ck recording modules are introduced
with a diagram to further illustrate the sound prcttbn in film industry (Han Lin, Y 9-2

IlI-2, 2005, p97). Moreover, the extended inforroatiis also tied with the aspect of

cinema’s techniques, such as microphone, recoetjngpments, and mixer.

In general, the text addresses the impact of tdoggian film music with a positive tone.
Music in this text is placed in an inferior positioThe brief history seems to convince
readers that without the invention of technologmaliipment music could not have been
successfully used in film production. The instruta¢mationality is highlighted. In this
text, music in film is instrumentalised and its wsdue is more valuable than its intrinsic

value.

Following this text, Aaron Copland’s perspectivesfim music is introduced. Copland’s
lecture for moviegoers titled ‘Tip to moviegoerake off those ear-muffs’ (1949) aimed
to evoke an awareness of the existence of musiowies. His first question to audiences
was “if the audience doesn’t notice the musicat’good score” (Copland 1949, p28). In
his speech, Copland first acknowledged the valudilof music by indicating that
“pleasure may be increased if you do notice” (Cogla949, p28). He also pointed out
that this means it magnifies visual significanceduse it connects film with musical
heritage. Further, Copland enumerated the propestiin of film music to explain how
music helps the images in motion. The text borrowme points of Copland’s ideas on the
function of film music: music can create a convimgcatmosphere of time and place and
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music intensifies emotion. In general, Copland'sassl are introduced to strengthen the
instrumental rationality taken in this unit. Theistgemological stance in this unit is

functionalist. Music is thus viewed as a tool ratthan arts.

Next, Taiwanese conductor Xiaoxien Ho’s movies thge with two American movies
Jaws(1975) andSomewhere in Tim@980) are used to discuss how music helps images.
An example from movi&omewhere in Time provided:

Somewhere in Timstarts its story from the melody of the™8ariation of

‘Rhapsody on a theme of Paganini’. The music flowsfrom the protagonist’s
gramophone. .This source music rebuilt the time and space whenldvers

first met in 1912. The same melody is also usedmwte actor first saw his
lover’s picture. In that image, the melody is ugedimply the actor’s loyal
affections (Han Lin, Y 9-2 11I-2, 2005, p.98).

The melody used in this movie is existing classitaisic. However, the title of this
work —Rhapsody on a theme of Paganininerely embedded in the text: the first time is
embedded with the scenario to show the combinatiothis melody and images, the
second mention is shown in the caption of the mewiendtrack. The variation form and
rhapsodic genre do not gain any attention in #&ms. tAs can be seen, this work of music
is used and introduced as a facilitator to imagesaddition, the extended information on
the same page focuses on the brief biography obraopland and film director
Xiaoxien Ho. There is no information provided f@alning this workRhapsody on a
theme of Paganinand its composer, Rachmaninoff. In this case,aeadre very likely
to mistake Copland as the composer of this worle @hbsence of music example also

affects students’ perception to know its intringatue and a work with serious form.

Next, in the section ‘Composing film music’ twortes are distinguished: the original and
the non-original music. The former refers to musimposed specifically for a particular
movie (Han Lin, Y 9-2 IlI-2, 2005, p99). Then theusic in The Lord of the Rings
AmadeusandThe English Patierdre used as examples. For instance,

The Lord of the Ringadopts the motif as a means to follow the imagdsew
the story starts, the theme for the protagonist $smple melody.... When he
met those fairies, the mono melody combined with fiary chorus. ...the
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variation of this motif became more rhythmicallyndynic when his comrades
came to join his holy war (Han Lin, Y 9-2 11I-2, @9, p99).

This text points out how the leitmotif formula —cbacharacter thematised — is employed
in this movie. The idea ‘motif and variation’ inishtext differs from the use iRhapsody
on a theme of PaganinRachmaninoff's work is a serious form of theme aariation,
the extracted eighteenth variation belongs to al-erghnised variation form and is
regulated by the definition of variation in clagdienusic. Contrarily, ‘variation’ in the
context of The Lord of the Ringss closer to the meaning of ‘transformation’. The
different representation of the term implies a $farmation; a blurred boundary between
the authentic works of serious music and works withapplied form. Moreover, the use
of leitmotifs insures instant comprehension of rawssi as to spare audiences’ attention to
the picture. In Adorno’s bookomposing for the Film$§1947), he postulates that the
standardised measure results from assimilationllo&ativities to the socio-economic
sphere and therefore results in the fetish of melés Bloch (1985, p200) notes, the
effect includes what Adorno called the fetishisatiof music and the ‘regression of

listening’, resulting in a change of its charadtem aesthetic to functionalist.

Following this,Amadeus- a biography film of Mozart — is used to introduwn-original
music. A lot of Mozart's works are employed in thigovie to create a convincing
atmosphere of time and place. However, the explam&b the term ‘non-original music’
elaborates with no music example. Not one of tthestiof Mozart’s works is mentioned.
Musicians and their music are managed as informatiathis text to support the main
topic of film music. The learners are encourageddate the function of non-original
music no matter what their original musical langrasg It is argued that learners are
treated like viewers instead of listeners. Theyndb have to listen to the music but to
know how the music is meaningful for images. | alsgue that the conception of
‘non-original music’ is explained with superficithowledge by acknowledging their
composers as the original creators and its natiexisting works. However, the original
utterance in these works is neglected. Becausee thgisting works have their own
utterances, this creates intertextuality while tlaeg juxtaposed with other media. The

film is an intertextual context, but it is alwaysewed as a text only. Failure to
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acknowledge the intertextuality between the nogioal music and the media it serves
results in a flattened characteristics of thoseicnwesrks. The exclusive attention to the
images makes visual stimuli the only subject. Cqueatly, music in film is
marginalised notes; the original expression of wodt music is ignored. If works
acknowledged as ‘non-original music’ appear as soimg else, that is because
something has been added to those works. In theses cthe understanding of music

works should consider the intertextual factors.

Lastly, The English Patient employed as an example of the mixed genreiginad and
non-original music. Gabriel Yared, the film compos® this movie, uses Bach’'s
Goldberg Variationsin this movie. This work is accordingly introducedth a brief
background and an extract. The text starts withtlgth that this work was composed as
a remedy for Count Carl von Kayserlink’s insomrit@llowing this, the extract ‘Aria’
from this work is provided (Han Lin, Y 9-2 [1I-20D5, p99):

Its monologue-like melody expresses a particulaoand his piece, G major,
3/4, Andante consists of two parts, each with rigpet suitable for night
music before sleeping.

The suggestion for learners to use this work asuaiartherapy for insomnia distracts
their attention from music itself to something el$@ough this work has been widely
used in the practice of music therapy, here it da#snake sense to heighten this point.

Besides, it does not help to make a close conneutith the topic of film music.

Next | apply Critical Discourse Analysis (CDA) toalyse the following sentence “this
piece...consists of two parts, each with repetitperfect bedtime music to lull to sleep”
(Han Lin, Y 9-2 1lI-2, 2005, p100). Notice is firgiven to the punctuation comma
between the word ‘repetition’ and the following wi@. It is generally believed that
repetition leads necessarily to monotony and boredihis psychological interpretation
might come from a grandmother’s tip ‘if you canfat asleep, count sheep! However, |
argue that a variation form establishes coherencepetition. Reversely, repetition is
distorted, in the text, to mean boredom. This isesious misunderstanding of the

variation form. The repetition is a manner to eng®the fundamental idea because of
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its importance and significance. The extra infolioraabout music therapy is therefore
contended as an improper knowledge correlationnéwer-oriented idea as the principle
to construct knowledge crashes with a knowledgedbasusical epistemology. This case

is formulated not only because of epistemologiegd Qut also a methodological design.

The text also provides another anecdote: Brahmgegl@oldberg Variationdo console
himself while he was suffering the loss of his nestiThe text says “Bach’s music has a
power to alleviate deep grief” (Han Lin, Y 9-2 R|-2005, p100). The text indicates the
strength of music to be able to articulate humaatirigs. As Langer notes, “music can
reveal the nature of feelings with a detail andhtthat language cannot approach” (1979,
p235). However, without actual listeninGoldberg Variationds degraded to merely a
myth. The absence of adequate musical exampleshanidck of proper instruction for

listening to this work are problematic.

The construction of knowledge of this section isoalnadequate. As the analysis in
Chapter 4 showed (Appendix 4.1), the linear mugtohy in Han Lin is replaced by the
topic-related knowledge sequence. As a result,Bamque era of music and Bach’s
music style has not yet been discussed in the quevunits. Regarding this, the
juxtaposition of terms such as ‘Baroque’, Bach &@uldberg Variationanay not make
any sense to learners because they lack prepamdiddge to make a meaningful
comprehension. Therefore, an adequate introduafoBach, his music style, and the
so-called Barogue musical genre is necessary dptuhéhe oblivion of the knowledge
required manifests an epistemological decisioneigtiten the general idea of film music
over the acknowledgement of the independent natfre‘non-original music'.
Furthermore, | argue that although this work iedtoldberg Variationsit is a genuine
absolute music with respect to its musical genteisTthe construction of knowledge to

connect the Variations with a scenario of insonsianproper and even distorted.
Lastly, the caption for the soundtrack sayke prominent feature dfhe English Patient

is its mixed music genre joining non-original antgmal music” (Han Lin, Y 9-2 IlI-2,

2005, p100). “The prominent feature” positively glsoan opinion that the combination
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of non-original and original music is favouredalso implies that film music falling into
this category can be viewed as good as the exaongdented in this unit. However, it is
obvious that if we were to copy the ways shownhis text, the original meaning of
classical music will be distorted in such a funictiist application. | argue, at the most,
this text provides a superficial application of maoriginal music’. The very last text says,
“Except for the movieThe English Patientthis work is also used in the horror movie
Hanibal (2001) as the opening music to show the killersodi (Han Lin, Y 9-2 111-2,
2005, p100). As argued, there is an intertextudbtyned by both the movie and the
music. Superficially catching the collaborationnigive without taking a ground for the
situational context in particular media.

The next section provides another example, CafsO@armina Buranato show how
common classical music has been used in differeatlian This work is based on
medieval songs and poetries. The temporal infoonaiti this text is opaque. Although
the name of composer Carl Orff is provided, therea further information about his life.
Regarding this, the medieval musical materialsvamy likely to make readers assume
that Orff lived in a medieval period. The reasonyvitie information of time matters is
because it is as important as spatial factors tornm a social context, as well as a
historical context, to works of arts. As Reimeramtthe ideal music learning is to know
“each music as it exists in its particular contegiit993, p25). In this respect, a biography

of creators is necessary for learners to locat&miogvledge learned in a proper context.

To emphasise how popular this has become in mutiemé¢he best known examples are
provided (Han Lin, Y 9-2 1ll-2, 2005, p101):

‘O Fortuna velut luna’ has been pervasively empdbie many media: the movie

“Heaven can't wait”, Michael Jackson’s world towncerts (1993), Japanese TV
programs, and Taiwanese puppet drama. Even thectimposer of “The Lord of

the Rings, Part lll” has disclosed that he wasinespby ‘O Fortuna velut luna’.

These examples imply a blurred boundary betweessicial music and popular music.
However, only the most famous opening melody of thork was used in these cases.

Learners might be familiar with this melody morarhthe rest of the first song. In line
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with such a fetished way, the extract gives stuslém first phrase of the first part of the
first song in this work. Such a ‘quotation listegiimanifests festishisation of music. This
is very likely to lead to ‘regression of listeningis Adorno claimed, and even result in
oblivion of music form. Furthermore, “the practickquotation mirrors the ambivalence
of the infantile listener's consciousness” (Adorht®93a, p46). The oblivion of form and
the triumph of fragmentation produce a set of newabulary which distorts the artistic

language of music.

5.3.2 Analysis of the texts in Kang Xung

A belief that viewers rarely hear the music in coencmls, was my initial concern and
later motivated me to get involved in the followiagalysis of the role of music in
commercials. It is hypothesised that the phenomelo@s not result from the subliminal
message of images but comes from the reality theians not taken as an entity. In the
data pool, it is found that Kang Xung has dedicated entire unit to music in
commercials (Y 8-1 1lI-3). A special focus will Imeade on the use of music to sell — how
commercials use the power of music to create bdredween viewers and products.
Based on the picture emerging from the first h&the following exploration, the second

half examines the implication in terms of the poas findings.

The opening text to this unit addresses the impogaf music in images in terms of its
function to intensify emotions (p98). The contenoWwledge intends to present a world in
which film composers demonstrate their creativithie outline of this unit includes four
sections: ‘music as a sign’; ‘creativity of musit commercials’; ‘the arts of music in
images, and ‘play music as creative play’. The olelhg analysis is divided in
accordance with this order.

The first section (pp98-101) introduces seven @exfemusic in commercials including

films for an international bank, an internationb&im store, a local canned coffee, a local

detergent product, an electronic company, an ointraad a governmental propaganda
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for environmental protection. The idea to emplogsin examples is interpreted in the
introductory text (p98):

Images in a television commercial though usualbbghe viewers’ attention,
music can better ring a bell to help customerslrecgarticular image of
products. In such a manner, music effectively hadpsell the product.

The examples are all popular products which enj@mmment market share in Taiwan.
The first four jingles for the above mentionedtfiisur brands are very short, only one or
two bars. It is so short that the words embeddedt thiese jingles can nearly cover the
name of the branded products. However, this is mncon technique employed to
impress the viewers and make the best use of higetl time in commercials. This is
especially effective when it is imprinted in custnsi minds, then they can purchase this
product only by asking for it by name. The assommabf music with the identity of a
certain product may substantially aid product deddie texts provide examples of how
music can be used as a symbol to carry the whatkage of images of products to
customers. Instead of visual symbols such as iooiegos, customers are manipulated
to recall of products bonds to advertising jingldsich anchor in their audio reservoir.
Advertising jingles can also be a catalyst to feicdbrmation related to what customers
have watched. This is most often done through a&dusy jingles to sell products,
demonstrating that the jingle has more power thanlanguage itself. In the tradition of
Fairclough’s CDA (2001), the case that music useadvertising demonstrates the power
of symbols — both music and language, and also shioe&unwelcome distortion because
of the power of language.

Following these jingles, two excerpts of tunes ased as examples to describe how
advertising jingles can lead viewers to perceiveadicular image in a subliminal way
(p99):

Though they [referring to the music examples] aemryvshort, they can
effectively stay in one’s memory. They are catchgl apread among people at
a remarkably fast rate. They even become anothabalyfor those branded
products.
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As can be seen from the quoted texts, there issowledge about music itself but the use
of music to enhance an ad's memorability. The redlsat music is viewed as valuable
and employed as part of commercials is obvious:iemuan serve the overall promotional
goals and contribute to an effective advertisem&hiedding light on the above two
music examples, it is noted that they project amhbla genre which may come from its
stylish form. With only sixteen bars, these tworapses are composed in one paragraph
form: four phases, each constituted of four balss s a simple form commonly used in
infant songs. Its simple style is formed by maké&agh phrase in a pretty similar rhythm.
Interestingly, it is also noted that the tempo lnéste two examples adlegro. It is
assumed that a faster tempo can create more dynamson and lead to reach the

climax within a few seconds.

The following example is a song ‘Touch Your Headbmposed in the context of
Post-SARS Recovery Plan with a particular purpogarémote the tourism industry. The
outbreak of SARS in 2003 reduced the arrival ofrisis for the second quarter by
71.54%, and a historic low in visitor numbers wasorded in May (Tourism Bureau
2003). Regarding this, the Executive Yuan of Taiveamounced that 2004 would be
designated the Visit Taiwan Year to support tourtdevaelopment. “Touch Your Heart’ as
vocal music permits a verbal message to be convieyachon-spoken way. This means
it provides less critical reflection than if spokexplicitly.

Instead of extracting a few bars as musical exantp&e entire song, forty-three bars, is

completely presented. The illustration on the ug@et crossing over pages 100 and 101,
features the main tourism sites in Taiwan; the lopat of these two pages presents the
music score of ‘Touch Your Heart'. The adoptionaofomplete music score in this case
is postulated with the viewpoints that singing,0ag of the measures in music learning,
leads to active listening. This point of view issbd on the praxial philosophy of music

education, namely Elliott’s proposal of ‘knowledigeaction’.

While singing, the lyrics inform students more thaasic does. In this respect, the lyrics

are accordingly examined:
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[The] beautiful island now is welcoming you withrduweart. [It's] hard to keep
from our great food and genuine passion. With carfce, we know Taiwan
will become one of your unforgettable journeys.allRormosa, Taiwan will
touch your heart. Oh Oh Oh magnificent scene sadswyou. Oh Oh friendly
people warm your heart. It is preserved for you haavest journey! If you
dream of it, we make it come true. Taiwan will tbyour heart. Ilha Formosa,
Taiwan will touch your heart. Taiwan will touch yduoeart.

The image shown in lyrics illustrates a beautifldce to visit. As Portuguese ‘llha
Formosa’' implies, Taiwan is a beautiful island. gkown, this song represents not only
an example of music in commercial film but alsoréxds influence on the ways people

relate to images as well as on their thinking,ifeglbelief and interaction.

In the second section of this unit, ‘creativityrafisic in commercial film’ includes four
sub-sections: ‘old song with new meanings’, ‘wherages meet music, ‘the playfulness
of paradox’ and recorder practice.

A children’s song with new lyrics renamed as ‘Caoogttrees’ is used in a television
non-commercial film sponsored by the Forest andicMjural Bureau to evoke an
awareness of forest resource protection. The ifitish (p102) is an image from this film:
many cards with drawing trees stand as a ‘ford@$té caption says, “Image: along with
the music, the cards start falling down from oneatio Music: kids’ innocent voice
interprets ‘Counting trees”. Below this picturedanaption, the sixteen bars ‘Counting
trees’ with lyrics is presented on the same page.|yrics say, “one tree, two trees, three
trees, falling down; four trees, five trees, sigess, falling down; seven trees, eight trees,
nine trees, falling down; all falling, falling down(p102). Following the score, the
supplementary information is embedded at the botibthis page:

While ‘Counting trees’ is diminuendo, an expressalto male voice says,
“How much forest resource do we have? How muchvearsquander? Please
don’'t make this nightmare become reality! Forestl @&yricultural Bureau
remind you, forest protection needs our action!”

This song sung by children creates an image retatéie future of the young generation
and so encourages spectators to think: what wedaireg will impact our children’s
future life. The deployment of simple melody and<skivoices with the purpose and

images is a convincing design. What is more, intreh with the incredulity to culture
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industry as people in the Frankfurt School decsythat not everything that the culture
industry creates is taken at face value, or akes di monolithically oppressively force.
People interpret and evaluate the texts. ReturtongCounting trees’, though viewers
may recognise that there are meaningful pleasuiés avcritical edge through their
interaction with this film, they may not be awarkhmw music plays a role in their
perception. If a different piece of music is usather than this song ‘Counting trees’, or
if the film is silent, how will the imaginary alteative change viewer’'s perceptions?
Music in this case possesses the power of emaraniptt detach from the mechanical
control wielded by the media it is embedded withisTimplicit force of emancipation
requires a critical approach to analysis, the fofnmusic, and its relation to images. If

this pivotal effort is not employed in learningigtnot possible to reach the critical edge.

The exploration of ‘Counting trees’, in fact, islscussion of the relationship of images
and music. In the sub-section ‘when images meetiadhususic and images become
entangled in a credit card commercial on the tepiincent van Gogh. ABN-AMRO
bank has produced a television commercial to prertiwir Van Gogh Card and relevant
financial products in 2001. It employs Van Gogh’'asterpieces, includin§tarry night
over the Rhondg1888) and many other famous painting works. Thesnmercial is
designated ‘Starry Night Card’ with respect to heture printed on their credit card
products. The background music is American folkggmDon MclLean’s ‘Vincent’
(1971), which has long been an international hitthle 1970s, the Van Gogh museum in
Amsterdam played this song daily and a copy ofstieet music, together with a set of
Van Gogh’s paint brushes, was buried in a time wWapleneath the museum. In recent
years, the song has become even more well-knowaubemf being sung by contestants
on television shows such as American Idol and BB@&& Academy.

In this textbook, McLean'’s ‘Vincent’, embedding Wwivan Gogh’s famous paintings in
ABN-AMRO bank’s TV commercial, is selected to edhe topic ‘when images meet
music’. The text firstly addresses how the songntént’ leads audiences into Van

Gogh’s world. Then it approves the advertising caroial with respect to its successful
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marketing, making the ‘Starry Night Card’ standmg in the crowded credit card market.
In conclusion, the text reads:

“This commercial successfully establishes the cargpenage of the bank
[ABN-AMRO]. It also excites arts-goers’ desire twm an artistic credit card
like this one. Moreover, it joins ‘Van Gogh’ and BAI-AMRO’ to create an
impressive image in the consumer’s mind” (Kang Xa@05, p103).

Here music, as salesperson, persuades studemntsnssmers, to participate in particular
commodity markets. Image advertising creates andgkrous world in which film
directors, cinematographers, high-tech artists emglywriters work to produce ‘arts’.
Accepting this point of view, ‘ad industry’ is geadly taken as a socially benign
expression. However, the gorgeous worldCafrtier-ness orCoca-Colaness is not just
about a choice, but contributes to ensure consurobkeslience. The aesthetic quality of
McLean’s ‘Vincent’ is manipulated to produce a eepiistic language for the culture

industry.

Moreover, an intertextuality employed as an anedytlens indicates some implications
which are worthwhile to note. The picture of VangB® The Starry Nigh{1889) as an
illustration is juxtaposed with McLean’s ‘Vincerih the same page (Kang, Xung 2005,
p103). The extended information points out thatlyhies for the first five notes “Starry,
starry night” are borrowed from Van Gogh’'s saméeditwork, referring to the one
painted in 1889. These collections — a music sa@@cture and the text — construct ‘a
story’ told in this textbook. With reference to tkelevision commercial, though it is
called ‘Starry night Card’, the worRhe Starry Nightwas not included with other
masterpieces employed in this commercial. In aoldjtithe picture printed on the
rucksack given to successful credit card applisduanother Van Gogh’s work, the
Starry Night over the Rhorn@888). Thus, the commercial told another storguat)/an

Gogh’s arts and McLean’s music.
The juxtaposition of the two ‘texts’ creates ingattuality. Both of them built out of prior

texts — Van Gogh’'s works and McLeanVéncent They took up something from prior

texts and made them into something new. The imer-textuality happens between Van
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Gogh’s The Starry Nightand McLean’sVincent in curriculum text. The external
intertextuality is structured between the curricaltext and ABN-AMRO bank’s credit
card advertisement. The double intertextualitiegat a dialogue space where
interpretations are fluid. The triangulation amoABN-AMRO bank’s Starry Night
Credit Card Van Gogh'sThe Starry Nightand Starry Night over the Rhondraws
attention to open the dialogue. We see observed ¢bafusion and a particular
connection have emerged. The confusion happeniseirextternal intertextuality. When
students come across the information from eitherdixriculum text or the text of the
commercial, they are very likely to mistake Van @sglifferent works by putting them
under the same title since they all share ‘staighth This is a concerning phenomenon
of the disappearance of subjectivity. This phenameshould not be deemed as a
postmodern thesis — the death of author, but bevedeas a demonstration of

pseudo-culture — a tameness to the half-understoddhalf-experienced.

The pseudo-cultured, according to Adorno’s usagkers to those educated bourgeois;
they possess a certain level of knowledge for kngwihe world, however, their

recognition operates in a categorised, and forraedlgirocedure. The procedure, in
Adorno’s eyes, is pallid because it has lost a esarfsconsecutive experience and its
autonomous judgment. Once people get used to aecgepe offered procedure without
critical awareness, they take it for granted tagegse things in a firmly certain way. To
put this in Adorno’s parlance, “the pseudo-cultupgetson practices self-preservation
without a self” (1993b, p33). In this respect, tmcern emerging from the intertextual

analysis is its ripple effect.

The following focus falls on the extracted musicisl noted that the original key of G
Major in McLean’s composition is changed to F Majpi103). The shift of key in

musical term is called transition. It is instrumenin nature. Transition systematically
changes the space of notes in both written formamm) and audio form (listening
experience). In terms of its functional naturensidon is viewed mechanically and is
exempt from value-judgment. In other words, traositis not conceived as benign or

malign but just a mechanical phenomenon.
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Transition is a common means in composition fandiéng a theme from its original key
to another. In Sonata form, transition is one & thchniques employed to change the
themes presented in the first part (Exposition) doddevelop the second part
(Development). In music educational practice, ftitans is usually used as a
problem-solving measure. To overcome the limitegpabdity of instruments or
performers, transition helps to avoid the challendeor instance, teenage students are
experiencing their changing voice and unable t@ digh notes, or the capacity of
particular instruments cannot afford to produce $oeinds required by music works
because they are beyond the pitch range. In thiesgiens, transition is an effective way
to solve problems. Accepting that, the transitexsio® employed in this section does not
make any connections to the purpose of the secfiba.word text shows its purpose to
appreciate McLean’s song in a commercial not tdgoer this music (only nine bars
extracted). Since transition helps to solve diffieg in performance, there is no reason to
use a transited music example for appreciatiorhisf $ong. This deployment implies a
blurred boundary between different keys. Put anmotvesy, the distinctive quality of an
individual key is not recognised in conception aperception. The collectiveness
triumphs at the price paid for the loss of the wdliality of the single key. In addition,
the signature, as one part of the notation systatredded in music examples, seems not
to receive much attention by textbook users. Neglgdhe fact that different signatures
create different listening experiences may resultiiregression of listening which is

coupled with the degradation of the notation system

The ‘playfulness of paradox’ gives a couple of eplas of one piece of music used in
different commercials: Pachelbel’'s ‘Cannon in D #osoft drink product and a cosmetic
company; Orff's ‘Carmina Burana’ for a credit camdd a four-wheel drive. The text
emphasises the creativity in these examples. Exoefite existing examples, ‘Singin’ in

the Rain’ is employed to show how creative imagadd be embedded with an existing
music:

...imagine a scenario: a baby’s napkin is wet buit lsippily swinging his/her
but...at the moment, you hear ‘Singin’ in the Raifhough you might feel
incongruous with these images, it creates a sensenoour (Kang Xung 2005,
pl04).
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Though this example may not guarantee a successfumercial, it does encourage
students to exercise their own imagination andtieéa Echoing to the above examples,
it stresses an application of any kind of musicammercial films and an advocacy that
any ‘creative’ ideas are good ideas. In this wadgssical music is pushed closer to the
field of cultural industry as a material used thiage marketing goals. Then the original
‘Singin’ in the Rain’ is simplified to one single alody for alto recorder practice.
Compared with Han Lin’s use of this song (2005,)p8@&ng Xung adopts a full score for
learning the instrument. However, Han Lin embedy dme title of this song in the text
to explain the earlier movie history with no musgample. It is noted that the
approaches to integrate curriculum of these twesiare different. Kang Xung adopts the
‘shared’ model: the overlap part of music and mevimntributes to the content
knowledge. Thus, music is not treated as a parfilof though this is a common
perception, but an external element to add intoattie of movies. Consequently, music
knowledge is left to exist independently. On thieeothand, Han Lin uses the ‘integrated’
model accommodating knowledge of movies, recordidgstry, film music and classical
music. ‘Singin’ in the Rain’ is employed in the 8en ‘film appreciation’ which focuses
on the film itself rather than music. The titleswings ‘Good Morning’ and ‘Singin’ in the
Rain’ are embedded in the synopsis:

In order to solve recording problem... while they sefiscussing, ...sang
“Good morning” ...the protagonist stepped out from girl friend’s house and
sang “Singin’ in the Rain”...(Han Lin 2005, p96).

The songs are used as knowledge material ratharakamusic material, meaning, for
singing, listening or performing. It notes that tirgegrated’ model affects the use of
‘Singin in the Rain’. Different models for curriauh design are based on different goals.
The interpretation of knowledge is also presenteddcordance to its goals. Accepting
that, the ‘shared’ model reflects that music andvie®are given equal status: neither is
subordinate to the other. It can be said that sirared’ model weights the juxtaposed
knowledge as equal. This model also allows disa@suemerging from intertextuality.
The ‘integrated’ model, however, emphasises thelapping area where all involved
knowledge engages. It neglects the differenced@nes on the similarities. Examining
the sections in Han Lin (2005, pp94-105) indicates:
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* The development of film music: focuses on the impddechnology on the film
industry;

» Film Appreciation: emphasizes the invention of goatmone and technological
problems in film production;

* Production of LP: introduces advanced recordingmygant;

* The function of film music: addresses the inte@cthetween music and images;

» Composing for the films: techniques in film musanosition;

* Bach’'s ‘Goldberg Variation’: from music therapy wipoint to address insomnia;

» Orff's ‘O Fortuna velut luna’: popular in media;

» Alto recorder practice — Un dem anger Tanz: insgnintearning

* Songs in movies: types of film songs and aspecpsagaganda and marketing.

The common ideas shared by these nine sectionteenaology and techniques. Bach
and Orff's music works though are introduced withisie examples, the text weights
their function in media rather than its intrinsialwe. It argues that each section has
broader knowledge scope than what is presentedhignunit. If the core idea of the
integrated model rests on instrumental value, the-instrumental quality is excluded

from its curriculum scope.

In the next section ‘the arts of music in imag#ésg previous focus on CF music shifts to
film music. Film director Stanley Kubrick’001 A Space Odyss€}968) and Richard
Strauss’ 0p.30’ as film music are introduced (ppl09). First, the text stresses that
‘Thus Spake Zarathustra’ is a popular piece ofsitat music in media. The significant
example can be pointed to Kubrick’s movi@01 A Space Odysséelhe synopsis of this
movie is briefly presented. Music is embedded witbnario second to the images:

Kubrick adoptedthis music work from the beginning of this movie. The
image shows us: the moon, the earth and the sue mtw a line...the images

of the arising sun visualizes the musical imagorati.the evolution of human
beings, the exploration of space and the new fofrif® all use this part
music. This music work has been used three times to mark a milestone and
announce a new era (Kang Xung 2005, p107). [my asiph

The boldface in the above quotation shows an undeacription about music in this
movie. The first ‘this music work’ clearly refere Thus Spake Zarathustr&lowever,

‘this part music’ is not clear because no informatis given to lead to ‘this part’: neither
a text prior to it nor music example embedded t@rréo ‘this part’ (p.107). The
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phrase 'this part music’ creates a myth for read@&e music work’ in the last sentence
also makes readers confused: ‘is the entire musi& wsed three times in this movie or
only some parts of it?’. In addition, the music gefsymphonic poem’ presents in the
extended information column includinihus Spake Zarathust@nd other music works
in this category. However, most of the composeis #eir works are not included in
Kang Xuang's entire curriculum design for Year Btorhat means, except for Debussy
(introduced in Y 8-1 Il), Liszt, Smetana, Sibeliaad Dukas and their works are
unfamiliar names to readers, needless to say wmiks. As argued before, though the
nature ofknowing abouis descriptive and informative, shallow informatioan hardly
form profound concepts. As seen in this sectiorth Adws Spake Zarathustrand the
genre of symphonic poem are presented in the comteXubrick's 2001 A Space
OdysseyThe original pure classical music is employeddove images in film. In terms
of this, the ‘shared’” model heightens film over mudhe intertextuality between the

original music work and Kubrick’s film consequentbges its position.

In the last section ‘play music as creative playicaurages students to make a
commercial film about themselves or things arourartlives. Specific attention falls on
the text: “Music...is our common memory...try to designshort propaganda or
advertisement...combine visual and verbal creatwity your favourite music ...for the
images you have filmed, try to find a piece of mausir it. You'll find how gorgeous it
could be if it combines with music!” As the concingd paragraph for this entire unit, the
focus loops to the benchmarks which guide thisicuium design: 1-4-1 (understand the
relation of arts and its social content), 1-4-3e(technology to create), 2-4-6 (to express
via music), 2-4-7 (to experience arts to gain as8thexperience). In summary, the
‘shared’ model frames a scope in which music egusiilares the space and discourse

with film.
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5.3.3 Analysis of the texts in Nan Yi

In Nan Yi Y 9-2 II-2, the texts address technique&lm and film terminology. A brief
history of film music is also provided. The apptioa of electronic instruments in film in
the 1920s is particularly discussed. Tiecle of Lifein the Disney animation thieion
King is provided to introduce the function of Musicasirument Digital Interface (MIDI).
The following section is an adapted scor&€atle of Lifefor alto recorder practice. Then,
The Great Waltz(1938), a biographical film based on Johann Sgallis life, is
introduced. Strauss’ music wokeschichten aus dem Wienerwalp(s 325) andne
Day When We Were Youage also provided with the text. These two piefeslassic
music are employed in the text because they ard asenon-original music’ in this
movie. The language used to discuss these two mugsiks is film language, meaning,
the terms to communicate cinematic vision. In teaghthe context to these works, they
are treated as elements in film rather than aspew#ent works of music. However,
because they serve the images of a biographicaldbout a musician, the musician’s
real life and the conductor’s vision formulate méatual interpretation. The background
knowledge of these two works is replaced by thewkadge of how they are used to
create a mood. The transformation of these two sviska result of a methodological
decision made to integrate knowledge. It is arghedl if the knowledge is constructed in
an ‘immersed’ model instead of the present ‘weblbmddel, works of music can be
situated in the site of intertextuality. In so dpithe music works are not technologically
connected with other knowledge on the basis of oulogical choice, but meaningfully

develop relationships with other knowledge on tasid of epistemological critique.

5.3.4 Analysis of the texts in U Chen

In U Chen textbooks, there are four units relatioghe topic of film. The following

analysis is arranged in accordance with their @odtsequence.

In Year 8-1, the fourth unit ‘Sound effect as a meq’ in the first Part ‘Time and
Techniques’, introduces the basic techniques ofndoyroduction in movies.
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Shakespeare’King Lea is employed as an example for learning some qudati sound

effects. A facet of its plot in Act Ill Scene Il,ilkg Lear was caught in a thunder storm.
The sounds of gales and downpour are needed ttecaeeonvincing circumstance for
this scenario. The DIY (do-it-yourself) technique® provided for learners. The ways
suggested are actually obsolete methods that weesl un the radio age when
technologies had not yet been able to create mieré sounds or record live sounds.
Though it does not show the advanced ways usirguirent film industry, it gives the

ways students can do themselves to gain ‘knowléugetion’.

Then the technological equipment for professiomalording are introduced, including
the gadget of microphone, the Dolby and the camsmehd effects (U Chen 2005,
pp38-39). The last two pages are arranged for stuativities (pp40-41). A designed
ascending and descending semi-scale is used tocrttimisound of wind and show how
musical sounds can be used as well as other sdteuise Except for this idea, Leopold
Mozart’sKinder Symphonis used for the purpose to recognise the tooldayag in this
work for mimicking the sounds of nightingales anttkoos. The first five bars of this
work are extracted as an example. However, no atflevant knowledge about this
symphony is provided with the extract. It is assdniecause the unit focuses on
innovative sounds produced by specific instrumenthis work, so this work is selected
as suitable for this unit. However, it is arguedttthe correlation of this work with the
acoustic topic degrades the value of the work.dditeon, two instruments mimicking
birds chirping are discretely renamed ‘Nightingaded ‘Cuckoo’ instruments (U Chen,
Year 8-1 1-4, 2005, p41). From a different pointvedgw, this way offers a new angle to
see traditional instruments; it expands the dedinibf so-called ‘instruments’. In general,

the functionalist viewpoint changes the value oSmas well as the way to appreciate it.

The second example is a unit titled 'Become a ptaght' focusing on the terms used in
films (Year 8-1 I-5). It also addresses the roleagblaywright, and the production and
postproduction crews. It concludes on the topifilof markets: “...marketing is a crucial
factor to the film industry no matter whether itassignificant production or not. A

successful film must have cinematic quality andkabte marketing strategies” (U Chen
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2005, p45). However, | argue, through the logi¢haf market, all creativities are sold as
commodities. As Adorno believes (2002), the cultimdustry affects how and what
people think, feel, act and interact with what bagn given from the culture industry
system. It is concerned that film industry is mandustrialised in the context of the
culture industry and the criterion of box officecbenes the standard that students take as

a rule to evaluate the creation of movies.

The third example (Y 8-1 IlI-4, p126) points ougttthe film plays an important role in
the world of entertainment. ‘Through cinema to flee world’ introduces an Iranian
movie Zendegi va digar hicfl991) (And Life Goes On). Shortly after the eauhke of

Guilan happened, a catastrophe of a 50,000 toll980, the film director Abbas
Kiarostami and his son travelled to search for peego had worked with them in the
movie Khane-ye Doust Kodja$1987) (Where is the Friend’s Home). The entitgjey

later attributed to this movieAnd Life Goes QnKiarostami produced this film to show
his homage to people who had suffered in the eaatkein 1990 but still live life to the

fullest with hope.

The text also says that this movie reminds peapl&aiwan about the 921 earthquake
which happened on September 21, 1999, when ove&0 Z8ople died in Taiwan. The
purpose in selecting this Iranian movie is addmsse

Through this Iranian movie, we see genuine lranvaitis perseverance. Has all
their suffering brought our own experience of ti# ®arthquake to mind?
Though the natural disasters happen in many pladge world, our sympathy
for suffering people is no different (U Chen, Y 8Ht4, 2005, p127).

By watching others relate experiences that arelaino their own experiences, students’
gaze is projected back to their own lives. The rad\nd Life Goes Ois the case that it

aims to recall students’ own experiences and evtb&e sympathy to help people who

had lost their properties and even families ingaghquake in 1999. In view of this, the
movie is employed to create situation-consciousnBss gazing allowed the audience to
become not only the subject of the spectacle Bd afeated a scenario whereby they
could ‘control the spectacle’ by interpreting tineaige reflection on the screen. To put it
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another way, this movie formulates a process afgeition, representation and response
in relation to social issues. It can be viewed asdt’ political education which

shepherds the public to create social care fopthpose of maintaining social stability.

Next section ‘Miscellaneous movies’ includes Char(&haplin, Alfred Hitchcock, Ang
Lee (the director of movi8rokeback Mountain2005) and Disney’s animations (Peter
Pan, Snow White, Mickey Mouse and Donald Duck) love kaleidoscopic aspects of
movie:

Charles Chaplin’s humour ...delicately reflected theriendly, cold side of

society. ...Alfred Hitchcock manipulated people’s iogity ...Taiwanese

director Ang Lee has been widely recognized fongsiriental elements in
movies, for instance, the traditional Chinese foBHinese ethnics and Gong
Fu. ...Walt Disney was an artist who had made gmatqr the world (U Chen,
Y 8-1 lll-4, 2005, p128).

In a way, film reflects human societies and peaple’es. This text shows a diversity of
film genre and different conductor’s style. Theekdbscopic topics in film mirror the
operation of the complex world. However, this texies not go deeper to tell students
WhatandHow. From this text, neither do they know those comahgt viewpoints to the
world nor how movies “manipulate people’s curiosityhe trivialities show a fallacy

that ‘integration’ means to take the potpourri mfation as knowledge.

The last unit titled ‘Beauty and Eternity’ bases Goethe’sFaust as the core idea for
knowledge integration. It includes Goetheaust Andrew Lloyd Webber'sThe
Phantom of the Operand a filmDevil's Advocate The three stories are told in the
context of an integrated unit. The text in this tuand the original story forms
intertextuality. With respect to the theme ‘Fautite construction of knowledge focuses
on drama and music becomes marginalised. Althotigh Phantom of the Opeia a
musical andDevil's Advocates a sound movie, music does not gain much attenti
the texts. In the extra information column ‘Mini &rtlopaedia’, composers who have
composed works related to the theme ‘Faust’ atedjssuch as Gounod, Berlioz, Liszt,

Mahler and Busoni. However, neither music exampltasknowledge about these works
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are provided. It is argued that although the tagidntegrative, the construction of

knowledge does not adopt an integrated approach.

5.4 Reflections on the constructed music knowledge

The synthesised discussion is divided into threiees, the first of which engages in the
discussion of music in cinema, the second inveEfgthe uses of music in advertising,
and the third explores the emerging acoustics aditional instruments. These three
highlighted aspects are generated from the natudata groups. The argument is based
on the above analysis that music is a source ohimgaHowever, in the intertextual site
formed by music and film, music used in differeahtext may not mean the same thing
as its original role. This is because its loginas the logic of its own stem. Regarding the
hermeneutic programme, the assumption which dirdus following exploration is
proposed: meaning exists in the mutual mediatiomos$ic and the site it is associated
with.

54.1 Music curriculum: a functionalist demonstration

Film music is required to serve in the film indystbecause of its magical aspect
associating with human emotions. Having assignethéocinematic realm, film music
separates itself from pure music and accepts itglsoole as a commodity. From a
functionalist viewpoint, film music conforms to thegic of film and disables the
transformation of aesthetic enlightenment. In adyamusic in film is to be used not to be
understood. Adorno, on the other hand, disagreéd the non-autonomous role of film
music and called for a rational film music by avoglautomatism in film music (Adorno
1947/2002). In line with Adorno’s perspective, gae that the functionalist practices of
film music results not only in the trivialisatiot musical listening and meaning, but also

in the promotion by which instant usage of musiotigh standardised format displaces
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the autonomous power of music. This makes musiaydvappear as something added on,

no matter how well done from an artistic point @w.

5.4.2 Music curriculum: a sign-recognised training

Because of the limitation of time, commercials toyevoke a sort of temporary and
illusive product-subjectivity, which closely mimipgople’s everyday subjectivity as well
as dominant social consensus. The deeper realitisodlity in commercials creates such
a vision which changes the relationship betweensguel subjectivity and

product-subjectivity. Functionally, it performs aiswal persuasion. To do this,
commercials must rely on tactics to form a cogeitiiangle: the real, the symbolic, and
the imaginary. The method by which this is doneolags very heavily the use of music.
Commonly seen in the realities, the most famili@lody becomes a successful jingle for
advertising and for this reason, causes it to le&l wentinually. However, it results in a
threatening situation that the entire work is unkndo the public but the parts used in
advertising are stored in people’s memory reservdinis disables the power of
emancipation in music works to detach from the madtal control of visual signs.

Eventually, music evolves in the planned integratb the consumer into a commaodified
social system. The examples analysed above, nafmelynatch of Iranian instruments
with images (U Chen, Y 8-1 I-5) and music in comames as brand logos (Kang Xung,
Y 8-1 1lI-3) represent a curriculum design whichgages in training learners’ instant
response to visual signs. Although musical styled genres offer opportunities for
communicating complex social messages, the mediamnteraction to recognise

familiar tunes to specific images eventually resuft the pseudo-cultured collective.
Regarding this, | would argue that such a signgem®d training cannot foster students’
musicality, which, in Swanwick’s words, is undersdoas “sensitivity to and control of

materials, expression and form” (1994, p105).
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5.4.3 Music curriculum: a salute to new acoustics

In addition to the above two points, there is aapthotable phenomenon observed in U
Chen’s unit ‘Sound effect as a magician’ (Y 8-1)I-Fhe texts suggest creating new
sounds on traditional instruments and deem suckcaon as performing creatively. This
manner displaces the traditional sounds of instnismmstead by proposing a creation of
a new acoustic. The introduction of MIDI in the teacknowledges the technological
possibilities to trigger associations with new atou sound which depart from the
instrumental descriptions of some baroque or roimantisic. The game to play with the
Kinder Symphonyencourages students to create their own paletsowhd and rejects
traditional preferences for harmony to prefer thirovative but dissonant sounds. Also,
the mimicking birds chirping show an attempt toateeenvironmental sounds. Although
this way embodies an imaginary space that medatesnternal space with external
space, the classical music work taken as an exatopheanifest such a postmodernist
approach is revolutionary. It seems to assert ocopbdeary music’s need to break away
from inherited tonal systems and outmoded instrumerhis orientation might have its
root in a widespread belief that “the tonal systand formal conventions of Western
music was reaching a state of exhaustion and tagsired constant expansion and
renewal” (Morgan 1994, p131). Epistemologicallye thelection of knowledge material
as the case to explore new acoustics is impropass{€al music has its acoustic logic on
the basis of the tonal system. In this respect;tooal or atonal works could be better
examples to serve the idea of exploring innovagiweustic sounds. Also, the idea to take
instrumental sounds as colours on the palette degranusic creation to become a
collage of sounds without serious forms of humaglifigs, emotions, and intellectual
activities. This fosters a growing sense of criggs formal school education pushes
musical language to the outer edges of tradititoradlity.
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5.5 Conclusion

In a capitalist society, economic concepts situatec different paradigm can offer
different answers to the question ‘what culture/imiss valuable’. This is also a question
about markets and their cultural context. In gelngree case study of film-associated
units in textbooks indicates that school knowledgerors social phenomena: arts
education reflects cultural-industralised lived espnces and agrees with commodity
aesthetics. In addition, the aesthetics of musidigplaced by a mechanical rationality.
The texts focus on music’s utilitarian value to nfipdiisual language in movies. The
texts also show a strongly practical orientatione3e observed approaches are no doubt
creating pseudo knowledge of classical music. Woed, the analysis indicates that the
content knowledge confuses the productions of thei@l industry with the production
of culture. The selection and interpretation of\fezlge ensures the continued obedience
to market interests rather than cultivates ancefsdearners’ aesthetic knowledge and/or
their aesthetic experience. With respect to Adarnaitique on the culture industry,
music in films, here referring to those cases xthieoks, leaves no room for imagination
or reflection. Regarding the complexities of thelation of the culture industry, what
could be considered as a solution is the individuzadpability to be aware of the relation
of culture and society. If art begins where mectanirationality leaves off, art

appreciation and arts education should follow #aes path.
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CHAPTER SIX
Case Study: Texts on Beethoven

6.1 Introduction

The present chapter explores how historically $icgmt works of classical music are
interpreted as part of the process of acquiringdtedge within an integrated curriculum.
It explores in general the role of western musierdicy in the education system in
Taiwan and in particular the apparent consensuth@master works of classical music
that are most valid as models. The rationale fr éinalysis is that these works form the
core of music education in Taiwanese schools. thtiad, it appears that the effect of the
global media has been to reduce this musical am i@ what could be regarded as a
disproportionately functional role. This is sigodnt to the discussion inasmuch that it

manipulates people’s receptiveness to any innatepof music to express nuances of
the human condition.

This chapter is divided into two parts. The firattpanalyses the content of the textbooks
and the relationship to the required benchmarksoofipetency stated in the National
Syllabus. The second part builds upon this by disitig the following points: an
articulation of Western classical music literacy ftime Integrated Curriculum; the
multiplicity of possible readings of masterworkstire postmodernist context; and how
aesthetic sensitivity is transformed into knowledgeestablish an identity and social
consciousness. This exploration is a frameworkafggroaching the wider subject of the
manipulation of aesthetic appreciation.
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6.2 Some key terms

There are two distinct yet interrelated concedispaite music and program music, at the
basis of the argument in this chapter. In thisisegceach concept is covered in a succinct

manner to introduce the reader to the followingdtral analysis

6.2.1 The definition of absolute music

Absolute music refers to “music dependent on itscstire alone for comprehension. ... It
is not associated with extramusical ideas or witpicorial or narrative scheme of
emotions, nor does it attempt to reproduce soundsaiture” (Columbia Encyclopaedia
2006). That is, absolute music is not representatior objective, meaning it does not
refer to an external of objective reality. For Tle, the central idea of absolute music “is
the conception of an autonomous instrumental nihsicis essentially musical because it
is not determined by any ideas, contents, or p@pdsat are not musical” (1989, pl177).
According to Treitler, the key idea in the defiaitiof absolute music is “an autonomous
instrumental music”. The term “instrumental musggems to imply that music with
words is excluded from absolute music. In the 18émtury, absolute music was
conceived as a more aesthetically pure form oftteah music containing a program.
Programmatic works such as opera, song, and toempuwere thus less desirable. At the
time, the German writer Eduard Hanslick (1825-19dfjned absolute music as “music
[which] has no subject beyond the combinationsaieés we hear, for music speaks not
only by means of sounds, it speaks nothing but db(ated in Sandberger, 1996).
According to the New Grove Music, a contemporarhatritative reference, “it [absolute
music] must be understood as an abstract strubaaeng only accidental relations to the
movement of the human soul” (Scruton & Tyrell 2001)

The general lack of reference to literature or iggam absolute music means it could be
recognised and distinguished from program musiitdytles, which often consist simply
of the type of composition, a numerical designatatiin the composer's oeuvre, and its
key. Bach's Toccata and Fugue in D Minor’, BWV 565; Mozart'sngghony No. 40 in
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G Minor, K.550, and Beethoven’s Piano Concerto Blm C minor (Opus 37) are typical
examples of absolute music as identified by titesnoted above, discussion of absolute
music usually takes account of the nature of atttras, which creates difficulties in
forming a clear and unambiguous picture of it. Abs® music can consequently be
perceived as an intellectual activity which use® tmedium of sound with no
extramusical ideas to express human feelings.dstieigly from this perspective is the
traditional representation of metaphysical expmrsdn the sonata form, which was

heightened in the symphony.

While some scholars argue that music can be mefaiagd without any connection to
extramusical aspects, some musicologists such san3dcClary argue that there is no
true “absolute music”, and that music always cosvey evokes something politically
and socially. Her argument is based on a view @alanusic contains implicit programs
and reflects individuals’ tastes and/or the coilecattitudes to the composer, their works
and a historical situation (McClary 1991). In thiew, the fact that many famous
symphonies, such as Beethoven’s Third, Fifth, Sadtld Ninth, were written in sonata
form and embedded with explicit programs is neitaeparadoxical situation nor a
conflict between the coupled but opposite termsohlte music and program music.
Absolute music is therefore to be viewed not somag a pure expression of ‘nothing’,
but as reflecting a judgment from people who amneolved in the circle of musical
production, namely what Elliott refers to dsers. Musical production is influenced by
people’s culture, politics and philosophy. Most m®ers of absolute music were bound
up, indeed consciously strove to situate themsglwes web of tradition and influence in
relation to other composers and styles. Daniel Giisa advances this view and defines
absolute music as an extramusical idea (1999).eTtsean emerging discourse that has
changed the traditional reception of absolute musi¢che postmodernist paradigm, this
is an approach that relishes uncertain boundaritrs avpotentially limitless number of

extramusical ideas.
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6.2.2 The definition of program music

Program music is an expression of conceptual lagiepresent the empirical world. In
other words, while absolute music is a musical potidn of itself, program music is a
mediation or reference to something else. Prograrmsianis generally considered a genre
which particularly flourished in the Romantic ekistorically, it can be found as early as
the Renaissance period. For instance, William Bjro43-1623) provided a piece of
written description to his work ‘The Battell’ (159 Which told a story about the soldiers
in a battle. Antonio Vivaldi’'s ‘The Four Seasonsiewed as a master work from the
Baroque era, illustrates the changing scenes ofaa glong with a sequence of four
sonnets written by the composer. In the next petioel Classical era, although absolute
music continued as the favoured form, there wasianimt blended the two forms.
Examples would include Beethoven's Symphony Nd8,Eroica. The title of this work
suggests an extramusical association, but the mbatiers no detailed story that can be

directly identified with specific images.

There is music written in sonata form but unequalyccontaining images. Beethoven'’s
Symphony No.6 is such an example. Its musical dgveént is achieved through the
sonata form, which is a formulated pattern congidédo manifest rationality of human
enlightenment. The climax of the music is estalelisthrough the dialogue of the themes
and so the structure guides audience’s listenimyeblver, Beethoven's Symphony No.6
also clearly contains depictions of bird calls abling brook, dancing peasants, a storm,
and so on. In this respect, it can be viewed aerét written in the framework of absolute
music but with the objective references of progmamsic. The hybridisation implies

tone-painting.

The use of program music in musical history represa shift of aesthetics from a pure
concern with music itself to a concern with extreamings of music. The hybridity of

musical genres also changes the meaning of abswmlusic and introduces nuances of
program music, departing from the strict expressiohforms found in the Classical era.

Later, in the twentieth century, the experiencemafsic became more dependent on

156



interpreting the images of music. Moreover, audésncould find the strength and
imagination of music through the literature on hjsat. Inseparable from this trend is the
mutual embedding of music with text to create maisisymbols used to address
sociopolitical issues, such as the ‘Choral’ Symphas a sign of world peace.
Accordingly, the demise of the binary conceptslidadute and program music is useful,

even necessary.

Part 1 Structure of content knowledge

6.3 Themes, knowledge materials and Competency Bdmoarks

A preliminary examination shows that there is aagrdeal of western classical music
employed in the Taiwanese school music textbooksliel here. In particular,
Beethoven’s symphonies play a significant rolehim Arts and Humanities (Appendix 7).
There are several points of note. Firstly, onlysth@f Beethoven’'s symphonies with
specific titles, namely the Third (Eroica), thetRki{Fate), the Sixth (the Pastorale) and
the Ninth (Choral), are selected for each textbsekies. They are all symphonies
structured in the form of a classical sonata andtew for the so-called ‘standard
complement’ orchestra, which has paired winds aag< These four symphonic works
were titled to name the image projected by the muasi with respect to significant
features of the music, for example, the “Choralthaa chorus. However, none of these
tittes are designated by their original composkeytare embedded to depict an image
before the audience actually hear it. Secondly, @i&s produced by the textbook
publishers as auxiliary teaching materials inclady a small portion of the original
works, approximately a couple of minutes in maximummost cases but even shorter

than a minute in some.
Thirdly, the presentation of the content in thetderelies noticeably on visual cues. This

relates to the distinction between absolute andjnara music. Although these selected

symphonic works are absolute music in nature, theeelded titles mask this nature and
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imply that the symphonies have a quasi program erelsaracter. That is, the Beethoven
symphonies discussed in the textbooks are in cotipmwith imagery implied by their
descriptive titles. In a word, the text represethts genre of absolute music but the

interpretation gives program music cues.

Fourthly, the Beethoven symphonies are also useex#mplify general points about
Beethoven’s life. For example, the Fifth and Ni@gmphonies are used to illustrate
Beethoven’s perseverance in the face of hardshigagihis life (Han Lin, Y8-1). Both
the Fifth and Ninth Symphonies are used to insg@ire optimistic attitude while
encountering unpredictable changes in life. Therdl'asind the Ninth Symphonies are
discussed as examples of significant achievemantthe unit titled ‘The world of
Beethoven’s Symphonies’ (U Chen, Y8-1). This ulmtributes to a larger theme, ‘Time
and Techniques’, by developing the premise of cwatily advancing innovation. The
two pieces in U Chen Y8-1 are consequently usétligirate social elements that change
over time, especially shifts of musical genre,dasind the social status of professional
musicians during Beethoven’s life. In general, thignifier of absolute music is
manipulated as the signified, which acts as a sigh referent to evolve a variety of
methods to affirm or deploy discourses. This israportant point, because it confuses
commonly agreed definitions of paired but opposstens — absolute music and program

music — in historical discourses.

Listed in Table 6.1 are the integrated models #hatemployed to construct these units,
ranging from the discipline-based ‘cellular model the multi-disciplinary models,

‘webbed’ and ‘integrated’.

Table 6.1
Units on Beethoven’s symphonies
publisher Grade/unit model Pagination/ Title/ (wdé music)
Han Lin Y 7-111-3 Connected pp52-59 ‘Ode to Nature’ (Bestn sym. N0.6)
Y 8-11V-1 Cellular pp129-135 ‘A glorification tofé’ (Beethoven sym. No.5 & 9)
Kang Xung | Y 8-2 1I-2 Cellular pp54-63 ‘Absolute music and Bram music’ (Beethoven
sym. No.6)
Nan Yi Y 8-2 lll-2 Webbed pp68-69 ‘The grand seftiiBeethoven sym. N0.9)
U Chen Y 7-11-1 Webbed ppll ‘The Call of the Wild" (Beetlen sym. No.6)
Y 8-11-3 Cellular Pp28-35 ‘The world of Beethovesymphonies’ (Beethoven
symphonies No. 3 & 9; Opera overture ‘Fidelio’)
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The analysis of the texts, below, shows what berecksnof competency are highlighted
and the relation between them and the content.nBwer these questions, the tabulated
benchmarks in Appendix 9 are used as a referereeaimalysis is arranged in alphabetic

order of the textbooks.

6.3.1 The analysis of Han Lin

Han Lin’s discussion of Beethoven’s symphonies spavo units. The construction of
these units differs in terms of Fogarty’s modelsimtegration, varying also in the
argument they use (see Table 6.1). In this sectoth the content and the required
benchmarks (Appendix 9) are examined as intereetsrwith the aim of understanding
how the selected works are formulated to achieeeetids of the particular curriculum

design.

6.3.1.1 The unit ‘Songs of Nature’ (Year 7-1 1I-3)

In this unit, the selected benchmarks have foungsadf focus: the creation by means of
tools (benchmark 1-4-4) and the creativity of peofdenchmark 3-4-10), the skills to
perform (benchmark 1-4-5) and the capacity of ailtilistening (benchmark 2-4-6).
These goals are achieved through the managemestlefted materials. It can be
illustrated by briefly looking at the managementB#ethoven’s Pastoral Symphony in
the text. This unit divides into three section® thscussion of the Sixth which occupies
four pages, followed by a section that devotespage to the song ‘Cotton Wood Tree’,
and ending with a two-page basic instruction foe@rder practice. Music excerpts from
each movement of the Pastorale are provided irfitbesection with respective texts
being Beethoven’s manuscript (pp52-53). The follgyvpage contains an activity that
aims to encourage students to create a conneatiwrebn the sounds of instruments and
the sounds in Nature. Several examples are giweningtance, the sound of drums is
equated with the sound of thunder. Another actiniigtches any given natural sounds
that especially arouse students’ curiosity withh@sen instrument or classical music

works with titles. One example is the identificatiof chirping birds with the season of
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spring, and then likened to the sound of the fliitee third and last section expands on
earlier discussion of Beethoven’s masterworks,imgstdditional light on the tough stage
in his life when he struggled against his detetingafaculties of hearing (Han Lin 2005,
p52). The extra attention to detail in this sectisnvaluable as insight into the link

between Beethoven’s life and work.

The standard level 1-4-4 of the required benchm&kaccomplished by assimilating
natural sounds into original music. Rather thanistdy adhering to the approach stated
in benchmark 1-4-4, sounds from Nature replacetmeic instruments as a more
imaginative method of creating. Arguably, even tgjodhe management of knowledge
faithfully demonstrates the image shown in bencliniad-4, a ‘historically authentic’
performance is still absent because the intensdo break down the ‘old’ and replace it
with the ‘new’.

Although benchmark 2-4-6 aims to cultivate studenmtssical repertoire, the relevant
text lacks instructions to cultivate an advancegragation of music by recognising
different musical genres. Also notable is that tfidhe planned activities fail to give any
explicit instructions for students to become imredren music itself. Instead, it directs
their attention to the superficial similaritiestbk titles of musical works (pp54-55). The
works are grouped by categorising their titles, rebg creating arguably facile
associations. This approach collects the musicaksvander the topic of Nature, which
is a strained association. The final benchmark g¢odiscussed is 3-4-10, which also
provides the categories as opposed to creatioméyndividual student. In general, the
grand theme ‘the call of Nature’ arranges knowletfgeugh Beethoven’s"6symphony,
the Pastorale. However, there is an asymmetry legtwee musical appreciation and the
learning of musical skills (singing and playingtmsnents). Knowledge associated with
Nature is prominently featured in the text. Gergrapeaking, the deliberate integration
of basic musical knowledge, singing, recorder pecactand appreciation attempts to
strike a balance between listening and musicing. fohmulation shown in the examined
unit can be characterised as a synergised appriofladenced by both Reimer’'s and

Elliot’s points of view, although more attentionpaid to musicing than listening.
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The fragmentary music excerpts are problematic userdhe phrasing of melodies is
fragmented (Han Lin, p53). This appears in the tineme of the second movement of
the Pastoral Symphony, where the first musical gghia cut off at the exact point of the
second last beat where music is close to the emioedirst melody (Han Lin, p53). This
crude technique of editing indicates that not emoagiention has been given to the
expression of musical language. This also supgortassumption, in terms of Reimer’s
theory of knowing, thaknowing aboubften overshadowknowing within That is, the
knowledge is not provided to facilitate listenitogt instead to facilitate learners reading
about Beethoven or his works. Additionally, onlyeatheme used to indicate or suggest
the entire movement. This has very real consequsefme musical appreciation. It
deprives students of an opportunity to obtain ashiolperception, as will be argued more
fully later. In addition, the activity of matchirtge sounds of orchestral instruments with
natural sounds is contestable in the way it isgiesi. This would be unlikely to lead to
aesthetic appreciation in line with Adorno’s vision aesthetics, but instead reduces

listening to a game of matching sounds.

The unit ‘Ode to Life’ (Year 8-1 1V-1)

The selected works of classical music in this wmié mainly Beethoven’s most
well-known masterworks, for instance, ‘Fur Elis&Vg0O.59), and the Fifth and Ninth
Symphonies. The variety of forms of musical workshe most important point of focus.
For instance, the work ‘Fur Elise’ is used as aangple to learn Rondo form (Han Lin
2005, ppl125-126) and the discussion of the Fiftm@yony provides knowledge about
the genre of sonata form (Han Lin 2005, ppl30-132)addition, theHeligenstadt
Testament, written in 1802, is used to illustraget®oven’s perseverance while facing
unbearable hardship. Furthermore, Beethoven’s bigdraphy is linked with the Fifth
Symphony — ‘Fate’. The Ninth is also embedded ia text to mark the climax of

Beethoven’s creation of the classical symphony gsrae.

The text addressddNESCO’s Memory of the World Programnmewhich the Ninth

Symphony was nominated and listed for its musisalvall as symbolic value (Han Lin
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2005, p133). TheMemory of the World Programmis a project operated to protect
valuablearchives all over the world for the purpose of emgutheir wide dissemination
(UNESCO’s Memory of the World Programme 2006). Thelusion of this work of
Beethoven’s as part of the heritage of humanitycaies its status. The playing of ‘Ode
to Joy’ to celebrate the end of the Berlin Walaiso included in the text (Han Lin 2005,
p135).

The background to Beethoven’s works given in thx fiegnctions as what Reimer called
knowing aboutThe brief description of each movement along whth musical examples
is what Reimer calleknowing whyin which “the organization of sounds capture resse
of human knowing at a level including inner subjgtes...engage human feelings”
(Reimer 1993, p24). In the example of ‘Ode to Jayi,adapted, two-voice practice for
alto recorders is provided. Rather than the trad#i approach of listening to some
musical examples, this alternative way offers asiegameans of accessing the delicate
structure of the Ninth. The simplified form alsdoafls the majority of students without
exceptional expertise an opportunity to ‘play’ itsiead of merely listening. This
approach echoes Elliott's view that musical edweatiis a process of
knowledge-in-action (1995). However, while the dlifigxd version of ‘Ode to Joy’
provides an opportunity to perform, it can hardbatantee an experience of the nuances

of original work.

Contrary to Elliott's point of view, Koopman contisthat “ontologically, listening to

prefabricated music is as real as engaging in Bmpeance happening” (2005, p87). He
argues that performing cannot guarantee a simutenéstening experience (2005, pp
88-89). In response, | argue that although perfogmioes make people physically
understand music, the simplified version of thgioal can offer no more than superficial
experiences. Such an experience may even furtherthe understanding of a holistically
well-organized work. Once such fragmented expedsnare taken as the arbitrary
elements for interpretation without referring tbséening experience of the original work,

the issue of loss of authentic meaning emerges.
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Notice is further given to the selected knowledgaterials and the benchmarks. It is
found that the selected knowledge materials areeaddd closer to the goal set in the
benchmarks 1-4-1, 1-4-2. The standard level 1-¢dudes on the multiple ways to
understand works of art. The approach taken inteékeis to guide learners to a more
profound understanding of Beethoven’s Fifth sympholloreover, theHeligenstadt

Testament is used as more than just an histormalrdent, but to enable audiences to
experience the pathos in Beethoven’s music. Inwlag, the materials meet the goal of
the benchmark 1-4-2 by deepening students’ compeétie of the Fifth. Given the above,
there is a gap between the selected knowledge iadatgiven in the unit and the goals
given as the benchmarks for the unit. The connedietween knowledge given and the
benchmarks is problematic. The materials do nottrniee goals determined by the
benchmarks, nor could the required benchmarksditpicture drawn by these materials.
In summary, the text tells a story which fails &spond to the vision targeted by the

benchmarks.

6.3.2 The analysis of Kang Xung

The unit ‘Ode to Life’ (Kang Xung, Year 8-2 1I-23 ithe only case which discusses the
perceptions of both program music and absolute enfusm all four series of Arts and

Humanities textbooks. Framed by its title ‘Programusic and absolute music’, the
content includes several works of each genre asnges, plus explanations. The

discussion below explores this approach.

6.3.2.1 The unit ‘Ode to Life’ (Year 8-1 IV-1)

Firstly, a brief definition of the terms is preseatin the introduction to this unit (Kang
Xung, 2006, Year 8-2, pp54):

Music is an audio art, which is not visually targibnot like visual arts. It
even creates imageries while listening to musimpBy describing objects
through the entwined design of sounds and rhythmeiserally so-called
“program music”. On the other hand, the abstratiineaof musical elements
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standing independently without identifying any altge is the idea of

so-called “absolute music”.
Grouped under the theme Nature, as examples ofrgmognusic, are Beethoven's
Symphony the ‘Pastoral’, Tchaikovsky’'s Symphoniatiegia after Shakespeare’s ‘The
Tempest’, and Camille Saint-Saéns’s ‘Le carnava aeimaux’ (The Carnival of the
Animals) (Kang Xung 2006, Year 8-2, pp58-60). Irdiéidn, another two pieces, the
second movement of Beethoven’'s the ‘Pastorale’ tadtenth movement ‘Voliere’
(Aviary) in the ‘Le carnaval des animaux’, are clmgpto represent how instruments
mimic birds’ chirping. The fourth movement of theastorale’, together with the theme
extracted from ‘The Tempest’ that depicts therstdls of a ship at sea, are used to show
how orchestration conjures musically a virtual storAlso, Rimsky-Korsakov’'s
symphonic suite ‘Scheherazade’ is employed to stiatvprogram music can be used to
represent characters in literature. The musicahéherhich opens the first movement of
‘Scheherazade’ is for the domineering Sultan; agro#ensuously winding melody for
solo violin accompanied by harp represents theachar of the storyteller, Scheherazade.
All these materials are combined for the discussioprogram music in the first section

of this unit.

The other section discusses absolute music. Itigegeva definition of absolute music,
accompanied by music excerpts from Haydn’s Pianta&oNo.37 in D Major:

Absolute music does not depict any physically exisbbjects but rather
manipulates notes and rhythm to activate listenergsically intellectual
inner activities. Composers who create absoluteianeisgage in a pure
demonstration of musical form, genre or taste. A&rigting figures, things
or objects are viewed as deviation from this mofienasical inspiration.
The title of works is usually named according ® ajpus, scale, form, or
instruments; for instance, Piano Concerto No.1 imé&jor; String Quartet in
D Minor (Kang Xung 2006, Year 8-2, p61).

The discussion of the sonata form illustrates tkarg using selected examples. An
activity is given requiring students to create raktitles in the manner of those given as
examples of absolute music. A similar approachiss ased for program music (Kang
Xung, p58). However, in response | argue that symetognising titles as indicator of

understanding an entire work of absolute musicrogfam music is erroneous because it
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does not recognise that the distinction betweenwioeexists in listening. Music is an art
of sounds and there is no mute way to approaavén reading music must rely on the
inner voice. The conclusion for education is thas approach of creating titles cannot
promise that learners can reach the level of utaleléng possible through listening. It is
true that the title of a work might give some imf@tion. However it cannot provide an
answer to what the real content of music is. lcasnmon that by identifying titles of

musical works audiences may make an assumptiom aghat the piece sounds like.
However, not until the music is heard can anyor@iye an ‘insider’.

The required benchmarks of competency aim to hawéests use their knowledge to
approach aesthetic experience through either penfigr or listening. However, they
could never acquire a knowledge of sonata formutiinamerely reading written texts and
having a little experience of melody fragments. €&muently, this unit does not reach the
level of knowing within but remains within the scope kfiowing that Examination of
the content also indicates that the benchmarksllad 1-4-5 are not realised; the
benchmarks 2-4-2, 2-4-3, 2-4-5 are half fulfilléds for benchmark 2-4-8, it is noted that
because the works in this unit are part of thect6Brogram music and absolute music”,
it draws the text away from the direction suggedigdoenchmark 2-4-8. Lastly, these
selected works are not employed in line with beratn3-4-3. The absence of domestic
works does not meet the goal “to cultivate an wd#t of multi-cultural consciousness”
proposed in benchmark 3-4-3.

In general, the unit is western-centred. The twms$g absolute music and program music,
are interpreted in terms of an historical aesthdigcussion. The music excerpts are
exclusively of western works of classical music,jmhathe master pieces of the Vienna
Classical Period, namely of Haydn, Mozart and Beeth. The content knowledge
mediates the literal meaning of program music dmblute music. The consequence of
this is a more visualized presentation of musich@ligh the discussion in the text is
accompanied by musical examples, learning is catledl to build an intellectual
understanding with limited support from those exk®sp
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6.3.3 The analysis of Nan Yi

As analysed in Chapter 4, Nan Yi adopts a crossglisary method for integration. The
following discussion shows what knowledge is seldcind how it is organized within

the framework of the dominant model in Nan Yi — &dyg's ‘webbed’ model.

6.3.3.1The unit ‘Experience of grand production’ (Year 8422)

In accordance with the major topic ‘Experience cdngl production’, the materials of
visual arts include Jacques-Louis David's “Consianaof the Emperor Napoleon I”

(Nan Yi 2005, Year 8-2, p66), the Terra-cotta wasiand horses in Xi-An, China (Nan
Yi 2005, Year 8-2, p67), and the work ‘Along theen during the Ching Ming festival’

painted by the artist Zeduan Zhang in Song Dyndgliign Yi, 2005, pp85-88). The
materials selected for drama are the grand scene @hinese opera ‘Tian Guan Ci Fu’
(Nan Yi, 2005, p70, pp93-96) and ‘Wu Hwa Dun’ (N#&n2005, pp. 97-99). Musical

materials include a western work, Beethoven’s NBymphony (Nan Yi, 2005, Year 8-2,
pp68-69, pp75-77) and an oriental work, ‘Boatmeihi@ YangZi River’ (Nan Yi 2005,

Year 8-2, pp81-84). These materials are woven hegethrough Fogarty’'s ‘webbed’

model, analogously to a patchwork.

Beethoven’s Ninth Symphony is discussed on theshafsits grand orchestration and its
unique design — a combination of a standardizelestca and a four-part chorus. There
is discussion about the implication in the Ninthnfphony of a Utopian world with
reference to Schiller’s poerfreiheit schoner GoétterfunkgtiFreedom, brilliant spark of
the Gods”) later known as “Ode to Joy” (Nan Yi 200&ar 8-2, p68). The idea of
‘brotherhood’” embedded in this work is represented only as a representation of
Beethoven’s own philosophy but also as an ideah tlr the future of humanity. The
following page (p69) includes music excerpts fréra fourth movement — the ‘negative’
theme and the main theme known as ‘Ode to Joy’ (Kia2005, Year 8-2, p69). These
two themes are coupled in a dialectic manner toaact negation to the main ideas,

namely ‘perseverance’, ‘passion’ and ‘love’, assprded in the first three movements.
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Aesthetically, the ultimate idea of the musicalle#ics is fulfilled in ‘Ode to Joy'. The

consequence of this is that the interpretation aSimis tied to socially constructed
meanings. Aesthetic experience, therefore, doesmme from direct audio perception
but is verbally and mentally mediated.

Examination of both the content and the format shtlvat the main topic —'Experience
of grand production’ — dominates not only the atation of different materials but also
the articulation of these works. As mentioned, eth is characterised by its massive
employment of instruments — both human voice and-made sounding tools, namely
western orchestral instruments. However, the wehs to regard how the entire work
sounds grand as less important than its physicaufes. This creates a separation
between the required benchmarks and the knowledgeemt of the unit. This gap is
assumed to be a result of the focus of the majoic tthat is used to integrate diverse
content. As discussed in Chapter 2, the themafoagh is often based on language
themes, such as seasons, love, and emotions. The®atic units are often organized
loosely under umbrella topics because there it lithgical relation between them.
Consequently, the sequence of knowledge is digdinivhich makes the text harder to
learn from. Furthermore, the competency benchmaries not tightly hooked to the

knowledge content, making the unit a non-unifietitgn

6.3.4 The analysis of U Chen

As the analysis in Chapter 4 showed, the genesagden U Chen is a discipline-based
arrangement. The discussion below explores twoscesaccordance with the original
flow of their content.

6.3.4.1 The unit ‘The call of the wild’ (Year 7-11)

This unit titled ‘The Call of the Wild’ is the ver§irst lesson in U Chen’s entire

curriculum design for junior high school studeniis.serves as an introduction and
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addresses the general idea of the rhythm and safndature, e.g. the seasonal cycle,
tides, birds chirping and thunderstorms. With sachoverarching topic, a links are
necessary to link each work of music that depicasule in different curriculum areas.
Beethoven’s Pastoral Symphony and Schubert’'s ‘Doeclfie’ (lieder not quintet) are

given as typical examples (U Chen 2005, Year 711)pThe texts and two illustrations
combine to construct a pleasant country image.t&kiein the captions implies that in the
thrall of Nature people may attain peace and freedbhe total format encourages the
conviction that Nature is the supreme comfortere Téxt also communicates the close

relationship between the music and the subjecesgmrted by the music.

Following this is Schubert’s ‘Die Forelle’, a pieadapted for both singing and recorder
practice. The sections prior to the musical paldteeto topics such as earth science,
biology and meteorology. Fogarty’s ‘webbed’ modelsed to integrate the disciplines,
but not in a rigid way. They are not unconnectethdependently framed but tied to the
central idea or theme. Although the content appeabe randomly ordered, they lead to
a higher level of aesthetic appreciation than waulde from a more superficial sensory
experience. That is, the effect of the whole secisato foster a sense of relationship with
Nature. The unit merges the disciplines using Rygalintegrated’ model.

Despite this approach, the link between the bendksnand the content and theme is
poor. Thus the interpretation and implementatiorthaf competency benchmarks, and
their expression in the content of a unit is a sgpassue to the integration of the content
of the arts disciplines.

6.3.4.2 The unit ‘The world of Beethoven’s symphaf¥ear 8-1 I-3)

This unit is constructed as a “cellular” model,which Beethoven’s biography and the
Third and the Ninth Symphonies are analyzed inideAda a historical note, these two
works have in common a public role associated eftbchal public occasions; for Buch
(1999, p208), they have a heroic style. It is Wwalbwn that Beethoven initially dedicated

the Third Symphony to Napoleon in the belief threg temocratic and republican ideals
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of the French Revolution would continue. Disappoiglty, however, as Napoleon's
imperial ambitions became clear in 1804, Beethosased Napoleon's name from the
title page written as a dedication to him. Laterreamed this piece in 1806 under the
title Sinfonia eroica, composta per festiggiare il soweerdi un grand Uomgpor in
English, “Heroic symphony, composed to celebragenttemory of a great man” (AEIOU
2006). The manuscript is also employed in the wokb(U Chen 2005, Year 8-1, p30).
However, music examples do not accompany the Téad.implicit rationale seems to be
that these works are best comprehended via théertteal, using historical content,

rather than the aesthetic sphere.

The discussion of the Ninth Symphony emphasises julv&aposition of Friedrich
Schiller’s verses with a symphonic style (U Chel®20Year 8-1, p32). This innovative
genre, blending human voice with instruments inymghonic work, is considered a
breakthrough in technique, occurring as it didhe tonservative classical era of western
musical history. The discussion concentrates ekalyson the final movement, in which
two themes are highlighted. This is done to indichbw Beethoven constructed his
philosophy of brotherhood via a dialogue betweecharus and an orchestra. The
fragmentary music excerpts provided in the texticedthe full score into a single melody
and ignore the original design. Though the maimminas kept as a reminder of the
original melody, the presentation does not repieten characteristics of the complete
genre. While this strategy provides a short-cukrtowing the work, it arguably cuts the
path towards understanding the original work. Whka constructed meaning has
become more important than its aesthetic featuhes]earning of music consequently
becomes an intellectual or cognitive experienceghef manipulation of meanings in a

social context.

The required benchmarks 1-4-5, 2-4-6 and 3-4-6 shwmavtial or incomplete

transformation into textual content. This formatesgaot encourage playing music or
listening skills, but rather the learning of extwasital knowledge. In this way, the
attention shifts from the music itself to the doamhvoices in societies. The opportunity

to gain first hand experience via active listenimga self-constructed environment
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becomes less achievable, or is constrained, duthdotext. Also, the performance
standard (benchmark 1-4-5) and the focus to diftea8ng musical genres (benchmark
2-4-6) do not receive equal attention in the tekinally, the implementation of

benchmark 3-4-6 re-enforces the symbolisation es¢éhworks rather than the social
context per se of their compositions. Some of thaas and historical context of their
composition is given, but there is greater emphasithe innovative aspects of the Ninth

and the social meaning and democratic spirit ofTthied.

6.4 The structure of knowledge integration

The examination of the units on Beethoven’s wordisamly describes the structure of the
content — the models used for integration in eadh -t but also analyses the discourse
used in the discussion, involving an interrogatidrihe interpretation of topics. Table 1
shows the units addressing the Sixth Symphony, esempd in grade order; they use
Fogarty’s ‘cellular’ (Kang Xung), ‘connected’ (Hahin) and ‘integrated’ (U Chen)
models. Those units addressing the Ninth Symphomypaganized as ‘cellular’ (Han Lin
and U Chen) and ‘webbed’ (Nan Yi) models. They diseussed below in terms of the

interrelation of themes, materials and integratra@thods.

The unit titled ‘Ode to Nature’ in Han Lin addressbe Sixth Symphony, with additional
knowledge from the fields of science and biologyuses the ‘connected’ model. In
contrast, the space devoted to the Sixth Symphorty Chen's unit titled ‘The Call of
the Wild’ is relatively much smaller and juxtaposeith other materials. It is notable that
this unit places its emphasis on a general discossf Nature, drawing in other
knowledge relevant to the topic Nature. This isi@etd using the ‘webbed’ model: each
piece of content is independent but tightly coneeéctvith the main topic, which

dominates and defines the scope.

In contrast to the units on the Sixth symphony, thés on the Ninth Symphony use

different approaches. This work can be seen iruthies ‘A Big Applause to Life’ (Han
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Lin), ‘The Grand Setting’ (Nan Yi) and ‘The World @eethoven’s Symphonies’ (U

Chen). Each unit has adopted different methodstegrating knowledge. Nan Yi adopts
a macro structure which co-mingles music, visuas @nd dance/drama to integrate
knowledge, using the ‘webbed’ model. This modelceads in joining scattered sources
under its theme, ‘The Grand Setting’. The elemamts juxtaposed but independent,
indicating a ‘webbed’ model. The ‘webbed’ model chea thought of as having a

protective function, in that it preserves the inelegence of the individual discipline by
maintaining its original coherence while addressthg core topic. Analogously to

satellites around a celestial body, the ‘webbed detosimultaneously sustains a
relationship with each body of extra knowledge. ldger, in this unit there is one aspect
of the multiple relations that is particularly sifgcant: the combination of orchestra and
chorus that characterises the Ninth Symphony. Towcamitant exclusion of other

aspects of the Ninth can be conceived as a losdterfition to a holistic understanding.
The use of the ‘webbed’ model influences the urtdading of the symphony in the way

it pinpoints the core idea and manipulates minorcepts to highlight it.

On the other hand, Han Lin and U Chen adopt thidule€ model of integration for their

units on the Ninth Symphony. The ‘cellular modas, discussed in detail in Chapter 2, is
a discipline-based approach which emphasises thendaoies that distinguish the

subjects or disciplines. It provides a structurevimch music can be discussed without
undue distraction from other disciplines. The spaf these two units are devoted
entirely to the music without sharing space withestknowledge disciplines. On one
hand, such an environment protects the disciplamed knowledge from the influence of
other knowledge bodies. On the other hand, thidhatetlso isolates the core idea from
different viewpoints. The interpretation of the Minin these two units has been
conceptualized to address social changes. In llaelmodel, the independence of the
core discipline removes the chance to be informedeBlection from other perspectives.
The defined stance of the model chosen for integratletermines the direction of

discussion.
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The choice of model of curriculum integration fotextbook affects the way knowledge
is constructed and presented in that text. Thisnighe context of the Integrated

Curriculum being considered in Taiwan as the id=hlcational model for achieving a
sophisticated understanding of the world, encouggarners to play an essential role in
the learning process. This means that the knowledgebeliefs presented in textbooks
should accommodate the minds — the approachesoig — of the learners. However,
examination of the texts indicates that the contenelatively non-negotiable and not
amenable to learners constructing their own mearangexploring meaning. The

consequence of this is that learning becomes aatreyfeexisting textbook discourses.
This situation reflects the use of the competengnchmarks to influence the

interpretation of artistic works in conjunction tithe view in the school and the
Integrated Curriculum. Consequently, music eduaatising these texts combines the

Western musical heritage and a discourse on ckldssigsic.

Part 2 Discourses of western musical literacy

6.5 Aesthetic thinking on Beethoven’s music and wiesn musical literacy

With respect to musical literacy, listening is gensable in music appreciation.
Moreover, it is argued that a profoundly meaningfamprehension of music needs an
advanced capacity of ‘reading’ of the musical digrs as well as the musically signified.
That means, both the ability to read music and dhpacity to reach an aesthetic
understanding are equally valued. In this respibet,conception of musical literacy is

discussed to pave the path for a further explanatdfoschool music education.
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6.5.1 What is musical literacy?

Gromko and Russell have argued that a macro-thgergpective of music literacy is
“the ability to read, write and think in musicalusm” (2002, p334). Music educator
Bennett Reimer has given a more detailed explamatiat

musical literacy means the ability to share the yntypes of musical

experience available in our multimusical culturéhe ability to understand

them and engage appropriately with them so thatameenjoy and cherish

them (1993, p22).
From a different perspective, Bartel has argued thaeneral definition of musical
literacy may not appropriately pinpoint the actoedaning of music literacy. That is, the
social context of musical culture is crucial is maffficiently addressed by typical
conceptions of musical literacy. Further to this,

literacy is a concept that has been undergoing gdhaver time. At one

time literacy was defined as a very basic phonicodang ability ... In

some of the data reported from developing counthesis still the case

(Bartel 2006, p18).
He also notes that in developed countries moreistigdited standards are used to define
literacy as “understanding the meaning of the t¢2006, p18). Closely linked to this
idea is Bartel's affirmation of Telfer’s perspedithat “musical literacy means more than
just reading the pitches and rhythms. It meansimgatie meaning of the music” (Telfer
2004; cited in Bartel 2006, p18). Bartel makes falistinctions in defining musical
literacy. The reading of meaning is not equal te tieading of music. To fail to
distinguish the reading of music from sight readisdo allow a superficial reading to
equal musical literacy. Bartel’s rearticulated amore socially functional idea of musical

literacy is an authoritative approach to decodingical symbols.

In terms of Bartel's argument, an understandinghefform of music is vital to reading
for meaning. In failing to recognize the form of siy) the reading of meaning could be
easily manipulated by language, a medium that msidantly used to mediate meanings.

Similarly, Levinson (1990) indicates that musiciéracy exists not only in additional

173



information about musicians or works of music bigban the music itself. He employed
Longyear’s discussion of Beethoven’s Symphony Ne.&n example:

[ln the initial sketch for the finale, the basideas for the opening are

evident: the major third in triple rhythm at theeming, the consequent

idea with a descending melodic contour, and the dledbmediant as a

harmonic interval (Longyear 1973, pp77-78, citedLevinson 1990, p

18).
In this quote, musical terminology is employed épresent the elements of this work.
The descriptive text uses the listening experieasdhe frame in which to recognize
selected musical features. In Longyear’s view agligd in the text, musical literacy is
based on ordinary audiences’ musical experiencdssarepresented by the meanings of

musical terms rather than their functions.

Levinson (1990) proposed an advanced level of mauBteracy, termed cultural literacy,

as an appropriate way to achieve an ideal musicatiun. Levinson opposes Hirsch’s
viewpoint that “cultural literacy is what educatpdople already know” (Hirsch, 1990,

p5). Levinson argues that Hirsch's statement oolgu$es on the “broad background
knowledge of factual matters” (Levinson 1990, pIJ)rthermore, Levinson proposed a
more sophisticated approach to understanding mugiegacy, later termed as cultural

literacy. Its first phase aims to acquire “factirdbrmation about music” which enables
people to “understand discourse which takes musngusicians as its subject” (Levinson
1990, p18). Its second phase engages in the fodrganre of music. Inseparable from
this idea is the social context for understandinghbject or discourse on art works. For

Levinson, “a background, a framework, a domain eflerence, a set of givens, is
presupposed in every act of comprehension” (1920).dn this respect, he argues that
acquiring contextual knowledge is vital for achmyithe ultimate goal of becoming a
“‘comprehending listener” (Levinson 1990, p19). Tieem ‘comprehending listener’

refers to individuals who have profound musical Wiealge and are capable of
distinguishing consonance and dissonance as wedbpeeciating different genres and
styles. As can be seen from Table 6.2, Levinsom@sspgective denies that musical

experience can be aesthetically meaningful if adistening does not exist.
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Table 6.2
Levinson’s perspective on “comprehending listener*

Presuppositions for a comprehending listener

A comprehending listener hears

the music as constructed on the basis of a fanséaof eight-note scales...as having certain implied

standards of consonance and dissonance

A comprehending listener hears
the music as a large-scale utterance with regabotto span of time and number of voices

A comprehending listener hears
the music as having certain distinctive featurasways of developing which that term denotes

A comprehending listener hears
the music as roughly in sonata form

A comprehending listener hears
the music as Brucknerian in character

A comprehending listener has

an experience of the connectedness of the mudierrshan merely one of discrete, momentary

sounds in succession

A comprehending listener has

A series of appropriate reactions and registeromgshe order of tension and release, or expectation

and fulfillment

A comprehending listener hears
The music progression with some awareness of tiferpgance means involved in generating
sounds being heard

he

A comprehending listener apprehends
in large measure the gestural and emotional copfehe music

A comprehending listener has
a sense of the wider resonances attaching to tvemment, rightly construed

Based on Jerrold Levinson (1990, pp17-18)

6.5.2 Why western music literacy?

The music education currently taught in Taiwaned®als can be traced back to the
seventeenth century. During 1624-1661, Taiwan weeuthe command of the Spanish

and the Dutch. They built churches and schools rfossionary work, and the

missionaries taught sacred music, mostly as suigiiopean churches. Later, the Dutch
were conquered by a Chinese General of the Mingstyn The development of western

music in Taiwan ceased the Tian Jing Article of @,86hich was a cease-fire negotiation

following the battle between China and the Unitadgdlom. Because of this, Eu

missionaries entered Taiwan and re-started theik Wwoough the cultivation of western

music in church services. During this period, tdeaation of art music focused

music used in the European liturgy. The dissenomatif western music can be viewed

one of the means of evangelism.
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The second stage of the distribution of westernienums Taiwan can be marked from
1895 to 1945, the Japanese colonial period. Thangéme transplanted their system of
western music, which followed the Minji Evolutioto, Taiwanese school education. Due
to their colonial policy of ‘civilising’ their coloial subjects, music education became one
element of the role of formal school education iscippline. The mainstream music in
Japan at the time — western music — was conseguentjht in Taiwanese schools (Li,
1990).

The following stage represented the terminatiodagfanese colonialism and the rule of
China. Music education in Taiwan basically copibd music education in Mainland
China. It was practised using the same music tektbohat emphasised western music
works and music theories. Among broad changes ih politics and society, including
the lift of martial law in 1987, there was a changemore localised music education in
the next stage. Since 1987, local culture has gidreceived more attention while an
increasing number of Taiwanese arts have beendadlin school textbooks (Lin 2002).
However, the notation, terms, and philosophy of image all western in style. To use a
horticultural metaphor, western music has taken irod aiwanese music education after
experiencing long stages of cultivations. The pnestage, since 2001, has engaged in
the reconstruction of local music consciousnesswé¥er, the content knowledge of
schoolbooks retains the tradition of western ctadsnusic as the main content (also see
Chapter 4). It could be stated that the presendestmcture of western music in the
Taiwanese school system provides the infrastrudiirecrafting contemporary music

education.

Within this socio-historical context developed ttiea of a learner-centred curriculum for
the Integrated Curriculum, which entails studeetgryday experiences and their social
values as part of their school education. Agaimstrun two other themes of influence on
the music curriculum. One is the traditional appfodo music education, which is
knowledge-centred and teacher-centred, and noteftaaround the everyday lived
experiences of the students. The other is raptlyirsg state of values and knowledge in

the present era of global media. Global media erwkielmingly building an increasingly
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crossbred world in which western cultural contemdi &alues are the common currency
and which are becoming an important part of livegegience in Taiwan. In general,
western music has become omnipresent in peoples/éay life in Taiwan, through the
media that help people perceive, locate and intengestern music. School education

systems are thus part of a larger presence of mestéture in Taiwan.

6.6 Discourses of absolute music and program musit texts

Within the climate of everyday aesthetics nowadalys, distinction between absolute
music and program music gradually associates \ilr representation rather than with
aesthetics. With respect to this, the terms — albsahusic and program music — are

explored to form a broader prism of the changasusical reception.

6.6.1 The discourse of absolute music in the conteof schoolbooks

This section consists in addressing the concepbsblute music in the texts. It is found
that the absence of discussion of absolute mussgtsein three series textbooks. Apart
from Han Lin, Nan Yi, and U Chen, Kang Xung joihe tearning of program music with
the traditionally paired conception of absolute musee Appendix 6). The silence
language of absolute music in the texts impliesnggginalised status in the production

of music knowledge.

The analysis of the text of ‘absolute music’ in igaXung employs the approach of types
of values (see Chapter 3.2.4.2) based on Fairclsutgscriptive methodology of CDA to
explore what is conceived as ‘absolute music’.Ha timension of experiential value,
regarding the opposite nature of absolute musiprogram music, the classification
scheme and semantic relation (focusing on antongme) adopted; also, the paired
conceptions leads to noting of grammatical featwesthe following points: agency

(predominant/vulnerable), utterance (active/pasgpositive/negative), and with/without
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nominalisations. In the dimension of relationaluel considering the social relations
enacted in the discourse of ‘absolute music’, thedes of statement (declarative,
imperative) and euphemistic expressions are emgloyethe dimension of expressive
value, features such as subjective value, ideddbgnterests, and claims of knowledge

are evidenced by modality forms.

Table 6.3
Types of values of texts
Experiential value Relational valug  Expressivaugal Connective valug
words Classification scheneEuphemistic Expressive value| Connectors

Semantic relation expression
(synonym, antonym)

contents | Predominant agency| Modes of Expressive Complex
Positive/negative statement modality sentences
Active/passive (declarative,
Nominalisations imperative)

Based on Faircloughtypes of valuefkom Language and Pow&gR001)

Notice is first given to the headlines ‘Resemblaand Difference’ and ‘Program music
and Absolute music’ (Ex.6.1). Since a nominalisatt@mpresses a sentence into nouns
or compound nouns, it is easy to catch the abs@fcagents in the imagery of
‘Resemblance and Difference’. The comment to tloisitpis that because this is the title
for the Part which dominates several units undeuihbrella, it has to prepare a wider
space for including the various possibilities. Shed light on the semantic relation of
the conceptions of program and absolute musis, nbteworthy that althoudbifference

is juxtaposed withResemblancego make a seesaw balance, while referencing the
sub-headline ‘Program music and Absolute musicisitonceived as a contraposition
and/or contradiction between agencies. In musieaninhology, program music and
absolute music are viewed as the antithesis to edlcbr. Therefore, the headline
‘Resemblance and Difference’ is one-side-weightddnder the umbrella of
‘Resemblance and difference’, the discussion ofEnm and absolute music shows that
the paired terms are accepted as a classificatbense to manifest the aspect of their

difference
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Ex.6.1 Kang Xung Y 8-2 -2 p54
Theme title: Resemblance and Difference
Unit title: Program music and Absolute music

Next, the expressive value is noted. In Example te verb ig) is in the simple present
tense form — a categorical commitment to the tafthhe proposition. Vice versa, the
negative simple present gives an equal commitneetite negated proposition. Then, the
howevergives the connective value to this text: it mavisious logical relationships
between sentences. The comment which follows thpsets is that although the

tangibility of music is through audio sense, thgraton of music can be visual.

Ex.6.2 Kang Xung Y 8-2 1I-2 p54
Musicis an audio art, whicks notvisually tangible, not like visual arts. However
can create imageries while listening to music. {fa§cs)

Moving onto the following texts on the same pagéhis unit, the terms program music
and absolute music are defined (Ex.6.3). Interghtirthe definition of absolute music is
silhouetted by first giving the meaning to programasic. One grammatical feature in this
text is the usage of negation. According to Faugly “negation obviously has
experiential value in that it is the basic way vesd of distinguishing what is not the case
in reality from what is the case” (2001, p104). Al®n the other handignals how the
turning of direction happens in two independentteseres which convey oppositional
ideas. This link not only involves reference whreffiers back to an earlier idea but also

gives experiential value through drawing classtf@maschemes.

Ex.6.3 Kang Xung Y 8-2 1I-2 p54

Simply describing objects by means of sounds athmh is generally so-calle
“program music”.On the other handthe abstract nature of musical elements
standing independently without identifying any altgeis the idea of so-called
“absolute music”. (my italics)

o

In the texts, between page 54 and page 61 thereexamples of famous works
respectively extracted from Beethoven’s Pastorahi@yny, Tchaikovsky's Symphonic

Fantasia, after Shakespeare’s ‘The Tempest, andt-Saéns’s ‘Le carnaval des
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animaux’ (The Carnival of the Animals). They atastrated in terms of their category of
program music. The commonality on the surface as they are all given a literary title.

However, the title cannot be used as a standardttuify the internal character of a work
of music. One example from these works is the Palgtolt does have a program-music
appearance because of the title, but its sonata-fehould also be recognised to
acknowledge its partial character as absolute mésicargued in the discussion of the
definition of program music (see 6.2.2), the Padeors more close to the category of
tone-painting which reserves room for pure musegiression. However, the absolute
exclusion of any existed objects stated in thenitednh (Ex.6.3) transfers the Pastoral

Symphony to be situated in program music.

The alternation between negation and confirmatiothis text (Ex.6.4) is notable. The
first three sentences consist in a ‘sandwich’ dgsargument — negation, confirmation,
negation — to manifest what is absolute music. mbeus between the two negation
sentences is the existed objects. A ‘sandwich’ ment clearly distinguishes what is and
what is not the case in reality. Crowned by thealftleclarative sentence which provides

an example, the discussion of absolute music sthit comes to an end.

Ex.6.4 Kang XungY 8-21I-2 p61
Absolute music does not depict any physically @xgstobjects but rather
manipulates notes and rhythm to activate listenargsically intellectual inner
activities. Composers who create absolute musiagagn a pure demonstration |of
musical form, genre or taste. Any existing figurésngs or objects are viewed gs
deviation from this mode of musical inspiration.€Tlitle of a work is usually
named according to its opus, scale, form, or imsémis; for instance, Piano
concerto no.1 in C major; String Quartet in d minor

To sum up, the transformation of absolute musiprtigram music can be viewed as a
denial to the aesthetic and philosophical esseoicabstract music. On the other hand, it
is noteworthy that Kang Xung addresses the ideabsfolute music by means of
discussing its opposite concept — program musids Tdpproach shows that the
acknowledgement of absolute music is inseparalden fthe recognition of program

music.
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The discourse of absolute music in the global cante

In a global context, music is becoming a mediumnetmemusic’s sublimely meaningful
role is reduced to serve individual meanings or fibrenation of the collective. The
modernist idea of absolute music as an artistienfoejecting an objective world is
replaced by the conception that music represergscal behaviour pattern (Eldridge,
2002; O’'Regan, 2001). The consequence of thisaistktie form of the arts is no longer an
artistic form but one participating in the constroi of society. Accordingly, form is not
immediately important if the meaning of works of/@usic is required prior to the form.
It seems to be the case that the procedural ldvAdorno’s mimesis is no longer the
fundamental condition for a work to be viewed ad’.'@he second level of mimesis,
involving the belief of non-identity, is also deradtto a minor function that art/music
might demonstrate. The innate power of art/musici¢ger critical reflection of societies
is neglect. Moreover, the arts are commonly emizbdie the visual arts. The above
discussion is addressed on the basis of the gfgimiomenon that storied music albums
in both classical and popular music domains with réquirement of meaning of music

production ceaselessly rises.

6.6.2 The discourse of program music in the contexif schoolbooks

The conception of ‘program music’ is approachedrt®ans of different ways in the four
series textbooks. Except for their different comstion, it is mostly concerned that
Beethoven’s symphonies with titles are identifiedpogram music. As argued in the
section of the definition of program music (see®).,2vorks with literary titles composed
in sonata form, but contain unequivocally imagesifieat a hybridity of musical genre.
A work of music in this group does not necessatdlyproject pictorial images, but it
creates rhetorical images — an art of making milgiparsuasive composition. In view of
this point, it is argued that all four series tedks addressing Beethoven’s symphonies
with titles are program music. The experiential ugalin this text is: works with

hybridised genre are acknowledged as program masitthis is a truth in reality. Being
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aware of this epistemological gap, Beethoven’s dynes with titles are chosen for

better understanding the discourse of program musithe context of textbooks. To

conduct the analysis, it is considered useful terahte the focus between the texts for
identifying meaningful relationships. In this respethe data are further re-grouped
according to the number of Beethoven's symphonyead of the classification of

textbooks (Table 6.4).

Table 6.4
Beethoven’s symphonies in textbooks
Symphony | Publisher Grade/unit | Model Title of Unit
No. 3 U Chen Y 8-11-3 Cellular ‘The world of Beethoven’ symphonies’
No. 5 Han Lin Y 8-11V-1 | Cellular ‘A glorification to life’
No. 6 Han Lin Y 7-111-3 Connected ‘Ode to Nature’

Kang Xung| Y 8-21I-2 Cellular ‘Absolute music and Program music’
U Chen Y7-11-1 Webbed | ‘The Call of the Wild’

No. 9 Han Lin Y 8-11V-1 | Cellular ‘A glorification to life’
Nan Yi Y 8-211I-2 | Webbed | ‘The grand setting’
U Chen Y 8-11-3 Cellular ‘The world of Beethoven’ symphes’

The works existing in single unit (symphonies Nar®l No.5) will be analysed as an
independent source, whereas the works employed Wypie units are explored on a
comparative basis. CDA as the analytic tool is &opin a consistent manner as the

analysis conducted in section 6.5.3.1 in this preskapter.

The analysis of Symphony No.3

The headline ‘Time and techniques in arts’ (Ex.GoBces emphasis on changes over
time. It suggests both prospective and retrospeatiews of arts. The experiential value
is not yet clear here. However, the sub-headlikcates the subject — Beethoven, and

his symphonies are particularly coded.

Ex.6.5 UChenY8-11-3 p28
Theme title: Time and techniques in arts
Unit title: The world of Beethoven’s symphonies
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In Example 6.6, the temporal indicators are givarch as the birth and death of Bach,
Handel, and Beethoven. Two other points are notéwoil he wig as a representation of
the times is pointed out to show the social chaing&urope since the f7and 18
centuries. In addition, Beethoven'’s era is captumdthe interrogative sentence. Then the
biography of Beethoven is followed. It is conceivkdt this text attempts to construct an
image of the past. Referencing the next text shawifexample 6.7, the discursive
description of Beethoven’'s background has its foonsthe social relation between
musicians and the aristocrats. The tension is linddrand further explains the meaning

of ‘struggle’ mentioned in the previous text.

Ex.6.6 UChenY8-11-3 p28

| suppose you all have seen the portraits of BaéB%-1750), Handel (1685-175
and Mozart (1756-1791). The commonality in theirtggots is their well-groome
wigs. ...this is whom we have known well — BeethovBtruggled to escape fro
the old time, doesn’t his appearance represerdging marked as being of his era

eI

Beethoven (1770-1827) was born in Bonn, Germany. ....

Ex.6.7 UChenY8-11-3 p29

He [Beethoven] made stable earnings by giving casand publishing his musjc
works. This way gave him the freedom to create mascording to his will and did
not have to blarney the aristocrats. When Beeth@radually became financially
independent, he had been freed from the finanmalrol of aristocrats or th
churches and ended up establishing a professitataksn society. F

Whirling around the topic of ‘time’, the followinggxt (Ex.6.8) returns to the changes of
music works with a comparison between Haydn andHdeen. The experiential value is
shown on the two comparative sentences. The watsdadantanddiverseare employed
to depict the development of music at Beethovanie.t They are positive. It is therefore
concluded that the changes along with time arepdedeas a benefit rather than a loss.
Obviously, the experiential value in this text eat®s new things; it is a prospective

expression.

Ex. 6.8 UChenY8-11-3 p29

We have introduced Haydn’s symphonies in the previessons. The content and
material used in symphonies in Beethoven's era Ha®memore abundant
Because the ways to create music becamee diversethan before, the human
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voice as one of the sources of sound was embraidar¢éhe genre of symphon
[my italics]

<

The introduction to Beethoven’s Third Symphonytisictured as a story (Ex.6.9a). The
storied appearance &howing aboutandknowing whyprovide interesting features to a
historical description. Its content about the baokgd of the Third Symphony provides
inter-textuality to this music work. The interteatucontext directs readers to associate
with a presupposed background of knowledge. Thecigad words in Example 6.9b
show the indicators of tension: the dominant areddbminated in the old period of social
structure as the social context to the birth ofusical story about the birth and death of a
hero. The belief of Utopia embedded with this textmade manifest through the
historical series. In a sense, Beethoven’s Thimh@yny is transformed into a work of
music with political discourses. The historical kground did inspire the composer to
create such a work which embodies particular hurestings in terms of personal
philosophy and judgement upon freedom and equaltwever, it is argued that the
Third Symphony is purely a musical work. The texBxample 6.9b is purporting to tell
people what has been known. The approach of lamggagtrols learners’ aesthetic
experience and frames the possibilities of listgnexperience in a manipulative
presupposition. Shedding light on the last sentémdexample 6.9b, it is an example of
the experiential value of identity. According todBleoven’s original manuscript, the final
title was “Sinfonia eroica, composta per festeggiasovvenire d'un grand'uomo (Heroic
symphony, composed to celebrate the memory of atgman)”. In the text, it is
transformed to “people called it ‘Eroica’ symphor(lJ Chen, 2005, Y 8-1 I-3, p30). The
historical series of ‘namings’ of this work result the shortened name as ‘Heroic
symphony’ cutting out the subordinate clause oftBaen’s original expression. It is
clear that the subordinate part gives an explandbadefine what the designator means
by the name. The alternation of subject from Beethoto the collective gives a
consonant imagery that people agree with Beethgvddtopian philosophy. The
expressive value is shown through this grammatiegice: it gives Beethoven’s Third

Symphony social identities on the basis of the joley proposition.
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Ex.6.9a UChenY 8-11-3 p29
the third Symphony has a special background stolyison with Napoleon!

Ex.6.9b UChenY8-11-3 p30

Though Beethoven grew up in hardship, he foughshit up from hissocial
stratumin an age where the king and the aristocrats fdrtine dominant group af
people He longed to live in a world in which people &@n free and equalwith
no distinction between the aristocrats and thenargi people. It is a world which
embodies the ideal thall human beings are fraternalin this respect, whep
Napoleon, who was one year older than Beethovetiyrateed the power of the
royalty and revolutionised the aristocracy and eygovoked other European
countries’ revolution, Beethoven deemed him as @ lad dedicated the third
symphony to him. However, Napoleon made himselfeiimperor later. This greatly
disappointed Beethoven and he scratched out tleeatitd dedicated it to ‘the true
hero’. From then, people called it ‘Eroica’ sympkiofmy italics)

The analysis of Symphony No.5

Synthesising the beginning and closing texts, tigene “Ode to Life” is made manifest
through Beethoven’s life story. The comments gieerthe end of this unit (Ex. 6.11)
show what attitude to life is praised. In this nefat is believed that all the knowledge

materials employed under the theme are overlaid this experiential value.

Ex. 6.10 HanLinY8-11V-1 p128
Y8-1 IV-1

Theme title: Ode to Life

Unit title: Hear the Applause

Ex. 6.11 HanlinY8-1IV-1 p133
Beethoven'’s life journey

Although Beethoven experienced an emtionally haidi @enpleasant life, he did npt
accept this as his fate. He never gave up compasidgeventually made everyope
hear his ode to life. He lived out an ideal of Wgth tremendous passion that|is
valuable for all of us to learn.
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The first paragraph in the body texts starts fropagicular year in Beethoven'’s life. It
was a dark year when Beethoven suffered serious dbshearing. The narrative is
designed to connect the various important eventsisdife. In the following examples
(Ex. 6.12a, 6.12.b, 6.12c), ‘Heiligenstadt’ is chosas the key word to structure the
textual relationships. The Heiligenstadt Testamentten by Beethoven during this
ordeal is accordingly introduced to learners (EX.28). The expression in this text is
obviously gloomy. Italicised words in Example 6.1#dow point out unpleasant feelings,
unwelcome encounters, and even threatening depnsssexample 6.12b gives more
information on the Heiligenstadt Testament. Itosaeived that the juxtaposition of these
two texts make the turning point in Beethoven’s lilecome more vivid in readers’ mind.
It concludes as providing a life education that titnemph of the choice to be a winner
rather than a loser in life eventually fuelled Bemten’s creations (Ex. 6.12d). Not until

the second half of this text, in music introducedre meaning in Beethoven'’s life.

My comment on these texts discussed above focusetheo presentation dénowing

about The background of temporal, spatial and logieationships of Beethoven’s
biographical series is clear. However, it is sup&if in terms of the omission of the
notion and discussion of ‘inner voice’. When Bee#to composed his final symphony,
he had lost his hearing. He relied on his integsgdability of absolute pitch to arrange
the sounds in his mind. The background story to Riith Symphony was only the
beginning of Beethoven’s eventual loss. The devalap of ‘inner voice’ plays a crucial
role in his later composition (Ex.6.12e). In vieWtlis, it is argued that the construction
of knowledge limits itself to stay in the levelkafiowing aboutind shows little attempt to

link learners’ ears intellectually witknowing within

Ex. 6.12a Han LinY8-11V-1 pl128
In 1788, while Beethoven was ready to start his icmwsareer in Vienna,
unfortunately he suffeeed a loss of hearing at the same time. dbgradationof
hearing, for a musician, was a draspanishmentto his music career. It |
understandable how depressed aongelessBeethoven felt. During the following
years, medical treatmefdiled to bring any good news to him. In October 1802,
the his thirties, he wrote down the Heiligenstaestément:

...when people around me hear the sounds of pipes hear nothing.

Or when they hear the beautiful singing of the &leegs, | am totally

%)
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unaware of what is happening. For me, it is a chughiliation ...the
brutal reality drives me to the rim diesperation Only a little bit more
of pain, I am likely toterminatemy life. Only can arts save me staying
away from that deadly path. | cannot, | cannot ¢éethe world before |
finish my work. .... [my italics]

Ex. 6.12b HanLinY8-1IV-1 p128
Key Term: Heiligenstadt Testament

Beethoven’s hearing iliness could not be cured lszaf the limitation of medical
science at the time. In the summer of 1802, Beathdook the doctor’'s advide

fleeing away from his workload in Vienna and halladdiday in Heiligenstadt wit

the hope that his impaired hearing could be reaaeHowever, he was
disappointed. Severely depressed, he wrote downtdstament, the so-called

Heiligenstadt Testament. Though eventually he didtake any action to termin
his life, the internal conflicts and struggle camfting his destiny had been frank
disclosed.

Ex. 6.12c HanLinY8-11V-1 p128
lllustration: a picture of the town Heiligenstadt

Caption: Beethoven accepted his doctor's advice@ming his illness and went to

Heiligenstadt for a holiday.

Ex. 6.12d HanLinY8-11V-1 p128

This testament marked the turning point in Beeth&séfe. He eventually faced h
destiny with optimistic attitude. He did not comrsiticide but threw himself int
music composition with great passion. Music becdhneeintermediary for him t
communicate with people. Experiencing the incredibhnsformation, Beethoven
skills and styles had broken down the boundaries. ndt only delimited th¢
techniques of composition at the time but also bi@hted many masterpieces
music history.

Ex. 6.12e HanLinY8-11V-1 pl29
The following master pieces were all composed &f&92: Piano Concerto, No.

op.73 ‘Emperor’; Symphony No.3, op.55, ‘Eroica’; ijyhony No.5, op.67
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Symphony No.6, 0p.68, ‘Pastorale’; and Symphony9Nop.125, ‘Choral’.

The next notice is given to two columns which agsigned to deliver extra knowledge to

the main idea: one is the Extended Learning (EX3#&), the other is the Key Term (Ex.

6.13b). They are what Reimer catisowing aboutind Elliott'sknowing thatin a word,

formal knowledge. Their relations to the main badyexts in this unit are based

on the

genre of symphony in the Classical School. It i,=n@rthy that the actual size of these

two columns is only one third of a page (insertgea It is not an easy attempt to
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a complicated musical genre through a few linesavdidably, it only provides general
and superficial knowledge. Although there is naghwrong in giving basic ideas, the
dense terminologies (as italicised) in the textsl #me oblivion of actual examples
eventually fail to engage learners’ comprehendiois. therefore contended that music is
a hearing art. Every possible avenue of knowledgi,and talent should ultimately link

to ears.

Ex. 6.13a HanLinY8-11V-1 p129

Extended Learning: The structure of classical syongh

There are three or four movements in the classgaiphony. If there are foy
movements, the genre of each movement could be:

The ' movement: Sonata form, sometimes with an intrddndh adagio tempo.
The 2¢ movement: slow tempo, usually ABA trio formor variation form.

The 3% movementScherzoor Minuet

The 4" movement: Allegro or Presto.

For the three-movement setting, it does not haeeniovement in the genre pf
Scherzo/ Minuet.

=

Ex. 6.13b HanLinY8-11V-1 p129
Key Term: Sonata form

The sonata form is usually used in sonatncertoor the first movement of a
symphony. The three sections in order Exposition DevelopmenandRecurrence
Exposition, as implied by the name, presents thia themes. The two main themes
are usually designed with opposite characteristitgshe section of Developmen
the themes argransformedandtransposedFollowing the second part, then the key
will go back to the openingey as the sign of the beginning of the section of
recurrence. In the final section, the two oppodimgmes are presented again and
end up at the original (opening) key.

—

Next, move to the music appreciation of the FiffimPhony. It is noted that from page
130 to page 133 there are extracted music exanfptesach chapter. The texts and
examples are coupled as a guide for learners. Hemyvedhis demonstrates that the
verbalised music experience is presupposed. Tdkmgecond movement as an example
(Ex. 6.14a), it is conceived that the adjectiveerapt to capture the abstract nuance of
this movement but end up making a subjective aresypposed outcome. The first

sentence indicates the previous movement is tunbwded the present movement is
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tender. | would argue that language might be heélffudescribe feelings. However,
aesthetic experience can vary from person to perSwst-hand aesthetic experiences
therefore are crucial to support an intellectuarobon. The way shown in this text is a
common way employed by music introductory bookss ktontroversial if it is not used
critically. Also, notice is given to the embeddeahres of instruments in this text. They
are used as indicators to pilot the audience’sntste towards particular sounds and
consequently recognise the significant melodiese Bifficacy of this approach is
guestionable if learners are unable to distingulsh nuance of sound of individual
instruments. It seems the case that the effortdestription of music equate to direct
experience of music by the ears. Moreover, thenlegrof music form is not a matching
game to identify the features or techniques whiohsicst in a form but an aesthetic
understanding of the ‘music dialect’ embodied tigtouhe structure of sounds. In this
respect, Example 6.14b degrades the form of msanaaggregate of composing skills.
As discussed in Chapter 2 (see 2.3.1 ‘regressiofistdning’ and 2.3.2 ‘structural
listening’), it is the way we approach this thaguks in the incapability to participate in a

higher aesthetic appreciation.

Ex. 6.14a HanLinY8-11V-1 pl31

The 29 movement: A Flat major, 3/8, Moderato

The turbulencein the first movement receives a temponaglef in this movement
It turns to the A flat key in variation form. Thé&riags are responsible for thseft
and melodic beginning melody.

Following, the violas and cellos commence the fietiation withamplerharmonic
texture and mor#attenedmelody because of the different rhythmic pattern.

In the second variation, the theme is allocatedidtas andcellosand presented i
sixteenth notes, as a fast tempo.

=)

The third variation has similar melody to the seteoariation, but the primary role
for playing the main melody is allocatedviolins. [my italics]

Ex. 6.14b HanLinY8-11V-1 pl33

Do you remember we have learned the form of ‘thame variation’ in the unit o
‘hand in hand’? The second movement of the ‘Fayenghony is an example of
variation form. Ask yourself, what are the charastes of variation? Let’s revie
it!
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The analysis of Symphony No.6

Based on the dimensions of the discussion of theéhSbymphony, the texts are
categorised into two groups: one engages in thmitdeh of program music, the other

provides knowledge of the ‘Pastoral’ Symphony.

First, two textbooks define the term ‘program muékx. 6.15a and 6.15b). The failure
to address this term in the other two textbooksyjzothesised as a result of the selection
of theme/topic. In Han Lin, the conception of prergrmusic is introduced in terms of the
topic ‘nature’. Because of the pictorial orientatiof program music, it easily correlates
the natural scene with pictures in sounds. On tteerohand, Kang Xung directly
discusses this term because of its topic titleddPam music and absolute music’. In
view of this point, it suggests that the themef#opan influence the selection and
interpretation of knowledge to a great extent. Nbytjuxtaposing the two examples it is
found that both of them emphasise the feature séri@ion in program music. Also, the
external relations to physical objects are captufée relational value in the definitions
legalises the correlation of musical symbols witheo symbols. The conceptual nexus

therefore tells how music marries with literatunel aisual arts.

Ex. 6.15a HanlLinY 7-111-3 p52
Program Music: it isdescriptive applying music to tell a story. Some program
music binds itself with a given literary text tovoke listeners’ imagination.

Ex. 6.15b Kang Xung Y 8-211-2 p54
Simply describingobjects by means of sounds and rhythm is genesaltgalled
“program music”.

The second group of data are drawn from three ¢e@kih The only absence seen in Nan
Yi is because it does not select this work as misvkedge material. Nan Yi, however,
places great emphasis on the Ninth Symphony. | rgilirn to this work in the next
section. The following analysis is developed byufsing on the similarities and

differences among the texts. Fist of all, Han Liefigdes its discussion within the
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dimension of this work; Kang Xung and U Chen assecwith other works of program
music. Kang Xung picks the image of ‘birds’ andofrst’ to web the segments in
different works. Consequently, the text presents pairs of examples: the last few bars
of the fourth movement in the ‘Pastoral’ Symphonywhich three woodwinds mimic
three different types of birds, and the ‘Aviary’ iBaint-Saéns’s ‘Le carnaval des
animaux’ (The Carnival of the Animals); the phraséshunder of the third movement in
the ‘Pastoral’ Symphony and the opening melodied ¢haikovsky’'s the Symphonic
Fantasia, after Shakespeare’s ‘The Tempest'. Istiegly, U Chen gives an empty bag:
the work is mentioned, however, not being furthescassed with listening examples.
Shedding light on Han Lin, it firstly gives this vkoa temporal indicator (the year of
1808) and second provides a brief background wadtial indicator (a rural township of
Vienna). Then, the third, fourth, and fifth sentes@ttribute to Beethoven’s achievement
in this masterpiece. Taking these three sentensea anity, its expressive value is
positive. Beethoven did not follow the traditiorgénre of classical symphony which
consists in four movements. This is conceived aswlution’; the image comes from
the word selection ‘break’ and the descriptionhie third sentence “without stopping”.
Both are anti-conventional. However, it is praitetause it “amplifies the capacities of
[symphony] music” and also announces “the beginmhthe Romantic School”. In this
sense, the ‘Pastoral’ Symphony is thus importard aignificant in western music
heritage. The comment to this point is that theidéinnovation is greatly heightened.
However, aesthetically, this work is valuable net&use of what it did but because of
what it is. | would argue that this text producedliacourse which can be further

manipulated to make a cultural, political, and ewrait turn.

Ex. 6.16a HanlLinY 7-111-3 p52
The ‘Pastoral’ symphony was finished in the summid808. It was composed
when Beethoven took a vacation in a rural townsbfipVienna because of h|s
gradually deteriorated hearing. In this symphongetBovenbroke the traditiona
frameworkaccounting for four movements. Instead, he devibesl movements
From the third to the fifth movements are boundetbgr without stopping while i
performance. In this way, iamplifies the capacities of [symphony] musio.
addition, Beethoven wrote pieces of words accongghnwith each movement.
Regarding this, it is viewed ‘program music’. Thverk is generally viewed as an
announcement dhe beginning of the Romantic Schdoly italics]

=

191



Ex. 6.16b Kang Xung Y 8-211-2 pp58-60
Beethoven’'s Pastoral Symphonylchaikovsky’s Symphonic Fantasia after
Shakespeare ‘The Tempest’, and Camille Saint-Saébs’carnaval des animaux’

(The Carnival of the Animals) are discussed.

Ex. 6.16c UChenY 7-11-3 pll
Like us, Beethoven (1770-1827) and Schubert (17271 had frequently
immersed themselves in nature. They listened to dbends in Nature and
appreciated the beauty of Nature. Beethoven hal tto embed paradise-like
feelings into his work — “Pastoral” symphony. Ndet's sing this song written by
Schubert, the ‘King of Lieder’. This song was basedSchubert’s experience while
he was watching a trout in a brooklet.

The analysis of Symphony No.9

The three textbooks approach the Ninth Symphonynbgns of diverse ways. Han Lin
provides an anecdote. It is an expressive stowhich Beethoven gave his last gift to the
world. Nan Yi and U Chen both emphasise the unfgature of this work: a combination
of orchestra and chorus. However, their experienddues differ. Nan Yi comments
through its lens of ‘massive production’, consedlyeit notes the final production on
stage as a magnificent scene. On the other han@Ghé&h views the unconventional
method as a breakthrough. The significant featofethis Symphony are discussed in
both Nan Yi and U Chen. However, Nan Yi gives mdegailed information about the
vocal part (Ex. 6.17b). On this point, Han Lin $aib employ the equivalent knowledge
about the innovative genre. My comment to the aokecd that it is more sensational
than intellectual. Nan Yi and U Chen also discumss music itself with examples. It is
noteworthy that Nan Yi treats the four movementsaasinity with respect to the
oppositional nature between the first three thearas the final theme. As a result, it
explains how the final theme is introduced at tegibning of the fourth movement. On
the other hand, U Chen directly pinpoints the cknod the final movement — ‘Ode to
Joy'. It is argued that the meaning of any indiabtheme in this four-movement
symphony is projected by the other three themas.donceived that Utopia cannot exist

on either of perseverance, passion or love. Ibgite to develop a dialect of non-identity:
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to distinguish what isotthe case in reality to identify whatthe case. Although U Chen
vividly introduces learners through the descriptimicellos to the final movement, it
misses the reflective value which can only be olgt@ithrough juxtaposition of all four
themes. The comment to this argument as a findirtgat fragmentation of knowledge
eventually leads to biased experience and comffidiscourses.

Ex. 6.17a HanLinY8-11V-1 p133

The composition of the Ninth Symphony ‘Choral’ wiasshed in 1824. During th
composition, Beethoven’'s hearing had degraded & worst condition — th
profoundly deaf. Because of his deteriorated healtid fluctuating economi
situation, Beethoven suffered. Music was the omgsolation in his last days.
1824, Beethoven presented in person on the delthisofvork. When the music was
finished, he was unable to sense the rapturousaagpluntil one femalsinger
turned him to face the audience. He thankfully beith tears in his eyes. He even
could not hold himself for a long time. [my italjcs

S5O (O

Ex. 6.17b NanYi Y8-2Ill-2 pp68-69

The fourth movement of this well-structured wadkrelates orchestra with choru
Only of awesome was the scene that hundreds ofcransi cooperate tproduce
the magnificent scehe

The original idea and authentic spirit of the po#bdde to Joy”, a masterwork of
German poet Schiller (1759-1805), were embeddeal iiné vocal part as lyrig
(picture 4). Webbed with dynamic rhythm and brili@rchestra texturé¢he quartet
singers and the mixed choraesoperate to interpret Beethoven’s philosophy —|the
‘power of joy'. It also delivers the message thva¢ ‘are all fraternal?’

[

7]

[the text below embeds with music examples]
1. the melody with the connotation of ‘Negative’
2. the theme of “Ode to joy”

In the beginning of this movement, the orchestrstlfi exhibits the three themes —
perseverance, passion and love which have app&ardée previous movements.
Then, a negation interrupts them: cellos dynamjcatlund the fourth theme by
staccato; it negates those statements. [my italics]

Ex. 6.17c UChenY 8-11-3 p32
He [Beethoven] had composed a significant work whiombines human voice,
including solo, duet and chorus, with orchestiidat was both a historical and a
technical breakthroughn music. Being profoundly hearing-impaired, Bemtin
relied on the remaining memory and cognition, itr&xe silence, he composed by
embedding Schiller's poem ‘Ode to Joy’ into his mus

Let's take a look at the two main themes in thetfommovement: one is consisted|of
five notes which represent the simple singing obgbe, the other uses brass|to
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represent the sounds from heaven. The two them@ssdogether to achieve the
sublimation of the unity of human and nature arelitteal of genuine fraternity. |
all Beethoven’s symphonies, ‘Ode to Joy’ in thetimisymphony is the most famous
and popular music. Now, let’s use the two themesrtg ‘Ode to Joy’! [my italics]

=]

Notably, Han Lin proposes to note the topic ofwweld cultural heritage. There are two
texts which address the Ninth as significant mudegacy. One is written in the body
paragraph (Ex. 6.18a), the other is given as anfietto the body paragraph (Ex. 6.18b).
The experiential value to this point is that UNESE€@entification forms a powerful
discourse to support the appreciation of the NimMbreover, the Ninth is enshrined as a
notable symbol of peace by UNESCO. The historigainé of a concert of the Ninth to
memorise the fall of the Berlin Wall can be viewasla case of the discursive practice of
this discourse. The contemporary socio-politicaitest transforms the original meaning
of the Ninth. The game to create limitless meanggart of a postmodern practice of
existence. Regarding this, without the authenti¢ fgenerated from listening experience
upon the original work) as intertextuality, it isncerned we will have no ways to rectify

the proliferation of meaning and end up losinglégacy eventually.

Ex. 6.18a Han Lin Y8-11V-1 p133
...the ‘Choral’ symphony is one dhe most popular masterpiecéy Beethoven.
The ‘Choral’ symphony has been selected ont@fmusical representations of the
world cultural heritageby the UNESCO in 2003. This honour glorifies |its
representative statusnd affirms its importance. [my italics]

Ex. 6.18b HanLinY8-11V-1 pl133
World Cultural Heritage

Heritage is our legacy from the past, what we lith today, and what we pass pn
to future generations. The Ninth Symphony of Ludwég Beethoven is one of the
best known compositions world-wide. It has been inated as the documentary
heritage of UNESCO concerning Germany and recomseteradr inclusion in th
Memory of the World International Register. Thetlawvement “Ode to Joy” has
becomea symbol of peacbketween all nations and the peoples in the wdnhy.
italics]

Ex. 6.19 HanLinY8-1IV-1 p135

In 1990, conductor Leonard Bernstein led musicitom all over the world tg
perform this workpraying for world peacen the site of the fall of the Berlin Wa
[my italics]
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The discourse of program music in the global cantex

The term ‘program music’ is becoming used in thabgl context of the music industry.
The traditional usage of this term has changedeterrto a common construction of
popular music, such as music genres of new age, t@zhno music and various types of
contemporary commercial music. This kind of appiaa is not limited to songs or
music for drama but also includes instrumental gged’he consequence of this is that
many instrumental productions are devoted to somegrammatic idea. This
phenomenon is not merely a result of the marketingoromoting specific genres of
music. It should be understood as of the declineeobgnizing absolute music and a

swing to program music.

The ideas crafted by program music are symboliggdcértain purposes. In Susan
McClary’s perspective (McClary 1991), music is nevausically meaningful but
socio-politically useful. In this sense, the aeBStseof absolute music are completely
replaced by the powerful discourse of program mudere the appreciation of music
shifts focus to understanding ‘meaning’. The preceminly relies on verbal mediators
rather than audio referents. Consequently, actstening is not necessary because the
main channel for musical comprehension relies atesyatic and historical discourses.
The alternative perspective is that it is rarelysgble to create an effective
communication through music without active listeniin general, the musical message
in the global context is increasingly illustratedittwvisuals or literatures. To the extent
this becomes a legitimate way to deal with musig, itadoes with respect to a
postmodernist viewpoint, then it legitimates thewwridable distractions from the, aural

core of music that will flow from it.

6.6.3 Metamorphosis of absolute music: a case of&boven’s Ninth Symphony

A point that may not seem immediately apparenhé& the approaches taken to guide

students to understand western music are affectetiediated, by the global media and
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are manipulated to heighten and rearticulate thbeaticity of the original music. The
extra associations form a kaleidoscope of issues\nwdities and discourses that are
presented in schoolbooks to construct a newly fdrraethenticity to western music
culture. Accordingly, music is used to express angnce of the human condition. There
are three consequences of this: visualised absolutgc, functionalist absolute music

and socialised absolute music.

Visualised absolute music

Classical music adapted for use in works of popauldture is technically visualised

through global media. Taking the Ninth Symphonwasxample, a portion of the choral
finale was used in the filfdead Poets Societ{1989) during the scene on the lawn. It
also appears in he TV serigbe Simpson’'episode ‘Bart Has Two Mommies’, when
Rod and Tod Flanders discover the joys of the sge-dnseparable from these
applications is the sense that the Ninth can berdesd from its classical meaning. Many
other applications in such a similar way voice atpwdern perspective that the value of
a masterpiece rests on its lived meaning whiclivengby people who are experiencing it
rather than those who constructed previous nagsitivhe trend to visualise ‘classical
music could be conceived as an action to fully emérthe meaning of the moment’ by
marrying the audio and the video to form a new whdlhis approach overturns the
traditional conception of absolute music and aé¢sthe and further establishes a

postmodern conception in which the audio signifrefgresent visual meanings.

Functionalist absolute music

Another explanation of this trend is the replacendrthe classical aesthetics of music
by a more functional trend. If aesthetics defines value of music as a metaphysical
achievement, then functionally speaking, to invakeense of the sublime is believed to
be its ultimate role. On the other hand, a reddted aesthetics promotes the functional
role as the criterion for evaluating the arts. Fiomalist aesthetics has become popular in

the reproduction of classical music. Examples easden in diverse media. For instance,
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the fourth movement of the Ninth Symphony, the ‘@iiois the opening theme of the
U.S. game showvVin Ben Stein’s Moneyf V-Series 1997-2002). In the field of popular
music,Ode to Joyfrom the final movement is sung in the Beatlesfdelp! A portion of
the fourth movement is used in the opening of tregsWill you be there’ by Michael
Jackson. In this era of mobile phones, people amblarded by ersatz versions of ‘Ode
to Joy’ and other melodies of classical music frdmir voicemails. Lastly, taking
computers as an example, the second movement dfitile has been used by Microsoft
in its Windows XP operating system.

The use of the Ninth as a symbol with diverse megsiin diverse contexts and for
diverse purposes dilutes its aesthetic value. lldvaugue that if the components are
extracted from the matrix work, they could no lonpe identified as the same. It could
be stated that the iconic works of classical musich as the Ninth, have drowned in a
wave of functionalist uses. In this view it is asa@oncern that the prevalence of using
works of absolute music for diverse purposes furtlenatures the aesthetics of absolute
music. Following from this, it is important to reguse what the original works of
absolute music were like. This should thereforathdressed by music education, which
in turn should include aesthetic education.

Socialised absolute music: Beethoven’s Ninth asdaousic heritage

The interaction of musical meaning with societiaa be seen in the fact of works of art
becoming more socialised symbols. With respecth® docial aspect of perception of
music, it is worth noting the recent trend of masitaste in returning to Beethoven'’s
Symphony no.9This work has enjoyed great popularity in bothssical and popular

fields. Moreover, it becomes a symbol used on divenccasions. Historically, the
symbolisation of the Ninth Symphony has been engdogs a musical incarnation of
establishing a new world order. As mentioned, tbharth movement of the Ninth

Symphony features an elaborate choral setting bifll&cs Ode An die Freud¢Ode to

joy), an optimistic hymn championing the brothertt@d humanity. More generallDde
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to Joyhas become associated with epochal occasionsienerits premiere. Notably, the
National Socialist German Workers Party (NSDAP)hestra played th©de to Joyat
the Olympic Games in Berlin in 1936. It has resadhgberiodically at the Olympic
Games ever since. In this manner, Schiller’s liwese employed as a proclamation to
manifest the aegis of the five-ringed Olympic flathe latest example in sporting
occasions was the 200&orld Cup of the Fédération Internationale de Falbtb
Association (FIFA): the famous melody from the fbumovement (Freude, schoner
Gotterfunken.”) was played to cheer on the players, and haatlde background of the
televised games of the 2006 FIFA World Cup.

In political fields, the Council of Europe adoptBeéethoven'sOde to Joytheme as its
own anthem in 1972. Later, in 1985de to Joywas officially adopted as the anthem of
the European Union (EU). According to the EU, ihi intended to replace the national
anthems of the Member States but rather to celelnat values they all share and their
unity in diversity. The common reception of SchikeOde to Joyis consistent with his
idealistic vision of the human race becoming brrgha vision that Beethoven shared and
supported. In this sense, it is reasonable to siggat this anthem expresses the ideals
of freedom, peace and solidarity for which Eurofamds. In 1989, a performance led by
Leonard Bernstein to celebrate the end of the B&¥all climaxed withOde to Joywith

the chorus’ word “Joy” Kreudg changed to “Freedom’F(eiheif). In the same year,
beyond the European continent, the final movemerg played through loudspeakers in
Tiananmen Square to uphold spirits. In 2006, acwdi conductor Barenboim's
West-Eastern Divan Orchestra, made up of youngciaumns from countries such as Israel,
Lebanon, Syria, played Beethoven’s Niwrihd dedicated it to the victims of the conflict
between Israel and the militant group Hezbollalcatl for peace in the Middle East.
According to the news report of ‘Barenboim's yoatkhestra urges peace with Madrid
concert’ by the Canadian Broadcasting CorporatioB(), thousands of people gathered
in Madrid's Plaza Mayor for the event, dubkiddsic Against Violenc€2006). These
phenomena represent a dialectical relation betwhkenworld and the musical work
which is constructed through language embedded avittomentum from socio-political
fields.
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Beethoven’sSymphony No. 8as also been listed in UNESCQv&emory of the World
Register This project, launched in 1992, calls for a wailde preservation of valuable
archival holdings and for library collections enegr their wide dissemination. The
documentary heritage listed in the Memory of ther/&egister has been identified by
the International Advisory Committee in its bi-amhuneetings and further endorsed by
the Director-General of UNESCO (Memory of the WaAtbgramme, UNESCO, 2006).
Beethoven’s Ninth can be found within the Stateypbased category which is organised
in the alphabetic order of States:

The ninth Symphony of Ludwig van Beethoven (177@7)8s one of the best

known compositions worldwide. It has one of the tmampressive and

tremendous conceptions of Beethoven's works. ftsence on the history of

music was decisive and intense in the 19th and @kuries and not restricted

to the genre of symphonies only. In the last movameuman voice has been

included for the first time in a symphony. This ‘©tb Joy” An die Freudg

which sets a poem of Friedrich von Schiller to mukias become as a symbol

of peace between all nations and peoples of thedwdNESCO 2006).
As this quote attests, the Ninth is viewed as @&shiine in western classical music history,
but not restricted to western nations. It is peregias an expression of harmony and a
symbol of ‘peace’. More poignantly, as Cook notiésgemonstrates as a symbol of
western democracy (1993, p95). The constructioBywshphony No. 9 as a masterpiece
has a noted history that can be traced back tenttldle of the nineteenth century (Cook
1993, p94; Dennis 2000, p301). According to Burnh@®05), Beethoven has become
the “canonic composer” and both his music and hiinfseve stood as representations or
symbols. Burnham explains how the trajectory of ¢hiical reception of Beethoven'’s
music culturally constructed his image as a Romgamtéro around his death in 1827; as
redeemer around his hundredth birthday in 1870aagiver and bearer of Classical
values around the centenary of his death; andlag-aluforce and cultural product on the
occasion of his bicentennial birthday in 1970 (Buam 1995, pp272-291). In other
words, Beethoven’s music is redefined as a diseouasher than a work of sounds.
Culturally, his music is viewed as world heritagel &ven endorsed by the cross-national
institution, UNESCO. Politically, his music is usem parallel the unprecedented social

upheaval in the twentieth century.

199



In summary, the symbolisation of Beethove®isnphony No. Bas been defined through
a proliferation of such representations. In diveapelications, in particular film music,

television programs, and popular music producttbis use embodies the decentring of
the original signification and the social signitica of the original music. Moreover, the
authenticity engages in a re-centring action that de-centred in the form of cultural
commodities or ideological discourses centripetalgborates with the construction of

knowledge in the Integrated Curriculum.

6.7 Active listening

Active listening is considered the best, even thig,avay to access the meaning of music.
Active listening aims to find meaning through thstdning experience rather than to
accept or establish meaning through non-musicahmda addition, it is also an act of
creation because “no experience except one of ichaoéaningless sounds could occur
without acts of individual imagination to create anang out of what is being heard”
(Reimer 2003, p117). The key issues are twofoldity\isten?’ and ‘what to listen?’.

6.7.1 Why listen?

It might be true that the value of music is avd#abnly on a limited basis. Alternative
means are therefore introduced and commonly aatépteorrect this situation. One of
the phenomena observed is that,

..most people...satisfy themselves with nonmusicattrens to music: that

is, with reactions to the referents in music — sh@ies, images, ideas, and
so forth they imagine to be in the music or to vehibe music suggests it
might refer, such as “program music” does (Reint€¥3 p42).

However, music is arguably an art of sounds. THg way to know music is by means
of listening. The nature of music can be conceigedan art of ‘Space in Time'. The
scenario is that musical elements construct an imaag space in which music
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accumulates or exists in time. The formulationm&gery involves imagination, which

acts as a catalyst. Time is invested in the in¢amnaf the music, to cumulate musical
elements until they finally project the imagery. dach a process, listening is vital to
build up a ‘space in time’. On the other hand, ‘€im Space’ is also a common practice
in listening. In the concept of ‘Time in Space’'p&e’ refers to a state of ‘stillness’ — an
image that everything is immobile. This image aif®m an understanding that once
music has been formulated, as an object has easedistence, the flowing of music

stops and simultaneously ‘congeals’. Concomitardlycutting edge and a sliced-off
lifeless segment are left. Hardly can the incongplhatisic represent the matrix regarding
its status as being a dead jigsaw. Extracted exasrfpbzen in ‘space’ result in a quoted
listening experience — a failure, that music hagt Its power to uphold its capacity of

communication with freedom.

With respect to these issues, listening must beegtinvolved in the solution. Reimer
proposes an alternative viewpoint, namely that

[L]istening is an act of co-construction of musicakaning. Every act of
listening requires the operation of musical ingghce — the discrimination
and interrelation of sounds imaginatively, sensifly and skillfully,
paralleling, in the act of receiving, the acts ehgrating accomplished by
composers, performers, and improvisers (Reimer 200235).

The conception ‘to understand through listeningthiss a proactive engagement which
enhances the quality of audio comprehension. Howewtive listening needs a prepared
inner environment where the understanding min@asly for a meaningful conception of

what the music speaks.

6.7.2 What to listen?

The central concern of this section is to identfyd explain the audio components in
musical perception. There are three points of fotus subject of music, the form, and

the musical phrasing.
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6.7.2.1 Focusing on music itself

As Nadia Boulanger, a proclaimed musician in thdyetventieth century, says, “the
greatest objective is when the composer disappt#aperformer disappears, and there
remains only the work” (Kendall, 1977; cited in Rer, 2003, p40). This view
appreciates the work more highly than the composgrerformer. Since every work is
created as an independent object, extramusicakiaism may not contribute to an
understanding of music itself, though it might imfothe audience with extra information
related to other issues. However, music is a dgataéated work and can hardly avoid
the discussion of ‘people’, either the musicersther audiences. However, this means
neither to follow what the audiences are told $teln to, nor to enact the audiences’ own
decisions or preferences. Rather, ‘what to listera@ question calling for curiosity and to
ask ‘what the work tells us to listen to‘. The Keg in its form.

6.7.2.2 Form as the heart and soul in listening

As Reimer indicates,

Musical form — sounds organized to be musically mmegful within a cultural

context —is the basis for the characteristic exguee music provides, “giving

body to” (incarnating) feeling through sounds imted to do precisely that”

(Reimer 2003, p47).
The concept of form, taken for granted in the Kamtnotion, has a different meaning in
contemporary discourses of aesthetics. Amongsettissussions, Scherzinger calls for a
return of the aesthetics from the point of musioainalism (2004). Although he launches
his critique in the context of the social world mdhan in the musicological realm, he
idealises music as a purely aesthetic phenomenlomeinvith Adorno’s argument of form,
which gives insight into discussion of music’s &desit autonomy. Hiam comments that,
“Scherzinger is right to point out that perhaps itieas of Adorno and the Frankfurt
School are more relevant today than fifty years’' #8006, p974). From this point, | turn
to Adorno’s awareness of form in aesthetics forishohical exploration of the present
state of aesthetic practice.
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For Adorno, form is “the non-repressive synthesidiffuse particulars; it preserves them
in their diffuse, divergent and contradictory cdrah” (1984a, p207). It also “refutes the
belief that art works have immediate being. ... They aheir existence to form” (1984a,
p208). In this process of forming, mediation isdwed. According to Adorno, mediation
refers to “interconnections among parts and withwinole, as well as to the elaboration
of details” (1984a, p208). Adorno further proposegiew that form is “a repository for
all quasi-linguistic qualities of art works, whichwhy they pass over into the antithesis
of form, i.e. mimetic impulse” (1984a, p208). Foisrtherefore recognised as essential in

listening.

6.7.2.3 The significance of phrasing

As students perform, they can see each full phsdwsle reading ahead in the music. The
musical meaning of a phrase instructs performeradi®@ how many notes should be
conceived as a group. How the melodies are phralsedtells something about the spirit
of the music. Much like language, musical phradmadps to effectively group notes
together, as are words in a sentence, to make ithteftectually meaningful. Sometimes
phrasing in music plays a role like punctuationt irstance, the ‘period phrase’, as the
name implies, refers to a phrase that ends witlidbenote. This creates a sense that the
end of the phrase is an end of something that éas done or completed. If the ‘comma
phrase’ and the ‘period phrase’ are shown togettier, audience perceives a more
complete expression. Each phrase is like a groupvarflis between two punctuation
marks. Each small idea is crafted and added tchenaine after another until all those
that have been presented, enabling a full undetstgnof the whole. Phrases
systematically weave together musical ideas to toocts a meaningful listening
experience. Recognizing phrases while listeningugial because they are signposts to
the audience. If done effectively, the cognition wiusic would free from the
deconstruction of improperly extracted music exasplThe deconstructed music
examples would jeopardise the form of the workstehing behaviour, and aesthetic
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experience. To the contrary, acknowledging the iBggmce of phrasing can

tremendously help students’ listening experience.

6.8 Conclusion

As discussed in this chapter, music has been usedighout history for moulding
identity in varied social settings. The examinata@rthe Art and Humanities textbooks
currently used by schools in Taiwan clearly demmtes how the musical signifiers —
notes, notation, and the musical terms — are toamsfd to the musically signified. What
this implies is that the musical signs are not detety elucidated for students’
understanding of music so much as they are usedtes-musical approaches to cultural
issues. This approach serves to enlighten studsrits the meaning and interpretations of
musical pieces but not with the intention of heggtimg the aesthetic appreciation of
those selected western classical masterworks. ineta of change, absolute music,
which was conceived as a pure form of musical esgiom, is now rearticulated. Also,
listening as an authentic way for understandingimisschallenged. However, | contend
the value of aesthetic education in music educafidve way to reinvigorate aesthetic
education in a more visualised art education ib¢goome aware of the importance of
listening and the way we can listen. As the analgiown, the excerpts of music in
textbooks only present fragmented information; theymaterialsfrom the musical work
rather than a musical work. The motifs quoted mtéxtbooks use the nuance of a theme
as the emblematic of the entire work without exptany written texts and the entireity of

the original work to explain its existence.

According to Adorno, a more refined reading of muisi where audiences rely on no
extra materials, such as instruments and a spduifit acoustic space, to ‘hear’ music,
namely their inner musical voices. Ideally, suchapproach exempts audiences from the
influences of socially constructed musical produtti However, it requires specific
capacities. Not every individual who can read musialso capable of conducting such

an advanced approach and then reaching a highgrdéwmusical appreciation. In an era
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when meaning surpasses everything, linguistic masnghought superior to other means.
This may not universally malign. However, it workgainst the quality of aesthetic

education by downgrading the significance of lisgtgras shown in the present approach
to music knowledge in schoolbooks.
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CHAPTER SEVEN
Case Study: Texts on Bunun

7.1 Introduction

In terms of Taiwan’s multicultural society, a disgy of musical genres can be found
within the category of folk music as written in sch textbooks. The preliminary study
(see Appendices 4 & 6) shows that in the folk mwssction indigenous music comes
second to Taiwanese folk music in terms of spawetdd to each subgenre. It is further
noted that Bunun'®asi but but(Prayer for the Millet Harvest) is placed in a daved
position in relation to other indigenous songs @xthooks. Although many other
indigenous tribes along with their culture and mwsie also discussed, they are deployed
as a minor category compared with the comparatibebader discussion of Bunun’s

culture and their unique eight-part harmonic sBagi but but

This song made its presence felt across the gldlee dapanese scholar Takatomo
Kurosawa published his field recording of the musid@aiwan. Kurosawa presented his
findings first in 1943, then in 1952 to the UNES@Kurosawa 1976). In terms of the
complex harmonic genre éfasi but but his finding drastically changed the previously
held belief by anthropologists and ethnomusicolsgibat music originated from mono
melody then gradually developed multiple-part vaaceangements. The encounter with
western scholars has highlight@asi but butand made it an important resource in the
ethnomusicological field. In 200Rasi but butmade inroads into international music
markets through American composer David Darling¥nposition. He completed his
creation based on the origin@hsi but butand his adaptation became immersed in the

genre of New Age music.
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Within the global context, the discourses aroundigenous groups are engaged in
discussion of exoticism in terms of cultural hylsation and cultural transmigration. The
uniqueness of Bunun’s music heritage to the wanldl the disappearing meaning of their
music, culture and rituals at home, due to theeasing influence of modernisation and
urbanisation create a space for heated debate amoices of exoticism. This case study
has been selected to highlight the meanings oficoltiiral music education, which is
one of the Sub-Goals in the Integrated Curricullihre musical culture of this minority is
addressed with respect to the historical, cultuaat global background éfasi but but
There are three points of focus: (1) how the makeare transformed from knowledge as
academic knowledge to knowledge as cultural cogmit(2) the dialogue of cultural

hybridisation; and (3) the phenomena of culturahsmigration.

Part 1 Structure of content knowledge

7.2 Description of the texts

The examination of the units under the umbrellandigenous music illuminates the
focus and scope of each curriculum design. Thesfeéwach curriculum design emerges
from the regulation of a topic or theme which eig@s an inclusive-exclusive
mechanism to make a meaningful connection betwédéreht knowledge materials. In
the unit ‘Nostalgia’ (Han Lin 2005, pp104-115), tkeowledge content is intimately
linked to the expression ‘folk songs in my hedrg passion for my home town’. It uses
the ‘cellular model with a historically deep andcagraphically wide approach to
intertwine different folk songs. The content isaaged in a sequence starting with the
natural folk music in old times (referring to fotkusic generated from all aspects of life,
such as labour song, love song, ceremonial sorgr@ssing onto contemporary, newly
composed folk songs. Another ‘cellular’ unit ‘Crieat from the tradition’ (Kang Xung
2005, pp90-91), Bunun’Basi but butis discussed with consideration of several aspects
For instance, we consider American composer Dawadifly’'s experience of this song,

and whatPasi but butis about, as well as the question of how creatitielps this

208



traditional indigenous song keep pace with the gkanin the outside world. Peter

Drucker’s motto “innovate or die” (1999, p157) misodied in this unit.

Moving on to the Nan Yi's integrated instructionO(%, pp6-33), the discussion on
indigenous tribes in Taiwan covers almost all atpex their lives. The abundant
materials are used to construct in a huge ‘webbmutlel titled ‘Vitality of Aborigineal
Arts’ which governs three independent sub-unitsa€Er the Origin’, ‘Authentic
Aboriginal Culture’, ‘Aborigine as Spring’ underdhmain theme. The music of three
indigenous tribes’ music which includes Bunun, Raiwand Amis is discussed (Nan Yi
2005, ppl8-21). In the unit ‘BununBasi but but(U Chen 2005, pp92-95), the core
materialPasi but buts understood in the context of Bunun’s culturatiitions, legends,
and ceremonies. The structure of this unit is thested’ model. Two examples from

mythology give a culturally imaginative approachBienun’ culture of music.

In general, these four units adopt different appihea to form their own curriculum
imagination through integrated curriculum instranti knowledge selection and
knowledge interpretation. The following discussieramines what is the curricular
imagination of each unit by exploring the targebethichmarks of competency, analysing
the interpretation of knowledge, and the intersectof theme, content knowledge,

integrated model, textbook space, along with culaim and cultural imagination.

Table 7.1
Units on Taiwanese indigenous music
Textbooks Year/Unit Models Pagination/Title Competebenchmarks
Han Lin Y7-11V-1 Cellular p107 Nostalgia 1-4-1 425 2-4-6
2-4-7 3-4-9

Kang Xung Y9-2 1I-2 Cellular pp90-91 Creation dretbasis of| 1-4-5 3-4-6 2-4-5

the tradition
Nan Yi Y7-21-2 Webbed ppl7-18 Authentic Aboriginafl-4-1 1-4-2 1-4-3 2-4-5

culture 2-4-6 2-4-7 3-4-9 3-4-10
U Chen Y7-111I-1 Nested pp92-95 Bunun'$asi but but 1-4-1 2-4-8 3-4-10
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7.2.1 The focus of Competency Benchmarks

As discussed in Chapter 5, the examination of #lectsed competency benchmarks
illuminates the ultimate curriculum imagination: aths viewed as important ability and
knowledge. The following examination serves to e¢\ke latent curriculum imagination
of Bunun’s cultural knowledge. The reference ofuieed competency benchmarks can

be found in Appendix 10.

7.2.1.1 Competency Benchmarks in Han Lin

The unit titled ‘Nostalgia’ (Han Lin, 2005, Y7-1 {¥) provides knowledge about all
sorts of folk songs in Taiwan, including Taiwanddakka, and Indigenous folk music. A
broad scope of sources are drawn together to eahlarmwvledge in order to reach the
goal of competency according to the benchmark 2-Z4gs benchmark focuses on
diverse styles and periods. The intention to prevsbcial content (competency
benchmark 1-4-1) to the selected materials forbtmoks also directs the text associated
with time and space and particularly the meaninghoke selected works of art. With
respect to competency benchmark 2-4-5, many difterausical theories could possibly
be applied to achieve the goals of learning. Smeost of the traditional folk music in
Taiwan was composed in pentatonic mode, this uaitldvappear to be a good place to
introduce the concept of the Chinese pentatonicemblbwever, the content is centred
around the cultural aspect of folk music, and gering of pentatonic modes along with
other musical theories which is allocated to anothret for Year 8 (Y8-1 II-1). In this
sense, the selected benchmark 2-4-5 is an empgnstat without real content. As for
the benchmark 3-4-9, a synthesised performancepscted to combine all elements
which have been shown in this unit. The developnodndifferent associated cultural
issues surrounding different aspects is statedicitiplas a suitable starting point for
creating synthesised activities. Accordingly, tioéwaty combines music, visual arts, and
presenting in the form of performance, studentseamuraged to pick up one folk song
and sing together with suitable costume which mgatible with the time of that song.

This activity integrates some elements within thisit and also accesses students’
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learning through ‘knowing-in-action’. However, thiactivity neither deepens the
understanding of the soul of folk music nor furthetegrates time, space, and social
events to folk music as anticipated by the desbedchmark. In general, the design of
this unit deploys a selection of relevant knowlettgspin a web unifying ‘folk music in
Taiwan’. However, this construct lacks deepenedrpretation to fuse with the reactions
and sentiments of humanity inherent in folk musidarms of the culturally constructed

nature of its theme.

7.2.1.2 Competency Benchmarks in Kang Xung

The three competency benchmarks focus on estaigisability of performance and
ability of appreciation. Firstly, the examinatiohamntent shows that there is no activity
designed for this unit. Thus, the benchmark 1-48seup as an empty goal which is
proposed but not fulfilled. The benchmark 2-4-5 sfito cultivate aesthetic abilities.
However, the discussion of aesthetic elements serathfrom the text; it is not found in
the originalPasi but butnor in the adapted version with New Age musicrge®n the
other hand, the content knowledge does provide taofoinformation about the
background of the original music and the adaptedior. This part prepares students to
acquire what Reimer callekhowing abouthat is equivalent to Elliott’s knowintpat
(formal knowledge). The content helps to build up iemagination about the ritual
function ofPasi but butyet with no further attribution to appreciate th&insic value in
terms of music itself. In this sense, the compstdrenchmark 2-4-5 is half achieved. As
for the clear information of geographical spaceahae text, David Darling’s nationality
(American), and the identification of Bunun in Taig, Taiwan, are mentioned, but the
change of life style and the impact of changingietgcon Bunun music are not
sufficiently provided to fulfil the competency bdmoark 3-4-6 “understanding the

interrelation of space, culture, and music”.
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7.2.1.3 Competency Benchmarks in Nan Yi

As can be seen from Appendix 10, the numbers ofpetemcy benchmarks employed by
Nan Yi are far more than the numbers employed éndtier three textbooks. The nine
competency benchmarks selected can be groupeddaugdo Elliott’'s knowingthat
(formal knowledge) and knowinigew (or procedural knowledge). The former is more
knowledge-inclined, meaning to acquire knowledgelitrather than from the concern of
the knower. The latter emphasises the relationshimnowledge and knower; its focus
rests on the application of knowledge by peopleaathan merely acquiring knowledge
itself. Accepting that, the ‘knowintitat group’ including 1-4-1, 2-4-5, and 2-4-6 acts as
knowingthat, the rest belongs to the ‘knowitngw group’ which transforms formal
knowledge to procedural knowledge. In general, kngwhat is deployed as the
fundamental structure to knowidgw. However, the content knowledge includes almost
all aspects of indigenous arts but only scratchesstirface of these artefacts, such as the
general information of names, products, materialsd function. The deep cultural
meaning which is indispensable for cultural underding is so diluted as to be unable to

support the realisation of any of the nine compatdenchmarks.

7.2.1.4 Competency Benchmarks in U Chen

Pasi but butis the only indigenous music discussed in the tithétd ‘Bunun’s Pasi but
but’ (U Chen, Y7-1 1ll-1). The text begins with twegends ofPasi but butwhich are
employed to show the Bunun people’s beliefs andr i@ monious relationship with
nature. This part is also used to inform the socaitext of Bunun’s millet culture.
Though this text meets the requirement of the fiedt of competency benchmark 1-4-1,
the second half of the same competency benchmanktisompatible with the content
knowledge. Competency benchmarks 2-4-8 and 3-4&4Qire the inclusion of a student
activity: students sing in groups to mimic the wBynun singPasi but but The
remaining students are asked to be evaluatorsagrain which illustrates the originally
non-notatedPasi but butis also provided to facilitate students’ perforrm@nSince the

diagram will naturally be used as the criteriadssessment in classroom, the diagram is
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likely to build an authority and be used as an augled way to singPasi but but
Consequently, the dialogue styleRdisi but buis framed by the ‘authorised’ style to be
accepted by learners. If it is used as supplememéormation in the body of the text, it
is understood as a visual support to the audioResi but but The hidden curriculum,
however, emerges from the disposition of the diages activity. It gives an example
that the way to place knowledge with respect to libachmarks formulates different

curriculum instruction.

7.2.2 Themes and materials

According to the Council of Indigenous Peoples (CHEXecutive Yuan, there are eleven
tribes recognised in Taiwan: Amis, Atayai, Bunurgvidlan, Pauwan, Puyuma, Rukai,
Saisiat, Tao, Thao, and Tsou (CIP, 2006). Theyaageoup of Austronesian people, who
are descended from the inhabitants of Taiwan whedlion the islands before Han
immigration. Their diverse cultures show their weqgbelief, life style, and social

structure. Each also has music heritage connedtedhveir dance and ceremonies.

7.2.2.1WhyPasi but bu?

Among the Taiwanese tribes, BunurPasi but butbecame known across the globe,
beginning from Japanese scholar Takamoto Kurosafiredswork in Taiwan during the
1940s. The story th&asi but butcaught the attention of Western ethnomusicologists
the symposia held respectively in 1943 and 195theynternational Folk Music Council
(IFMC) has become legend. The reason why the fqmdinPasi but buthad shaken the
field of ethnomusicology at the time was becauseokawa’'s evidence supported the
theory proposed by German ethnomusicologist Erit Mornbostel that harmonics was
the root of music scale evolution. The sdPgsi but buthas established its academic
status ever since the debate became well knowrsegorentlyPasi but buthas become

a frame of reference for human music heritage. Adgh Pasi but buthas been
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internationally recognised much earlier than offi@wanese indigenous music, it is not

the only indigenous music work known by peopleoakr the world.

Among the eleven tribes, Amis folk music is anotlestample which has also won
worldwide attention, making its way beyond Taiwémotigh ethnomusicologists’ field
work. Later, the Grammy Award nominated composechdel Cretu’s single ‘Return to
Innocence’ employs Amis music which was recordedth® Maison des Cultures du
Monde and made into a CD in 1988. Both the singer® senior Amises, Kuo Ying-nan
and Kuo Hsiu-chu. Michael Cretu sampled their chahibilant Drinking Song”,
however, without giving credits to the singers whba album was released in 1993.
Although ‘Return to Innocence’ enjoyed a nine-mosthy on Billboard’s International
Top Ten in 1993 and 1994, it was not until 1995 tha song become widely known by
people in Taiwan. In 1996, ‘Return to Innocence’swarther popularised due to an
advertisement to promote the 1996 Summer Olympicgeneral, the ‘loss of author’
creates a situation in that listeners freely equlagemusic to any cultural group with
which they are most familiar. Such a culture misthaidentifies the failure of
cross-border acquisitions.

These two pieces of indigenous music have develdjféstent paths across the globe.
On the international stage, whasi but buthas encountered further formulates a general
image of Taiwanese indigenousness. On one hardistiiecause of its visibility on the
global stage; on the other hand, it is becausts giasitive cultural biography. In terms of
multicultural education policy and the social valfeindigenous cultural heritagPasi

but but eventually won general recognition by textbooktews and stakeholders in

Taiwan.
7.2.2.2 What i$asi but but
Geographically, Bunun were concentrated in the @émlountain Range of Taiwan.

Social organisation is patrilineal. For Bunun pegphillet was their staple food. This

explains why they have developed complex rituald aaremonies related to millet.
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According to Taiwanese ethnomusicologists, Bunuaensmearly fifty days a year on
agriculture-related rituals (Ho, 1958; Wu, 1999hisT explains the importance of
agricultural activities in the Bunun tribe. The Iilritual musicPasi but buiPraying for

a millet harvest) is an octo-phonic chorus balladgs usually sung by adult males before
the minpinan (sowing ceremony) every February. Adicg to Taiwanese
ethnomusicologist Wu Jung-Shuen (1988), the waging Pasi but buthas a tribally
constructed framework: singers form a circle owsisurrounding their sanctuary
architecture, joining both of their hands with pleogtanding beside them. This is a
request to note any unharmonious sounds via pHysicdact. Based on Wu's research
(1988, p288), becaudtasi but buis expected to end at a perfect fifth, singers ldowt
stop until they reach that expected perfect fiflecording to Wu, his field recordings
have shown the diversity of the length of perforp®riThey first sing in an open space
outside the sanctuary architecture. While singiagsluster of fresh millet would be
placed inside the building. Afterward they slowlyowe inside the architecture. This
movement is to show their expectation that thesd{laillet) sowed for this year will
thrive and fill their barns. The group chorus wilteir heartfelt wishes and prayers to
Dehanin (God).

7.2.2.3 Theme: the defined dimension

Han Lin’s map of folk music in Taiwan

Instead of specifically focusing on one ethnic gron Taiwan, the content in the unit
‘Nostalgia’ in Han Lin include Taiwanese, Hakka,damdigenous folk music. The
introduction of this unit provides a general backgrd to folk music in Taiwan and
proposes a categorisation of natural folk music @mposed folk music (Han Lin 2005,
p104). The first musical example is an anonymousvdizese natural folk song ‘Du du
dang’ (describing a puffing train going through warel) (p105). On the next pages
(pp106-107), three pictures illustrating ritualsTa@fo, Amis, and Thao are provided with
written text about indigenous natural folk musigyiR beside itPasi but buts discussed

with both the information of its background and therld recognition and a partial

215



example of score recorded by ethnomusicologistibng Shuen Wu. Following Bunun’s
music, another Taiwanese folk song ‘Tien Oo Odlli{tg a story about an old couple
fighting over different ways to cook) features amtiagricultural life style in Taiwanese
country areas. Following is a Hakka folk song whdagscribes a young lady watching
fish on a rainy day. All these four pieces of feling belong to the group of natural folk
music and are introduced with music examples. Pphi$ is the first section in this unit;
the second section introduces contemporary compde#ékl music in Taiwan
(pp110-115).

On pages 110 and 111, a composed indigenous somth *Mith lyrics of Puyuma
language is introduced with the full score. Thenstated Chinese lyrics are provided:
“Myth is a beautiful dream. It holds people’s lowethe earth and the sky. Myth is also
the cradle of stories. It is the spiritual homehafnan beings. Through the awe to myth,
let us sing to empower a vibrant life. Wake up thleeping lion and create a
harmoniously new relationship with Nature”. As tiext indicates, the key tone of this
indigenous song is the Love of the Land (Han Li®20p111). Next, ‘A cradle called
Taiwan’ shown on page 112 composed in 1993 is @ sumg in Taiwanese which
focuses on the life of modern Taiwan. An examimataf its lyrics shows that the
Taiwanese folk song is couched in the present tétisere is a cradle, [it] swings our
twenty million people, this magic cradle, its naméraiwan...” (Han Lin, 2005, p112).
Next to it, a Hakka song ‘I show you how we singumi@in songs’ is in a popular music
genre composed and sung by a group of young pgersinThe lyrics give a picture: “I
show you how we sing mountain songs, from the d#rthe dawn. | show you how we
pick up tea leaves, with our voices echoing arommodintains. | show you how we beat
drums, don don lon don gang don gang. | show yau\ue play the strings, ni ni nau ni
[Hakka pronunciation] one two three”. The picturaitted from the lyrics is nostalgic.
Since their lives have been greatly modernisedwahdnised, the sort of labour song is
no longer sung for the sake of function but foreetatinment or for educational purposes.
Though the melody is new, the colour of this sangld and a bit faded when comparing
with the vividness of ‘A cradle named Taiwan'.
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The last two pages in this unit introduce a speg@iod of mandarin folk song in the
development of composed folk music. The socio-alitatmosphere of the 1980s was
full of incredulity about the Western hegemony. Tlssue upon termination of

membership from the United Nations marked an iatiéonal foreign relationship crisis

during that period of time (Han Lin 2005, p114). ¢fof the popular music appeared in
the form of fresh folk music and was composed Hdiege students. They simply grabbed
their guitars and sang impromptu on campus. Thecg=l song for this unit is a
representative work ‘Let’'s watch the clouds in #le/. It goes: “Girl, why weep?

Whether you hide unhappiness in your heart? Dagft, &t your young age. A promising
age should have no tears or worries. Forget yobappiness. Let’'s go out to watch the

flying clouds in the sky”.

In general, all groups of people in Taiwan areudeld in the picture of ‘folk music in
Taiwan’. The theme ‘Nostalgia’ guides the interptetn of these materials. Compared
with other materials, ‘A cradle named Taiwan’ (Taivese) shows a significantly more
modern face than other traditional songs while aighlighting retrospective and
prospective eras embedded in Hakka, Indigenousttem®B0s folk music that emerged
from the college campus. In a sense, it weavelthevith the new in musical culture,

and from the north to the south in geography.

Pasi but buin Kang Xung

The first paragraph addresses American composeird@arling’s personal experience
with Bunun’s ‘Pasi but but’. The scope of the comtean be concisely understood
through David Elliott's proposed four dimensionsmiisic (1995, p40) [the italickh
doer — David Darling; some kind of doing- “using his cello to have a musical
conversation with Bunun’s voice” (Kang Xung 20080} something done- a new
version ofPasi but butandthe complete context in which musicians operatiee album
‘Mudanin Kata’ (meaning ‘returning’ in Bunun langyg) published by a British

company World Music Network in 2004. The text canlgs by advocating the pursuit of
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creativity through transforming the old to the neWhe following text provides the
background ofPasi but butwith extracted musical examples (Kang Xung 200%,)p
Peter Drucker’ motto “innovate or die” (1999, p1%ermployed to encourage an action

of changing through creation.

Following this train of thought, there is anothé&neent, the audio form, which is quite
distinct from but nonetheless essential to theneatfi the written text. When listening to
Darling’s piece, students can experience somethihigh would be inexpressible and
unattainable through a purely visual reading of teet. The accompanying CD for
classroom use provides this source and, henceopggsrtunity. Consequently, such a
learning encounter is invaluable for the purposdaging stepping stones to enable a
more in-depth analysis. It is worth knowing thag ttescription, though unavoidably

entailing a subjective interpretation, aims to giveeading truer to authenticity.

The original Bunun’$asi but buformed the body of Darling’s version. The new pdet
prelude, variations, and a cadenza) addd®b but butare quite different from Bunun’s
musical language. The genre of the first part isvNgge music emitting a sense of
meditation. Darling’s musical language is at vac@from Bunun’s chromatic scale and
octo-phonic harmony. Though Bunun’s original sosgadapted and sung by Bunun
people themselves, the feeling is quite differeat the original. The origindPasi but
but singers express themselves freely with flowing adigls. The composed version
gives notated musical notes to go with Bunun’s gaed history style. The fixed notes
in the music score are performed in a cautious eramith consciousness of correct
beats and bars. The passion of the original musscaftered. The big difference is that
you cannot predict Bunun’s singing but you havefidemce to do so while encountering
the newly composed parts. On the other hand, thidigation in Darling’s version
creates a psychic lacuna that cannot be found feading the score but emerges from
listening experience. The awkwardness gives antusge fill in the vacuum.

In general, Bunun'$asi but bufplays a supportive role to the New Age version and

used as a reference to reinforce the idea “Innowatalie”. It is the theme that
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manipulates the juxtaposition of these two versioh®asi but butmeaningfully. The
discussion of culture in this unit shows a pragmaiewpoint; it does not encourage
culture staying within a historically defined sitiom. The shift from its historical and
geographical origin augments the feeling of ‘tirag’Ibetween the two pieces Béasi but
but To put it another way, it seems that the time gpakce to the origindasi but butis
expanded and relocated. Ultimately, it createsatoduethat strongly resonates old and

new.

Pasi but buin U Chen

The ways that the traditional and the innovative@mbined were selected as the path to
follow in the Kang Xung text. However, the U Chesxtt does not follow the same
interpretation. In the unit titled ‘BununBasi but but U Chen chooses to stay with the
music itself rather than impose any lens to apgraacThe first two pages in this unit
(pp92-93) provide the myths abdeasi but but The stories are not only about the origin
of the music but also about the belief and lifdestyf Bunun people. The following
context gives the description of this ritual musith a picture of a group of sixteen
people singindgPasi but buip94). The last page employs a diagram which veagldped

to facilitate students’ singing activity with regpdo the fact that there is no intonation

system in Bunun’s music culture.

The juxtaposition of the two units respectivelyUnChen and Kang Xung show how a
theme determines the way and defines the scope emath further directs the
interpretation of knowledge materials. U Chen pdegi a comparatively static picture of
Pasi but butwith respect to its cultural tradition.

Nan Yi’'s panorama of Taiwanese indigenous culture

Nan Yi employs the title ‘Vitality of Aboriginal As’ to feature the most representative

aboriginal culture presented in this unit. In terohdNan Yi's integrated instruction, each
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unit integrates all three subject areas (visua, artusic, and drama) in a mixed genre.
The sub-units also appear as integrated instruetitrout adopting the discipline-based
design as employed in the other three textbooke. ilfdefined scope implied by the
main theme ‘Vitality of Aboriginal Arts’ eventuallycludes almost all indigenous tribes
in Taiwan (except for Kavalan and Puyuma, see Talag

Table 7.2
Pictures of Taiwanese indigenous groups in Nan Yiear 7-2

Tribes Amis | Tayal | Bunun | Kavalan | Paiwan | Puyuma | Rukai | Saisiat| Tao | Thao | Tsou

Numbers | 12 3 5 0 14 0 7 4 6 2 2

of pictures

Many aspects of indigenous life are discussed wotitent of their artefacts, architecture,
painting, and music. Although the theme gives atengdt to include Taiwanese
aboriginal culture as much as possible, the limisgghce of each unit and the
consideration of the balance between three suls-giie an unavoidable constraint to the
scope of materials. As a result, some knowledgexatuded. As can be seen in the unit
titted ‘Authentic Aboriginal culture’ and its defd dimension, a great space is used to
address indigenous symbols based on their clothes]ling decoration, accessories,
culinary equipment, and other equipment for diffieneurposes in everyday life. Unlike
the other three units discussed above, this umis aslot of pictures rather than music
score. In this respect, the way could be useddtegorising knowledge in the other three
textbooks in terms of their subject-based instorcdf units is less effective here to reach
all materials, because the symbolised pattern leas litilised in a mixed manner. In
general, all the cultural materials in this unitdmg to the category of material culture.
The term ‘material culture’ used here is in thessenf what Jules Prown defined as
man-made artefacts (1982, pl). According to Prowveféssification of material culture
(1982, p3), six categories are proposed: art, digas, adornment, modifications of the
landscape, applied arts, and devices. He propasesra but effective ways which can

be used as an analytical approach.
Based on Prown’s classification for the purposemigfipretation of the theme, it is first

noted that music material (referring to music sconaisical instruments, according to

Prown’s taxonomy, belong to the category of devicesot listed in Prown’s taxonomy.
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As Prown says “these categories are broad; thepubtddly require modification and
refining” (1982, p3), | attempt to make music metlea category to go with the existing
six modes in terms of Prown’s viewpoint that “therds material in material culture
refers to ... objects made by man or modified by mand “all tangible works of art are
part of material culture” (1982, p2). The picturesiployed in this unit are grouped
according to the modified Prown’s taxonomy (Appendil). This analysis aims to
illuminate what aspects of indigenous culture amgpleasised under the main theme
‘Vitality of Aboriginal Arts’.

As analysed, the category ‘diversions’ is the latganong the seven groups. Based on
Prown’s definition, this group includes toys, gameseals, books, and theatrical
performances. The twelve pictures in this categogyall ceremonial activities. Though
festivals or ceremonies were functional activiileshe past, they gradually play the role
as diversions since their lifestyle has become mmydern. The second large group is the
category of ‘art’. In Prown’s definition, it refets paintings, drawings, prints, sculpture,
and photography. It is found that ten of eleveriys&s are sculpture products. Moreover,
they are significant symbols with particular me@sitio the tribes. ‘Devices’ is the next
big group which, in Prown’s categorisation, incladmachines, vehicles, scientific
instruments, musical instruments, and implememtghis unit, material includes seven
musical instruments and one comb and one sword.category ‘adornment’ has nine
pictures which are all clothing of different tribe&s for the huts, agriculture, and
community planning are in the category of ‘modifioas of the landscape’. Two pieces
of applied artefacts, referring to receptacles, arbackpack made of bamboo and a
pottery pot. Lastly, the music material includese¢hpieces indigenous songs: Paiwan’s
“Lai Su” (transliterating from Chinese) and Amisid short pieces of ritual songs (from

Yi Wan village).

In summary, though the title implies a full scogeTaiwanese folk culture, from Table
7.2 and Appendix 11, some pieces of the jigsawnaigsing from this map and the
content knowledge concentrates on certain aspédfsem material culture. Moreover,

indigenous ceremonial activities, sculpture, detbegaartefacts, and traditional musical
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instruments fill much of the space in this unit.vitver, they are not practical any more
and no longer hold social meanings or power ofiplise as they were. Echoing to the
main title of this unit ‘Vitality of Aboriginal Ar$’, the conclusion provided in the third
sub-unit ‘Aborigine as Spring’ shows a resolutian \italise Taiwanese indigenous
culture through establishing modern indigenous comities and to support their creative

industries with indigenous elements.

Part 2 Discourses of indigenous music

7.3 Analysis of the texts

The following sections aim to further understane timplication of content. The

exploration engages in the discussions of cultaognition, cultural hybridisation and

cultural transmigration. The definition of each g@&ctive is provided to form the basis
of discussion. Following these critiques, an exatdm of the interaction of theme,
structure and content is given to explore the meishaof curriculum integration.

7.3.1 Looking through the lens of cultural cognitio

This following discussion takes on a perspective‘afitural cognition’. The term
‘cultural cognition’ is understood as a processcaoftural learning in which cultural
information is provided in order to illuminate thenctioning of cultural models, which in

turn play an influential role on cultural conscioass and cultural identity.

7.3.1.1 A synthesised view of cultural cognition

First of all, the discussion of cultural cognitimmbased on a notion that analysing social

activities enables intellectuals to identify thenstvuction of social norms and individual
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beliefs. The discussion of cognition inevitably aggs in the exploration of academic
fields such as psychology, brain science and sogyolto name but a few. Through an
anthropologist viewpoint, Roy D’Andrade conceivesltural cognition’ as “the study of
cultural information and cultural programs thatenaict with the more general programs
of intelligent systems” (1989, p825). In the liten, cultural cognition is one of the
most controversial topics concerning each indivisiustruggle to formulate their sense
of cultural identity (Mathews 2000; Pieterse 2004).this respect, my review of this
topic restricts itself to the discussion of Boutdéenotion of habitusand then relates
these ideas to Adorno’gseudo-culture Both concepts provide explanatory space for
human learning and also for concepts of socialagypetion and improvisation. Adorno
and Bourdieu illuminate the reality of social cahtbut respectively explore it from
different social theories. Similarly, both of themsknowledge the mechanism of the
conversion of passivity into activity and recognisew people stubbornly reject the

notion that their action has stagnated in mechamssponses.

Originally raised inOutline of a Theory of Practic€1977) and continually growing as
one of Bourdieu’s main theories, the ‘habitus’ is:

produced by the work of inculcation and appropomtihat is needed in
order for objective structures, the products oflemtive history, to be
reproduced in the form of the durable, adjustegabtions that are the
condition of their functioning, thieabitus which is constituted in the course
through which agents partake of the history obfedtiin institutions, is
what makes it possible to inhabit institutionsappropriate them practically,
and so to keep them in activity, continuously mglthem from the state of
dead letters, reviving the same sense depositdebm, but at the same time
imposing the revisions and transformations thattreation entails (1990,
p57).

Thompson, the editor and writer of the introductiorthe English version of Bourdieu’s
Langage et pouvoir symboligueas offered this reflection (Thompson 1991, p12):

The habitus is a set of dispositions which inclagents to act and react in
certain ways. The dispositions generate practiges;eptions and attitudes
which are ‘regular’ without being consciously calimated or governed by
any ‘rule’. The dispositions which constitute thabltus are inculcated,
structured, durable, generative and transposafdatdres that each deserve
a brief explanation.
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Wilk further conceives the social mechanism withine envelope of “cultural
experience” (1996, pl142). Accordingly, ‘habitusgisen as “human ideas and values are
formed and shaped by human cultural experiencpeeple carry around with them a set
of assumptions — a sense of how the world worksat-is so deeply embedded that they
are not aware of it. Bourdieu calls this commonsseaihe habitus” (Wilk 1996, p142). To
take an alternative viewpoint, Calhoun understaimdss “the meeting point between
institutions and bodies” (2003, p19). Hage morectsely pinpoints it as “accumulation
of efficacy” (2005).

A point which may not seem obvious in the discussib habitus is the orthodoxy to
cultural experience. Bourdieu argues that, althaihghorthodoxy shows great influence,
it is barely intelligible to the public. He accondly gives his observation that social
experience “goes without saying because it comélsowi saying” (1977, p167). This
phenomenon implies that cultural experience is rotlietl by a privileged system of
power which wants to maintain its profits, consedlye “orthodoxy, in which powerful
people, classes, or interests impose a single ehoiten using what Bourdieu calls
symbolic violence to force people into line” (Will096, p143). Such a process is silent.
In this respect, Thompson, in line with Bourdiep&rspective, says that “to view action
as the outcome of conscious calculation... is to ewdghe fact that... individuals are

already predisposed to act in certain ways” (19916-17).

Continuing on the theme of cultural cognition, Adols essayThe Theory of
Pseudo-culture (Theorie der Halbbildung) (1959/1993b) can be ddw as
complementary to his prominent theorycdlture industryas well as to Bourdieu’s
habitus The concept of ‘pseudo-culture’ is derived fromme tGerman ‘Bildung’
(cultivated) and ‘Halb’ (half). For Adorno, its natiyity is employed to construct one of
the bi-faceted argument as being the other sideeofomplete debate on culture industry.
Staying with the theme of pseudo-culture, he illatés that the entire society operates
in a formulated procedure, that is, people intemsithin their society as categorised
agents and in a mandated way. In the same waysegdo-cultured, in Adorno’s words

meaning the educated bourgeois, possess a cextahdf knowledge for knowing the
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world. In other words, their cognition is socialtpnstructed. Such a procedure, in
Adorno’s eyes, is pallid because it has lost a esarfsconsecutive experience and its
autonomous judgment. Once people get used to sudehavioural pattern, they

recognise things in a firmly certain way. At thengatime, the lost critical awareness
happens. Poignantly, Adorno contends,

What is half-understood and half-experienced isteffirst stage of culture
but its mortal enemy. Elements of culture whicheentonsciousness
without becoming part of its continuity are tramsfied into toxic

substances; they tend to become superstitious dvehey criticize

superstition as such (1993b, p30).

In a word, “the pseudo-cultured person practisdépseservation without a self”
(Adorno 1993b, p33). The consequence of this istararation of cultural cognition — a
malfunctioned one. In light of this, when the psewdlture has developed its roots in a
so-called knowledge-based society where wisdom been replaced by knowledge,
moreover, knowledge is replaced by information; itgividual’s cultural cognition is
suspended without internal structure. As AdornaesotExperience — the continuity of
consciousness...is replaced by the selective, dismbted, interchangeable and
ephemeral state of being informed which...will prolppbe cancelled by other
information” (1993b, p33). In summary, through thkenses of both Adorno and
Bourdieu’s social theories, cultural cognition exes in an operation of categorisation in
which authentic individual comprehension is disedhin institutionalised form working
at an impersonal level. The term ‘cultural cogmitias essentially neutral, but its

operation is artificially social.

7.3.1.2 Han Lin

Starting with an anonymous Taiwanese folk songearding at an obsolete popular song
in the style of ‘fledgling campus folk music’ inghl980s, the unit ‘Nostalgia’ gives a
vague idea without providing a valuable timeframeaét the composition of selected folk
songs within. The only exception is a Taiwanesegsiitted ‘A cradle called Taiwan’
which leaves sufficient clues which convey a cleanse of its temporality, namely the
Year 1993.
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Regarding the residentially-scattered geograptaation of all ethnic groups in Taiwan,
this unit ambitiously tries to include all folk masn Taiwan, a curriculum design which
is larger than the unit ‘Authentic Aboriginal cule (Nin Yi) which groups all
indigenous music together. Compared with Nan Yaygout, which includes a map of the
island of Taiwan on the first page of the unit ‘Aettic Aboriginal culture’, Han Lin
uses an illustration of several people to represach group. There are a couple of
reasons which may well answer the nature of theipn&ation implicit in the deliberate

choice of layout.

The first of these is due to the scattered resiglearad constant individual or group
transmigration and secondly, in terms of an ideicllgliscourse — the lack of geographic
boundaries between different groups of people iiwdia. As a result, it is almost
impossible to find any information where these soage bound to this land. Especially
all indigenous folk songs lack information of laocat, though a little information is
available from pictures because they are shot memter or in the woods. This
phenomenon has explanations: modern folk musicfestwhat it sounds like instead of
where it comes from; traditional folk music hasosty relation with land and people

because they are the resources it relies on.

The attention further falls on the text on page 1B@n Lin 2005, Year 7-1) which
provides informative knowledge dPasi but butto learners. This page exhibits both
written text and musical text. In the part of weitttext, two paragraphs respectively
address, firstly, Bunun’s agricultural belief arfte trationale of ‘harmonious music to
harvest crops’, and then the recognitiorPaki but butin the IFMC. It is noted that Han
Lin’'s deployment is the only case which offers stery thatPasi but buthas won
worldwide academic recognition (Han Lin 2005, p103hedding light on the musical
example,Pasi but buthad no written score in the past because of @b music nature.
However, in recent years elementary schools lodatéte area close to Bunun tribes are
starting to teach students (most of them are imgigeto sing their traditional songs in
accordance with the Western chorus norm with westetation. Among four textbook

cases, the notated music example®aséi but butare seen in Han Lin and Kang Xung
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(2005, p91). The other two cases use either siragliivays to visualise this song, for
instance, a bar diagram (U Chen, Y7-1 llI-1, 208%5), or totally withdraw the musical
example from the text (Nan Yi, Y7-2 I-2, 2005, p18he way to situate tradition&asi
but butin Western notation is not to drag it into a nete but to create a field wheRasi
but but could be much better appreciated. This measure flsilitates listening
experience because the notation system gives igitbbrmation about what is being

heard. In this respect, Han Lin shows an attempidoh musical cognition profoundly.

7.3.1.2 Kang Xung

At the beginning of this unit, the geographicaldtion —Taitung (Taiwan) is associated
with two agents — American composer David Darling 8unun’sPasi but but Within
the text, space is devoted to a classificationath lzulture and geography, namely the
East and the West. Moreover, the juxtapositionh&f two versions oPasi but but
naturally offers a comparison between the genrBled Age music and the traditional

Bunun music.

Darling’s key tone: the New Age music

New Age music is both a concept and a products laiconcept which questions
established music norms. Historically, it was agged with the New Age movement
which has signified an ebbing of confidence fronesce and religion. Eventually,
people have come to believe that the modified inv@td within an individual possesses
the power to initiate changes in the concrete w@dllis 1998). Accordingly, actions
transform this concept of New Age into a produatcérding to Stephen Hill, New Age

music is a product of experiences:

The attention is both personal and “holistic” — @amareness of individual
emotional response as well as the quality of thesleping ambience being
created. This music is experienced primarily asoatinuum of spatial

imagery and emotion, rather than as thematic musretationships,

compositional ideas, or performance values (n.d.).
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New Age musical elements show wide variations, Whitclude even electronically
recorded ‘space music’ from Nature — a genre whaties greatly on technology. David
Darling uses synthesisers for mixing natural humaite with the sound of cello to
create a tranquil, soothing tone which conveys pgessonal psychic and emotional
experience withPasi but but Because the nature of New Age music pursues wglirit
peace, it creates distance from the material realorder to seek sublime experience.
Due to the psychic distance in New Age music, ld@® gives an image that overpowers
or drowns out other musical forms. This is whydisrs feel that New Age music is
redolent of a comfortable room. Even though somedim conjures the feel of other
musical forms, it is always safely exempt from lgeatcused of masking other musical
forms. In addition, it emphasises a sense of theidual rather than the collective. It is
expression evolved by means of monologue as opptset dialogue. Though the
resulting hybridisation allows co-existence, it slagot engage in communication but

creates two parallel monologues telling independtanies.

Critical discourse analysis of the dialogue betwd#enOld and the New

The text of this unit indicates a more blurred aradt boundary. There are some examples
shown in the text. The ideas contained in quotek a8 “this musical communication has
broken down boundariebetween nations, ethnicity, and languages”; “taslitional
mingles withthe modern”; “integrate with high-tech”; “theombinationof East and
West” all enter the discussion (Kang Xung, Y9-22)12005, p90 [my italics]). As can be
seen, the identity of nations and geographical spaclear but the boundaries between
their music and culture are vague. The whole si®rglso developed with progressive
orientation (i.e. year 2000, 2002, 2003) which iepla less significant role for the
cultural root ofPasi but but The text advocates that “...integrates with higthte opens

a new venue ...creates maew profile to traditional Bunun folklore” (Kang Xung005,
p90 [my italics]). It can be perceived that thergtiorges ahead, however, with Bunun’s
music left in an undefined spot in the past. Itgltradition implies an inability to change.
A loss of mobility might not be true of Bunun’s fdde but is associated with the

unchanged face dPasi but butto support this assumption. ‘Heading up’ is embdac
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since it is believed that the future lies not iadition but in innovation. The progressive
viewpoints construct cultural cognition Basi but butand Bunun’s general culture in a
discourse of obsoleteness. In terms of a comparaggition in time, when time flies, the
past only becomes paler and more fossilised imtyisBy concentrating on the moment,
the hands of ‘the past’ repeat their frustrationlevtrying to touch the present world.
This vicious cycle is just like Sisyphus’ fate 4 a@fforts inevitably fail. In this sense, the
traditional cultural magic inPasi but butdescends into plain incantation. The only
panacea, suggested at the end of this unit, isritovate”; otherwise, the death of

traditional culture is certain.

A new cultural cognition model: Innovate or die

The text conveys that ‘creation’ overwhelmingly doates traditional cultural
expressions. The lens that frames the value ottimachow is replaced by any equipment
which creates temporal popularity. The processtange drains the ‘natural’ quality
from Pasi but but This loss of geographical boundary creates asyngnoé cognition
towards a de-territorial model of cultural cogniticeventually, ‘the past’ is past — hardly
meriting a second look, unless it changes. Thedarizetween old and new accumulates
power as it reaches its climax at the moment H2tecker's motto “innovate or die” is
guoted on page 91. The expression “innovate or di®l “the transformation of or
combination with tradition” strongly exhibits a tue’s attitude. Moreover, “to change
boldly” explicitly agrees with the action to inndeawhich rhymes with the notion to
replace rather than retain the old. The text addngsPeter Drucker’s idea is arranged
immediately below the music examples Rdsi but buton the same page. The visual
design technically expands the motto “innovate ief dnd acts as a conclusion to the

whole story.

What really died

If we follow “innovate or die” as the action schema have to ask the question: what is

changed? And what does that change mean?
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The picture of a group recital &fasi but buton page 90 tells us how singers collaborate
themselves and others to achieve their goal ofmias’. Their entwined arms are not
just a gesture for such a ritual but connote smedéinctions. If any voice does not
completely complement other voices, the peopledeetiie singer are entitled to touch
the person’s arms as a request to modify or atijgstoice. This kind of communication
is a continuing feature throughout the whdétasi but but In this sense, singers are
encouraged to communicate non-verbally by physicath or eye contact (Wu 1988,
p288). In the New Age version, however, the medigabature favours individual inner
communication with oneself though people engaga group activity. It is noted that
communication is fundamentally important asi but butbecause all participants need

to cooperate otherwise a harmonious productionibthe question.

Without interpersonal communicatioRasi but butceases to be authentic. Why does this
occur? Bunun people believe that a successful pedioce ofPasi but buwill guarantee

a good harvest that year. It is crucial becauseatters for a whole tribe’s survival. The
compulsory regulation attached is the handed-dogliefoof countless generations that
an inharmonious ending must be avoided becauswites bad luck (Wu 1988, p288).
Consequently, the main criterion for a successhdisg of Pasi but buts a harmonious
ending. In this respect, it hardly matters how ldrtgkes if a satisfying outcome does not
come swiftly. Moreover, according to Wu'’s field Wwoconducted in 1987 and 1988,
seven recordings have shown a variety of singirrgtan, pitch range and frequency of
intervals. This diversity of performance sharesmmonality with its ending interval — a
perfect fifth (1988, pp301-315). Theoretically andturally, this is an expression of the
harmonious sound of human beings and also therpedfending sound fdPasi but but
The different duration recorded by Wu ranged frgypraximately two and half minutes
to five and half minutes depending on the intermradl external situation singers were
experiencing at the time (Wu 1988, p315). This aid why there is no definitive way
to singPasi but but

Regarding the only opportunity to make a succesasfid harmonious’asi but but a

metacognitive approach takes account of the pelhedfucation embedded iRasi but
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but in terms of the powerful regulation of the ‘musingve’ belief. An imaginative
situation arrives: if grievances or conflicts exiistinterpersonal relationship, how can
Pasi but butsuccessfully reach a perfect fifth by the end?his tangible image, the
entwined arms and eye contact play their roles idem to develop non-verbal
communication which engages in pacifying and sogthine latent disagreement between
tribal members about current controversial issugscause singers conceive their
responsibility as taking part in the ritual Béasi but butthey commit their inner thoughts
to create the anticipated final consensus — the gdwations in terms of both music and
humaneness. Accepting that, the harmony in mugicesents not only a musical
aesthetic but also Bunun’s philosophy of life: hany is an equal interaction between
individuals, a promising relationship between husiand their land, and with their God.
Without recognising this, it is certain that onyetmaterial value (ritual function) &fasi

but butis identified in most available references.

The current cognitive model fd?asi but buthas lost the deeper meaning of harmony.
This is the layer which has died. Because the dempaning does not exist, it seems the
profound meaning has never existed. When culturédlange happens, no matter in

postmodern approach (i.e. pastiche, parody) oricaltiiral deployment (hybridity), such

a condition is usually accepted as a natural amthalodevelopment in terms of change

as the principle governing the world. It could redicted that the emerging mixed style

which retains some symbols but replaces others math symbols. In the atmosphere of

creative industries, this is the most effective wayreate new arts as well as to pursue

market profits.

In summary, the title of this unit ‘Creation froimet tradition’ implies its orientation. The
text accordingly follows this thread to weave tinéire picture. “Innovate or die” used as
a banner indicates the key tone of this unit arditberpretation of content knowledge.
Eventually, cultural cognition oPasi but butis realised in the version with New Age
flavour rather than its original and authentic Bartaste. It is noted that in the new
versionPasi but buthas been transformed to be a symbol with no fittucal roots.

Without the profound culture and history, symbatedme more accessible for people to
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understand and are more likely to travel globdhythis way, symbolised culture spreads
its new mode across territorial boundaries andohcstl periods. However, it is worth

noting that the changed cognitive model eventuatigrs the original cultural model.

7.3.1.3 Nan Yi

According to the analysis of the elements usedhia tinit, the missing pieces of the
jigsaw of certain knowledge imply a formulating ttwal model in that certain discourses
are emerging to direct the cognition about whataesceived from a culture. The cultural
model shown in this unit gives some tribes promingosition so that they are more
visible than others. Moreover, the combination ofhbthe text (main body and caption)
and pictures in this unit reinforces certain imagesmdigenous material culture with the
pattern of certain artefacts to certain tribes. $&guently, a cognitive schema generates
and settles in knowledge seekers’ minds, becomirgy ftame of reference while

encountering that specific culture.

As Fairclough notes (1995, p6), “texts are sogi@ces in which two fundamental social
processes simultaneously occur: cognition and sepitation of the world, and social
interaction”. Accepting that, the text in this urptovides not only information or
knowledge but also decides the space of each indigetribe in both school textbook

and the society where it belongs. In this respeetjokes a concern of representation.

From Table 7.2 we know that Kavalan and Puyumanatencluded in the panorama of
indigenous cultural map in this unit. For geneeadtbook users who are not from these
two tribes, they are deprived the opportunity antifying the culture of Kavalan and
Puyuma. For people from these two tribes, theynatggiven the chance to identify with
the text. Moreover, the presentation of certaiefadts reinforces certain types of cultural
cognition. Table 7.3 provides the information ofawlultural aspects of each indigenous
tribe are emphasised or ignored. The only pictoreTsou is a hut which was usually
used for community gathering. On the other hanoligh Paiwan does not have the most

pictures used in this unit, its dimension is thelest. It is also noted that the only blank
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column for Paiwan is the ‘diversions’, meaning, Geyemonial or festival activities get
less attention than other material types. Sheddigit on the vertical column of

‘diversions’, it is obvious that the spotlight cemtrates on Amis traditional ceremonial

culture.
Table 7.3
Taiwanese indigenous cultural types in Nan Yi Year-2
Material Modifications
types | Art Diversions | Adornment | of the landscape| Applied Devices | Musical
arts material

Tribes
Amis 0 9 0 1 0 1 2
Tayal 0 0 2 0 0 1 0
Bunun 0 3 0 0 0 2 0
Kavalan 0 0 0 0 0 0 0
Paiwan 4 0 4 2 1 3 1
Puyuma 0 0 0 0 0 0 0
Rukai 1 1 2 1 0 2 0
Saisiat 0 1 1 0 1 1 0
Tao 3 1 0 2 0 1 0
Thao 1 1 0 0 0 0 0
Tsou 0 0 0 1 0 0 0

Turning to Bunun, the five pictures for Bunun adevérsions’ (rituals and ceremonies)
and ‘devices’ (musical instruments). It is alsoewbthatPasi but butis introduced on
page 18 but with only a big picture of Bunun’s grainging which occupies half a page
space. Without any music examples go with the amitext, the whole layout constructs
a cognitive model foPasi but butits nature of musical expression is transfereern
image of physical expression provided by the jugtsal picture. | argue that the absence
of music examples fdPasi but butdoes not result from integrated instructions. Tdiou
sometimes it happens that certain curriculum modelsctively exclude knowledge in
terms of the structure of integrated models andptimpose of the action to integrate, or
the great amount of knowledge packed in limitedcepghe absence of music examples
of Pasi but butshould be understood as a phenomenon which lackssécal model in
the context of cultural cognition. As a result, thétten text can only deal with the cliché
aboutPasi but but Some texts are even simplified information withthe important

cultural context for understanding this ritual noudiosing the comprehension of the
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intrinsic value ofPasi but butwhich actually is embedded within its musical tegt the

construction of knowledge is a suspending endealeadling to an empty learning.

7.3.1.4 U Chen

The text starts with two pieces of myth, both dvewt how ancient Bunun people learnt
the beautiful sound oPasi but butlt is important to note that not because thereas
history of Pasi but but but sometimes a ‘loss’ of the memory of histdrigaality of
things is even more effective to replace history rayth. History, in the present
discussion, is conceived as an aggregate of vahatieves, and ideologies. However, it
is undeniable that myth does reflect the changsorieties. Bearing this in mind, the
examination aims to explore what information the taieces of myth give. Before the
text flows toward the 158-word introduction Bfsi but butplus a brief (147 words)
discussion of all indigenous tribes in Taiwan (UeBh2005, p94), learners first meet
these two pieces of myth — the waterfall and blethe text, Bunun people keep a good
relationship with Nature and their God. Singingiswed as a way to worship their God.
This ability is the bliss from God to enable themcommunicate through singing. This is
also supported by anthropologists and ethnomusiib that Bunun’s music emits
harmony which reflects their social control anderpersonal relationships (Qio 1966;
Wu 1999). In a word, the key word to Bunun culterebedded with the two pieces of
myth is ‘harmony’. In a sense, it is also a cogreitmodel to appreciate Bunun’s musical
culture. The cultural cognition through a sdPasi but butand two pieces of Bunun myth
consequently equates Bunun to harmony. The phitos@b harmony is the goal and
principle that governs Bunun social operation; hesvehow to achieve it musically is
not presented in the text. It is argued that hystmrd myth both are able to function as
discipline, but history provides knowledge to agmio cause and effect of issues, myth
does not. Myth has the power to transform historgdture.
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7.3.2 Looking through the lens of cultural hybridisation

Throughout all four units, Han Lin introduces fakngs of all groups within a diverse
range of people in Taiwan; Nan Yi engages in arochiction of a complete indigenous
folk culture; while U Chen focuses dPasi but but On the other hand, Kang Xung
elaborates two differing genres expressiasgi but but In a sense, the approach to the

portrayal of Kang Xung is a form of cultural hyhitid

7.3.2.1 Hybridisation as a mode of existence

With respect to globalisation, cultural hybridis/¢éoming to be a new way of existing in
and perceiving the world. It emerges when peoptesailtures interact intimately in a
deep and significant way. It is a blending of twaymre cultures into one another which
constitutes a product of cultural contact. “Cultungbridization,” Pieterse explains, “is
the making of global culture as a global mélangE396, p60). The common way to
create this type of mélange is to attribute a wipalekage containing many facets of this
culture to symbols which are lighter and more eptr@nand spread them across
different aspects of other cultures and historfdiods. In this way, the discussion of
cultural hybridity focuses on the formation of syotg There are two approaches in an

exploration of those ‘symbols’: cultural interbréggland cultural hegemony.

In cultural interbreeding, symbols are derived frtme land and are enriched by other
lands linked by hybridisation. It is easy to idéntihe hybridised cultural elements by
matching their characteristics with their origingburce. In this approach, selected
cultural elements are selected as symbols to triggever’s intellectual or emotional

attachment. But not all symbols are able to triggewers’ reactions. Even the most
typical symbol of that culture would not stimulgdteople to draw any reference to any of
their experiences. This void means that it canheeigjenerate more cultural output nor
stand as what Bourdieu termed “symbolic capita@84). It is argued that there must be

a reservoir of cultural memory bank packed fullirdbrmation of the culture (Assmann
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and Czaplicka 1995; Antze 1996). In cultural inteddling, the hybridised cultural
elements are resources with symbolic capital witheir cultural milieu. They combine
on a stage which allows space for each culturanete# to demonstrate their own
uniqueness. This is what viewers feel: a harmonreletionship. The premise for this

kind of cultural hybridity is the strong symboliamtal embedded deep within cultures.

7.3.2.2 Cultural interbreeding and cultural hegeynon

In the texts of the unit ‘Creation from the traditi, the symbolic capital oPasi but but

is not generated from appraisal expressed by waiHdomusicologists’ in the IFMC but
from the perspective of a sojourner David Darlingyavel experience. This text is
expressed in a third person Darling, for the first time in his life came to Tang
counties and heard Bunun’s children singing inrtpere voice. He was deeply touched
and so said, “That day, my cello became silentkdr{g Xung 2005, p90). The narrative
is euphemistic but powerful enough to produce syiobcapital for Bunun’s music
culture. Also notable is that the whole text instbinit fails to mention the issue of how
Pasi but butenjoys worldwide fame or why it is so valuableesthnomusicologists’ eyes.
In another words, the symbolic capital formulatedhe text of this unit is not based on
what it is but on what it is viewed as being. Thewpoint is of others’ rather than
Bunun’s own viewpoint. With this in mind, it is lthto state that the cultural hybridity
presented in this unit is a form of cultural intexdding, though both cultural elements
Pasi but butand New Age music are viewed as having symbolpitak | would argue

that in this case the condition for cultural hyisation is asymmetry.

7.3.2.3 Two-dimensional critical discourse analysis

This understanding further leads the next stephim éxploration of the positional

autonomy of the two agents — Darling (composer) Badi but but(the established
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music). The exploration on the loss of positionalabce between agents is situated in
Fairclough’s argument (1995, p1):

Power is conceptualized both in terms of asymmetietween participants in
discourse events, and in terms of unequal cap&eitontrol how texts are
produced, distributed and consumed (and hence lilapes of texts) in
particular sociocultural contexts.

As Fairclough suggests, to appreciate how powerabge is to look through the window
of ‘texts’. He further proposes a framework: anaysf language texts, analysis of
discourse practice, and analysis of discursive Bvers instances of socio-cultural
practice (1995, p2). Following is a discussion loé first two dimensions: analysis of

written texts and analysis of discourse practice.

Analysis of written texts

The first dimension aims to examine language tektsording to Fairclough, language
text includes spoken and written texts. In thisecamly the printed material is provided
in school textbooks. Thus, the exploration focusaslanguage and word use in the
written texts on page 90 (Kang Xung 2005, Year Y@i2). The decision not to
examine page 91 is because neither of the textéskgbound knowledge aboBtsi but
but and Drucker’'s motto on this page — encompassekn@arname nor addresses his
composition. In terms of the purpose of this exgiimn — to indicate asymmetries
between participants in discourse, the followinglgsis deploys strategies with respect
to the texts on page 90. Accordingly, Table 7.4désigned to illustrate the role of
Subject/Object of David Darling ariehsi but but

237



Table 7.4
Analysis of the written texts: Kang Xung, 2005, YeaY9-2 IlI-2, p90

Sentence Darling in Text Pasi but buin Text
as the Subject as the Object as the Subject as the Object
1% In 2000, American Bunun’s children sang
composer and cellist
David Darling...
2" He was deeply touched.
3¢ Darling said...
4" In 2002, he returned... Bunun’s Wulu tribe/ Bunun’s
voice
50 This musical expression

has broken down
boundaries between
nations, ethnics, and

languages.

6" It was not finished until
2003 when it finally
reached its successful
completion.

7" ... this experiment not only
opens a new avenue for
classical music but also
presents a new aspect of
traditional Bunun folklore.

8" David Darling plays his [Darling to] accompany the

cello ... original Pasi but butand
appending a composed
cadenza [td°asi but buit

g This music ...tries to Bunun’s unique octo-phonic

echo [Bunun’s unique chorus

octo-phonic chorus].

As can be seen more clearly than from the origieeual layout, the first four sentences
place ‘person’ (David Darling) in the Subject pasitand ‘knowledge’Rasi but bukin
the Object position. The literally translated tekhm Chinese to English, faithfully
retains the original subject and object structure@hinese sentences. Moving on to the
discussion of the fifth sentence, firstly Bunun Basi but butis not shown in this
sentence; secondly, the focus of this sentencheigrteasure employed. In this sense,
Darling is the *hidden’ subject because action carive activated itself but through the
individual’'s physical engagement. In the sixth seoe, t” refers to the newly adapted
Pasi but but The person who involved it decided when to finiskt. Regarding this,
though ‘person’ is not seen in this sentence, nhrsative implies that ‘person’ (Darling)
is thedoer. It seems that ‘person’ being the subject has besorised’ from the sixth,

seventh, and the ninth sentences. In fact, ‘per@daftling) is thedoer. The seventh and
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the ninth sentences are structured in the same imayhich Darling conducted the
experiment and made this music so that the traditi®@unun’s folk music changed. To
sum up the discussion based on Table 7.4, it isoabvthat Darling stands in the centre
of the text. Moreover, ‘person’ rather than knovgeds the main focus. In this respect,
the asymmetry emerges in terms of the subject-gbjelominant-dominated,

active-passive, and person-knowledge deployment.

Analysis of discourse practice

The second dimension aims to explore the procesfseext production, distribution and
consumption. The application of CDA in this sectisrused closer to “analysis of text

structure above the sentence’ (Sinclair and Cordti®75, cited by Fairclough 1995,
p7).

Text production

Since 1988, Taiwan Yu Shan National Park has embageecording and restoring
indigenous culture. Bunun is one of the tribes tledan the area of Yu Shan National
Park. The earliest Bunun music product issued bySkan National Park and sponsored
by government marked the action from the centrahiatrative level. In the 1990s,
private recording companies have sensed the pat@itihe market of indigenous music
in Taiwan in terms of the global trend of ‘world sici. Wind Records published its first
Bunun music CD (TCD 1501) in 1992 which has won Best Music Producer of the
Year by the China Evening Times. The market reactimved this production the best
use of sound for an indigenous music marketing @agmp Two years later, Yu Shan
National Park produced a series of indigenous masiading all tribes within its scope.
Encouraged by the Taiwanese government, local rallinstitutions have been playing
an active role to promote indigenous culture to pidlic. In 1998, the album “Six
indigenous tribes and their traditional music inoklaung County” (Bunun’s music was

in the sixth CD) produced by Kaoshung County Calt@entre received the honour of
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the first prize of indigenous culture productioorfr the Ministry of Education. It can be

viewed as the best use of indigenous music foradmal programming.

Paralleling governmental efforts, Wind Records gegha young Bunun singer Biung
and published his first self-composed album “Hunt000). It was a production
entirely sung in the singer’'s native language. figkaccount of garnering a larger
audience, consequently, the prize winner aloumriBiy(2001) was sung in both singer’s
native Bunun language and Mandarin. This productieceived the Golden Melody
Award for Best Non-Mandarin Male Singer in 2002sHiatest album “A man in the
wind” (2005) adopts Mandarin instead of Bunkum laage. It is also important to note
the changes of the content of Biung’s music devealamt because it is a window with the
view of cultural hybridisation. The songs in hisstialoum were composed during the last
year of his college with homegrown lyrics that bethphasise his ethnic background and
were a diary of his childhood experiences. He m@édifuremployed the music from his
own culture and sang in his native language forphgose of inviting people to love
Bunun’s culture. In an interview, Biung confessedigtening to Western pop artists such
as Michael Jackson and Linkin Park and combineditibaal Bunun music with pop
musical style. He adds in an interview ‘Biung mixgsup live’, “I don’t put any
limitations on the kind of music | listen to, buusically the biggest inspiration to me has
been traditional Bunun music” (2004). However, th&onale in a competing market
where profit rules, inevitably overpower Biung’s sical and cultural imagination in

terms of the hybridisation of Taiwanese popularimssy/le.

As Fairclough indicates (1995, p6), texts are doades in which cognition,
representation, and social interaction happens.prbduction of Bunun musical text in
Taiwanese society both from non-Bunun and Bununplgeshows that efforts and
measures have functioned to retrieve Bunun'’s celltbvery culture has a set of symbols,
although not all culture has symbolic capital. Eolture as symbolic capital, there must
be powerful systems behind the culture supporting generate its own symbolic capital.
In the current situation, Bunun’s symbolic capisalnder construction with the support

of government involvement. The 2006 Creative IdEakibition of Taiwan Cultural
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Industry, hosted by the National Culture and Antsikdation in April 2006, is part of a
campaign which aims to evoke cultural consciousaessfurther take action to pursue

indigenous symbolic capital.
Text distribution and consumption

Inspired by Fairclough’s notion (1995), it is coivesl that a flow of culture is actually a
flow of symbols. From this point of view, the prassection aims to illuminate the trail

of the hybridisedPasi but butmaking its impact on the world.

The ‘Mudanin Kata’, which includes the arrandeaki but butwas released on May 25
2004. A review inThe TimesDavid Darling and Wulu Bunun Singers’ gave a coemin
on this album:

...Darling added sympathetic cello textures to tlditional repertoire of
drinking and hunting songs, harvest prayers antedachants. The sounds
of nature add to the atmosphere, while back in ¢hedio Darling
embellished further strings without swamping theritguof his “field
recordings”. In places the Wulu Bunun'’s singing hasgpooky, otherworldly
guality that recalls the choral work of Ligeti. E¥ghere, it sounds childlike
and innocent. The result is a record that is bgdwtark and sumptuous, as
hauntingly beautiful as it is highly unusual (2004)

On May 26", 2004, David Darling and Wulu Bunun people (theg® come from the
tribe Wulu) had their debut at the Queen Elizaly¢ali, London. Their performance was
recorded by the BBC radio program ‘Late Junctiamd &roadcast on June 9, 2004. It is
noted that the album was listed number six on th&4st International CDs of 2004 by
amazon.com. It is supposed that the above infoamasi easy to access in Taiwan. On
the contrary, it took me days to collect it andntHerealised how ‘Mudanin Kata’
developed its way to meet people in other areasidmifTaiwan. Interestingly, people in
Taiwan are not aware of how this event was a ssdcea global context. It seems that
all the efforts made were to promote it into womhdrkets rather than the local market.
Obviously, the cognitive model of Bunun culture vga$ to meet the Western criteria and
the value judgment followed by the world music narkules. It is also found that for

academic research use, Insight Media, a compangupiog DVDs, Videos and
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CD-ROMs for university and secondary classroomss heleased a video product
‘Sounds of the mountains, dances of the ocean’{19%9AJ1155). This film documents
the music and dance of each of Taiwan's nine imdige tribes with English narration
and spoken Taiwanese with English subtitles. Peayptd interest of Austronesian
culture or conducting research might approach ghisluct. But without doubt, it gains

far less public attention than Mudanin Kata has won

7.3.2.4 Hybridity in the form of fragmentation

Another way to look at cultural hybridity is by lkiag through the lens of postmodern
interpretation. According to postmodern viewpoirdsg|tural hybridity should embrace
emerging possibilities based on the belief thastpmwdernity begins where totality ends”
(Erjavec 2001).The infinite number of possibilitieads inevitably to the impossibility of
predicting or governing or having any prominentesuto follow. One of the features of
cultural hybridity in the postmodern context is tpbenomenon of fragmentation.
However, fragmentation as a feature of twentiethiwogy art and culture is a pervasive
phenomenon of both modernism and postmodernisnmisiich case operates in diverse
ways (Bertens 1995; Connor 1997; Fokkema & Berf€86). In a postmodernist view,
fragmentation is synonymous with ‘pastiche’ or gdy’. From a modernist perspective,
cultural hybridity in the past was seen as a camivhich describes the situation of the
cultural tension in a multicultural interface. Tefare, fragmentation is a consequence of
a lack of unity and is often viewed as a crisigegresentation. What also occurs is a
deconstruction of form which serves to frame anystc expression in a socially
comprehensible aesthetic structure. From a so@aaric viewpoint, and based on the
textual analysis that market forces seem to govkenarticulation of the content of
knowledge in textbooks, | argue that, except fa& thodern-postmodern hemispheres,
fragmentation is synonymous to contemporary comtgoform (see Chapter 2).
Fragmentation in the context of cultural creatimelustry is a strategy which creates

symbolised cultural products for the aim of purgugzonomic growth.
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7.3.3 Looking through the lens of cultural transmigation

Culture has two ways to perform its existence:dfaic, settled in a particular space; or,
the fluid, flowing so it lives. In an era of the ggmodern, the power of human minds
speeds up the travel of cultures. Concomitantlytuoes sojourn and further mutually

interact with exotic cultures. In this process, sdnansmigration also emerges.

7.3.3.1 The ‘third space’: a new site for transmaigm

As Greenwood notes, “when two cultures meet, aedrterface between them grows, a
new ‘space’ emerges. It could be one that is aingefiot that homogenises the cultures,
or it could be a ‘third space’ that co-exists whibth cultures that themselves, to a lesser
or greater extent, remain intact” (2001, p193).AVespect to Greenwood’s notion, what
has been witnessed in these cases is a phenomémoitusal interaction in what has
been termed a ‘third space’. This ‘third space’caading to Soja, is “a purposefully
tentative and flexible term that attempts to captwhat is actually a constantly shifting
and changing milieu of ideas, events, appearaacesmeanings” (Soja 1999, p2). As the
content of cultural interaction is changing, so glaes process and outcome. When
cultural interaction occurs and its product is $farred from a milieu where cultural
hybridisation emerged to a new milieu, it generaedifferent meaning in terms of the
values and social structure in the new environmdiiiis is a notion of cultural
transmigration which parallels with Sassen’s perSpe that the transmigration of
cultural space implies a transformation of cultui@ms and a reterritorialisation of

cultural regime (Sassen 2004, p176).

In a sense, cultural transmigration relies on caltuavelling. Due to technology, culture
travels much faster and further nowadays. It canbet denied that people are
experiencing culture in a short period of time. Hoer, they are deeply affected by the
fascinating norm of cultural hybridisation coupleith transmigration for a much longer

time. The cultural product may soon been replacelieu of newly hybridised cultural
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products, but our experiences stay with us. In thezle of material culture, both our
experiences and the material objects are simultehedransformed and transmigrated,
first, the material, next the experience. The caltexperience is a spatial re-localisation:
from the visible (social phenomena), material argspcal to the invisible (social

structure), non-material and metaphysical.

The current way in which culture exists is a forfnspiritually and materially cultural
transmigration. Using the faculty of cultural cagm, people are able to perceive
cultural hybridisation: they identify cultural sywls as a means of generating an
understanding of cultural hybridity. As a conseqesrthey sense and even measure the
distance between the original cultural space arel ghifting cultural site. In this
consciousness, cultural transmigration is concei@sda struggle between cultural
awareness and identification. The transmigratioshps individuals to situate themselves
within the changing milieu: the ground under tHegt is in flux, and similarly so are the
walls surrounding them. The ground is the chrohicahtrenched ideologies. On the
other hand, the walls are a framework in a commumitsociety which allows people to
identify their existence; the walls are also a fearimitation, as well as a controlling

mechanism.

At this point, my reflection brings experience ohterial culture in space into intellectual
awareness, and notes that there is another fatémge — namely our imagination. What
I mean by this is not only the sensibility of thoatready established spatial or

geographical landscapes which have challengedlémbar imaginations.

7.3.3.2 A gaze upon the cases

Looking at the texts oPasi but butHan Lin provides the background of its worldwide
recognition; the imagery d?asi but buts placed in a global context. Kang Xung creates
a space where it expresses Other’'s recognitionim@gination emerges from and is
unavoidably limited by an individual person’s culilicapacity. Nan Yi gives a potpourri

collection of information approaching recognitioa; pastiche of imagination which
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contains little meaning but lots of imagery. U Clodfers two pieces of myth as the first
stage for cognition; a poetic imagination with Idgstorical material. In several cases
amongst them, cultural transmigration is couplethwultural cognition. This is a tough
situation because deciphering the disguise neefilsaticonsciousness. It is easy to get
confused between whether material culture offertu@l cognition or cultural
transmigration. Foremostly, in order to cope witfistinquiry it requires noting the
inseparability of social, historical, and spati@his consideration echoes what Soja
proposes as theéal material world” (1999, p6, [my italics]). Based 8oja’s definition,
the material world refers to the space in which anat exists as it is. This is the
‘Firstspace’ in which exists “readable texts andteats” (1999, p22). To subsequently
“interpret this reality through ‘imagined’ represetions of spatiality” (1999, p2) then
enters into what Soja called ‘Secondspace’. Onlévisl, due to the nature of fluctuation
of imagination, an unstable realm emerges whiclomocodates changing discourses. In
the case of Kang Xung, the original text of BunuRasi but butis situated in the
Firstspace. Darling’sMudanin Kata’ forms an imagined musical and cultsgace. The
slogan ‘innovate or die’ helps to construct therd$pace in which the translation of
knowledge is rooted in the Secondspace and is dgieconstantly shifting values. The
most powerful force is not fuelled by cultural intpe but by an economic drive. The
articulation of culture is therefore transmigrattdm multicultural language to a
cultural-industrialised couching of language.

7.4 The theme, structure, and content

When knowledge is organised using curriculum irdégn, material from different
disciplines is mapped according to the chosen théspec, and competency benchmarks.
As analysed above, textbook writers may choosestme raw material but use it in
diverse ways in compliance with their goals. Howewyen when the same goal was
borne in mind (i.e. the sub-goal ‘Comprehension @iltures’), the format and
interpretation of content knowledge may show in kedly individual ways. This
presentation could possibly be affected by theicuwirm models used to formulate
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meaningful content knowledge for school educat{on.the other hand, the interpretation
of knowledge could also possibly have little towdith the materials, themes, goals, and
competency benchmarks but affirmatively associatk the social discourses to certain
knowledge (i.e. the value of BununRasi but butin modern society). The following

exploration aims to develop this argument on thsishaf the structural analysis of
content knowledge. The exploration is therefordgiesl with three layers: the selection

of knowledge, the construction of knowledge, aralittierpretation of knowledge.

7.4.1 The selection of knowledge

As Hamston indicates that “the choice of significeontent is determined by ‘big ideas
about the world” ” (1996, p.2). These ‘big ideagiutd mean anything for different
curriculum designers in terms of their purposeswoficulum instruction. Generally, the
ideas can be categorised into groups on the bdsihasen taxonomy. According to
Bennett Reimer, the most common means of orgaaisati multi-arts courses are the
“historical” approach, the “topical” approach, atite “common elements” approach
(1970, pl147). On the other hand, Campbell and Blg2&0D01, pp96-97) propose sSix
thematic approaches which are commonly seen igrated instruction: literature themes,
topic themes, abstract concept themes, event thepmeblem themes, and position
themes. In this respect, these units discussetiisnpresent chapter can be analysed

through the lenses which examine both approaches.

Table 7.5
Analysis of theme focus on textbooks
Concepts | Reimer (1970): historical/ Campbell and Harris (2001): literature, topic,

Textboo topical/ common elements abstract, event, problem, and standpoint
Han Lin historical topic
Kang Xung topical position
Nan Yi common elements topic
U Chen topical literature
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The combined coding is used to illuminate the psedsow “content” as “ingredients” is
selected to match the chosen theme. The exploraiaranged on the basis of similar
coding in each column. Thus, Han Lin and Nan Yi pagred in terms of their ‘topic

theme’; and Kang Xung and U Chen are grouped wesbect to their ‘topical approach’.

In Reimer’s definition, what he called ‘historicapproach’ focuses on the factor of
‘time’. In this respect, Han Lin’s historical layband information of times support it to
be labelled as ‘historical approach’. Drucker’s tadtinnovate or die” in Kang Xung
proposes an attitude, a belief, and even a valoe tiaditional culture. Thus, it operates
in the ‘topical approach’. The two pieces of my#ed as a vehicle in U Chen to convey
the cultural background of Bunun'’s ritual culture aecognised as a ‘topical’ approach.
Nan Yi gives a picture of Taiwanese aboriginal wdtincluding all aspects of their
traditional culture. The thread binding all indigeis tribes is their commonalities (i.e.

their ritual dance and music).

Through Campbell and Harris’ idea, the discussioova could have a totally new vision.
First and foremost, | want to point out the diffeces between Reimer’s ‘topical
approach’ and Campbell and Harris’ ‘topic themés.mentioned, Reimer views ‘topic’

as a vehicle to mediate conceptual material (itétude or belief). In Campbell and

Harris’ eyes, ‘topic’ is an element which exists nmulti-disciplines. Because these
disciplines share the same element, the commonealisntonsequently become a ‘link’
to bind knowledge from different disciplines. Insanse, Reimer’s view falls on the
intellectual aspect of knowledge while Campbell analris engage in the technical
aspect of knowledge integration.

Turning to textbook examples, through Campbell dadris’ lens, both Han Lin and Nan
Yi are constructed under the topic theme: the foruses ‘folk song’ as the topical means
to choose and organise knowledge materials; ther lamploys ‘indigenous culture’ to
put all relevant materials together. Moving on tan§ Xung through Campbell and
Harris’ lens, though the banner “innovate or die@heeys a strong point of view, the

antique colour of Bunun’s traditional music exemptBom being viewed as a problem
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from an anthropological viewpoint. Due to the cathg worldwide action to protect
non-tangible cultural heritage, the banner is nyel@h expression associating with
position taking by viewers. The position Kang Xumas taken is progressive so that any
possibilities to pursue added value via innovatorchange are encouraged. Differing
from the ‘topic theme’ and ‘position theme’, U Chatopts stories which give a layer of
literary coverage to musical material and cultimaditage. In this respect, it is identified

as a ‘literature theme’.

As shown in Table 7.5, both Han Lin and Nan Yiewastructed within the ‘topic theme’.
Though one picks folk music and the other addreabesiginal culture, they basically
deal with cultural issues. Through Reimer’'s ler® triteria for knowledge material
selections are illuminated: Han Lin focuses on thpresentation of songs in each
specific time period; Nan Yi sheds light on the gee features in different tribes. It is
consequently conceived that an entirely differemcome of curriculum integration is
likely to occur if the focus of theme changes. Tlissumption is based on an
understanding that the curriculum theme for integnadetermines the interpretation of
materials. For instance, the theme of indigenodisiieuin Nan Yi could have a different
face if ‘historical approach’ replaces the ‘comma&hements approach’. In this
imaginative picture, the content knowledge willdeanged in accordance with times. It
would even be necessary to eliminate some matenml®rder to adopt a more
chronological approach. It is also noted that i tintegrated means is altered then

different knowledge material could possibly be @ros

Shedding light on Kang Xung and U Chen, thogisi but butis employed as a topical
approach, their pictures are diverse. Because viatgoor die’ is taken as the position by
Kang Xung, an effective approach to highlight tlae dpetween the old and the new is to
employ two versions dPasi but butwhich have diverse quality and respectively belong
to different times. On the other hand, U Chen umesliary material — the myth — to
support the main materi&tasi but but The myth gives the background to the main
knowledge and even helpfully emphasise the outineasi but butBecause of different

themes, the selection and combination of knowledg®rdingly demonstrates varieties.
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7.4.2 The construction of knowledge

When knowledge materials have been selected, the stege is to organise them in
accordance with the requirements stated in theoNaliSyllabus. With respect to this
ultimate goal, knowledge is required to be formed imeaningful way to convey ideas,
values, and concepts. As shown in Table 7.1, ttegrated models of these examined
units in the present chapter are different: fromliscipline-based ‘cellular model (Han
Lin and Kang Xung) and ‘nested’ model (U Chen) torass-disciplinary model — the
‘integrated’ (Nan Yi). With reference to Fogartyilstegrated models, the structure of
curriculum design takes account of the number @ing of knowledge material. This
means, if two items are used, it has the posgitiditbe constructed in ‘sequenced’ model
or ‘shared’ model, but not ‘webbed’ or ‘integratedbdels because the latter deals with
knowledge of multiple disciplines. In other wordsms of knowledge should match with
the ‘space’ of integrated models. When several kedge items occupy an appropriate
curriculum space, ‘webbed’ or ‘integrated’ couldolpably play a better role than
‘sequenced’ or ‘shared’ models. If there is mom@ntlone choice of curriculum structure,
then ‘theme’ determines which model suits best. Fmtance, the unit ‘Authentic
Aboriginal culture’ (Nan Yi) could be put in eithevebbed’ model or ‘integrated’ model.
The final design is constructed in a ‘webbed model order to maintain the
independence of each tribal culture. On the othedhthe ‘integrated’ model suits better
if the commonality becomes the focus of knowledgapping. Therefore, the
determination of curriculum structure is an operegjion which depends on what
outcome is expected and what materials are usestdBan the analysis presented in the
present chapter, | come to the point of realisati@t curriculum structure is the product

of the interaction of content knowledge and theufoof theme.

The commonalities between Kang Xung and U Chen ma&enotice that they employ
different ways to integrate knowledge: the fornsefcellular’; the latter is ‘nested’. The
most obvious commonality of these two units faltstibeir common main materiaPasi

but but As we see from these two cases, the main foclasf but butaccompanies

David Darling’'s New Age music genre or associaté$ wral history — two pieces of
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myth. When the main theme has been determinedsdleetion of materials is almost
done. But the whole picture would not appear cotepteuntil the minor materials have
been proportionally woven with the main materiabng Xung chooses to reach the
balance in the ‘cellular model whereas U Chen pittle ‘nested’. According to Fogarty,
the ‘nested’ model refers to the “target multiplmensions within a subject area” (2002,
p20). The myth is used as the larger dimensiorotd leasi but butin the centre. Thus,
the ‘nested’ model is recognised as a proper chwlieh provides a broader context to
enhance the learning of the core knowledge.

On the other hand, Kang Xung’s design could haversé possibilities. First of all, it is
coded a ‘cellular model. According to Fogarty, theellular model refers to the
“separate and distinct disciplines... topics from taxeas only occasionally related
intentionally. ... each subject area as a pure emtitgnd of itself” (2002, p16). In this
definition to look at Kang Xung’s materials and straction, it deploys all materials in
music subject, and the topic of innovation stamitependently. In a sense, this kind of
layout is neutral; however, the juxtaposition cé tiwvo versions oPasi but buthas made

a judgment in terms of the superior/inferior. Thitecion is ‘innovation’. From the
material-subject aspect, this case could be pgssiésigned in other discipline-based
models (i.e. the ‘connected’ or ‘nested’) or notam@dvanced cross-disciplinary models
(i.e. the ‘sequenced’ or ‘shared’). The considerais based on its materials: the old and
new Pasi but butand the conceptual material ‘innovate or die’. 0o the four possible
models are listed, not all of them can prove t@itaetical ways in this case. According to
Fogarty’s definition, the ‘connected’ model “focas] on relating ideas within the
discipline” (2002, p18). Regarding the actual matsy Pasi but butand the concept
‘innovation’ are not relevant ideas within one giioce. The same argument happens to
the ‘nested’ model because this method “target[sltiple dimensions within a subject
area”. The basic incompatibility rests on the twoups of material are not within the
same subject. (U Chen’s coding ‘nested’ is basetherclarification of the role of the
story material. They are oral history having cudturoots. If they are the authentic
version of myth, then they are in the literaturejeat. And the modle will be identified

as ‘shared’.) Besides, they cannot form multipleehsions like the stories in U Chen
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which form a culturally literary dimension Rasi but butAs for the ‘sequenced’ model,

it means “similar units coincide but are taughtasafely”. Using Fogarty’s example to
re-formulate this case, first, Fogarty gives tharagle as “stock market in mathematics
coincide with the Depression in history”. Then,tle same way to re-design this case,
the presentation could bBasi but butin ethno-musicology coincides wifPasi but but

in creative industry. Compared with the originaside, the ‘sequenced’ model could be
able to give more clearly and completely, two irelegent pictures to the authenfasi

but butand the modernisdéasi but butwithout imposing the arbitrary manner “innovate
or die” (2002, p24). Lastly, the ‘shared’ model mgdo “bring two disciplines into a
single focused image”. The premise of this mod¢hesexisted commonality formed by
two disciplines and the feature of this model iditghlight the commonality. Accepting
that, then turning to the original materials, irgued that the materials do not represent
two disciplines. AndPasi but butdoes not have common elements associated with the

concept ‘innovation’.

In summary, the ‘connected’, ‘nested’, and ‘shamaddels are theoretically possible but
practically impossible. In terms of the selectedarials, the ‘cellular model and the
‘sequenced’ model can prove to generate effectiveioulum design. The above
experiment and contemplation illuminates a realitgt the content materials decide
curriculum structure, not the converse way. Morepitds worth noting that though the
‘cellular and ‘sequenced’ models are workable md#) with reference to the theme
then the better way is shown. Because the two aressof Pasi but butand an abstract
idea can formulate layers; such as the layer ie tion the layer in musical language, the
one-dimensional model ‘cellular’ does not reallyphevith this demonstration. On the
other hand, the juxtaposition of knowledge, asvilag the ‘sequenced’ model does, can
help to present the layer and avoid the one-watersteant. This understanding further
clarifies the blame on the concept ‘innovation’ ahd idea “innovate or die”, because
the problem does not fall on the materials, butlflyeut of materials. That is, there are
several ways to integrate knowledge; however, teetam way determines the
interpretation of knowledge and even rearticuldtes original vision projected by the

theme.
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In addition to the above discussion, the spaceryniefy to the physical pages in textbooks,
also affects the entire presentation of contentwhkadge. This is to say the nature of
theme and content knowledge should be known bdfereactual work of curriculum

design. Usually, the number of pages of textbogka isophisticated issue of budget,
educational efficacy and many other social concdmghis respect, curriculum design is
inevitably challenging. The process of mapping kieolge needs to manage selected
materials in a sequence that meets cognitive theand curriculum goals and also
reaches a balance in terms of textbook physicatespBherefore, knowledge mapping
becomes a battle. Eventually, the wrestling progassluces the product which is a

compromised outcome of all values, ideas, and atpes.

There is an example in the textbook. Nan Yi aimstiude all indigenous culture and
maps knowledge in a ‘webbed’ model. As said, thlisai model with capacity to
accommodate a great amount of material. Howevaey ttiies are still absent from this
big curriculum picture. It is argued that the reastay not rest on the integrated structure
but fall on the concern of the importance of knage. The question of ‘what is valuable
knowledge’ is controversial because it has no gedarrect answer. It may be a group of
people’s opinions (i.e. textbook writers) but mbkely just reflect the social consensus.
Textbooks are also products in book markets, thdbgh are sold in a market regulated
by both economy rules and educational rules. Thapetition in markets and the
expectation from the public plus with the discigliof the National Syllabus all
contribute to make textbook knowledge closer toietms than individuals. In this
respect, the outcome of the wrestling of knowletgyehe wrestling of social forces,
people, and material resources in an abstract spében school textbooks. In other
words, the curriculum structure should be exempimfrbeing responsible for the
fragmentation of knowledge or simplified informatia textbooks. It is worth realising
that curriculum structure might be the scapego#tafreal situation is not clarified. The
charge to curriculum structure neglects the redtigy the (re)production of knowledge is
socially constructed. It could never become a mdyttechnical construction. This
misunderstanding emerges from situating in a lichiposition within the educational

field with low consciousness of the social contaxéducational institutions.
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7.4.3 The interpretation of knowledge

Textbooks are the meeting place of the voices whéflect the view of our world.
Cultural experience is firstly conceived as whatsitthen what it means. The above
discussion of cultural cognition, cultural hybrigi®n and the physical deployment of
knowledge construction are related to ‘what it iBhis section aims to discuss what
steers the interpretation of textbook knowledgethWiespect to the temporality of
content knowledge, it is noted thaasi but butis placed at the intersection of time and
space. In Han LinPasi but butis an example which is selected to represent tvera
Aboriginal music culture as it existed in the pastang Xung, it is also conceived as an
old voice of Bunun in the old times and must belised; in Nan Yi, it represents
Bunun’s own music culture and is perceived as gittteir ritual ceremony though it has
been obsolete; in U Chen, it is a piece of Bunwr@ditional song with myth which has
been enshrined as Bunun peoples’ cultural heritage.

The overall narratives aboBasi but butaddress its historical quality and emphasise its
value as fossils in ethno-musicological researdte [Ens that focuses on the objPeisi
but butshows a profile which makes the object more cdecas an event. This event
generates from an action to re-conceptuaissi but but as shown in textbooks, the
space of its origin has been retained and fixed &as, but the time is materialised and
given a new context. The analogical knot is tiediwy threads: the one shining in the
present time, and an old thread curved with gedgcabp marks. Examining the texts
respectively, it is found that the intrinsicallyltwal nature ofPasi but butis added with
notated material, de-characteristic cultural mateand cultural industrialised material.
Though the space of the object does not move,atoomceptualised ‘time’ element has
changed the language of Aboriginal music and aigengvoice to the value and meaning
of indigenous culture.
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7.5 Conclusion

This chapter has concentrated on examining the leuge of Aboriginal culture
discussed in the four series textbooks. The disoussf Part 1 in the present chapter
focused on the models used for integration and rédationship of the required
competency benchmarks and the selected knowledgeriale. Two units of the total
four units examines the use of the ‘cellular moetoncentrate on the aspect of musical
culture while the other two discuss multi-dimensibaultural performance and employ
the ‘webbed’ and ‘nested’ models to situate in deyasocial contexts. The benchmarks
1-4-1 and 2-4-5 are salient in the process to cocsimulticultural knowledge. The
former emphasises the social context to art preduct art appreciation and also
encourages learners to develop their own experienceeate arts. The latter focuses on
the more humanistic aspect, such as the form, riistod performing of music. The
results of the investigation show that the intetiggren of indigenous culture concentrates
on its history and tradition. Less discussion igegito the present situation. In other
words, the whole tone of the articulation of indigas culture shows retrospective

orientation.

Shedding light on the required benchmarks, it i¢edothat the same knowledge
resource — Bunun’Basi But Butiis employed; however, the diversity of its intexfation
results from the different imagination of multiaudal education in the context of school
education. In addition, the identification of synibelements in indigenous cultures is
also challenged. The analysis shows that, thoBghki but butis ‘live’ in the unit
‘Nostalgia’, the presence in the other three utglis quite a different story about Bunun
and its musical culture. In the unit ‘Creation frdhe tradition’, creative industry reins
the interpretation ofPasi but butand finally de-territorialises it from its cultdra
parameter. Though the unit ‘BununPasi but but stands within its original site, the
glory of musical culture is overshadowed by theoagganied texts which address
Bunun’s myth. Moreover, in the unit ‘Authentic Alginal culture’, although being part
of Taiwanese indigenous culture, Bunun’s musicétlicet does not gain enough space to

address its cultural issues in-depth while juxtapp®vith other ten tribes in one unit.
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In Part 2 of the present chapter, | have arguetth®aorganisation of Bunun’s cultural
elements follow a ‘naturalised’ binary, i.e. gendsthnic, and the extent of civilisation,
and (re)produce these stereotypes through the uoopison’ of Bunun’s cultural
products and knowledge structured in school textbooAt the same time, the
deployment of indigenous cultures in the contex@asfoolbooks deconstructs the form of
indigenous cultural knowledge. In multicultural deimg, to identify the subjectivity of
the learner and acknowledge the identity of ‘Othésvital. According to Adorno‘s
concept of negative thinking, the falseness is thahan understanding of a particular
object is subsumed under a general concept headimgpde of identity thinking. To
rectify this, the consciousness of non-identitynkimg reconciles the particular entity
with another general concept, without reducingdgbalities of any objects to stereotyped

categories.
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CHAPTER EIGHT
Conclusions and recommendations

8.1 Introduction

This study has concentrated on culture, economy sahool integrative music education
in Taiwan. The integrative methods employed to trocs knowledge influence the
combination of knowledge to a large degree. Mamipah to resist integration or to
favour the more discipline-based models has be&scidel through an investigation of
their macro and micro structures. In addition, tpgalitative analysis of the texts
indicates that the realisation of the Sub-Goalsteehe Arts and Humanities textbooks
shows the impact of socio-cultural-economic dissear This study has also shown that
critical perspectives, as the conceptual positiping critical awareness by means of a
series of negative dialects to current music edoicafo draw this study to a close, this

chapter re-visits the research questions.

The central research question guiding the study was

How is music education constructed in the Arts Hdhanities textbooks of
the Integrated Curriculum in Taiwan and what am ithplications for the
cultivation of aesthetic education?

In answering the principal question, the sub-qoestwere identified:

What is the impact of the socio-cultural-economiscdurses on the
integration of music knowledge?

How is the integration of knowledge realised in #s and Humanities
textbooks?

How are the goals set for the domain of Arts andnBnities made manifest
through the integration of knowledge?
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In Chapter 1, | discussed the concerns and thetecelsocial issues about the
implementation of the Nine-Year Integrated Curncalin Taiwan. In a word, the main
concern can be articulated as a need to exploradio@l position of music curriculum in
an integrated curriculum milieu. In Chapter 2, intdo several theoretical perspectives
offered in the integrated curriculum, music eduratiand critical theory scholarship.
These theoretical approaches enable the reseatcheonduct a multi-dimensional
analysis regarding the epistemological factorsnmbeen in the Arts and Humanities
textbooks. In Chapter 3, the employment of Critibedécourse Analysis (CDA) as the
analytical tool for this study is a decision madéhwespect to the nature of the data as
texts of language rather than texts of music. Altiothe texts deal with the discourses
of music and musical works, they do not deal witlsioal experiences, such as listening,
sounds and musical feelings. In this case, CDAnasftective tool to explore meanings
in/behind the texts suits the present study wethe@vise, CDA must associate with
other musical theories to become a tool which aanrounicate with musical signs. In
addition, the texts reflect the power system ofrggah societies which are the context of
the examined school knowledge. Regarding this, Qd®Atifies itself to be the preferred

tool in answering the centres of power in/behirstdurses.

Broadly, the data fall into two parts. Firstly, @ier 4 discusses the realisation of an
integrated music education of the Arts and Humesith the context of the Integrated
Curriculum. Secondly, Chapters 5 to 7 deal with rbeonstruction of music thought in
order to trace an epistemological framework grodnde the discovery of the
music-cultural-economy relation. In coming to tlriguanents of the study, there are two
main points of arguments: the epistemological gaphe construction of school music
knowledge, and the corruption of music appreciation relation to the era of
culturalisation. In the argument of the epistemaaly gap, the examination of
knowledge integration points out the inconsistentietween the empirical construction
of knowledge and the vision set in the Nationall&yds. This notion is supported by
three findings: the partial realisation of the catemcy benchmarks, the disciplinary
organisation of textbook knowledge, and the distbrepresentation in the Sub-Goals. In

the second argument, | will reflect on the issuesanmodified music education and
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how the critical theory has been adapted in thidysby proposing an Adornian turn. In
the very last section, | will also reflect on theexging paradigm of Critical Pedagogy of
Music Education.

8.2 Epistemological gap of knowledge construction

8.2.1 The vision and the reality of the Integrate€urriculum

The concept of ‘integration’ in education can hal#erent meanings in terms of the
context, the goals, and the visions. In the contd#xthe Integrated Curriculum, the
embodiment of the conception of integration wasn@rad with respect to its vision and
evaluated with respect to its integration princgplBased on the analysis in Chapter 4, |

argue what ‘integration’ meant to the IntegratedriCulum.

8.2.1.1 ‘Integration’ as the key word

As examined in Chapters 1 and 2, social changdsiwan drove the need to create an
integrated curriculum. The external forces to etlobacome from several directions: the
concerns of the public; the challenges of the s$takkers; and the ideas of the
educational theorists. From the public, there imceon about the preparation and
readiness of the young generation for real-worlalehges. From the stakeholders comes
international competition on economies and glob@&ative industries entrepreneurs.
From the theorists come perspectives on integradietation in the Zicentury, with a
global view and aiming at holistic individual contgecies. Consequently, in 2001 the

Nine-Year Integrated Curriculum was implementedameatily.

According to the National Syllabus, the vision lo¢ integrated Curriculum is to provide
a student-centred, multi-disciplinary environmeot holistic learning. Its core idea of
integration is made manifest in hierarchical dimemns: the five General Goals, the seven

integrated knowledge domains, the Ten Core Compigteffor all domains, and the three
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Sub-Goals and sets of Competency Benchmarks fdr ealividual domain. The core

cord through the entire schema is the idea of grateon’. As the analysis showed in
Chapter 4, a clear definition of integration foe tintegrated Curriculum has not been
provided. The vision of integration of the so-cdllntegrated Curriculum therefore
radiates from the instruction of the National Sylla and the title — the Nine-Year
Integrated Curriculum — of this educational refoimthis sense, the National Syllabus
allows multiple approaches to be employed in thestraction of integrated knowledge.
The omission of a depiction of an ideal integratdrcurriculum in the National Syllabus

is actually not a failure to provide such an instien, but a comprehension of the
changing milieu internal and external to institnb education. To review the related
studies discussed in Chapters 1 and 2, | arguethieatall for an amendment of the
Competency Benchmarks in terms of their organisaticole for integration is not

necessary, nor the attempt to develop a mecharsgalem to transform those

benchmarks to integrate knowledge.

8.2.1.2 The realisation of the conception of indign

At the empirical level, as the analysis in Chagtesthowed, the integration of knowledge
in textbooks shows a discipline-based inclinati@®n one hand, the macro-level
organisation follows the scaffold provided by thatiNnal Syllabus: the traditional
disciplines are structured in the integrated knolyée domain. On the other hand, the
micro-level organisation adopts the theme/topic hoét to establish a vertical
relationship in which the disciplines within thensa domain are placed on the same
platform and vertically connected with the themgitoHowever, in this micro level, the
dominant ‘cellular model is employed to maintalretboundaries between disciplines.
As a result, the horizontal relationship betweescigiines is unclear. | have therefore
noted there is a gap between the vision of intemraind the realisation of integration in

the Integrated Curriculum.

With respect to the nature of the Integrated Culumm, | argue that the unclear

horizontal relationship between disciplines restuttsn both a methodological gap and an
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epistemological gap. On the first point, | arguattialthough the integrated domain
provides a framework for integration, the followiagproaches to construct knowledge
do not adopt integrative ways to create interdlsepy relationships. A more

discipline-based construction is consequently farn@n the second point, the weaker
horizontal relationship is an epistemological ckoicThe independent disciplinary
knowledge is a manifestation of the dominanceaditronal disciplinary perspectives. In
general, the vision of integration is realised ba macro-level structure but not on the

micro level of knowledge integration.

8.2.2 The design and the approaches

Based on the analysis in Chapters 4 to 7, | argaethe methodological gap and the
epistemological gap are found in the process agrating knowledge. The arguments
focus on two points: the relationships betweenrédgeriired competency benchmarks and

other elements in the knowledge construction, aecchoice of integration models.

8.2.2.1 The competency benchmarks

According to the analysis in Chapters 5 to 7, namerexamples from the authorised
textbooks show that the selected competency beng&lsmare not realised in the
integrated knowledge. The insufficient engagemeft tlee selected competency
benchmarks shows a lack of correlation betweenCimpetency Benchmarks and the
selected knowledge. The neglect of the relationshgtween the Competency
Benchmarks and other elements in the prism of titegtated Curriculum is thus

recognised as a methodological gap. Moreover ol algue this is an epistemological gap
with respect to the nature of Competency Benchmarke conception of competency
benchmarks, in accordance with Fogarty and Sto#891), manifest a work-related
emphasis. In other words, the adoption of the goin@d competency benchmarks
manifests a knower-oriented basis for the Integra@urriculum. However, the

disciplinary construction of knowledge in the engat level emphasises knowledge

261



itself rather than knowers. The failure to achithee Competency Benchmarks in practice
is therefore identified by the evidence that a kieolge-oriented epistemology found its

expression in the Arts and Humanities textbooks.

8.2.2.2 The integration models

As the analysis in Chapter 4 showed, the preponderaf the ‘cellular model plays a
crucial role in the construction of the integramdriculum. With respect to Fogarty’s
continuum of integrated models, | argue that thacfunction of a ‘cellular model
depends on what role it is expected to play in @egrated curriculum design. A
‘cellular model can be independent if it is usesl @ framework for an individual
discipline. Examples are those designs of ‘cellutardels in the data. On the other hand,
it can be meaningful as a minor part of a biggewiculum design. For instance, a
‘cellular model connected with the main knowledgemake a ‘connected’ knowledge
form, or many ‘cellular models tied to the coreokviedge as being individual minor
facets to reflect the unity of a ‘webbed’ design.these cases, the ‘cellular model
develops relationships between different formsotiner words, the ‘cellular model is
used as part of a macro integrated design ratlaer @ised to create isolated curriculum
units. In this respect, | argue that a great deéakage of the ‘cellular’ model cannot fulfil
the function of a discipline-based curriculum dasigrhe entire organisation of
knowledge construction should also be considerezhcH, the discussion of how the
integrated models used to integrate knowledge rakst account of the theme/topic

device employed in the four series textbooks.

As the analyses in the first part of Chapters 3 tmve shown, the theme/topic device in
Han Lin and Kang Xung textbooks strengthens vdrtioanections, but it is not used to
develop horizontal connection between discipliridse weaker horizontal connection is
thus identified as an epistemological decision mag®n a disciplinary basis.
Consequently, the ‘cellular model accommodatingscutlinary knowledge exists
independently of the theme/topic deployment. Onatier hand, U Chen also adopts the

‘cellular model to a great extent; however, as lgsed in Chapter 4 (pl104), its
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‘Theme-Unit’ device operates to strengthen Thenweth® unity of ‘Theme-Unit’ is
embodied. In this way, U Chen’s design is a vastgrated construction which views
‘Theme-Unit’ as one segment within an individuattt®mok. In this case, the ‘cellular’
model is empowered to depart from its stereotyproalge as a disciplinary model. With
respect to this, | argue that in the context ofltitegrated Curriculum, the application of
discipline-based models might not absolutely leadisciplinary knowledge construction,
in the case seen in U Chen. Therefore, any attetop¢gplore the design of integrated
knowledge should consider its entire structurergtento expose centres of power in the

construction.

In view of this, the assertion that the integrateatlels determine the form of knowledge
can be conceptualised as an epistemological chbimeemergence of a particular model,
for instance, the dominant ‘cellular’ model in thi#ata, is an outcome of an

epistemological decision in terms of what is (viewas) valuable. The epistemological
basis taken by each series of textbooks determihes approaches to integrate
knowledge. | argue because the epistemology heltbiloy series of textbooks is more
discipline-based; consequently, the constructiorkrmdwledge naturally formulates a
disciplinary appearance, though in different degreBecause of its intention, the
knowledge appearance is therefore close to théptiise-based models, i.e. the ‘cellular’,

‘connected’, and ‘shared’. Examples in the datatheepredominance of the ‘cellular’

model. The analysis demonstrates that they are tsedaintain the linear system of
disciplines. On the other hand, the high incideoicthe ‘webbed’ model is employed to
balance the disciplinary epistemological choice @redexternal demand of the integrated
curriculum. In this respect, | argue the constauctiof ‘an integrative box with

disciplinary content’ is an outcome of the epist@gmal choice which embraces
disciplinary structure as knowledge presentatidms Epistemological decision made in
the four series of textbooks accordingly determities ways of constructing a more
discipline-based curriculum and eventually creates resulting form of schoolbook

music knowledge.
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Based on the above arguments of the integrated Isjotifurther argue that the
fragmentation of knowledge is a result of the iattion of the epistemological and
methodological decisions. Whereas disciplinary dagi adopted as the epistemological
basis, the theme/topic device cuts the linear sydt highlight knowledge which is
related to the main theme. This is the case whaethodological operation discontinues
the flow of a linear system of knowledge in an gngged curriculum design. As a result,
the selected knowledge loses its original posiiioa systematic body of knowledge and
is not connected with other knowledge as well bseaof the limitation of the
disciplinary epistemological choice. In this siioat if the selected knowledge can be
viewed as meaningful, it is because of the maimthavhich underlines the value of the
selected knowledge. Fragmentation thus results fsaroh an epistemological and
methodological nexus. | argue the unwanted phenomenh fragmented knowledge can
be improved by making more horizontal connectionish wother disciplines using

multidisciplinary or interdisciplinary models.

In the context of the Integrated Curriculum, thericulum design must address both the
micro structure and the macro structure. That is, necessary to construct a framework
for multi-disciplines to co-exist, that also allowsultiple relationships between
disciplines. For instance, the weak horizontal lbgtween disciplines can be improved
by enhancing the way that the ‘webbed’ model isdusethe macro level structure. As
examined in Chapters 4-7, the ‘webbed’ model wasl is connect individual disciplines
with the main theme/topic of each curriculum sectsm that an integrated appearance
was made in the macro level structure. Though utigersame theme/topic umbrella,
these disciplines are separate: they respond Wjirecthe main theme/topic with little
relationship to other disciplines. The suggestelditem to this situation is that the
‘webbed’ model should also be used for the micvellstructure — the fundamental units
of each section or part. The ‘cellular’ model pomsly employed in fundamental units is
replaced by the ‘webbed’” model so that the mukkegtlinary space enables learners to
reflect multiple meanings as well as more holikiowing. In practice this means

attention should be paid to the particular exampkesd so that they exemplify multiple
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disciplines. In so doing, the meaning and valueselbected knowledge can be made

manifest in an integrated spectrum which providdsthc human experiences.

8.2.3 The representation and the reflection

As the examination of content knowledge shows (Aplpe 5), the selected knowledge
properly fitted into the three Sub-Goals. Howevke, interpretation of knowledge shows
a distortion. The argument in the following subtsets is based on the findings

generated in Chapters 5to 7.

8.2.3.1 A transformed cultivation of creativity

Creativity can be defined as the act of turningowative and imaginative ideas into
reality. As stated in the National Syllabus, cnagtiis a capability to “apply material and
frame it into forms to achieve an artistic creati@dOE 2000). Creativity thus defined
involves two processes: thinking, then producing.tide analysis of the case studies has
shown, particularly in Chapter 5, the knowledgeeobhaction employs cultural symbols
to produce new products with value but mostly viébk of originality. The approaches
of pastiche and/or parody equip the cultural sigrsf with new meaning and so the
products are viewed as creative. The fetished clteran those creations turns creativity
to support the criteria of the market mechanisngaReing this, | argue the cultivation of

creativity is manipulated as an infrastructurethe creative industry.

8.2.3.2 Symbolised aesthetic education

The examination of the use of Beethoven’'s masteegien Chapter 6 illuminates the
prevalence of symbolic interpretation of socialnties in the curriculum texts. Also, the

case study of music in film points out that the ioaissignifiers have been turned into the

commercially signified. Therefore a rearticulatiar the conception of aesthetics
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embraced by Reimer and Adorno has been proposedomemporary language:
aesthetics is an aggregate of meaning. In the mpoEmist era, it has become
unguestioned that music must have a meaning whachbe reproduced by verbal or
visual approaches. Although the nature of musith \nespect to the function of music,
can be said to be on a par with speech as beiygtans of signs for communication, |
would argue that essentially they are differente Ticompatibility of musical signs with
other human made signs is absolutely ignored. [Restplt believing music is naturally
pictorial and similar to the expression of languabiee metaphysical nature of music is

abandoned.

As a result, music is symbolised through the meishamf language, and on a par with
any other symbol in discourses. In addition, asdhalysis in Chapter 4 showed, the
physical space for music on the page is taken hgroterbal or visual elements. In
particular, visual sources change the relationbleipveen learners and ‘time’: meaning,
even music, as an art of time, is approached threigpal contact (see Chapters 5, 6 and
7). This situation is magnified by means of the svay integrating knowledge shown in
the analysis of micro-level organisation. The pradmnt space given to visual arts also
gives it a dominant position to manipulate the sghsled music and make it more
instrumentalised. In general, the entire desigrigsally persuasive which influences the
space of the presentation of the music. In viewh, | argue that symbolic fluency as a
criterion becomes the new ruler in the realm of igalsliteracy. Particularly, in the
broader social context of the hybridisation of poegpitalism and postmodernism, it is

even difficult to challenge its supremacy.

Moreover, | contend that an epistemological gapvbeh the debate between absolute
music and program music exists in the construadioknowledge of Beethoven’s works.
There is also an aesthetic gap between moderrsttedes and postmodern aesthetics.
Since the masterpieces and best known composerstiireearned in school formal
education, such an aesthetic shift is less visiBlgeneral examination could also not
easily expose the inadequacy of verbalised or lisachmusic knowledge because visual

stimuli are acknowledged as supportive and languagaccepted as indispensable.
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Unless CDA is employed as the analytical tool, tdeatred of power would not be
exposed.

In general, the meaning of music in a modernisgpective, as coming from listening to
an entire work, is obsolete. Contrarily, the posieroist approach offers symbols to
represent works of art. The meaning of music is mestessarily gained by listening to
music. It is accepted to be provided via dialedthout a holistic listening experience as
supports. The typical example is Beethoven’'s Ni@ymphony which has been
symbolised as the ‘call for peace/freedom’. Thegmalised status of absolute music in
school textbooks reveals an aesthetic change increpsstemology. This is not only an
epistemological change but also a philosophicahgeaabout what we believe music to
be.

8.2.3.3 Multicultural education

The stories of the Taiwanese aborigine Bunun itbteoks expose a lack of multicultural
aesthetics to appreciate cultural differences. duarthat multicultural education is
destroyed in a battlefield of identity and contidobelieve this is caused by a lack of an
aesthetics of diversity. It is crucial to note tla&sthetic judgment is in a way situated
within a multicultural framework which is never septe from its public sphere — the
referential dimension. To revitalise multiculturaésthetics, | suggest reviewing and
rethinking how cultural cognition, cultural hybrsdition, and cultural transmigration
operate in the referential dimension. In particuteow the pre-existing aesthetic criteria
in cultures have been challenged.

8.3 Aesthetic corruption of music appreciation

In this section, | illustrate the impact of the tawal industry in music education and
recommend an Adornian balance as the solution dadéntified current school music
education problems.
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8.3.1 Impact of the cultural industry in music eduation

The following argument has two points of focus: sketus quo of school music education
in the context of the Integrated Curriculum and tharginalisation of listening in the

spectrum of integrated music education.

8.3.1.1 The status quo of Music education as A&sthducation

The analyses shown in Chapters 5 to 7 point outaésthetic education, or in Reimer’s
perspectiveknowing within is transferred to declarative knowledge, mearkngwing
that Moreover, procedural knowledge, meankmpwing how surpasses the approach of
active listening to connect with the music. Thissegmological choice has a correlation
with the goal of creativity set in the National Bjlus. As discussed in the previous
section, creativity is the act of turning ideasoiméality. Procedural knowledge is thus
valuable because it can be directly applied tosk. tln some wayknowing hows also
valuable because of problem-solving potentialitiBlsis prioritisesknowing howin the
spectrum of music knowledge. As a result, the whuolesic curriculum witnesses the

ebbing ofknowing within

8.3.1.2 Marginalised listening in the spectrumraégrated music education.

Fragmented musical examples

There is a postmodern tendency to devalue the tdrmusic which, as understood by
Adorno, is how a work of art is established as eepuork of art. The disappearance and
deconstruction of form is suggested as a corrupfbenomenon in aesthetics. The
corruption of form mainly appears in the manneffraigmentation’. ‘Fragmentation’ as a
means of producing art, in Adorno’s perspectivenafnesis, represents a game of
‘pseudo-unity’. However, it is acceptable in postlamist creation because it is
acknowledged as ‘pastiche’ or ‘parody’ — a wayxpress an idea of incredulity of form.

‘Fragmentation’ is also a stylish demonstration anflinctional design participating in
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contemporary fashion business. In view of theseoiild be stated that the authentic
meaning of form understood by Adorno has been afrzedl Instead, aesthetics survive
in the contemporary world in a commodified form framework subject to market

mechanisms.

The regression of listening

The lack of cognisance of the value of music epislegy for music education has
meant the oblivion of listening as the ultimate nme#&wards music itself. Non-audio
approaches are accordingly authorised for musiaeapgtion and they even replace
direct listening. Awareness of the significance listening, which is omitted in the
delivery of musical instruction, is therefore anpwntant concern of this study. As the
case studies have shown, the methods that textbmmistruct music knowledge treats
music as interpersonal information. However, thieapersonal aspect of music is ignored.
That is, the aesthetic experience and sophisticatadces of feelings are not dealt with.
In music education, the effective way to acquiresimiknowledge is to ‘listen’. The
direct way to contact music, similar to being asefto-face in front of a painting, is to
engage with the sounds rather than the notes im, @t even worse, merely indirectly
through language.

As shown in the literature review and data analyiss researcher argues that two
reasons cause the threatened decline of listetiiegdominance of program music and
the prevalence of symbolism. As discussed in Chaptabsolute music does not have a
physical story; this reality, arising from the natwf absolute music, makes it difficult to
place a story into works in this genre. Howeveg #itempt succeeds much easier in
program music. Encouraged by the idea of fostecimgtivity in education, and in the
light of public policy of supporting the creativelltural industry, commodities with a
story easily stand up in markets because they aftdingnally embedded with
non-musical signs to make them distributable bymaez language. The production of

music and music knowledge accordingly follows thend. Bunun’sPasi But Butis an
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example which was commodified with regard to itstomary ritual as a durable story. In
addition, Beethoven and his works have becomeenttgsed as symbols. Those pieces
of classical music embedded with movie images &e eeproduced because of their
reservoir of western cultural heritage. As a reslfttening is marginalised in the
spectrum of integrated music education.

8.3.2 An Adornian balance

It is contended that although music is a form géression by means of musical signs, it
is not identical with the world it imitates. Musieork is a monad,; it is based on what
Adorno has designated the ‘non-identity’, whichtas free itself from the world it

represents.

Music is a temporal art. The world of music canydmé reached via listening. However,
without structure as instruction, undirected ligtgnends up as empty listening — we hear,
we sense, but we gain nothing spiritually. Peoplestheir passiveness in listening, as
with muzak. At the same time, what they are offezaslily persuades them to respond en
masse. Regarding this, people are losing the dgpfaci structural listening to connect
themselves with the audio world. A vicious cycles lh@en operating in the late capitalist
world. The functionalist character of music changesaesthetic value into ephemeral
value embedded in cultural commodities. This tramsftion suggests a shift of people’s
appreciation of music aesthetics to commodity atgthi The world is (re)producing
music in a fragmented, fetished, meaning-crammed, anti-listening way. Adorno’s

classic critiques on the 'fetished character aggassive listening’ thus rewards a revisit.

Adorno observed in the 1930s “the incapabilitygoagnise a serious form” (1993a) as a
result of the culture industry. This has deteriedato an unawareness of the absolute
corruption of form in the era of cultural industieThis is a prevalent hermeneutic
change which has its root in the de-differentiatadn’culture’ and ‘economy’. Music

becomes fragmented because ‘form’ is confrontetl wisubversive incredibility both in
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hermeneutic observation and epistemic points ofvvie the postmodernist context.
Music is seen as fetished in markets because arts/laat people live with; the fetish
character is one of the functional features artefatiave. Music obtains
meaning-crammed treatment because meaning is regaiable in winning consonance
in the individual realm than aesthetics in persaiaste. Music is developing in an
anti-listening way because the novel sonic-techymldrives music from aesthetics to
acoustics. What makes music appreciation easiljtwtafe to current exigencies? The
avoidance of form and instead the emphasis on shsation degrades music to a
supplementary relation to any other form of artbe Tdistortion of music, as arts,

communication, and metaphysical dialects, eventiafiminates its existence.

With respect to Adorno’s philosophical thinking ommesis, the genuine dual-structure
of mimesis can be viewed as an interpretative nmsha in which ‘content’
demonstrates disenchantment with the world it mges, within the ‘form’ that
originally exists as an identity of the ‘contentConcomitantly, the dialect of
‘non-identity’ is established; it emerges from &renulation of the relations between the
subjectivity and objectivity. In so doing, the ireetative knowledge is formed through
personal construction. It is a knowledge formkaobwing withinwhich has the power —
autonomy and emancipation — to help people unduistiae world differently. In this
respect, the extracted music examples in the s#xtsost enable readers to have a glance
of the most popular or familiar melody, but withoamy further involvement. Even
though some texts include every single theme ot eadividual movement of a
grand-structured symphony, they are actually makimgmpty exhibition. It is arguable
that a single theme cannot tell a whole storys thie progress of the entire transformation
of a theme to produce a work with physical exis¢er8uch a realisation is too easy to be
abandoned by people while the symbolic interacsionitriumphs in business

manipulation of subliminal messages.
The argument here is that it is educationally resfae to make an aesthetic turn. As

argued in the case studies, the construction obadcimusic knowledge provides the

formal definition of those forms and other releveribrmation about the works of music,
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but learners eventually obtain propositional ex@eres without the support of
interpretive knowledge. Turning to the examplesnseeChapters 4 to 7, the concepts
and the impersonal and universal expressions ofwlauge construct a form of
knowledge in which listening is tied to a statienfoof music literacy. This kind of
knowledge is propositional; such a constructiorkmdwing aboutand knowing why in
Reimer’s perspective, or in Elliott’s vieknowing that eventually leave little room for
personal construction as a consequence of firad-lcagnition. Meaning in this form of

knowledge derives from propositions.

With respect to Adorno’s aesthetic critique, thernfi’ in mimesis thus is nihilistic and
the ‘content’ in mimesis becomes half-experiendedcontrast, actual listening as a
solution to this produces interpretative knowledgesthetic experiences establish a
tangible means of approaching arts. In music, r@rowvay is better than to develop
‘listening’ ears. In music education, the firstpstis to provide listening opportunities.
Listening experiences will be productive when therea holistic experience. That is,
listening is formulated on the basis of contactimg entire work. However, to listen to a
whole piece of work does not necessarily produd¢mlestic understanding, if it is not
operated in a structural procedure. Structuratdisig acquires in-built ‘structure’, or in
other words, a capacity to operate in an existragnéwork to recognise the ‘form’ in
mimesis. However, before a person can recognisefatm of a work of music, the
repertoire of forms of music must have been prepdceserve as a framework for

listening.

The long journey of an Adornian return startingnfiroculture industry’ to ‘cultural
industries’ has encountered an ignorance of mimesdisolescence of aesthetics, a
degeneration of listening capacity, and the crifision-identity. Music gives itself a
logic in time. If there is no form, there is no A postmodernist viewpoint disregards
any systematic existence. However, without formsieudisintegrates into a body of
sounds. To ignore the reality that music conceesdrés utterance from a single note, to a
single phrase, to one section, then its entirety @isrespect ‘time’ as the equal platform

for all beings in existence. In music, ‘time’ isseatial to determine musical utterance.
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The form of music manifests the existence of timemusic. Visualised or symbolised
music is music expelled from its own realm. Thensiouis understood through
personally constructed knowledge by postmodermigte limit the truth to their own
paradigm. Mimesis, as a site of negotiation, waneaningfully to construct a dialect of
non-identity. Without this site, if music is stillegotiable, it dislocates its primal stance
so as to meet shifting changing standards. The watards freedom, autonomy and

reconciliation in arts is closed.

It is possible to suggest an aesthetic educatioarnAdornian platform. However, it is
distinct from Critical Pedagogy of Music Educati®@PME) (Abrahams 2004, 2005a,
2005b, 2006) which joins the praxial paradigm arabétmas’ theory of communicative
action. The argument is that music has its ownclaghich distinguishes itself from
verbally communicative action. It is understoodt thrausic works, as an embodiment of
mimesis can only be approached through listening and oewer be genuinely
understood through language. Music in the worldaofyjuage is reconstructed within a
milieu crammed with pseudo-meaning. If there is diect listening experience, the
provided verbally constructed meaning is false amincere. An effective
communication in music must have a solid basis whan provide mutual understanding.
Such an understanding does not generate from vemegbtiation but from a

comprehension with objective conditionsnmmesis

In view of this, any discourse of music without @istic listening experience cannot be
adopted as a site to locate musical meaning or igsetitain the ‘truth’ of music works.

Thus, | argue that musically communicative undeditay must be founded on a real and
common listening experience so that the commuminat placed on the same platform.
Otherwise, the language is empty and fraudulergvéintually leads to an exhaustion of
communicative action; even worse, it causes anpesé@m exploration of music’s

genuine existence because the communication ifistitii Consequently, habitus, as a
practical efficacy, makes people rather accept Wy are offered than to challenge the
canned meanings. Once people become pseudo-cyltbmdare vulnerable and easily

manipulated. An Adornian CPME engages in the aatibnon-identity to fight against

273



the crisis of automatism and mono dimensionalisndisforted individual autonomy.
Music, with the most immediate form of human fegénis a gift that human beings
made for understanding the materialistic world viatth rationality and sensibilities. An
Adornian turn in music appreciation ensures the gff aesthetics of music to be

unpacked in people’s minds.

8.4 Conclusion

To sum up, the analyses of the content knowleddghenrArts and Humanities textbooks
in Taiwan have shown that music education in thetecxd of integrated education is a
praxial practice and reflects an inclination tddal the development of creative culture
industries. Moreover, the organisation of knowletizges its linear structure in order to
respond to the external demands of the cultural. flinis has been viewed as a problem
of how to integrate knowledge. On the other hahds argued that the epistemological
gap helps us to see the latent reason. As argudéchapter 1, the fragmentation of
knowledge is a natural phenomenon while correlatimggtraditional disciplines to form
an integrated curriculum. The researcher takestadustep to argue that whether the
fragmentation of knowledge is worth studying agsearch question is not because it is
problematic, but because it is meaningful. If fragwed knowledge is easily purchased in
commercial markets, it is not at all problematibisTis a site-bounded thesis. Therefore,
fragmentation is viewed as a negative phenomenaerms of systematic knowledge
organisation. However, fragmentation can be pradeigt meaningful when it is formed
with meaning as a part of the whole curriculum gesin other words, the intention of
the action, not the integration as the action,fisamcern. Based on the findings of case
studies, the examples of cultural industries shioat &n item in the markets, e.g. film
music, must be employed as sign or symbol to haeanmg. However, this is
problematic; it is initially used as a symbol, kerids up becoming a duplicate. The

cultural pieces have lost what they represented.

Standing in the intersection of such a unique smasic education becomes lost in a
labyrinth in which the creative industry is dressetistically to promote consumption
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and postmodernism advocates new liberty but semwesolithic capitalism. The
argument here is that the current means employedrstruct school music knowledge
appears to lack a deep epistemology. The exammaifothe cases illuminates the
knowledge gap as an epistemological omission inienagrriculum and discourse. A
critical lens is used to gain an awareness tofyettie omission. It is argued that it is
educationally responsible to cultivate studentstlagtic experiences so that their musical

knowledge can be raised to the state of criticarawess, and renew musical culture.

The function of the textbook analysis is to definere precisely the opposing strengths
and weaknesses. For future research, the statlisagbline in an integrated curriculum is
suggested to be considered as a crucial issuenidgration of knowledge is an artificial
work which forms a structured space within a brodigdd of power. | suggest this space
can be viewed as a magnetic field in which powauawlates to manifest trajectory
demonstration. The interrelation of different badief knowledge thus represents a
symbolic power system. The integration models caruged effectively to indicate an
orthodox domination of specific bodies of knowledge an integrated spectrum.
Moreover, the integration models can also be engulogs an evaluation tool for
curriculum assessment. As for the application ofA0D music education research, the
incompatibility of language and musical languagesimoe acknowledged and further
associated with music theories. Shedding light aisimteacher education, | suggest that
the listening pedagogy and theories of music formsst be included in pre-service
teacher education.

Although the main focus of the present thesis issenondary music education, the
discussion has relevance for achieving conceptaatyabout the match between forms
of knowledge and forms of curricula integration.eThotential audience is wide and
diverse but in this study it is defined as teachtstbooks writers, and others whose
work relates to textbooks. It is believed that thesic profession (re)constructs musical
ideas and practices in particular through its wgsi on and activities in music education.
Prior to teaching students to understand the soomhotations of music, a music teacher

needs the musical knowledge and educational comgete to firmly build students’
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musicality, particularly the ability to comprehemaisic through listening. If appreciation
of music, creation of music, and comprehensioruttiices were to be incorporated in the
formal curriculum, an aesthetic awareness, undaisig and critique would need to be
included and conducted in a non-verbal and nonavismanner. Music education as
aesthetic education to be the site to realise tholisusic experiences must be revitalised

in an integrated music education.
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Appendices

Appendix 1 Competency Benchmarks for the Arts and ldmanities

1-4-1

1-4-2

1-4-3

1-4-4

1-4-5

1-4-6

1-4-7

1-4-8

1-4-9

2-4-1

2-4-2

2-4-3

2-4-4

2-4-5

2-4-6

2-4-7

to understand the relation of artistic doratand the social content; to develop
independent thinking ability and attempt multiplays of artistic creation.

by focusing on caring to create artworkscolhassociate with feelings, human
experiences, and perspectives through individugjugnexpression.

to combine art with technology to explorfetent styles of creation.
applying traditional/non-traditional instrents to conduct music creation
to demonstrate musical abilities by singdngnstrumental performing.

to compose simple music in order to expeedghe beauty form in music.

via kinetic movement or literary plays tocm@duce drama to demonstrate ideas,
feelings, and creation.

by means of issues related to arts to désand express individual feelings.

via performing arts to express care and foveociety, natural environment, and
the vulnerable people; develop independent thinkimd clarify values.

to appreciate artificial goods and human-enadiefacts to cultivate aesthetics.

applying aesthetics and theories of artappreciate the beauty of form, the
beauty of material, and the beauty of content stiai arts.

to interrogate the structure, form, connotgtand philosophies in works of art.

to investigate the relationships betweehretogy and artworks and to develop
solution for environment protection.

learning music forms, instruments, and genfenusic to cultivate aesthetics

with the capability to differentiate diversgyle and periods of music; with the
ability to express the impression within music

participating performing arts to cultivatergponal aesthetic experience, aesthetic
values, and individual aesthetic perspectives.

297



2-4-8

3-4-1

3-4-2

3-4-3

3-4-4

3-4-5

3-4-6

3-4-7

3-4-8

3-4-9

to develop creative cooperation by sharielf and others’ ideas, respecting
others’ different viewpoints, and adjusting selattapt to mutual agreement.

to know the features of different ethnicahd to treasure cultural resources.
to learn the background knowledge of architel heritage in Taiwan.

to explore the histories and characteristickhie domestic and foreign works of
art in order to cultivate the respectful attitudevards multi-culture.

to foster interests and customs to partieipausic activities with activity.

be able to compare and analyse differenksvof music by applying knowledge
of style, genre, and history.

to understand the interrelation of spackue; and music and to comprehend the
impact of culture and history on music.

in group and cooperative way to mingle défe culture integrally to create
performing arts.

to integrate related information and empeghnology to affiliate art learning
and artistic creation.

via synthesised activities to know and tweasll kinds of art vocation and art
workers and artists; to realise the relationshipmgnissues of ecology, gender,
politics, and society via the appreciation and caghpnsion of works of art.

3-4-10 via planned group creation and performaadedrn the attitude of cooperation,

respect, order, communication and adaptation.

3-4-11 to foster individual aptitude, interests,daabilities and continue individual

learning of arts.
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Appendix 2  Applying Fogarty’s integrated models tomusic

Models of integration from Fogarty Examples of Fogarty's models as applied to
(1991 Fig.2) the Arts curriculum
< || 1. Fragmented* Music subject stands independently as a
5 || The traditional model of separate anmhono-cell. Its status is the same as in |the
" distinct disciplines. The relationsh?‘[:sraditional discipline-based paradigm.
3 between subject areas are implicitly
@ || indicated; topics from two areas orly
2 || occasionally related intentionally.
£ || 2. Connected The ABC notation is connected to the main
§ Within each subject area, course contenttapic of numbered notation (simplified
4 connected topic to topic, concept to concepigtation).
one year's work to the next, and relates
idea(s) explicitly.
3. Nested Singing scales nests with the scope| of
Within each subject area, the teacher targ&slfége (sight reading) which is an
multiple skills, and a content-specific skill] expanded skill and relevant to the basic
understanding of scales.
> 4. Sequenced The introduction of Nationalism in musjc
3 Similar ideas coincide but are taughdand the independence of European counties
7 separately. in the 19 century is introduced in history.
§ 5. Shared Grieg's Peer Gyntin music and Henrik
@ Bring two disciplines into a single focused lbsen’s story in literature are the same and
% image. are covered together.
@ || 6. Webbed The knowledge of composition of an
S || Afertile theme chosen by a orchestra, the knowledge of stage setting,
D cross-departmental team. and the design of program are webbed to the
> main theme — a production of an orchestra
concert.
7. Threaded The improvisation in music threads acrgss
‘the big ideas’ are enlarged using a multipliae brainstorming in creative arts, and the
intelligence approach to learning throughowstorytelling in literature.
all disciplines.
8. Integrated Film music as a part of the production |of
Overlapping concept, skills, attitudes with lm. Other concepts or skills could includge
cross discipline approach. filming techniques, visual design, arts |of
costume, etc.
< || 9. Immersed The lens of postmodernism is used |to
5 || Integration takes place within learners, witimterpret music, visual arts, dance, drama,
; little or no outside intervention. and social phenomena.
o 10. Networked The postcolonial viewpoint on aboriginjal
g Learners themselves target the necespatgtus, the postmodernist concept |on
7 resources, as they reach out within amdboriginal arts, and the perspectives | of
@ || across their areas of specialization. culture industry on aboriginal arts
% production. Then the socio-econonic
& situation of aborigines is illustrated.

* The ‘fragmented’ model is re-designated to ‘clltumodel in Fogarty's book (2002}he mindful school:
How to integrate the curriculaSkyLight Professional Development, Arlington Htig 11,
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Appendix 3 Fogarty’s models: the stereotype and mamorphoses

In terms of the kaleidoscopic ways to integrate vidledge, the exploration of

metamorphoses of Fogarty’s original models aimgprtwvide a broader framework for

data analysis. The following discussion of each ehagl designed in coupled parts: the
stereotypical model and the metamorphic model. itleatification of models used in

textbooks will further take account of the micredéstructure of knowledge integration
in the context of each series of textbooks.

Cellular
Matrix: exists as a mono-cell; the boundary toidgtish from other knowledge and to
frame knowledge as a discipline can be understedbeacell wall to a cell.

Metamorphosis: since ‘cellular’ implies the basigtwf a living matter, it is an essential
form without metamorphosis.

Connected

Matrix: this model has a basic structure as thduleel model. Moreover, it accepts

connections with knowledge of different disciplinés this sense, it is conceived that its
outer frame does not function as a cell wall buaa=llular membrane. The analogy of
‘membrane’ means small substances are allowedateltin and out. In this way, the

relevant knowledge is connected.

Metamorphosis: it is possible to have many conmedteowledges (more than two
showed as an example in the original pictorial ig)agrhe connected knowledge is
viewed as a ‘guest’, meaning, it is subordinaterddeer, their connection (commonality)
is only a spot rather than a dimension.

Nested

Matrix: according to the pictorial image, this mbdglike a ripple on the pond’s surface.
The ripple circles can be interpreted as the dimessof different knowledge with a
common focus.

Metamorphosis: the concentric circles of an auibenhested” model can be
reconceptualised as a non-concentric pattern: antli one connected point on the arc,
the circles lean to one side of the largest cir@hethis way, each circle owns an
independent centre without sharing with other esclThis image implies that each circle
(dimension) has its own focus. For instance, thraécircle focuses on syncopation of
Jazz, the second large circle focuses on the delamguage of Jazz music, the largest
circle deals with the idea of improvisation of Jammsic. In contrast, if the topic —
syncopation — manifests in the matrix, then thesdcircle must be syncopation in Jazz,
and the outer circle addresses the means to ing&ovi
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Sequenced

Matrix: constitutes two independent circles, megniwo different disciplines, but point
to the same focus. According to Fogarty, this modelnalogically viewed as an
“eyeglass” (2002, p26). In this respect, | intetpt@as a combination of two mono cells;
three-dimensional vision is possible when theyatmwtate. Thus, the two circles are
understood as a complement, or an inter-textuagddsr a complete vision.

Metamorphosis: the original two equal sized ciraeslld be magnified or reduced to
form asymmetry design in terms of curriculum godsr instance, the disciplines of
history and music collaborate to form a ‘sequenaeddel: the French Revolution is
designed for four pages. On the other hand, Beettis\Gymphony No.3 (composed in
the same period of time) occupies eight pages. Histry discipline in this example
plays the minor role in the ‘sequenced’ design.

Shared

Matrix: this model takes place in two disciplindgtt share overlapping elements; the
non-overlapping parts help to cast light over thared part. Once the common part is
recognised, the text focuses on it. At the sames tithe dissimilarity is also made
manifest by the shared features.

Metamorphosis: the overlapping part could be omelecientirely enclaving in another
larger circle. This way makes the pictorial imageK similar to the ‘nested’ model.
However, these two circles happen in two discigirether than in one single discipline
as in the ‘nested’ design. For instance, the intctidn of Norwegian nationalism in
music focuses on GriegReer Gynt With respect to the relation to Henrik Ibsensrgt
then the larger circle of literature surroundschele of music. This example is based on
two disciplines and differs from a single disciglibased ‘nested’ design.

Webbed

Matrix: disciplines related to the core theme/togie regulated in an active relation, or
an inter-‘cause and effect’ relation. For instandde concept of fibonacci as the core
knowledge connects with the knowledge of the goldection in arts, architecture and
music.

Metamorphosis: although in principle those smaltles are designed in a ‘cellular’ form,
in practice they could be replaced by any crosshalisary models. For instance, based
on the espistmological commonality, a set of bodieknowledge are synthesised with
respect to the topic dibonaccito form an ‘integrated’ design: the fibonacci spiand
sea shell shapes in biology, the flower petal aetls, leaves and petal arrangements on
pineapples and in apples and pine cones in bofEmg.‘integrated’ model forms one
facet of the macro structure of a ‘webbed’ desigme other factes could eitherbe formed
discipline-based models or cross-discipline modelsa word, the metamorphosis is a
macro-structural design.
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Threaded

Matrix: a multiple intelligences approach; the segee of connected items is considered.
These items are bigger themes than individual stdjjethey are meta-curricular

organisers. For instance, the improvisation in wmubireads across the imagination
training in creative arts, and a group storytellimdjterature.

Metamorphosis: the meta-curricular design coulddzsranged as a sequential relation
among items that is in terms of a linear interac@onong multi-disciplines. In this way,
there exists the ‘cause and effect’ between diffieidisciplines and their relation is
comprehended in terms of the sequencéiroé For instance, music imagination and
perception as the thread across multi-disciplinesaglies under the topic of ‘tone
painting’: the musical intelligence of tone, rhythtimbre facilitates the identification of
emotion in music; the musical perception and imaiim contribute to the creation in
visual arts; the musical imagination inspires threetic sense in dance.

Integrated
Matrix: this model is a cross-disciplinary approd20602, p72). The part overlapped by
all employed knowledge is a three-dimensional aledemonstrates multiple tiers of
commonalities. This overlapped part is greatly Highted. For instance, cinema locates
in the three-dimensional area which is formed lsual arts, music, drama, technology
and so on.

Metamorphosis: it can be understood as multiplelsoation of ‘shared’” models (2002,
p72).

Immersed

Matrix: a lens working like a filter to make senseany items purposely selected. In this
model, personal view plays a role as a colouredsgia select the wavelengths of light to
reach a photosensitive material. In this modelrnieg is an internalised process of
integration.

Networked

Matrix: this is a model where an ongoing input elested external sources creates
multiple dimensions and focuses (2002, p92). Eaddtecin the pictorial image can be
seen as an independent theory and work jointly ggsan. For instance, the educational
issues in a third world country can be approachea the theory of social
reconstructionism, postcolonialism, and the thexryhird space’.
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Distinction between models
Distinction between ‘connected’ and ‘shared’

According to Fogarty, the method of ‘connected’ is designed within single discipline;
relevant knowledge is borrowed and embedded into the main body of knowledge. The
pictorial image shows the connection of a principal knowledge and ‘guest’ knowledge:
one-dimensional bond, small pointed contact. In text, it can be, for instance, one
illustration or a few words of other relevant knowledge which slightly scratches the main
body of knowledge and reflects only the surface of the ‘guest’” knowledge.

Shedding light on the model of ‘shared’, it constitutes two disciplines. According to
Fogarty’s pictorial pattern, they are two equal sized circles with an overlapped dimension.
In text, this design employs two disciplines and weights them as equal on a scale. In a
sense, the ‘shared’ emphasises the common part; the ‘connected’ points out the relation
of ‘relevant’. The distinction between these two models can also be interpreted by
quantity. Looking at the common part of knowledge by ratio, in the ‘connected’ the
overlapped part could be as small as the size of a pen point while comparing to a whole
pen; contrarily, the maximum amount of the ‘shared’ could be appreciably up to half of
each circle; or, even the whole if in the sense of the metamorphic pattern. In this sense,
the ratio explains why the ‘connected’ is assigned within a single discipline, and the
‘shared’ is a design across two disciplines.

Distinction between ‘shared’ and ‘sequenced’

As can be seen from Figure 2, the ‘sequenced’ and ’shared’ are formed by two circles:
the former constitutes of two separated circles without strings between them; the latter is
consisted of two overlapped circles. It is lucid to approach them via pictorial patterns,
however, while confronting actual examples the factor of time circles creates a confusing
situation. The consciousness of time is a scientific thinking of the construction of
discourses of any bodies of knowledge in terms of ‘cause and effect’ and the
juxtaposition of factors.

Borrowing Fogarty’s original example (1991), the great Depression in the 1930s as the
material for history learning and accompanied with the operation of the stock market in
mathematics is used to explain the ‘sequenced’ model. In terms of the real event of the
crash of Wall Street in 1929, this example triggers deeper consideration to see it through
the lens of ‘shared’ model. A reflection emerging from the joint images of the Depression
and stock market consequently generates a hypothesis: if the topic is ‘the black day on
Wall Street in 1929’ and the knowledge of relevant history plus with mathematics are
also taught, then it is justifiable to say that the model for this design is ‘shared’ rather
than ‘sequenced’. In light of this, I scrutinise Fogarty’s original description of
‘sequenced’ and pinpoint the key words “across discipline” (1991, p62). 1 argue that the
word ’across’ has pointed out that the nature of ‘sequenced’ model is two thoroughly
independent and individual bodies of knowledge; if any connection or overlap exists, it is
not entitled ‘sequenced’. This distinction has proved to provide assistance to identify the
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model employed to integrate knowledge especially when challenging knotty cases are
confronted.

Distinction among ‘shared’, ‘nested’ and ‘integrated’

According to Fogarty, the ‘nested’ is a homo-centre-circle design: each circle differs
from others only in dimension but shares the same central point. It is postulated that if a
set of circles merely share a point on the arc but each has its own centre, then this pattern
can still be accepted as a ‘nested’ model but not the ‘authentic’ in terms of Fogarty’s
original theory. This metamorphic model of ‘nested’ shares the quality in two central
points model of ‘shared’ and the quality of ‘integrated’ model with multi-centre points.
The following distinction among the authentic ‘nested’, the metamorphic ‘nested’, the
‘shared’, and the ‘integrated’ is situated in Fogarty’s example of ‘the Depression and
stock market’ (1991).

If in the authentic ‘nested’ model, the Depression could be laid in the core circle while a
lens of macro-economics is employed; it could also be re-located to the most centrifugal
circle as being viewed as the context for minor related phenomena at that period of time.
The differences between these two illuminate how standpoints can alter the position of
knowledge. If in the metamorphic ‘nested’ model, except for the factor of standpoint, the
hetro-centre-point also implies diverse focus upon each dimension. Using the same
example, the great Depression could be interpreted as a phenomenon of belief crisis, and
the crash of Wall Street in 1929 could be attributed to economic policies. They are all in
one largest bag; each smaller dimension deals with more focused issues. As for the
‘shared’ model, the overlapped part represents the common causes, or phenomena, etc.;
but it does not give priority to either circle (discipline). Lastly, in the ‘integrated’ model,
this model highlights multilateral relations with many relevant factors. This model is
theorised in three-dimensional structure: without any overlapped part it is deemed as one
dimension, shared with another circle (bodies of knowledge) as two dimensions, and the
core part as the construction of three dimensions. The great Depression then can be
understood in the ‘integrated’ model as an aggregate of politics, economics, social
policies, and human spiritual changes. The performance of the stock market during that
time period can be posited as one of the circles, meaning, contributing to the whole story.

Summary

Fogarty’s integrated models of curriculum show relationships between knowledge from
different sources. The models in the continuum represent different extents of integration.
There is no superior or inferior of these models; they exist because of different purposes.
The structure of a model forms the ‘environment’ which, in a narrow definition, refers to
discipline or domain as the frame of any body of knowledge; in a broad definition, it
implies the intangible space constructed by the interaction of learning and teaching. The
capacity to construct an ‘environment’ is a crucial idea to those integrated models.
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Curriculum design not only affects the usage of the tangible environment, i.e. the
traditional classroom or the outdoor space such as fieldtrip and excursion, but also the
intangible, or metaphysical environment, i.e. the ideology of gender which centres or
de-centres the participants within a particular learning environment. The examination of
the structure of knowledge makes the implicit power between different bodies of
knowledge more visible. Thus, integration of knowledge means more than a game to map
knowledge but an action to manage the power and relation between different knowledge.
It is also noted that the selected model both defines the boundary of knowledge and
highlights specific knowledge to a certain extent. In summary, the reconceptualisation of
Fogarty’s models forms an understanding that these models can not only be used to
actually integrate knowledge but also employed as an analytical tool to examine the
existing curriculum design.
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Appendix 4 The content knowledge in micro-level stricture

Han Lin Y 7-1 Visual arts: 48 pages Music: 46gmg Drama: 32 pages Total: 126 pages Units: 14

Part | Aesthetics of Arts Discipline/ Model | Competence
Index

Unit 1 | Aesthetics of Music Music 1-4-1
*The dimensions of music: 1) a doer; 2) some kirfid Nested/ 10 pages | 1-4-3
doing; 3) something done; and 4) the complete corite 2-4-7
which musicers operate. 2-4-8

Unit 2 | Aesthetics of Visual Arts Visual arts 3-4-9
The dimensions of creative arts [the same ideahas Nested/ 10 pages | 3-4-11
previous unit]

Unit 3 | Aesthetics of Performing Arts Drama
The dimensions of performing arts [the same idethas Nested/ 8 pages
two previous units]

Part Il | The Call of Nature

Unit 1 | The magnificent Nature Visual arts 1-4-4
Appreciation of natural and artificial colours astthpes il Nested/ 6 pages | 1-4-5
the world; the basic elements of visual arts; jagyo 2-4-6

Unit 2 | Amazing labyrinth in visual world Visual arts 3-4-10
Theories of colour Cellular/ 10pages

Unit 3 | Songs of Nature Music
Appreciation of Beethoven's Pastoral Symphony; tived Connected/8
writing pages

Unit 4 | Festival and Ritual Dance
The language of dance; the choreography and thg pbieésted/8 pages
movement

Part Ill | Arts on a day-to-day basis

Unit 1 | Creativity in Arts Visual arts 1-4-2
Introduction of the arts of industrial design Nebt® pages | 2-4-6

Unit 2 | Varieties of Sound Music 3-4-9
Human voice; the origin of instrumental sound| Gellular/ 8 pages | 3-4-10
percussion, pipe, and strings; sound as signataditg

Unit 3 | Varieties of Rhythm Music
Introduction of rhythmic notation; the varietiesrbfythm; | Connected/ 8
environmental arts—STOMP pages

Unit4 | The Shapes and Colours in Everyday Life Drama
Five senses versus the kaleidoscopic aspectsiefiesc | Cellular/ 8 pages

Part IV | The beauty of Homeland —Formosa

Unit 1 | Nostalgia Music 1-4-1
Folksongs: Taiwanese, Hakka, Aboriginal Cellulapdges | 2-4-5

Unit 2 | The People of Homeland Visual arts 2-4-6
The faces in the history: archives, old picturebjn€se| Cellular 14 | 2-4-7
Ukiyo-e; Introduction of sketch pages 3-4-9

Unit 3 | The Local Voices Drama

Introduction of Taiwanese opera

Cellular/ 8 page

wn

*Elliott proposes to conceptualise music as a jwactHe holds that music is a human activity
with several dimensions:1) a doer—musicer, 2) séimd of doing—musicing, 3) something
done—music, and 4) the complete context in whiclsioars operate (Elliott 1995, p40).
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Han LinY 7-2 Visual arts: 66 pages Music: 48)ps Drama: 32 pages Total: 146 pages Units:13
Part | Seasons Discipline/ Competence
Model Index
Unit1 | The Poem of Seasons Visual arts 1-4-1
The seasons in Chinese classic painting Cellularl4 | 2-4-6
pages 2-4-7
Unit 2 | Varieties of Seasons Music 3-4-9
Terminology; basic theory of music; songs related| €ellular/18
‘seasons’; Vivaldi's ‘Four Seasons’ pages
Unit 3 | Colourful Seasons Visual arts
Through photos of natural scenery to artists’ padgst the| Cellulay 10
introduction of water colour painting pages
Unit 4 | The Legend of Seasons Drama
The relevant mythology, legend, and customs Webbed/8
pages
Part Il | Human feelings
Unit1 | Love in Music Music 1-4-1
The production of popular music; the industry afaeling; | Webbed/14 1-4-2
the introduction of orchestra; appreciation of ‘Tyvgung| pages 2-4-5
persons guide to orchestra, op.34’ by B. Britten 2-4-6
Unit 2 | More than just a small potato Visual arts | 3-4-9
Images in real life; the arts of photography; téghas of| Cellular 12
photography pages
Unit 3 | Sympathy for Others Drama
Experiencing the ‘sympathy’ in drama; to expredéested/ 8 pages
‘sympathy’ through body movement
Part lll | Establishing Intimacy with Oneself
Unit 1 | Self-image Visual arts 1-4-2
Pictures of person; appreciation of portrait: Regmidt van| Cellular 14| 2-4-5
Rijn, P. Klee, V. van Gogh, and H. Rousseau; carrea pages 3-4-9
Unit 2 | My Musical Diary Music 3-4-11
How to purchase commercial products; the theoryl \Webbed/14
transposition and modulation; become the produteoor | pages
musical diary
Unit 3 | Open a Dialogue with Yourself Drama
Knowing oneself through the role-playing in drama ell@ar/ 8pagesg
Part IV | Peace Pilgrim
Unit 1 | Tranquility in heart Visual arts 1-4-1
The architecture of religious building; Western dfaktern Webbed 16| 1-4-3
mural painting; appreciation of sculpture of Goddampages 2-4-6
Buddha 2-4-7
Unit 2 | The Sincere Admire to God Music 3-4-9
Religious: forms and instruments; introduction aegorian| Cellular/12
Chant, Cantata, ‘Amasing Grace’ pages
Unit 3 | The interaction of religion and arts Drama

Drama in folk festivals; the aesthetics of anciGreek
theatre

Nested/ 8 page

[72)

304




HanLinY 8-1 V:54pages M:62pages D:38gm T:148pages Units:12

Part | Express My Love Discipline/ Competence

Model Index

Unit 1 | The love of family Visual arts 1-4-2
The theme of ‘family’ in master works; Webbed/ 6+8 2-4-5
Introduction of the internal space design pages 3-4-9

Unit 2 | Hand in hand Music 3-4-10
Simplified notation; ‘Love and family’ in music; ember| Cellular/16
music and Schubert’s piano quintet; theme song dwien pages
“Lu Bing Hwa”"

Unit 3 | Concentric circles Theme
Theme — Team work: in different professional praeti Webbed/

8 pages

Part Il | The Beauty of Chinese Culture

Unit1 | Dragon and phoenix Music 1-4-2
Introduction of traditional Chinese instruments; e fHNested/16 2-4-5
philosophy of Chinese traditional music; pentatomiode;| pages 3-4-9
traditional instrumental work [*the title impliesnamage: 3-4-10
Dragon and phoenix the traditional mascot in Chénes
culture]

Unit 2 | Gardening arts Visual arts
Introduction of Chinese architecture and gardenjrigequenced/
appreciation of Chinese classic paintings (gardenas| 14 pages
topics); production of gardening mini-model

Unit 3 | Drama for all Drama
Taiwanese opera; Chinese Opera: the arts of faoémp— | Nested/ 8 pages
the arts of masks

Part Il | Folk Culture

Unitl | Folk arts Visual arts 1-4-1
Artefacts: chinese, japan, wood, bamboo etc. arel| @ellular/ 1-4-3
relation to customs or folk ceremony 12 pages 2-4-7

Unit 2 | The Local Voice Music 3-4-10
Introduction of traditional Taiwanese music: Nana@g & | Cellular/ 3-4-11
Bei Guang (twin genre of drama music); Taiwane$é pages
folksongs

Unit 3 | The Stories in hands Drama
Introduction of Taiwanese folk puppet arts Cellular

8 pages

Part IV | Ode to Life

Unit1 | Hear the applause! Music 2-4-6
Biography of Beethoven and his music: Sym no.5eFdhe | Cellular/14 2-4-7
cultural heritage project in UNESCO pages 2-4-8

Unit 2 | The thinker Drama
Introduction of the jobs/works/efforts behind thartain of | Cellular/
theatre stage: two important innovators —K. Stamiakki| 8 pages
and A. Artaud

Unit 3 | Live with passion! Visual arts
Hardship and unfortunate foster gallant artistgdi Cellular/

14 pages
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Han Lin Y 8-2 V:52 pages M:46pages D: 34es T: 132 pages Units:12
Part | The Young generation Discipline/ Model  Cotepee
Index

Unit 1 | The music taste of the Y generation Music 1-1-3  3-34
Introduction of popular music producers, composecgllular/10pages | 1-4-5
and singers in Taiwan 2-2-4

Unit 2 | The sensation in Drama Drama 2-2-6
Introduction and appreciation of the Musical CelhilB pages | 2-3-5

Unit 3 | Feeling and Emotions Drama 2-3-6
Love stories in paintings; love in artists’ livesylour | Integrated/ 3-1-4
psychology; beauty of patterns in everyday life 12 pages 3-2-4

Part Il | The interaction among creatures

Unit 1 | The ancient legend Drama 1-3-4
Mimicking animals; the pathetic fallacy Integrat@oiges | 1-4-5

Unit 2 | Ode to Life Music 2-2-5
Music an title of insect/anima:Rimsky-Korsakoy'€ellular/10 pages | 2-3-5
‘Bumble bee’, Schumann’s ‘Butterfly’, etc 2-4-5

Unit 3 | Totem in life Visual arts 2-4-6
Picture of animals in mural painting; th&Vebbed/ 20 pages| 3-2-4
metamorphosis of animal body pattern; Introduction 3-3-4
of Chinese Pictogram 3-4-4

Part Ill | Popular culture

Unit 1 | The turbulence of fashion industry Visual arts 1-4-5
Industrial design: mobile phone design, commodilytegrated/ 12 2-4-5
design, clothing design, etc; Pop art; collage pages 2-4-6

Unit 2 | Colourful commodities Visual arts 3-4-6
Knitting design for different purposes Connectgui@es

Unit 3 | The interaction between the traditional and [thdusic
popular
From traditional to modern: Jazz music — RhapsadyGellular/14 pages
Blue, Maple leaf rag; Disney cartoon music

Part IV | Gender ad Arts

Unit 1 | Diverse perspectives Visual arts 1-4-5 3-4-6
Stereotype of gender and occupation: femalested/ 12 pages | 2-2-5
features —their lives and their creation 2-4-5

Unit 2 | Harmony between male and female Music 2-4-6
Wedding music written by Mendelssohn and Wagner luleel12 pages | 3-3-6

Unit 3 | Characteristics of gender Drama 3-4-4
The characters in Shakespeare's plays Nested/espag
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HanLinY 9-1 V:60pages M:66pages D:32gsmg T:158 pages Units:12
Part | Peace in Love Discipline/ Model | Competence
Index

Unit1 | The Holocaust and Reflection Visual arts 1-4-5
Sculpture and paintings describing wars and death esteéd/ 12 pages | 2-4-5

Unit 2 | Praying in Kindness Music 2-4-6
Love, peace, forgiveness, and hope: sohyere have al| Cellular/16 pages | 3-4-4
the flowers goneWhat a wonderful worldBeethoven's 3-4-6
Ode to Joy

Unit 3 | Powerful Communication Drama
Learning effective strategies to cope with integspeal| Nested/ 8 pages
collision and international conflict

Part Il | When Arts encounter Literature

Unit 1 | Music versus literature Music+ Literature | 1-4-5
The art of lied: F. Schubert, J.W. von Goethe, Hdind,| Shared/18 pages | 2-4-5
W. Muller; Symphonic Poem; P. Dukas — : L'appregnti 2-4-6
Sorcier 3-4-4

Unit 2 | How to become a playwright Drama 3-4-5
Reading a play; the adaptation of novels CellBgphges | 3-4-6

Unit 3 | The literature in painting Visual arts
Bible stories in paintings; Chinese royal paintingblested/ 18 pages
paintings of realism; illustration and stories

Part 11l | Capture Nature

Unit 1 | The scenery-like photo arts Visual arts 1-4-5
Photography and photographer: Ansel Adams, Jingr$Siellular/ 18 pages| 3-4-5
Lang; The perspective of ‘ideal landscape’ in ali 3-4-6
introduction of Barbizon School; Chinese traditibpa
landscape painting

Unit 2 | The Impressionism school Music+ visual arts
Impressionism in western music and Chinese music aresli?0 pages

Unit 3 | Environmental theatre Drama
Introduction of modern theatre and drama theories ellu@r/ 8pages

Part IV | A Significant Breakthrough in New Ages

Unit 1 | The emancipation of colour and shape in creatite ar | Visual arts 1-4-5
Introduction of surrealism and fauvism; Artists +RCellular/ 12 pages| 2-4-5
Mondrian, W. Kandinsky, P. Klee, J. Miro, M. Ducham 2-4-6
installation arts 3-4-4

Unit 2 | A new Listening Experience in Modern Music Music+ visual arts | 3-4-5
Expressionism and primitivism, bruitism, and comereShared/ 12 pages | 3-4-6
music

Unit 3 | Dancing in New Era Drama

History of dance, postmodern dance and ‘dancertieat

Cellular/ 8 pages
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Han Lin Y 9-2 V.62 pages M:54pages D:3gem T: 148 pages Units: 12
Part | The Trail of Growth Discipline/ Competence
Model Index

Unit 1 | Voices of youth Music 1-4-5
The juvenile times and feelings, i.e. Schumanm®onnected/ 10 2-4-5
‘“Traumerei from ‘Scenes from childhood, op.15, no.7’pages 2-4-6
popular song ‘Bridge over troubled water’ [+illuetion] 3-4-5

Unit 2 | When you were young Drama 3-4-6
The idea of ‘group production’ (one of the theorigfs| Cellular/ 8 pages
theatre); the retrospective story line

Unit 3 | Good memories Visual arts
How to produce a good graduation album Nestegiatzs

Part Il | A Harmonious life in the world

Unit 1 | Architecture and dwellers Visual arts 1-4-5
Introduction of different styles of houses in terrof| Nested/ 16 pages 2-4-5
geographic and climate condition 2-4-6

Unit 2 | The touching sound in folk music Music 3-4-6
Introduction of Aboriginal music, Japanese musilntegrated/ 12
Gamelan music, African music, and the song of Bisneages
cartoon Lion King ‘Circle of Life’

Unit 3 | The Theatre Drama
Introduction of the types of theatre; the light ambustic| Cellular/ 8 pages
design in theatre

Part lll | The Holistic Arts

Unit1 | New Vision Visual arts 1-4-5
Science of the video arts Cellular/16 pagex4-5

Unit 2 | Understanding the audio-video media Music 3-4-6
A brief history of film music; the techniques otmeding; | Integrated/ 12
the creation and production of film music; appréomof | pages
film music

Unit 3 | The world of cinema Drama
Introduction of film industry Cellular/ 8 pages$

Part IV | Playing with Arts

Unit 1 | The kaleidoscopic world of drama Drama 1-4-5 3-4-5
The interaction between the real (life) and theeahrcellular/ 8 pages | 2-4-5 3-4-6
(drama); the language of drama; current theatre 2-4-6
performers in Taiwan 3-4-4

Unit 2 | The world of opera Music
Introduction of opera: a brief history, its langeagnd| Cellular/20 pages
well-known works; the other form ‘musical’ [internpg
model: ‘sequenced’ — opera+ musical]

Unit 3 | The language of visual arts Visual arts

The futurism and other new language in visual &fts;
pure arts and fashion industry; the metamorphdsisies
and shapes; installation of arts; a new conceptitig and

Webbed/ 18page

structure on architecture

[72)
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Kang Xung Y 7-1

V:50 pages M: 40 pages D:ages Total: 116 pages Units: 12

Part | Into the Arts World Discipline/ Competence
Model Index

Unit 1 | Visual arts language Visual arts

Basic elements in visual arts; space and ratiojamstn arts Cellular/ 12
pages

Unit 2 | Drama language Drama
Introduction of outdoor and indoor folk drama orises| Cellular/ 6 pages
theatre

Unit 3 | Music language Music 3-4-9
Basic elements in music; ABC notation; basic cotidgg Cellular/10 pages 3-4-11
skills; one song for singing; different kinds ofnoert

Partll | Love and Care

Unit 1 | Love in artworks Visual arts
Birth and death in life; introduction of sketch {Tédr/14 pages

Unit2 | To love people Music 1-4-2 2-4-8
Introduction of human voice and types of vocal perfance; Cellular/10 pageg 2-4-7
music theory: whole tone & semitone; recorder pcact

Unit 3 | Let love last Drama
Body language; facial expression; voice and emstion Cellular/ 8 pages

Part lll | Ode to Seasons

Unit1 | Nature of seasons Visual arts
Theory of colour; colour psychology; seasonal colou Cellular/12 pages

Unit 2 | Seasons in music Music 1-4-2
One song (Taiwanese); recorder practice; VivaldouiH Cellular/10 pages 2-4-6
seasons”

Unit 3 | Seasons in dance Drama
Season’s image in body movement; introduction dfeBa Cellular/ 6 pages

Part IV | Celebrate new year

Unit 1 | Jubilations! Music 1-4-2
Folk music and percussion; F major; introduction | Gfellular/10 pages 2-4-6
percussion instruments; recorder practice; traufionelodies
in new form

Unit 2 | New year atmosphere Visual arts
Cutting arts, paintings, sculpture for New Yearatation Cellular/12 pages

Unit 3 | New Year in drama Drama

Lantern Monkey in drama (a traditional folk story)

Cellular/ 6 pages
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Kang Xung Y 7-2 V:48 pages M: 44 pages 3B®pages Total: 128 pages Units: 12
Part | Life and Arts Discipline/ Competence
Model Index
Unit 1 | Taiwan in artists’ eyes Visual arts
Introduction of Taiwanese artists; Taiwanese \italn | Cellular/12 pages
arts; record Taiwanese development in visual arts
Unit 2 | Taiwanese musicians’ works Music 1-4-2
Taiwanese composers and their works; Song “Formos@gllular/10 pageg 2-4-7
D major; Recorder practice
Unit 3 | Life in theatre Drama
Brief history of public drama; introduction of Taawese Cellular/12 pages
opera
Part Il | Formosa Taiwan
Unit 1 | Anisland of hope Music 2-4-5 2-4-6
Folksongs: Taiwanese, Hakka, aboriginal; number€dllular/10 pages 2-4-6 3-4-9
notation;
Unit 2 | History in poems Drama
To transform a poem (about an architecture) tottkea | Shared/ 8 pages
Unit 3 | Formosa Visual arts
Architecture and architecture in paintings Celldarpages
Part Il | Future life
Unit 1 | Occupations in arts Visual arts
Jobs, works, professions in paintings Cellular/aggs
Unit 2 | Different lives Drama
Career: aptitude, training, and profession Cellliapages
Unit 3 | My bright future Music 1-4-3
Music relevant jobs; recorder practice; song “Tamar| Cellular/12 pages 2-4-6
everything will be all right”; Dvorak “New world”
Part IV | Images and Sounds
Unit1 | Music tells stories Music 1-4-3
Terminology in music; song "A whole new world"Cellular/12 pageg 2-4-6
recorder practice; Taiwanese musical “Witch Tiger” 2-4-5
Unit 2 | Motion images Drama
Sound effect in drama Cellular/ 6 pages
Unit 3 | To tell a vivid story Visual arts
Visualize music; Kandinsky's musical paintingsCellular/12 pages

production of cartoon; introduction of Disney
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Kang Xung Y 8-1 V:54 pages M:46pages Dpadfes Total: 138 pages Units: 12

Part | Symmetry and Asymmetry Discipline/ Mode| Competence

Index

Unit 1 | Journey of architecture Visual arts
Introduction of architecture: traditional, modermda Cellular/ 14 pages
postmodern; paper model building

Unit 2 | Compare and contrast in music Music 1-4-3
Binary form; introduction of composition skills:Cellular/ 12 pages | 2-4-7
competition, sequence, contrary motion, augmenmtatio 2-4-6
diminution; recorder practice; Appreciation of Méatu

Unit 3 | Imitation in drama Drama
Talk show and speech skills Cellular/ 8 pages

Part Il | Light and Shadow

Unit 1 | Reflection in lights Visual arts
Lights and prism; theory of camera; photographing hredded/ 14pages

Unit 2 | Light as magician Drama
Brief history of film; elements in film; silent mae: | Cellular/ 12 pages
Charlie Chaplin;

Unit 3 | Notes dancing in lights Music 1-4-3
Introduction of impressionism; Chinese orchest@ellular/ 12 pages | 2-4-7
“Moonlight, spring, flower and river”; transition 2-4-6

Part Ill | Creative Ideal!

Unit 1 | Eye-catching advertisements Visual arts
Advertisement in daily life: examples Integrate@pages

Unit 2 | Ring a bell! Drama
Music in TV Commercials Cellular/ 6 pages

Unit 3 | Creativity in sounds Music 1-4-1 1-4-3
Music in TV commercials; music in cinema IntegrdiXpages| 2-4-6 2-4-7

Part IV | Chinese Style

Unit 1 | Chinese water painting Visual arts
Traditional Chinese water painting; tools in paigti| Cellular/ 14 pages
facial and body painting; applied painting arts

Unit 2 | Traditional Chinese music Music 1-4-3
Pentatonic mode; traditional Chinese music; classlonnected/ 10 2-4-7
poem in music; instruments: Nan Hu (string) and Skages
Na (pipe)

Unit 3 | Chinese opera Drama

Features, forms, costume and setting, facial pajati

Cellular/ 12 pages
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Kang Xung Y 8-2 V: 48 pages M: 48 pages 3Dpages Total: 126 pages  Units: 12
Part | Life River Discipline/ Model | Competence
Index
Unit 1 Family of artists Visual arts
‘Family’ as the topic in arts Cellular/ 12 pages
Unit 2 Family of musicians Music 1-4-5
2-4-6
Bach’s musician family and their music [Yo-Yo MaVebbed/ 12 pages
“Music Garden]; Johann Strauss’s ‘waltz’ family
Unit 3 The faces of age Drama
Old family pictures (cultural context); family tapin | Webbed/ 8 pages
drama; make up: different ages making upskills
Part Il Resemblance and difference
Unit 1 Modern abstract expressionism Visual arts
Introduction of cubism, suprematism, futurism, etc.| Cellular/ 14 pages
Unit 2 Program music and absolute music Music 1-4-5
The definition of the two terms; music examplesrfrpCellular/ 12 pages | 2-4-5
works of Haydn, Beethoven, Tchaikovsky, and Ravel
Unit 3 Realism and surrealism Drama
Works of dramatic arts Cellular/ 6 pages
Part Il Variation in Arts
Unit 1 Music variation Music 2-4-5
2-4-6
Introduction of variation: theme and variatignCellular/ 12 pages
recorder practice; Schumanmdegg variation, op.;1
improvasition
Unit 2 Kaleidoscopic design in visual arts Visual arts
Metamorphosis of images; visual cognition; illusion Cellular/ 10 pages
Unit 3 Different modes of theatre Drama
Theatre space as dream factory Cellular/ 8 pages
Part IV Cultural Literacy
Unit 1 Written language and characters Visual arts
Creative design of letters/ applied arts/ publis ar Threaded/ 12 pages
Unit 2 Asian folk music Music 2-4-5
Folk music in Indonesia: Gamelan; folksongs | Webbed/ 12 pages| 3-4-6
Korea, Japan, India; Sitar and drums in Indian musi
Unit 3 Asian style in drama Drama
Oriental drama: Indonesian, Japanese; When [E3stjuenced/ 8 pages
meets west: Bach vs Kabuki (Japanese classic drama)
movie “The King and I"
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Kang Xung Y 9-1 V:48 pages M:40pages Dpages Total: 120 pages Units: 12
Part | Masterpieces in visual arts Discipline/ Miode: C((ijpetence
Index
Unit 1 | Well-known paintings Visual arts
Artworks in multimedia: artworks in movie/ musicalshared (knowledge
understand the dialogue in drama; the role of cotmiu | + Webbed (designj
14 pages
Unit 2 | The dialogue between artworks and music Music 1-4-5
The same title of artworks and music: Mussorgsky&equence/ 12 pages2-4-6
Pictures in an exhibitian Symphonic poem: the 2-4-5
dialogue between music and literature
Unit 3 | To mimic artworks Drama
Introduction of parody, pastiche and collage invarks; | Cellular/ 14 pages
applied arts in advertisement
Partll | Love in Arts
Unit1 | Love in artworks Visual arts
Topics: love, kiss, marriage; applied arts: weddi€gllular/ 10 pages
invitation design, gift wrapping design
Unit 2 | Love compass Music 2-4-5
A major and transition; song “My heart will go onCellular/ 12 pages | 2-4-6
(from movie Titanic); recorder practice: theme song|in 3-4-6
movie Romeo & JulietAppreciation: musicaWest Sidg
Story, Ling Zhuviolin concerto
Unit 3 | To witness love in drama Drama
Appreciation: Amidsummer night's dreanWest Side Cellular/ 12 pages
Story, Romeo & Julietmodern and traditional Chinese
drama
Part Ill | God and Human
Unit 1 | Longing for eternity Visual arts
Myth, belief, religion in painting, sculpture, muraNested/ 16 pages
painting, and church decoration
Unit 2 | Inner voice in your heart Music 1-4-5
Handel's Messiah recorder practic&Vhite Christmas| Cellular/ 12 pages | 3-4-6
Faure’s Requiem Gounod’'s Ave Marig Music in
Buddhism; aborigine’s religious music
Unit 3 | The relation of God and human in drama Drama
The relationship of God and human in mythologythie| Cellular/ 4 pages
Mid Age, in movies
Part IV | Periscope in Arts
Unit 1 | Invite you come into arts world Visual arts
How to appreciate arts Cellular/ 8 pages
Unit 2 | Music in Baroque and Classic School Music 2-4-5
Introduction of Baroque and Classic music Celluapages | 3-4-6
Unit 3 | Let's go to a theatre! Drama
Introduction of Taiwanese modern drama groups Gell@ pages
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Kang Xung Y 9-2 V: 46 pages M: 46 pages 2Ppages Total: 114 pages  Units: 12
Part | Dreamer in Arts Discipline/ Model Cc()jmpetence
Index
Unit 1 | Flying in Music Music 1-4-5
Popular SongShare recorder practicd-riends (popular| Cellular/ 12 pages | 3-4-4
song); Weber'slubel Overture, op. 59Chopin’s Etude 2-4-5
op. 10 no.3the production of a farewell concert
Unit 2 | Youth as the source of creation Drama
What's a screenplay?; how to write a good scregnpla | Cellular/ 6 pages
Unit 3 | Visual arts in industrial design Visual arts
Applied arts in industry, advertisement IntegratE@dages
Part 1l | Public Arts
Unit 1 | Artworks of Public arts Visual arts
Public arts: definition and appreciation Nestedpafes
Unit 2 | Musical passion Music 1-4-5
Introduction of guitar, country music; History az¥ Cellular/ 14 pages| 2-4-5 3-4-4
Unit 3 | The interaction between public performance and |theama
public
Streets performance and performers Cellular/ 8page
Part 11l | Art Nova
Unit1 | New vision Visual arts
Conceptual arts; political arts; POP arts; techgwlin | Cellular/ 14 pages
modern arts; learner’s creation
Unit 2 | Creation on the basis of tradition Music 1-4-5
Introduction of musical; recorder practiddl | ask of you | Cellular/ 8 pages | 3-4-6
songMemory fusion of symphony and Jazzhapsody ir 2-4-5
Blue David Darling’Pasi but but
Unit 3 | Experiment and creation Drama
Old language, New meaning: new concept of stage, |n@ellular/ 6 pages
ways of performance
Part IV | Periscope in Arts
Unit 1 | To encounter artworks Visual arts
Attitude for arts appreciation; arts mirror livearts as| Cellular/ 12 pages
imagination; arts reflect personal feelings
Unit 2 | Music in Romantic school and Nationalism Music 2-4-5
Introduction of Romantic school and Nationalism I@at/ 12 pages | 2-4-6  3-4-5
Unit 3 | Let’s go to a theatre! Drama
Introduction of Taiwanese modern drama groups Gell@ pages
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NanYi Y 7-1 V:20pages M:15pages D:10gmg Theme: 25 pages Total: 70 pages
Part I* Expressions Discipline/ Competence
Model Index
Section 1| Knowing yourself Theme 1-4-2
Knowing yourself, Love yourself: The hunchback |dhtegrated/ 2 2-4-5
Notre Dame; Chagall's ‘7 fingers self-portrait’; Migal | pages 2-4-6
‘Cats’. 3-4-9
[filtering all content through the lens of ‘inneovd’] 3-4-10
Section 2| |, in the arts world Visual
arts+Music+
Drama
Arts of mask in drama/ face painting in drama,; fdees| Integrated/ 4
in musical 'Cats’, opera ‘Carmen’; voices & emosoim | (v:2; m:1; d:1)
opera; characteristics and emotions in body languag | pages
[blending disciplines by overlapping skills and cepts]
Section 3| Look at Me, Listen to Me! Visual artsr
Music+ Drama
Using colour to express yourself; self portraitsysio | Webbed/ 14 (v:6
theory: major scale; song ‘More than just a dreami.6; d: 3) pages
human emotions in voice/ tonation/ facial expressand
body language [capturing an entire constellation| of
disciplines at once (but each discipline stands
independently)]
Section 4| Introduce yourself Theme
Synthetic activity for units 1-3 Integrated/1 page
[producing various avenues of explanation & expgiord
Part Il Jubilations
Section 1| Big days! Theme 1-4-1
Milestones in life: the mixture of music, danceama in| Integrated/ 2 1-4-4
celebration [multi-dimensions and directions ofusfc pages 2-4-5
Section 2| School festival: preparation Visual arts2-4-8
Music+ Drama | 3-4-9
Propagation: poster design; teamwork on settidéebbed/ 7 (v:3] 3-4-10
preparation; preparation of program [a generic #heal m:3; d:1) pages
integrate subject matter]
Section 3| School festival day! Visual artsr
Music+ Drama
To design invitation cards; selecting music for el Webbed/ 7 (v:1
festivals; costumes for school festivals [a fertheme m:4; d:2) pages
to integrate subject matter]
Section 4| Unforgettable memories Visual arts
Techniques of photography Cellular/ 2 pages
Part Il Times
Section 1| Wisdom from history Theme 1-4-1
Changes and progress in times: wooden houses termpiebbed/ 2 pages 1-4-3
buildings; wagons to modern vehicles, etc. [filgriall 2-4-6
content through the lens of ‘innovation’] 2-4-7
Section 2| Trace of the past Music+ Drama+ 2-4-8
Visual arts 3-4-10
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The story in a classical poem ‘Chang Hen Ga’: |tNéebbed/ 10 3-4-11
adaptation of dance and drama; connected withaya  (m:1; d:3; v:6)
paintings of this story pages

[the conceptual theme provides rich possibilities the
various disciplines]

Section 3| Bridge the gap in times: new wine in old bottles efte
‘Chang Hen Ga'[literature+music+drama/4 pages]; Mixed instruction
music: pentatonic mode[music+literature/4 pages] [integrated/
calligraphy+ dance[visual arts+ dance/ 1 page]; shared/ cellular]
how to draw realistically [visual arts/ 6 pages]; 15 pages
different times, different lifestyle [visual

arts+dance/drama/ 3 pages]

[filtering all content through the lens of ‘new wirn old
bottles’]

Section 4| Aware of changes, Accept with delights Theme

The method of pastiche of two paintings: SeuraWgebbed/ 3 pages
‘Sunday Afternoon on the Island of la Grande Jadted
Barry Kite's ‘Sunday Afternoon, Looking for the &Gar
images of different era and lifestyle [visual grts]

Change of lifestyle [visual arts nested in society]
Traditional and modern dance/ drama

[filtering all content through the lens of ‘chanpe’

* Except these three parts as the main learningmiagtthere are six discipline-based units as the
supplementary material following the main parts chhiare designed in terms of the linear
structure of knowledge in visual arts, music, arahth/dance.
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NanYi Y 7-2 V:18pages M:21pages D:13gmg Theme: 34 pages Total: 86 pages
Part | Vitality of Aborigine Arts Discipline/ Competence
Model Index
Section 1| Trace the origin Theme 1-4-1
from history, geography of Aborigine to their ceares and webbed/ 2 pages| 1-4-2
culture 1-4-3
[filtering all content through the lens of ‘Abrogiharts’] 2-4-5
Section 2| Authentic Aboriginal culture Theme 2-4-6
visual images/ totem as symbols, and its aesth&tfesiction | Webbed/24 pages2-4-7
in cultural context [visual arts]; 3-4-9
music and instruments and their function in cultwe@ntext 3-4-10

[music];
dance in ceremonies and the origin of Aboriginaitifals
[dance]

Section 3

Aborigine as spring

Theme

The death and renovation of aboriginal culture
[filtering all content through the lens of ‘re-tiit

Webbed / 2 page

2]

Part Il Variation of Seasons
Section 1| Appreciation of the performance of seasons Misitiglines | 1-4-2
Seasonal fruits, flowers, activities, and customs Integrated/2 2-4-5
[applying the concept of seasons to make matchemngnpages 2-4-6
various disciplines as commonalities emerge] 3-4-9
Section 2| Arts versus seasons Visual arts+ 3-4-10
Music+ Drama
Seasons in fine arts; seasons in ballet; seasoWivaidi's | Webbed/ 16 (v:4
“ The Four Seasons” violin concerto d:5; m:7) pages
Section 3| Learn from seasons Music+ Dance+
Visual arts
The expression and how to express the idea of 0ssasn | Webbed/ 16
arts: adapted “Four seasons” for recorder praclie@yanese (m:8; d:2; v:4)
folksong “Seasons” pages
[this section is designed as the previous sectibridzuses or
‘practising’ rather than ‘knowing’]
Section 4| Seasonal scene in our community Theme
The impact of the change of seasons, i.e. flocl)gint Integrated / 2
[focusing on learners, targeting the necessaryuress to| pages
create multidimensional focuses]
Part Il Leisure Time
Section 1| Leisure activities Visual 1-4-1
arts[society] 1-4-2
Leisure activities in fine arts Nested/ 4 pages | 1-4-4
[content nested in single discipline design; frdme tore of 2-4-5
leisure in painting, to general painting, to soclaisure 2-4-6
activities] 2-4-7
Section 2| Leisure in arts Visual arts+ 2-4-8
Drama+ Music | 3-4-9

Similar resource used as the previous sectiondautsing on
comparing and mimicking: Comparing the means usdd/®

Webbed/ 8 (v:2
d:2; m:4) pages

3-4-10

paintings; to mimic Seurat's “; popular music a&ssure (1
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page)+Beethoven’s sym no. 6[deviation!] (1 pagdye-tight
of the bumblebee’(1 page)+ playing instrument(ledag

[a cross-disciplinary design; each discipline edab the core
idea ‘leisure’, and without overlapping among diicies]

Section 3| The fun of leisure Visual arts+
Drama+ Music
Become a creator/producer: to capture and reprothisere| Webbed/ 8 (v:2
time, people in leisure in fine arts/drama; humnsirmging | d:4; m:2) pages
and enjoying oneself in music

Section 4| Arts as leisure Theme
Performance and exhibitions: Museums, concert halldebbed/ 2 pages
theatres

[a cross-disciplinary design with informative camte

*** ‘Theme’ instead of ‘discipline’ is used. This amipulation is arranged as the introduction or agsion

for each part.

% the differences between ‘theme-webbed’ and ethe-disciplines’ lie on the elements in
‘theme-webbed’ are ordinary objects, i.e. fruititowlers; the elements in ‘disciplines-webbed’ are
systematically constructed bodies of knowledge nesic, drama.
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NanYiY 8-1 V:28pages M:35pages D:21pageTheme:5pages Total: 89 pages
Part | My Feeling, My Dream Discipline/ Competence
Model Index
Section 1| Psychology of dreams Theme 1-4-1
Thoughts and dreams; artistic expressions of ‘dscam | Webbed/ 2 pages 1-4-2
Section 2| Fantasy in dreams Visual arts+| 1-4-3
Music+ Drama | 2-4-5
The topic of ‘dream’ in arts [in the pages of musiw¥ebbed/ 8 (v:6] 2-4-6
pp14-21 transforms to ‘desires’ and ‘emotions’; P25 | m:8+4;d:6) pages 2-4-7
introduce the fantastic story Schahriar and Shelhei 3-4-9
told in Rimsky-Korsakov’s orchestra work ‘Shehed&a 3-4-10
op.35] 3-4-11
Section 3| Dreams and ideal Theme
To produce a drama and to experience the balahdegrated /2
between desires and realities by performing pages
Part Il Brainstorming creativity
Section 1| Where to find the creativity Visual arts+ 1-4-1
Music+ Dance 1-4-3
Examples: F. Arman’s “Renour no.124”, M. DuchampWebbed/ 5 (v:2] 2-4-5
“bicycle’s wheel”, P. Bausch'’s idea of ‘dance thieat m:2; d:1) pages | 2-4-6
Section 2| Brainstorming in arts Visual arts+2-4-7
Music+ Dance | 3-4-10
The assemblage and collage in visual arts; the pleanf | Webbed/ 5 (v:6; | 3-4-11
Gounod’s “Ave Maria” and Bach’s “Prelude in C Majom:7; d:6) pages
BWV 864"+ Dvorak “Humoresque” and Foster “The Qld
Folks at Home”; the idea of J. L. Barrault's ‘totakatre’
Section 3| Mixture of creative ideas Drama
A practice of ‘Total theatre’ Cellular/ 2 pages
Part Il Arts as profession
Section 1| Aspects of artistic profession Visual arts 1-4-1
Jobs/works in paintings; arts related jobs at presmes | Nested/ 5 pages| 1-4-3
Section 2| Artists’ studios Visual arts+ 2-4-5
Music+ Dance | 2-4-6
Materials for working in artists’ studios; costumasd| Webbed/ 5 (v:9] 2-4-8
accessories in theatre; Schumann’s “Happy farmed'6; m: 14) pages 3-4-9
Czech's folksong “blacksmith”; aboriginals workisgng; 3-4-10
working song in folksongs 3-4-11
Section 3| Arts everywhere Theme
Vocational education: aptitude and future careen pl Integrated /1
page
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NanYiY 8-2 V:3lpages M:39pages D:2figm Theme: 2 pages Total: 95 pages
Part | So Many Differences! Discipline/ Modell  Contmpece
Index
Section 1| Discovering dissimilarity in similarity V + D [filf M 1-4-1 3-4-3
Different self-portraits: H. Matisse’'s and AWebbed/ 4 (v:1; 1-4-2 3-4-5
Warhol's; different actors in ‘007’; different vaig d:1; m:2) pages 1-4-3 3-4-6
roles in Schubert’'s “Erlkdnig” 1-4-4 3-4-8
Section 2| Experience the ‘difference’ V + M+ D 1-4-6 3-4-9
The same topic, different presentation [visual]aft$Vebbed/ 5 (v:10; | 1-4-7
introduction of ‘variation’[music]; different poimf | m:9; d:5) pages 2-4-1
views [drama] 2-4-3
Section 3| Exhibition the ‘difference’ Theme 2-4-5
Giving opinions, comments, and evaluations |Miebbed/ 5 pages | 2-4-8
different works
Part Il Arts versus Environment
Section 1| Environment protection in action Drama+ Biology | 1-4-2
Using the knowledge of the habits of animal§hared/ 4 pages | 1-4-9
insects, etc. to write a dialogue for a play 2-4-4
Section 2| Green artists V + M+ D 2-4-5
Installation arts and garbage arts; the environatentvebbed/ 20 (v:8; | 2-4-6
arts in  music (+introduction of percussipm:10; d:2) pages | 2-4-7
instruments); animation “Kaze no Kani no 3-4-1
Nawushica”; 3-4-6
[different approaches in a cross-disciplinary deki 3-4-8
Section 3| A pioneer of environmental protection social stedie 3-4-9
Launch a campaign of environment protection Integha? pages
Part Il Massive Production
Section 1| Appreciation of massive production V+M+D 1-4-8
The massive production in painting, sculpture musiéebbed/ 5 (v:2; 1-4-9
(Beethoven’s sym no.9), and drama m:2; d:1) pages 2-4-3
Section 2| Experience of massive production M+ V+D 2-4-7
Beethoven's sym no.9 and Chinese orchestra wallebbed/ 29 (m:14} 3-4-3
‘Boatmen in Yellow River; a team-workv:8; d:7) pages 3-4-4
production; massive production in drama 3-4-6
Section 3| The ‘massive production’ on a day-to day basis Tdiem

Social life activities

Webbed/ 2 pages
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NanYiY 9-1 V:27pages M:31pages D:20pmageTheme:9 Total: 87 pages
Part | Free Imagination Discipline/ Competence
Model Index
Section 1| The dream and reality of ‘flying’ V+M+D 1-4-1
The images in mythology and visual arts; ‘the fligti | Integrated/ 5 1-4-2
bumble bee’ and Saint-Saen’s The carnival des arEmdv:2; m:2; d:1) 1-4-3
the flying image in dance pages 2-4-5
Section 2| The artistic expression of ‘flying’ V + M+ D 2-4-6
Examples in Chinese and Western masterpieces Wbbed/ 5 (v:7; | 2-4-7
painting; Schumann’s “Aufschwung, op.12, no.2” and:5; d:4) pages | 3-4-9
Mendelssohn’s “On Wings of Song, Auf Flugeln des 3-4-10
Gesanges, Op.34 No.2" 3-4-11
; idea of ‘flying’ in dance/drama
[to appreciate in a cross-disciplinary design]
Section 3| Fly your creativity V+M+D
Creation and composition: draw your own flying drea Webbed/ 5 (v:1
keys to compose music; perform the idea of ‘flyimgth | m:4; d:5) pages
dance/ drama
[to create/produce in a cross-disciplinary design]
Part Il Public Arts
Section 1| Evaluation of our arts environment Theme 1-4-1
The interaction between human and environment Walibpages| 1-4-2
Section 2| Kaleidoscope of arts in community V+M+D 1-4-3
Public arts: definition, production, and productis{ial Cellular*/ 30 2-4-5
arts] (v:12; m:12; d:6) | 2-4-6
Introduction of march [music] pages 2-4-7
Outdoor space for drama/dance performance 3-4-10
[drama/dance] 3-4-11
Section 3| Become an inspector of art activity in community emte
Community building project: to revive old communityrhreaded/4 pages
and sunset local industry
Part Il Unlimited Youth and Creativities
Section 1| Arts of body movement Theme 1-4-1
Rhythm in music, dance and graffiti Integrated/2 1-4-2
[filtering all content through the lens of ‘rhythin’ pages 1-4-3
Section 2| To fuel your creativity D+V+M 2-4-5
Rhythm in Jazz; RAP, STOMP, and hip hop; introchreti Webbed/10 pages2-4-6
of J. Pollock (d: 4; v:5; m:8) | 2-4-8
Section 3| Show your creativity V + M+ D 3-4-9
Synthetic activity Integrated/1 page gii(l)
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4%

NanYiY9-2 V:37pages M:35pages D:28egm Theme:7 pages Total: 101 pages

Part | Architecture, Theatre, and Music Suite pioe/ Model | Competenc

Index

Section 1| Where to find art activities Theme 1-4-2
Basic knowledge of art history, social context, rgenWebbed/ 2 pages | 1-4-3
and function 2-4-5

Section 2| Appreciation thestructure of architecture, theatre, andirchitecture+M 2-4-6
music suites 2-4-7
The Western, Eastern, traditional, modern architect Webbed/ 29 (a:14; 3-4-9
theatre in Rome, Middle-Ages, Renaissance™-19" | d:6: m:9) pages
century, and modern design; Suite in music (Bach's
French Suite BWV 815 + Peer Gynt)

Section 3| Experience the arts of architecture, theatre, andian V+M+D
suites
Architecture as the theme in paintings; theatrdgdes Webbed/ 7 (v:4
the popular songs with matching emotions in PeeitGyd:2; m:1) pages

Part Il The World of Cinema: Super stars in MilkyaW

Section 1| Odyssey in the film Milky way M+V+Science+D| 1-4-1
Holst's “The Planets” 0p.32; Chinese anciemVebbed/ 11 (m:2} 1-4-2
astronomy; 12 horoscope images designed | \o¥¢; s:3; d:2) pages 1-4-3
Taiwanese artist+ pictures taken by astronomjical 1-4-4
telescope; “Star wars” and other space moviesdtne 2-4-6
part of the'webbed’ model sstronomy 2-4-7

Section 2| Creativity of multimedia V+M+D 3-4-9
Introduction of ‘video art’; the language of imagies| Webbed/ 18 (v:5
motion; music in films+ watching the movie "The gte d:6; m:7) pages
Waltz”

[the core part of the 'webbed’ modeltechnology

Section 3| Techniques in multimedia Theme
The role of a director in advertisement [‘learnihyg | Integrated /2 pages
doing’]

Part Il Chinese Arts

Section 1| Discovery of Chinese arts Theme 1-4-8
The philosophy of Chinese arts Webbed/ 3 paged-4-9

Section 2| Appreciation of Chinese arts D+V+M 2-4-3
The arts of Chinese Opera; Traditional Chinese watéebbed/ 24 (d:5} 2-4-7
paintings; Chinese traditional instruments and sitasv:5; m:14) pages | 3-4-3
music 3-4-4

Section 3| Experience of Chinese arts M+D+ V 3-4-6
To sing (Yang Guang San Dei+ Dao Qing), to plag givebbed/ 5 (m:2
to draw d:1; v:2) pages
[focusing on ‘experiencing’ with the similar mat@rias
section 2]

Part IV Kaleidoscopic Arts Theme 1-4-1 2-4-8
Different genre of arts and activities of artistievebbed/ 16 pages 2-4-1 3-4-3
entertainment in life 2-4-2 3-4-5
The focus rests on how political, economic, culiura 2-4-4 3-4-6
conceptual and technological factors affect thenfand 2-4-6

materials of arts.
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UChenY 7-1 V:49 pages M:45pages D:2Ges Total: 116 pages  Units: 16
Theme | | Human and Nature Discipline/ Competence
Model Index
Unit 1 Unit Title: The call for the Nature Visual arts 412 3-4-9
1-4-4  3-4-10
2-4-5 3-4-11
Description: The sound and rhythm of natyr&yebbed /8 pages
Schubert’'sDie Forelle and Beethoven'$astoral;
the environmental protection
Unit 2 Colours of the seasons Visual arts+
music
The nature of colour; the theory of colour; ﬂhWebbed/lO pagep
psychological theory of colour; the theory of the
colour of music
Unit 3 The life trail Music 1-4-1 3-4-9
Human voice; the origin of instrumental sound Eellular/ 6 pages| 1-4-3  3-4-11
percussion, pipe, and strings; sound as signal| and 2-4-8
coding
Unit 4 Nature as the guru on body intimation Danamausic
Tribal dance; the observation and imitation | 8/ebbed/4 pages
dance; innovation and expression
Unit 5 The memory marked on the rocks Visual arts
The ancient rock paintings; the enchantment G€llular/ 8 pages
lines; non-stopping line drawing
Theme Il | Human and God
Unit 1 The ancient dance and religious ceremony Damoegict
culture]
The arts of traditional masks, dance, rites, andicnulntegrated/ 8
pages
Unit 2 Greek mythology — the womb of arts Music 1-4-1 3-4-9
Greek mythology; ancient Greek drama; musiq Mested/ 13 pages 1-4-2  3-4-11
Greek drama 2-4-7
Unit 3 Drama about human and God Drama
OperaOrfeoby C. Monteverdi Cellular/ 5 pages
Unit 4 Loyalty in beliefs Visual arts
[+architecture+
music]
Architecture of church/temple; Mass and Requiew/ebbed/ 10
arts of stained glass windows in church pages
Unit 5 The union of God and human Visual arts [+
literature]
Chinese legends; the images of the union of G8Hared/ 8 pages
and human in sculpture and embroidery
Theme Human and Society
11
Unit 1 Bunun’s Pasi But But Music [+dance] | 1-4-1
Bunun's legend/ culture; Bunun's ceremonyested/ 4 pages | 2-4-8
Bunun’s music 3-4-10
Unit 2 Aboriginal totem Drama
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Introduction of totem: its function, meaning, ah@ellular/ 5 pages

representation

Unit 3 The visual message Visual arts
The function of symbols of tribes/nations; the atid€ellular/ 5 pages
value of trademark

Unit 4 The beauty of human voice Music 1-4-1
Introduction of forms of vocal performance: sold&;ellular/ 8 pages| 3-4-9
ensemble, unison, and chorus; the tonality of human 3-4-11
voice

Unit 5 The instruments in the band Music 1-4-1
Introduction of wind instruments (woodwind ap€ellular/ 8 pages| 3-4-9
brass) and percussion 3-4-11

Unit 6 Music in theatre Music 2-4-8
The role of music in theatre; the introduction|d@ellular/ 6 pages| 3-4-9

instruments in theatre
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U ChenY 7-2 V: 64 pages M: 40 pages Dpdages Total: 116 pages  Units: 16
Theme | | Artists and Aristocracy: artists’ contrilout to the| Discipline/ Competence
royalty Model Index
Unit 1 Unit Title: Maestri in the Renaissance Visual arts
Description: The introduction of the Renaissanbe:|tCellular/ 10
brief biography and masterpieces of L. da Vingages
Michelangelo Buonarrotti, and Raphael Sanzio
Unit 2 Louis XIV and his art world Music (opera) 1-4-5
The history of French opera: composer—J.B. Lulyellular/ 8 pages| 2-4-5
and playwright—J.B. Poquelin 2-4-6
Unit 3 The beauty of architecture Visual arts
[Architecture]
Introduction of world well-known architecture; théVebbed/ 8 pages
combined two-dimensional design
Unit 4 Messiah Music 1-4-5
Introduction of Baroque music: G.F. Handel and J.Gellular/ 6 pages| 2-4-5
Bach 3-4-5
Unit 5 Royal artists and the portrait of Kings/ Queens sudl arts
The brief history of portrait painting in Quin Dystgg | Cellular/ 6 pages
Theme Il | Artists and Society: master works of arts
Unit 1 Out of the ivory tower into the society Visual arts
A brief history of portrait painting since 9&entury:| Cellular/ 6 pages
from D. Velazquez to Piccaso
Unit 2 Symphony and Haydn Music 1-4-5
The form of symphony and the structure of symphp@ellular/ 8 pages| 2-4-5
orchestra 3-4-5
3-4-6
Unit 3 The charm of the stage in theatre Drama
Introduction of theatre stage Cellular/ 6 pages
Unit 4 Reality as beauty Visual arts
Introduction of realism Cellular/ 6 pages
Unit 5 The reconstruction of the 921 aftermath Visual arts
[+Architecture]
Creative arts in aftermath: a reconstruction after| Nested / 6 pages
earthquake in 1999 in Taiwan
Theme | Artists’ Fantasy: the mirage in artists’ eyes
11
Unit 1 The legend of Lorelei Music [+] 1-4-5 3-4-7
literature] 2-4-6
From the legend of Lorelei, J.V. Eichendorf's poef@onnected/ 8 3-4-5
about Lorelei, to Schumann’s Ballagpages 3-4-6
Waldesgesprach
Unit 2 The Mid Summer Night Drama
Introduction of Shakespeare’s plays Cellular/ 6gsag
Unit 3 The story oDon Quixote Drama +music
M. de Cervantes, a playwright and his masterp|edtebbed/10 pages
Don Quixote the song ‘The Impossible Dream’ the
version of musicaMan of La Mancha
Unit 4 Scales and intervals Music 1-4-5
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The structure of major/minor scale; the theory| @ellular/ 10| 2-4-5
intervals pages

Unit 5 Colour water painting Visual arts
The basic knowledge of colour painting; th€ellular/ 12
well-known Taiwanese artists pages

Unit 6 Metamorphosis in visual arts and in music Visual tsr

Music

Metamorphosis in visual arts: skills and exampl&s +Sequenced/
Greco, A. Modigliani, S. Dali, and Chinese artisti) pages

during 13 to 17" century; The example of

metamorphosis in music: the same melody with
different tempo/ the same melody with different
dynamics and rhythm/ the change of the pattern of

melody
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U ChenY 8-1 V: 54 pages M: 40 pages Dpages Total: 116 pages  Units: 14
Theme | Time and the Techniques in arts Discipline/ | Competence
Model Index
Unit 1 The stars surrounded form in music — concerto Music 1-4-5
The definition of concerto and its history Celldlempages | 2-4-5
3-4-4
Unit 2 Trials on new tools/techniques Visual arts
Introduction of the traditional and innovative nadls of| Cellular/14 pages
‘Print’; serigraphy print, lithography print, digit print,
etc.
Unit 3 The world of Beethoven’'s symphony Music 1-4-5
The mixed genre in Beethoven’s symphonies is a Cellular /8 pages| 2-4-6
significant breakthrough 3-4-6
Unit 4 The magician on sound effect Drama [sound
effect]
Using simple ways to create sound effect Connegted/
pages
Unit 5 Keys to become a screenwriter Drama [film]
What does a screenplay do; how movies are producedellular/ 6 pages
Theme I Times and the Materials in Arts
Unit 1 The play —Phoenix Drama
The realistic story of SARS in 2003 Cellular/ 6 pag
Unit 2 The metamorphosis of light and shadow in arts \liatts
Introduction of the arts of sketch Cellular/10 page
Unit 3 The king of lied — F. Schubert Music +literature | 1-4-5 2-4-6
The dialogue between music and the literature shdrepages| 2-4-5 3-4-5
Unit 4 Chinese water colour arts Visual arts
An introduction of the expression of ‘nature’ imrtes of | Cellular/10 pages
the perception of ‘nature’ has been changed ome ti
Theme Illl | Times and the Style
Unit 1 Neo-classic versus Romantics Visual arts
The collision of Neo-classic and Romantics Celll2mpages
Unit 2 The intimate conversation —Chamber Music Music 1-4-5
Introduction of chamber music Cellular/ 4 page2-4-6
2-4-5
3-4-4
Unit 3 The artistic design of Chinese characters in dfieera | Visual arts
[applied arts]
Chinese characters in different era; the creatink a Nested/ 8 pages
interesting design of Chinese characters in
advertisement
Unit 4 Film: a window to see the world Drama
Movies are more than just entertainment; it offehstegrated/4
windows to see the world. pages
Unit 5 Christmas is on the corner! Music [+ drama] | 1-4-4
A holiday of love and charity: Christmas songs #émel| Shared/ 8 pages | 3-4-1
balletNutcracker 2-4-7
3-4-7
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U ChenY 8-2 V: 78 pages M: 38 pages Dpéades Total: 170 pages  Units: 13
Theme | Human Feelings Discipline/ Mode Competence
Index
Unit 1 Life as a drama DramaMusic
The basic elements in drama: theme, pl&/ebbed/ 22pages
characters, and dialogue; languages in opera and in
movie
Unit 2 Families and friends Visual arts
The close relationships of people in pictures: fro@ellular/14 pages
the eyes of feminists’ eyes — F. Kahol, A. Neel;
Other work of arts by male artists —A. Ddurer, |P.
Cézanne, and E. Manet, etc.
Unit 3 Wedding ceremony Visual arts
Family as the nuclear unit in society; Wedding| &8ebbed/10 pages
the topic in paintings; the customs in different
culture
Unit 4 The wedding blessing Music 2-4-5
Music in wedding ceremony: the weddingellular/10 pages | 2-4-6
march —F. Mendelssohn and R. Wagner 3-4-5
Unit 5 Grab special moments Photographing
Introduction of basic techniques of photographyWebbed/20 pages
media and advertisement
Theme Il The Feelings Between Human and Animals
Unit 1 Let's have a party with animals! Music 1-4-5
The Carnival des animauky C. Saint-Saéns; musjicCellular/14 pages | 2-4-6
jargons; the sonBeauty and the Beast 3-4-5
3-4-7
Unit 2 The touching moment with animals Visual arts
Animals in arts: from the awe to animals, the use lategrated/14 pages
animals, to adore animals
Unit 3 The world of puppets Drama [+history]
the general introduction of puppets; animal shafennected/8 pages
puppets; animals in history stories
Unit 4 Wolf! Wolf!: Prokofiev's Peter and Wolf Visual arts
S.S. Prokofiev and orchestra wdrkter and Wolf | Cellular/ 6 pages
Theme lli Human and Nations
Unit 1 Love to My Nation Dance
Introduction of traditional dance: specific gestureCellular/ 8 pages
and supplementary tools, i.e. fans in Chingse
traditional dance and castanets in Flamenco
Unit 2 The Emotional connection with homeland Music 2-4-6
Introduction the school of Nationalism in musi€ellular/ 14 pages | 3-4-5
history — J. Sibelius, B. Smetana, and Wen-Yei Jjng 3-4-6
Unit 3 Formosa Taiwan! Visual artdMusic
Taiwanese artists’ admiration to Taiwan; TaiwaneSequenced/
folk song employed in activities 14pages
Unit 4 Musical: Les Misérables Dramal+ literature]
Introduction of Musical; appreciation ofLes| Connected/16
Misérables pages
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U ChenY 9-1 V: 40 pages M: 70 pages Dpdges Total: 128 pages  Units: 12
Theme | Aspiration and Imagination Discipline/ Competence
Model Index
Unit 1 The yearning for flying Visual arts 2-4-6
[+literature] 3-4-5
From Greek mythology and other ancient stories Gbnnected/
flying to the paintings and sculpture in fine arts l4pages
Unit 2 The lights and colour of the Impressionism Visutd a
The introduction of the Impressionism in fine arts | Cellular/16 pages
Unit 3 Exotic images: Paris Music
Introduction of Impressionism in music: Debussy ar@ekellular/10 pages
Ravel
Unit 4 A longing for beauty, youth, and eternity Dramanftisic]
From J.W. von Goethe'§austto A. L. Webber's| Webbed/ 6 pages
Musical The Phantom of the Opeead MovieDevil's
Advocate
Theme Il The Call for the Motherland
Unit 1 The Passion in Life Visual arts
Introduction of Fauvism and Cubism Cellular/10 mage
Unit 2 The fire underneath the Ice: Carmina Burana Music 2-4-5 3-4-6
Music educator and composer Carl Orff and his wo@ellular/10 pageg 2-4-6
Carmina Burana 3-4-5
Unit 3 An adoration of mother earth: The Rite of Spring | Music 2-4-5 3-4-5
I. Stravinsky and his ballet musithe Rite of Spring | Cellular/ 14pages 2-4-6  3-4-6
Unit 4 Dancing and Human Body: Modern Dance Dance
The body language — From classic ballet to mode@ellular/ 10pages
dance
Theme Il Regularity and irregularity
Unit 1 The World of Jazz Music 1-4-4 2-4-7
A brief history of Jazz: music and musicians Cellull4pagey 2-4-5 3-4-4
2-4-6
Unit 2S Vertical, horizontal, spot, line, and dimension Vabarts
From the ‘De Stijl' (P. Mondrian & V. Kandinsky) toCellular/ 14pages
the ‘Abstract’ (P. Klee & J. Pollock) and Taiwangse
contemporary artists
Unit 3 The pearl-like language: Expressionism Music
The brief history of Expressionism —A. Schoenbe@gellular/ 16pages
and his disciples; A new music language —STOMP
Unit 4 Traditional Taiwanese Opera and its costume |adbdama [+music]
makeup
The brief history of Traditional Taiwanese Operhe-t Connected/8
features and characteristics pages
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U ChenY 9-2 V: 40 pages M: 30 pages D: 22 pagégnthesised: 30 pages Total: 122 pages Units: 10

Theme | Aspiration and Imagination Discipline/ MbdeCompetence
Index
Unit 1 Contemporary art Visual arts
Graffiti art, Op art, Land art, etc. Cellular/ 14ps
Unit 2 Neo-classical music Music 2-4-5 3-4-5
J.S. Bach in the 21th century Threaded/ 204-6 3-4-6
pages
Unit 3 Environmental arts Visual arts
Installation art, public art Sequenced/
12pages
Theme Il Graduation ceremony
Unit 1 Artistic professions Synthesised 1-4-1 1-4-8
Aspects of visual art, drama, music and maétebbed/10pages| 1-4-2 2-4-4
communication 1-4-3 2-4-8
Unit 2 Personalising your graduation book Synthesised | 1-4-4 3-4-8
Multimedia application and visual design Integrat@pagey 1-4-7 3-4-9
Unit 3 A production of a great graduation Synthesised
Design, plan, operation Integrated/10pages
Theme lli Global view
Unit 1 World museum Visual arts
Domestic and foreign famous museums Cellular/ Hegd
Unit 2 World dance Dance
Dance arts in_AsjaAfrica, North America South| Cellular/ 14 pages
America Antarctica Europe and Australia
Unit 3 World cinema and significant film festivals Drama
Major film festivals: Berlin, Cannes, Venice, ahdiebbed/ 8 pages
Oscar
Unit 4 World concert halls and opera houses Music
Sydney Opera House, Metropolitan Opei&ebbed/10 pages
Association of New York CityTeatro alla Scala in
Milan, etc.
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Appendix 5 A match of the content knowledge with SorGoals

Han Lin Y7-1
Part | Aesthetics of Arts Sub-Goals
match

Unit 1 | Aesthetics of Music Aesthetics
*The dimensions of music

Unit 2 | Aesthetics of Visual Arts Aesthetics
The dimensions of creative arts [the same ideheprevious unit]

Unit 3 | Aesthetics of Performing Arts Aesthetics
The dimensions of performing arts

Part1l | The Call for Nature

Unit 1 | The magnificent Nature Aesthetics
Appreciation of natural and artificial colours astthpes

Unit 2 | Amazing labyrinth in visual world Aesthetics
Theories of colour

Unit 3 | Songs of the Nature Aesthetics  H
Appreciation of Beethoven’s symphony ‘Pastoralgative writing Creation

Unit 4 | Festival and Ritual Aesthetics +
The language of dance; the choreography and thehogdement Multi-cultures

Part Ill | Arts on a day-to-day basis

Unit 1 | Creativity in Arts Creation
Introduction of the arts in industrial design

Unit 2 | Varieties of Sound Creation
Human voice; the origin of instrumental sound; sbaa signals

Unit 3 | Varieties of Rhythm Creation
Introduction of rhythmic notation; environmentalsain music

Unit 4 | The Shapes and Colours in Everyday Life Creation
Five senses versus the kaleidoscopic aspects iefiesc

Part IV | The beauty of Homeland —Formosa

Unit 1 | Nostalgia Multi-cultures
Folksongs: Taiwanese, Hakka, Aboriginals in Taiwan

Unit 2 | The People of Homeland Multi-cultures
The faces in the history; Introduction of the drsketch + Aesthetics

Unit 3 | The Local Voices Multi-cultures

Introduction of Taiwanese opera
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Han LinY 7-2

Part | Seasons

Unit1 | The Poem of Seasons Aesthetics
The seasons in Chinese classic painting

Unit 2 | Varieties of Seasons Aesthetics
Terminology; basic theory of music; Vivaldi's ‘Th&®ur Seasons’

Unit 3 | Colourful Seasons Creation
An introduction of water colour painting

Unit4 | The Legend of Seasons Multi-cultures
The relevant mythology, legend, and customs

Part Il | Human feelings

Unit1 | Love in Music Creation
Production of popular music; industry of recording

Unit 2 | More than just a small potato Creation
Images in real life; the arts of photography; téghas of photography

Unit 3 | Sympathy to Others Multi-cultures
Experiencing the ‘sympathy’ in drama; to expressripathy’ through
body movement

Part Ill | Establishing Intimacy with Oneself

Unit 1 | Self-image Aesthetics
Pictures of person; appreciation of portrait: Regmit van Rijn, P
Klee, V. van Gogh, and H. Rousseau; caricature

Unit 2 | My Musical Diary Creation
How to purchase commercial products; the theoryasfsposition and
modulation; become the producer of your musicalydia

Unit 3 | Open a Dialogue with Yourself Creation
Knowing oneself through the role-playing in drama

Part IV | Peace Pilgrim

Unit 1 | Ttranquility in heart Multi-cultures
The architecture of religious building; Western aBdstern mural
painting; appreciation of sculpture of God and Buaild

Unit 2 | The Sincere Admire to God Multi-cultures
Religious: forms and instruments; introduction afe@orian Chant
Cantata, ‘Amazing Grace’

Unit 3 | The interaction of religion and arts Multi-cultures

Drama in folk festivals; the aesthetics of anci@ériek theatre
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Han Lin Y 8-1

Part | Express My Love

Unit 1 | The love of family Aesthetics
The theme of ‘family’ in master works;
Introduction of the internal space design

Unit 2 | Hand in hand Aesthetics
Simplified notation; ‘Love and family’ in music; ember music and
Schubert’s piano quintet; theme song in movie “lingBHwa”

Unit 3 | Concentric circles Creation
Theme — Team work: in different professional piaeti

Part Il | The Beauty of Chinese Culture

Unit 1 | Dragon and phoenix Multi-cultures
Introduction of traditional Chinese instrumentsg tphilosophy of
Chinese traditional music; pentatonic mode; tradéi instrumental
work

Unit 2 | Gardening arts Aesthetics
Introduction of Chinese architecture and gardensygpreciation of
Chinese classic paintings (gardening as topics)

Unit 3 | Drama for all Multi-cultures
Taiwanese opera; Chinese Opera: an art of masks

Part 11l | Folk Culture

Unit1 | Folk arts Multi-cultures
Artefacts: chinese, japan, wood, bamboo etc. ared ridation to
customs or folk ceremony

Unit 2 | The Local Voice Multi-cultures
Introduction of traditional Taiwanese music: NanaBg & Bei Guang

Unit 3 | The Stories in hands Multi-cultures
Introduction of Taiwanese folk puppet arts

Part IV | Ode to Life

Unit 1 | Hear the applause! Aesthetics
Biography of Beethoven and his music: Sym no.5€Fdhe cultural
heritage project in UNESCO

Unit 2 | The thinker Creation
Introduction of the jobs/works/efforts behind thertain of theatre
stage: two important innovators —K. Stanislawaski A. Artaud

Unit 3 | Live with passion! Aesthetics

Hardship and unfortunate foster gallant artistedi
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Han Lin Y 8-2

Part | The Young generation

Unit 1 | The music taste of the Y generation Aesthetics
Introduction of popular music producers, composars] singers ir
Taiwan

Unit 2 | The sensation in Drama Aesthetics
Introduction and appreciation of musical

Unit 3 | Feeling and Emotions Aesthetics
Love stories in paintings; love in artists’ livesplour psychology
beauty of patterns in everyday life

Part Il | The interaction among creatures

Unit 1 | The ancient legend Creation
Mimicking animals; the pathetic fallacy

Unit 2 | Ode to Life Aesthetics
Music with the name of insect/animal as the tiR@nsky-Korsakov's
‘Bumble bee’, Schumann’s ‘Butterfly’, etc

Unit 3 | Totem in life Creation
Picture of animals in mural painting; the metamogs of animal
body pattern; Introduction of Chinese Pictogram

Part Ill | Popular culture

Unit 1 | The turbulence of fashion industry Creation
Industrial design: mobile phone design, commodigign, clothing
design, etc; Pop art; collage

Unit 2 | Colourful commodities Creation
Knitting design for different purposes

Unit 3 | The interaction between the traditional and theupep Creation
From traditional to modern: Jazz music — RhapsodBlue, Maple
leaf rag; Disney cartoon music

Part IV | Gender ad Arts

Unit 1 | Diverse perspectives Creation
Stereotype of gender and occupation: female femtatheir lives and
their creation

Unit 2 | Harmony between male and female Aesthetics
Wedding music: the wedding march by Mendelssohnvdagner

Unit 3 | Characteristics of gender Aesthetics

The gender role in drama: characters in Shakespgdags

334




Han Lin Y 9-1

Part | Peace in Love

Unit1 | The Holocaust and Reflection Aesthetics
Sculpture and paintings describing wars and death

Unit 2 | Praying in Kindness Aesthetics
Love, peace, forgiveness, and hope: soigere have all the flowers
gone What a wonderful worldBeethoven’©de to Joy

Unit 3 | Powerful Communication Multi-cultures
Learning effective strategies to cope with intespeal collision ang
international conflict

Part 1l | When Arts encounter Literature

Unit 1 | Music versus literature Aesthetics
The art of lied: F. Schubert, J.W. von Goethe, dind, W. Muller;
Symphonic Poem; P. Dukas — : L'apprenti Sorcier

Unit 2 | How to become a playwright Creation
How to read a play; how to manage characters; thaptation of
novels

Unit 3 | The literature in painting Aesthetics
Bible stories in paintings; Chinese royal paintingmintings of
realism; illustration and stories

Part 1l | Capture Nature

Unit 1 | The scenery-like photo arts Creation
Photography and photographer; The idea of ‘idealddaape’ in Aesthetics
realism; introduction of Barbizon School; Chineseaditional
landscape painting

Unit 2 | The Impressionism school Aesthetics
Impressionism in music: Debussy and Ravel; ‘Boldyg’Ravel; the
Impressionism in Chinese music

Unit 3 | Environmental theatre Aesthetics
Introduction of modern theatre and drama theories

Part IV | A Significant Breakthrough in New Ages

Unit 1 | The emancipation of colour and shape in creatiie ar Creation
Introduction of surrealism and fauvism; Other inamrs —P.
Mondrian, W. Kandinsky, P. Klee, J. Miro, M. Duchaninstallation
arts

Unit 2 | An new Listening Experience in Modern Music Aesthetics
Introduction of expressionism and primitivism, armhcrete music

Unit 3 | Dancing in New Era Aesthetics
The brief history of dance; post-modern dance dwedidea of dance Creation

theatre
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Han Lin Y 9-2

Part |

The Trail of Growth

Unit 1

Voices of youth

Aesthetics

Schumann’s ‘Traumerei’ from ‘Scenes from childhoog,15, no.7’,
popular song ‘Bridge over troubled water’ [+illustion]

Unit 2

When you were young

Creation

The idea of ‘group production’ (one of the theor@stheatre); the
retrospective story line

Unit 3

Good memories

Creation

How to produce a good graduation album

Part Il

A Harmonious life in the world

Unit 1

Architecture and dwellers

Creation

Introduction of different styles of houses in ternfsgeographic ang
climate condition

)

Unit 2

The touching sound in folk music

Multi-cultures

Introduction of Aboriginal music, Japanese musignm@lan music
African music, and the song of Disney cartoon LKing ‘Circle of
Life’

Unit 3

The Theatre

Creation

Introduction of the types of theatre; the light aaxbustic design il
theatre

N

Part Il

The Holistic Arts

Unit 1

New Vision

Creation

Science of the video arts

Unit 2

Understanding the audio-video media

Creation

A brief history of film music; the techniques ottmeding; the creatiof
and production of film music; appreciation of filmusic

L

Unit 3

The world of cinema

Creation

Introduction of film industry

Part IV

Playing with Arts

Unit 1

The kaleidoscopic world of drama

Aesthetics

The interaction between the real (life) and theeahrdrama); the

language of performance on stage; the currentrthpatformers

A

Unit 2

The world of opera

Aesthetics

Introduction of opera: a brief history, its langeagnd well-known
works; the other form ‘musical’

Unit 3

The language of visual arts

Aesthetics +

The futurism and other new language in visual dhs;pure arts an
fashion industry; a new concept of lighting andustaore on

dCreation

architecture
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Kang Xung Y 7-1

Part | Into the Arts World

Unit 1 | Visual arts language Aesthetics
Basic elements in visual arts; space and ratiojanstn arts

Unit 2 | Drama language
Introduction of outdoor and indoor folk drama origes theatre

Unit 3 | Music language Aesthetics
Basic elements in music; ABC notation; basic comtidgcskills; one
song for singing; different kinds of concert

Part Il | Love and Care

Unit1 | Love in artworks Aesthetics
Birth, death, gathering and departure between peamtroduction of
sketch

Unit 2 | To love people Aesthetics
Two songs about ‘love’; introduction of human voiaad types of
vocal performance; music theory: whole tone & senst recorder
practice;

Unit 3 | Let love last Creation
Bodylanguage; facial expression; voice and emotions

Part Ill | Ode to Seasons

Unit 1 | Nature of seasons Aesthetics
Theory of colour; colour psychology; seasonal colou

Unit 2 | Seasons in music Multi-cultures
One song (in Taiwanese); G major; recorder practitealdi “Four
seasons”

Unit 3 | Seasons in dance Creation
Season’s image in kinetic movement; introductiorBaflet; how to
appreciate ballet

Part IV | Celebrate new year

Unit 1 | Jubilations! Multi-cultures
Folk music and percussion; F major; introduction prcussiorn
instruments; recorder practice; traditional meledienew form

Unit 2 | New year atmosphere Creation
Cutting arts, paintings, sculpture for New Yearatation

Unit 3 | New Year in drama Multi-cultures

Lantern Monkey in drama (a traditional folk stolyoait New year)
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Kang Xung Y 7-2

Part | Life and Arts

Unit 1 | Taiwan in artists’ eyes Multi-cultures
Introduction of Taiwanese artists; Taiwanese \jailn arts; recorg
Taiwnese development in visual arts

Unit 2 | Taiwanese musicians’ works Multi-cultures
Taiwanese composers and their works; Song “Formaddainajor;
Recorder practice

Unit 3 | Life in theatre Aesthetics
Brief history of public drama; introduction of Taawese opera

Partll | Formosa Taiwan

Unit 1 | Anisland of hope Multi-cultures
Folksongs: Taiwanese, Hakka, aboriginal; numbeotdtion;

Unit 2 | History in poems Aesthetics
To transform a poem (about an architecture) tottbea

Unit 3 | Formosa Aesthetics
Architecture and architecture in paintings

Part Ill | Future life

Unit 1 | Occupations in arts Creation
Jobs, works, professions in paintings

Unit 2 | Different lives Creation
Career: aptitude, training, and profession

Unit 3 | My bright future Creation
Music relevant jobs; recorder practice; song “Toroar everything
will be all right”; Dvorak “New world”

Part IV | Images and Sounds

Unit 1 | Music tells stories Creation
Terminology in music; song "A whole new world”; @der practice
Taiwanese musical “Witch Tiger”

Unit 2 | Motion images Creation
Sound effect in drama

Unit 3 | Te tell a vivid story Aesthetics  +

Visualize music; Kandinsky’'s musical paintings; gwotion of
cartoon; introduction of Disney

Creation
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Kang Xung Y 8-1

Part | Symmetry and Asymmetry

Unit 1 | Journey of architecture Aesthetics +
Introduction of architecture: traditional, modermda postmodern; Creation
paper model building

Unit 2 | Compare and contrast in music Creation
Binary form; introduction of composition skills: kpetition,
sequence, contrary motion, augmentation, diminutieacorder
practice; Appreciation of Minuet

Unit 3 | Imitation in drama Creation
Talk show and speech skills

Part Il | Light and Shadow

Unit 1 | Reflection in lights Creation
Lights and prism; theory of camera; photographing

Unit 2 | Light as magician Creation
Brief history of film; elements in film; silent maa: Charlie Chaplin;

Unit 3 | Notes dancing in lights Aesthetics  +
Introduction of impressionism; Chinese orchestratilight, spring, Creation
flower and river”; transition

Part Ill | Creative Idea!

Unit 1 | Eye-catchy advertisements Creation
Advertisement in daily life: examples

Unit 2 | Ring a bell! Creation
Music in TV Commercials

Unit 3 | Creativity in sounds Creation
Music in TV commercials; music in cinema

Part IV | Chinese Style

Unit 1 | Chinese water painting Aesthetics  +
Traditional Chinese water painting; tools in paigti facial and body Creation
painting; applied painting arts

Unit 2 | Traditional Chinese music Aesthetics
Pentatonic mode; traditional Chinese music; clapsiem in music
instruments: Nan Hu (string) and Suo Na (pipe)

Unit 3 | Chinese opera Aesthetics

Features, forms, costume and setting, facial pettend meanings
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Kang Xung Y 8-2

Part | Life River

Unit 1 | Family of artists Aesthetics
‘Family’ as the topic in arts

Unit 2 | Family of musicians Aesthetics
Bach’'s musician family and their music [using Yo-¥fa's "music
garden” as the media to know Bach’'s BWV 1007]; J&trauss’s
‘waltz’ family

Unit 3 | The faces of age Creation
Old family pictures (cultural context); family tapin drama; make up:
different ages making upskills

Part Il

Unit 1 | Modern abstract expressionism Creation
Introduction of cubism, suprematism, futurism, etc.

Unit 2 | Program music and absolute music Aesthetics
The definition of the two terms; music examplesnfravorks of
Haydn, Beethoven, Tchaikovsky, and Ravel

Unit 3 | Realism and surrealism Aesthetics
Works of dramatic arts

Part Ill | Variation in Arts

Unit 1 | Music variation Aesthetics  +
Introduction of variation: theme and variation; oeter practice] Creation
Schumann’#begg variation, op,;Icreative composition

Unit 2 | Kaleidoscopic design in visual arts Creation
Metamorphose of images; visual cognition; illusion

Unit 3 | Different modes of theatre Creation
Theatre space as dream factory

Part IV | Cultural Literacy

Unit 1 | Written language and characters Creation
Creative arts of letters/ characters in daily ldpplied arts/ public artg

Unit 2 | Asian folk music Multi-cultures
Folk music in Indonesia: Gamelan; folksongs in Kpréapan, India;
Sitar and drums in Indian music

Unit 3 | Asian style in drama Multi-cultures

Oriental drama: Indonesian, Japanese; When Eads mest; Bach v$

D

Kabuki (Japanese classic drama); movie “The Kindjlan
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Kang Xung Y 9-1

Part | Masterpieces in visual arts

Unit 1 | Well-known paintings Creation
Artworks in multimedia: artworks in movie/ musicainderstand the
dialogue in drama; the role of conductor

Unit 2 | The dialogue between artworks and music Aesthetics
The same title of artworks and music: Mussorskyistures in an
exhibition Symphonic poem: the dialogue between music |and
literature

Unit 3 | To mimic artworks Creation
Introduction of parody, pastiche and collage inwarks; applied arts
in advertisement

Part1l | Love in Arts

Unit 1 | Love in artworks Creation
Topics: love, kiss, marriage; applied arts: weddimgtation design,
gift wrapping design

Unit 2 | Love compass Aesthetics
Song “My heart will go on” (from movi€Titanic); Appreciation:
musicalWest Side Story.ing Zhuviolin concerto

Unit 3 | To witness love in drama Aesthetics
Appreciation: Amidsummer night's dreariiVest Side StoyyRomeo &
Juliet, modern and traditional Chinese drama love story

Part Ill | God and Human

Unit 1 | The long for eternity Aesthetics  H
Myth, belief, religion in painting, sculpture, mugainting Creation +

Multi-cultures

Unit 2 | Inner voice in your heart Aesthetics
Handel's Messiah recorder practiceWhite Christmas Faure’s
Requiem Gounod’'s Ave Marig Music in Buddhism; aborigine’s
religious music

Unit 3 | God and human Aesthetics
God and human in mythology, in the Mid Age, in nesvi

Part IV | Periscope in Arts

Unit 1 | Invite you come into arts world Aesthetics
How to appreciate arts

Unit 2 | Music in Baroque and Classic School Aesthetics
Introduction of Baroque and Classic music

Unit 3 | Let's go to a theatre! Multi-cultures

Introduction of Taiwanese modern drama groups
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Kang Xung Y 9-2

Part | Dreamer in Arts

Unit 1 | Flying in Music Aesthetics
Popular SongShare recorder practiceFriends (popular song)
Weber's Jubel Overture, op. 59Chopin’s Etude op. 10 no;3the
production of a farewell concert

Unit 2 | Youth as the source of creation Creation
What's a screenplay; how to write a good screenplay

Unit 3 | Visual arts in industrial design Creation
Applied arts in industry, advertisement

Part 1l | Public Arts

Unit 1 | Artworks of Public arts Aesthetics
Public arts: definition and appreciation

Unit 2 | Musical passion Aesthetics
Introduction of guitar, country music; History az¥

Unit 3 | The interaction between public performance andgthgic Aesthetics  +
Streets performance and performers Creation

Part Ill | Art Nova

Unit 1 | New vision Creation
Conceptual arts; political arts; POP arts; techgwplin modern artsj
learner’s creation

Unit 2 | Creation on the basis of the tradition Creation +
Introduction of musical; recorder practiddl | ask of you song| Multi-cultures
Memory fusion of symphony and JazRhapsody in BlueDavid
Darling’ Pasi but but

Unit 3 | Experiment and creation Creation
Old language, New meaning: new concept of stage; ways of
performance

Part IV | Periscope in Arts

Unit1 | To encounter artworks Aesthetics
Attitude for arts appreciation; arts mirror livesits as imagination;
arts reflects personal feelings

Unit 2 | Music in Romantic school and Nationalism Aesthetics
Introduction of Romantic school and Nationalism

Unit 3 | Let's go to a theatre! Multi-cultures

Introduction of Taiwanese modern drama groups
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Nan Yi

Y 7-1

Part I*

Expressions

Section 1

Knowing yourself

Creation

Knowing yourself, Love yourself: The hunchback afti¢ Dame;
Chagall’s ‘7 fingers self-portrait’; Musical ‘Cats’

Section 2

I, in the arts world

Creation

Arts of mask in drama/ face painting in drama; faees in
musical 'Cats’, opera ‘Carmen’; voices & emotionopera

Section 3

Look at Me, Listen to Me!

Creation

Using colour to express yourself; self portraitsirtan emotions i
voice/ tonation/ facial expression, and body lamgua

N

Section 4

Introduce yourself

Creation

Synthetic activity for units 1-3

Part Il

Jubilations

Section 1

Big days!

Creation

Milestones in life: the mixture of music, dance,amia in
celebration

Section 2

School festival: preparation

Creation

Propagation: poster design; teamwork on settingpgregion;
preparation of program

Section 3

School festival day!

Creation

To design invitation cards; music for school fesi$y costumes

for school festivals

D

Section 4

Unforgettable memories

Creation

Techniques of photography

Part Il

Times

Section 1

Wisdom from the history

Creation

Changes and progress in times: wooden houses toerm
buildings; wagons to modern vehicles, etc.

od

Section 2

Trace of the past

Creation

The story in a classical poem ‘Chang Hen Ga’: thep#ion of
dance and drama; connected with the royal paintfgsis story

Section 3

Bridge the gap in times: new wine in old bottles

Creation

Classical poems in modern music; calligraphy vscdan
how to draw realistically

Section 4

Aware of changes, Accept with joy

Creation

The method of pastiche of two paintings; imageslifierent era

and lifestyle; changes of lifestyle
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Nan Yi

Y 7-2

Part | Vitality of Aborigine Arts

Section 1 | Trace the origin Creation
from history, geography of Aborigine to their cemres and
culture

Section 2 | Authentic Aboriginal culture Multi-cultures
visual images/ totem, music and instruments as signland its
aesthetics & function in cultural context

Section 3 | Aborigine as spring Multi-cultures
The death and renovation of aboriginal culture

Part Il Shifts of Seasons

Section 1 | Appreciation of the performance of seasons Aesthetics
Seasonal fruits, flowers, activities, and customs

Section 2 | Arts versus seasons Aesthetics
Seasons in fine arts; seasons in ballet; seasoW#/adi’'s “The
Four Seasons” violin concerto

Section 3 | Learn from seasons Creation
The expression and how to express the idea ofdssain arts:
adapted “Four seasons” for recorder practice; Tiadsa folksond
“Seasons”

Section 4 | Seasonal scene in our community Creation
The impact of the change of seasons, i.e. floalgit

Part Il Leisure Time

Section 1 | Leisure activities Creation
Leisure activities in fine arts

Section 2 | Leisure in arts Creation
Comparing the means used in two paintings; to migdarat’s “;
popular music as leisure activities

Section 3 | The fun of leisure Creation
Become a creator/producer: to capture and reproldisgre time,
people in leisure in fine arts/drama; humming/siggiand
enjoying oneself in music

Section 4 | Arts as leisure Creation

Performance and exhibitions: Museums, concert ithiéatres
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Nan Yi

Y 8-1

Part |

My Feeling, My Dream

Section 1

Psychology of dreams

Thoughts and dreams; artistic expressions on hie &6 ‘dreams’

Creation
Aesthetics

Section 2

Fantasy in dreams

‘Dream’ in arts

Creation

Section 3

Dreams and ideal

To produce a drama and to experience the balatoede desires

and realities by preforming

Creation

Part Il

Brainstorming creativity

Section 1

Where to find the creativity

Examples: F. Arman’s “Renour” no.124, M. Duchamp’s
“bicycle’s wheel”, P. Bausch'’s idea of ‘dance theat

Aesthetics
Creation

+

Section 2

Brainstorming in arts

The assemblage and collage in visual arts; the pbearof
Gounod's “Ave Maria” and Bach’s “Prelude in C MdjoBWV
864+ Dvorak “Humoresque” and Foster “The Old Fol&s
Home”; the idea of J. L. Barrault’s ‘total theatre’

Creation

Section 3

Mixture of creative ideas

A practice of ‘Total theatre’

Creation

Part Il

Arts as profession

Section 1

Aspects of artistic profession

Jobs/works in paintings; arts related jobs at presmes

Creation

Section 2

Artists’ studios

Materials for working in artists’ studios; costunsesd accessorig
in theatre; Schumann’'s “Happy farmer”, Czech’'s $olkg
“blacksmith”; aborigine’s working song; working spnin
folksongs

Creation
S

Section 3

Arts everywhere

Vocational education: aptitude and future carean pl

Creation
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NanYi Y 8-2

Part | So Many Differences!

Section 1 | Discovering dissimilarity in similarity Creation
Different self-portraits: H. Matisse’s and A. WalBo different
actors in ‘007’; different voice roles in SchubertErlkdnig”

Section 2 | Experience the ‘difference’ Creation
The same topic, different presentation [visual]aitgroduction of
‘variation’[music]; different point of views [dranpa

Section 3 | Exhibition the ‘difference’ Creation
Giving opinions, comments, and evaluations on ckffi€ works

Part Il Arts versus Environment

Section 1 | Environment protection in action Creation
Using the knowledge of the habit of animals, inseetc. to write
a dialogue for a play

Section 2 | Green artists Creation
Installation arts and garbage arts; the environalerts in musig
(+introduction of percussion instruments); animatitKaze no
Kani no Nawushica”;

[different approaches in a cross-disciplinary dekig

Section 3 | A pioneer of environmental protection Creation
Launch a campaign of environment protection

Part 11l Massive Production

Section 1 | Appreciation of massive production Aesthetics
The massive production in painting, sculpture, mBeethoven’s
sym no.9), and drama

Section 2 | Experience of massive production Aesthetics
Beethoven's Sym no.9 and Chinese orchestra worlatiBen in
Yellow River’; a team-work production; massive puotion in
drama

Section 3 | The ‘massive production’ on a day-to day basis Creation

Social life activities
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Nan Yi

Y 9-1

Part | Free Imagination

Section 1 | The dream and reality of ‘flying’ Aesthetics
The images in mythology and visual arts; ‘the fligli bumble
bee’ and Saint-Saen’s The carnival des animausfjyimg image
in dance

Section 2 | The artistic expression of ‘flying’ Aesthetics
Examples in Chinese and Western masterpieces oftingi
Schumann’s “Aufschwung, op.12, no.2” and Mendela&HhOn
Wings of Song, Auf Flugeln des Gesanges, Op.34'No.2
; idea of ‘flying’ in dance/drama
[to appreciate in a cross-disciplinary design]

Section 3 | Fly your creativity Creation
Creation and composition: draw your own flying dmggkeys to
compose music; perform the idea of ‘flying’ withrd®/ drama
[to create/produce in a cross-disciplinary design]

Part Il Public Arts

Section 1 | Evaluation of our arts environment Creation
The interaction between human and environment

Section 2 | Kaleidoscope of arts in community Aesthetics
Public arts: definition, production, and produatis(ial arts]
Introduction of march [music]
Outdoor space for drama/dance performance [dramegdia

Section 3 | Become an inspector of art activity in community Creation
Community building project: to revive old communéynd sunset
local industry

Part Il Unlimited Youth and Creativities

Section 1 | Arts of body movement Aesthetics
Rhythm in music, dance and graffiti Creation
[filtering all content through the lens of ‘rhythpn’

Section 2 | To fuel your creativity Creation
Rhythm in Jazz; RAP, STOMP, and hip hop; introcarctof J.
Pollock

Section 3 | Show your creativity Creation

Synthetic activity
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Nan Yi

Y 9-2

Part |

Architecture, Theatre, and Music Suite

Section 1

Where to find art activities

Basic knowledge of art history, social context,rgeand function

Aesthetics

Section 2

Appreciation thestructure of architecture, theatre, and mu
suites

The Western, Eastern, traditional, modern architecttheatre in

Rome, Middle-Ages, Renaissance™I®" century, and moderh

design; Suite in music (Bach’'s French Suite BWV 815%eer
Gynt)

sibulti-cultures

Section 3

Experience the arts of architecture, theatre, ansiarsuites

Architecture as the theme in paintings; theatrégtieshe popular
songs with matching emotions in Peer Gynt

Aesthetics

Part Il

The World of Cinema: Super stars in MilkyaW

Section 1

Odyssey in the film Milky way

Holst's “The Planets” op.32;

Chinese ancient astronomy; 12 horoscope imagegrossiby
Taiwanese artist+pictures taken by astronomicastelpe; “Sta
wars” and other space movies [the core part ofstebbed’ mode
is astronomy

Aesthetics

Section 2

Creativity of multimedia

Introduction of ‘video art’; the language of images motion;
music in films+ watching the movie "The great Waltz
[the core idea of the 'webbed’ modeltéhnology

Creation

Section 3

Techniques in multimedia

Be a director to produce a commercial film
[focusing on ‘learning by doing’]

Creation

Part lll

Chinese Arts

Section 1

Discovery of Chinese arts

The philosophy of Chinese arts

Aesthetics

Section 2

Appreciation of Chinese arts

The arts of Chinese Opera; Traditional Chinese mpaéntings;
Chinese traditional instruments and classic music

Aesthetics

Section 3

Experience of Chinese arts

The praxial experience of Chinese arts: to singnfr@uang Sal
Dei+ Dao Qing), to play, and to draw

I

Aesthetics

Part IV

Kaleidoscopic Arts

Different genres of arts and activities of artistigtertainment in
life
The focus rests on how political, economic, culiucanceptual

and technological factors affect the form and nialieof arts.

Creation
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UChenY 7-1

Theme | Human and Nature

Unit 1 Unit Title: The call for the Nature Aesthetics
The sound and rhythm of nature; Schubef® Forelle and
Beethoven'$astoral

Unit 2 Colours of the seasons Aesthetics
The theory of colour; the theory of the colour afsit

Unit 3 The life trail Aesthetics
Human voice; the origin of instrumental sound gsals

Unit 4 Nature as the guru on body intimation Multi-cultures
Tribal dance; the observation, innovation and esgion + Creation

Unit 5 The memory marked on the rocks Multi-cultures
Ancient rock paintings; non-stopping line drawing + Creation

Theme Il Human and God

Unit 1 The ancient dance and religious ceremony Multi-cultures
The arts of traditional masks, dance, rites, andienu

Unit 2 Greek mythology — the womb of arts Aesthetics
Greek mythology; ancient Greek drama; music in E&rama

Unit 3 Drama about human and God Aesthetics
OperaOrfeoby C. Monteverdi

Unit 4 Loyalty in believes Aesthetics
Architecture of church/temple Creation

Unit 5 The union of God and human Multi-cultures
Chinese legends; the images of God in sculpturesartatoidery

Theme lll Human and Society

Unit 1 Bunun’s Pasi But But Multi-cultures
Bunun’s legend/ culture; Bunun’s ceremony; Bunumissic

Unit 2 Aboriginal totem Multi-cultures
Introduction of totem: its function, meaning, aegmresentation

Unit 3 The visual message Multi-cultures
The function of symbols of tribes/nations; the atldealue of
trademark

Unit 4 The beauty of human voice Aesthetics
Forms of vocal performance: solo, ensemble, uniand,chorus

Unit 5 The instruments in band Aesthetics
Introduction of wind instruments (woodwind and Isasand
percussion

Unit 6 Music in theatre Aesthetics

The role of music in theatre; the introduction abtruments in

theatre
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UChenY 7-2

Theme | Artists and Aristocracy: artists’ contrilout to the royalty

Unit 1 Unit Title: Maestri in the Renaissance Aesthetics
Introduction of the Renaissance: da Vinci, Michgklo
Buonarrotti, and Raphael Sanzio

Unit 2 Louise XIV and his art world Aesthetics
The history of French opera: Lully and Poquelin

Unit 3 The beauty of architecture Aesthetics
Introduction of world well-known architecture

Unit 4 Messiah Aesthetics
Introduction of Baroque music: G.F. Handel and B&h

Unit 5 Royal artists and the portrait of Kings/ Queens Aesthetics
The brief history of portrait painting in Quin Dystg

Theme I Artists and Society: master works of arts

Unit 1 Out of the ivory tower into the society Aesthetics
A brief history of portrait painting since T@entury

Unit 2 Symphony and Haydn Aesthetics
The form of symphony and the structure of symphmrchestra

Unit 3 The charm of the stage in theatre Aesthetics
Introduction of theatre stage

Unit 4 Reality as beauty Aesthetics
Introduction of realism

Unit 5 The reconstruction of the 921 aftermath Creation
Creative arts in aftermath

Theme Ill | Artists’ Fantasy: the mirage in artistyes

Unit 1 The legend of Lorelei Aesthetics
Lorelei: J.V. Eichendorf's poem and Schumanialdesgesprach | Creation

Unit 2 The Mid Summer Night Aesthetics
Introduction of Shakespeare’s plays

Unit 3 The story oDon Quixote Aesthetics
M. de Cervantes and his masterpiBwn Quixote

Unit 4 Scales and intervals Aesthetics
The structure of major/minor scale; the theoryméivals

Unit 5 Colour water painting Aesthetics
The well-known Taiwanese artists in colour painting

Unit 6 Metamorphosis in visual arts and in music Aesthetics
Metamorphosis in visual arts: skills and examples Creation
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U ChenY 8-1

Theme | Time and the Techniques in arts

Unit 1 The stars surrounded form in music — concerto Aesthetics
The definition of concerto and its history

Unit 2 Trials on new tools/techniques Creation

Introduction of the traditional and innovative mmtls of
‘Print’: serigraphy print, lithography print, digik print, etc.

Unit 3 The world of Beethoven’s symphony Aesthetics
The mixed genre in Beethoven's symphonies is aifgignt
breakthrough in the development of symphony

Unit 4 The magician on sound effect Creation
Using simple ways to create sound effect

Unit 5 Keys to become a screenwriter Creation
What does a screenplay do; how movies are produced

Theme Il Times and the Materials in Arts

Unit 1 The play —Phoenix Multi-cultures
The realistic story of SARS in 2003

Unit 2 The metamorphosis of light and shadow in arts Aesthetics
Introduction of the arts of sketch

Unit 3 The king of lied — F. Schubert Aesthetic
The dialogue between music and the literature

Unit 4 Chinese water colour arts Aesthetics

An introduction of the expression of ‘nature’ inrtes of the
changing perception of ‘nature’

Theme Illl | Times and the Styles of Arts

Unit 1 Neo-classic versus Romantics Aesthetics
The collision of Neo-classic and Romantics

Unit 2 The intimate conversation —Chamber Music Aesthetics
Introduction of chamber music

Unit 3 The artistic design of Chinese characters in difieera Aesthetics
The metamorphosis and application of Chinese ctemac Creation

Unit 4 Film: a window to see the world

Movies are more than just entertainment; it offensdows to| Creation
see the world.

Unit 5 Christmas is on the corner! Creation
A holiday of love and charity: Christmas songs #mel ballet
The Nutcracker
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U ChenY 8-2

Theme | Human Feelings

Unit 1 Life as a drama Creation +
The basic elements in drama: theme, plot, chasgctend| Aesthetics
dialogue; languages in opera and in movie

Unit 2 Families and friends Aesthetics
The close relationships of people in pictures: fibe eyes of
feminists’ eyes — F. Kahol, A. Neel; Other work aits by
male artists —A. Durer, P. Cézanne, and E. Manet, e

Unit 3 Wedding ceremony Creation
Family as the nuclear unit in society; Weddinglas topic in
paintings; the customs in different culture

Unit 4 The wedding blessing Creation
Music in wedding ceremony

Unit 5 Grab special moments Creation
Introduction of photography; media and advertiseitnen

Theme I The Feelings Between Human and Animals

Unit 1 Let’s have a party with animals! Aesthetics
TheCarnival des animauky C. Saint-Saéns

Unit 2 The touching moment with animals Aesthetics
Animals in arts: from the awe to animals, the usaromals,
to adore animals

Unit 3 The world of puppets Creation
Introduction of puppets: a topic of animal

Unit 4 Wolf! Wolf!: Prokofiev's Peter and Wolf Aesthetics
S.S. Prokofiev and orchestra wdrkter and Wolf

Theme Il Human and Nations

Unit 1 Love to My Nation Multi-cultures
Traditional dance: specific gestures and suppleangmbols

Unit 2 The Emotional connection with homeland Multi-cultures
Introduction the school of Nationalism in musictbry

Unit 3 Formosa Taiwan! Aesthetics +
From Chagall's nostalgia to Taiwanese artists’ adtitin to| Multi-cultures
Taiwan; Taiwanese folk song employed in activities

Unit 4 Musical: Les Misérables Aesthetics

Introduction of Musical; appreciation ofes Misérables

learning the song 'On my own'’ frolres Misérables

352



U ChenY 9-1

Theme | Aspiration and Imagination

Unit 1 The yearning for flying Aesthetics +
From Greek mythology and other ancient storieslyahd to | Creation
the paintings and sculpture in fine arts

Unit 2 The lights and colour of the Impressionism Creation
The introduction of the Impressionism in fine arts

Unit 3 Exotic images: Paris Aesthetics +
The introduction of the Impressionism in music: Pebussy| Multi-cultures
and M. Ravel

Unit 4 A longing for beauty, youth, and eternity Creation +
From J.W. von GoetheBaustto A. L. Webber’s Musicalhe | Aesthetics
Phantom of the Operand MovieDevil's Advocate

Theme I The Call for the Motherland

Unit 1 The Passion in Life Aesthetics
Introduction of Fauvism and Cubism

Unit 2 The fire underneath the Ice: Carmina Burana Aesthetics
Music educator and composer Carl Orff and his woakmina
Burana

Unit 3 An adore to mother earth: The Rite of Spring Aesthetics
I. Stravinsky and his ballet musithe Rite of Spring

Unit 4 Dancing and Human Body: Modern Dance Aesthetics +
The body language — From classic ballet to modancd Creation

Theme lll Regularity and irregularity

Unit 1 The World of Jazz Aesthetics
A brief history of Jazz: music and musicians

Unit 2 Vertical, horizontal, spot, line, and dimension Aesthetics +
From the ‘De Stijll (P. Mondrian & V. Kandinsky) tthe | Creation
‘Abstract’ (P. Klee & J. Pollock) and Taiwanese wamporary
artists

Unit 3 The pearl-like language: Expressionism Aesthetics +
The brief history of Expressionism in early™6entury —A.| Creation
Schoenberg and his disciples; A new music
language —STOMP

Unit 4 To take a role in the play: Traditional Taiwanegeefa and it Aesthetics +

costume and makeup

The brief history of Traditional Taiwanese Operae-features
and characteristics

Creation
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U ChenY 9-2

Theme | Aspiration and Imagination

Unit 1 Contemporary art Aesthetics
Graffiti art, Op art, Land art, etc.

Unit 2 Neo-classical music Aesthetics
J.S. Bach in the 21th century Creation

Unit 3 Environmental arts Aesthetics
Installation art, public art Creation

Theme I Graduation ceremony

Unit 1 Artistic professions Aesthetics
Aspects of visual art, drama, music and mass cornwation | Creation

Unit 2 Personalising your graduation book Creation
Multimedia application and visual design

Unit 3 A production of a great graduation Creation
Design, plan, operation

Theme Illl | Global view

Unit 1 World museum Multi-cultures
Domestic and foreign famous museums

Unit 2 World dance Multi-cultures
Dance arts in_AsjaAfrica, North America South America
Antarcticg Europe and_Australia

Unit 3 World cinema and significant film festivals Aesthetics
Major film festivals: Berlin, Cannes, Venice, anddar Creation

Unit 4 World concert halls and opera houses Aesthetics
Sydney Opera House, Metropolitan Opera Associatfddew | Creation

York City, Teatro alla Scala in Milan, etc.
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Appendix 6 Content knowledge in music units

Note: Chinese musical materials (including Chindsgwanese, Hakka, and indigenous music) are mairkéubld,;

sources from other non-western cultures are isa;i otherwise the western musical materials

Han Lin (24 units) Kang Xung (24 units)

Y 7-11-1 dimensions of music Y 7-11-3 basic knowledge

Y 7-1 11-3 Beethoven Sym No.6 Y 7-1 1I-2 basic knowledge

Y 7-1 1lI-2 voice, origin of instrument Y 7-1 1lI-2 Vivaldi ‘The Four Seasons’/ Taiwane
Y 7-1 llI-3 rhythm, STOMP song

Y 7-1 IV-1 Taiwanese folksongs (Pasi But But)

Y 7-2 1-2 Vivaldi ‘The Four Seasons’

Y 7-2 1I-1 Britten (knowing orch)

Y 7-2 IlI-2 music and personal life

Y 7-2 IV-2 Religious music

Y 8-11-2 Schubert Piano quintet

Y 8-11l-1 Chinese traditional music

Y 8-1 llI-2 Taiwanese traditional drama music
Y 8-1 IV-1 Beethoven Sym No.5

Y 8-21-1 Taiwanese popular musicians

Y 8-2 II-2 Rimsky-Korsakov, Schumann, etc.
Y 8-2 IlI-3 Jazz music

Y 8-2 IV-2 wedding music: Mendelssohn + Wagner
Y 9-11-2
Y 9-1111-2
Y 9-11V-2
Y 9-21-1
Y 9-2 11-2

Beethoven Sym No.9 + Jazz
Debussy + Ravel

2d" century music

Schumann + American popular song
world folk musicTaiwanese, Japanese,

Gamelan, African (Disney Lion King)

Y 9-2 llI-2  Film music (JS Bach ‘Goldberg Variation]

Rachmaninoff ‘Rhapsody on a theme

Paganini’)

Y 9-2 IV-2 Opera + musical

Y 7-1 IV-1 Chinese festival music

Y 7-2 I-2 Taiwanese musidbroader scope]

Y 7-2 lI-1 Taiwanese folksong$focus on songs]

Y 7-2 111-3 Dvorak new world

Y 7-2 IV-1 Taiwanese musicalDisney

Y 8-11-2 Minuet

Y 8-1 1I-3 Debussy, Ravel +
Chinese traditional instrumental music

Y 8-1 IlI-3 Music in Commercial Film

Y 8-1 IV-2 Pentatonic music

Y 8-21-2 J.S. Bach + J. Strauss

Y 8-2-11-2 Haydn, Beethoven (No.6),
Tchaikovsky, and Ravel

Y 8-2 llI-1 Schumann’s Abegg Variation

Y 8-2 IV-2 Asian folk music

Y 9-11-2 Mussorgsky + symphonic poem

Y 9-11I-2 Film & film music

Y 9-1 llI-2 Gounod’s Ave Maria; Faure’'s Requiem
Y 9-1 IV-2 Baroque+ the classical school
Y 9-21-1 Weber + Chopin
of 9-2 1I-2 guitar + Jazz
Y 9-2 1lI-2 Pasi But Bu + Jazz + Gershwin

Y 9-2 IV-2 Romantic+ Nationalism

e
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Nan Yi (24 units)

U Chen (29 units)

Y 7-11-2 Musical + opera

Y 7-11-3 Minor/major scale

Y 7-1 llI-2 Chinese cantata ‘Chang Hen Ga{using
illustration, no music extraction)

Y 7-1 1lI-3 Pentatonic+ Chinese cantata

Y 7-2 1-2 Aboriginal culture (Pasi But But)

Y 7-2 11-2 Vivaldi ‘The Four Seasons’
Y 7-2 1I-3 Taiwanese folksong
Y 8-11-2 Rimsky-Korsakov ‘Sheherazade’ op.35
Y8-1 II-2 Gounod's ‘Ave Maria’, Bach’s ‘Prelude
BWYV 864’, Dvorak ‘Humoresque’, Foste
‘The Old Folks at Home’
Y8-1llI-2 Working song in folksongs includes
Schumann ‘Happy farmer’)
Y 8-21-1 Schubert ‘Erlkénig’
Y 8-21-2 Introduction of variation
Y 8-2 11-2 Percussion instruments
Y 8-2 1lI-1 Beethoven sym no.9
Y 8-2 1lI-2 Beethoven sym no.9 @hinese orchestra
work ‘Boatmen in Yellow River’
Y 9-11-1 ‘The flight of bumble bee’ + Saint-Saén
‘The carnival des animaus’
Y 9-1 I-2 Schumann ‘Aufschwung’, Op.12, no.2
Mendelssohn ‘On Wings of Song’, Op.]
No.2
Y 9-1 11-2 Introduction of march
Y 9-11ll-2 Jazz+ STOM
Y 9-21-2 Introduction of suite (J.S. Bach ‘Fren
Suite’ BWV 815, Grieg ‘Peer Gynt’)
Y 9-21-3 Peer Gynt
Y 9-2 II-1 Holst ‘The Planets’ Op.32
Y 9-2 11-2 Film music

Y 9-2 llI-2 Chinese opera
Y 9-2 llI-3 Yang Guang San Dei+ Dao Qing

Y 7-1 1-1 Schubert ‘Die Forelle’, Beethoven Sym#o.

Y 7-11-3 Voice, origin of instrument

Y 7-1 1I-1 Religious music

Y 7-1 1I-2 Music and Greek drama

Y 7-1 1lI-1 Bunun’s music (Pasi But But)
Y 7-1 llI-4 Modes of vocal performance

Y 7-1 1lI-5 Wind instruments
Y 7-1111-6
Y 7-21-2
'Y 7-21-4
ry 7-2 11-2

Music in theatre

Lully and Baroque opera
Bach and Handel
Symphonies and Haydn

Y 7-2 1lI-1 Schumann'’s Ballad

Y 7-2 llI-4  Music theory: minor & major scale
Y 7-2 1lI-6 Metamorphosis of music

Y 8-11-1 Concerto

Y 8-11-3 Beethoven’s symphonies

Y 8-111-3 Schubert’s lieder

Y 8-1 llI-2 Chamber music

Y 8-1 llI-5 Tchaikovsky ‘The Nutcracker’
Y 8-21-1
Y 8-2 |-4
Y 8-211-1
¥ 8-2 II-1V  Prokofiev and orchestra work “Peterda
34N olf”

Y 8-2 llI-2 Nationalism: Smetana

Opera and movie
Wedding music: Mendelssohn + Wagne

Saint-Saen ‘The carnival des animaus’

Y 8-2 IlI-3 Taiwanese folksongs

Y 9-11-3 Debussy + Ravel

cly 9-11-4 Opera + Musical

Y 9-1 1I-2 Carl Orff ‘Carmina Burana’
Y 9-11llI-1 Jazz

Y 9-1 111-3 20" century music + STOMP

356

=



Appendix 7 Classical music in music units (in chromele order of composers)

Han Lin

Kang Xung

Composers

A. Vivaldi (1678-1741)

‘The four seasonsLe quattro stagioni

J.S. Bach(1685-1750)

‘Goldberg Variation’

L. van Beethoven(1770-1825)

Symphonies No.5, 6, 9

F. Schubert(1797-1828)

Piano quintet

R. Schumann(1810-1856)

Piano works

F. Mendelssohn(1809-1847) 4W.R. Wagner
(1813-1883)

Wedding music

N. Rimsky-Korsakov (1844-1928)
Orchestra works & Nationalism:

A. Debussy(1862-1918) &Ravel (1875-1937)
Works in impressionistic period

S.V. Rachmaninoff(1873-1943)

‘Rhapsody on a theme of Paganini’

B. Britten (1913-1976)

‘Youth person’s guide to the orchestra’ (1946)
20" century music

Composers

A. Vivaldi (1678-1741)

‘The four seasons’ (Le quattro stagioni)

J.S. Bach(1685-1750)

His music works and his families

F. J. Haydn (1732-1809)

Symphonies

L. van Beethoven(1770-1825)

Symphonies No. 6

C. M. von Weber (1786-1826) +. Chopin (1810-1849)
Music in the classical period

J. Strauss(1804-1849)

Waltzes

R. Schumann(1810-1856)

‘Abegg Variation’

C. Gounod(1818-1893)

‘Ave Maria’

M. Mussorgsky (1839-1881)

‘Pictures at an Exhibition’ (orchestra) & Natiorsath
P.l. Tchaikovsky (1840-1893)

Musical works for ballets

A. Dvorak (1841-1904)

‘Symphony No.9’ (theNew World Symphohyg
Nationalism

G. Faure (1845-1924)

‘Requiem’ Op.48

A. Debussy(1862-1918) 4. Ravel (1875-1937)
Works in impressionistic period

G. Gershwin (1898-1937)

‘Rhapsody in Bluk(for piano and orchestra, 1924)

History

The Baroque period & The classical school
The Romantic period & Nationalism in music
Musical genre

Minuet/ Symphonic poem
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Nan Yi

U Chen

Composers

A. Vivaldi (1678-1741)

‘The four seasonsLe quattro stagioni
J.S. Bach(1685-1750)

‘French Suite’ BWV 815; ‘Prelude in C Majo
BWYV 864’; ‘Goldberg Variation’

J. Foster(1762-1822)

Song —The OId Folks at Home’

L. van Beethoven(1770-1825)
Symphonies No. 9

F. Schubert(1797-1828)

Lieder — ‘Erlkonig’

F. Mendelssohn(1809-1847)

‘On Wings of Song’, Op.34 No.2

R. Schumann(1810-1856)
‘Aufschwung’, Op.12, no.2

C. Gounod(1818-1893)

‘Ave Maria’

C. C. Saint-Saén(1835-1921)

‘The Carnival des Animaus’

A. Dvorak (1841-1904)

Piano work — ‘Humoresque’

E.H. Grieg (1843-1907)

‘Peer Gynt Suite’ & Nationalism

N. Rimsky-Korsakov (1844-1928)
‘Sheherazade’ Op.35; ‘The flight of bumble bee’
G. Holst (1874-1934)

‘The Planets’ Op.32 (1918)

I nstruments
Percussion
Musical genre
Musical & Opera
Variation

Theory
Minor/major scale

Composers

J. Lully (1632-1687)

His works & Baroque opera

J.S. Bach(1685-1750) +G.F. Handel (1685-1759)
r, Their works and the Baroque period

F. J. Haydn (1732-1809)

Symphonies

L. van Beethoven(1770-1825)

Symphonies

F. Schubert(1797-1828)

Lieder — ‘Die Forelle’

R. Schumann(1810-1856)

Piano works — Ballad

F. Mendelssohn(1809-1847) ¥.R. Wagner (1813-1883)

Wedding music

B. Smetana(1824-1884)

His works & Nationalism

C. C. Saint-Saén(1835-1921)

‘The Carnival des Animaus’

P.I. Tchaikovsky (1840-1893)

Musical works for ballets: ‘The Nutcracker’

A. Debussy(1862-1918) 4J. Ravel (1875-1937)

Works in impressionistic period

S.S. Prokofiev(1891-1953)

Orchestra work ‘Peter and Wolf’

C. Orff (1895-1982)

‘Carmina Burana’ (1937)

20" century music

I nstruments

Woodwinds

Modes of performance
Vocal/ Chamber music
Musical genre

Musical & Opera/ Concerto
Theory

Minor/major scale/ Metamorphosis of music
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Appendix 8 Competency Benchmarks in the case stuay film music

Han Lin

Y9-2 11-2

1-4-5 to demonstrate musical performing abilits singing or
instrumental performing.

2-4-5 learning music forms, theories of instrutsergenre of
music, etc. to cultivate aesthetic abilities

3-4-6  understanding the interrelation of spac#tuce, and musig
and to comprehend the impact of culture and hisborgnusic.

Kang Xung

Y8-111I-3

1-4-1  to understand the relation of artistic tremand the socia
content; to develop independent thinking abilityl axttempt multiple
ways of artistic creation.

1-4-3  to combine art with technology to exploiffedent styles of
creation.

2-4-6  with the capability to differentiate diverstyle and period
of music; with the ability to express the impressiaithin music.

Uy

2-4-7  participating performing arts to cultivgtersonal aestheti
experience, aesthetic values, and individual agstherspectives.

Nan Yi

Y9-2
Appendix

1-4-1  to understand the relation of artistic tcenand thesocial
context, to developindependent thinking ability and attempt multiy
ways of artistic creation.

e

2-4-1 appreciating all kinds of natural material, artificial goqd
and human-made artefacts to cultivate personaheidstrecognition.

()

2-4-2  applying aesthetics and other related theories to ajgtes
the beauty of form, the beauty of material, andkbauty of conten
of visual arts.

O

2-4-4  to interrogate the relation between technology and arts
to recognise the importance of the ecological emvitent to arts, an
in terms of this concern, to develop constructiv@utson for
environment protection.

and

2-4-6  with the capability tdifferentiate diverse style and period
of music; with the abilityo expressthe impression within music.

2-4-8 to developcreative cooperation by sharing self and oth
ideas, respecting others’ different viewpoints, aujusting self tg
adapt to mutual agreement.

U

ers

3-4-3 exploring the histories and characteristics of the doime
and foreign works of art in order to cultivate trespectful attitude
towards multi-culture.

St

3-4-5  be abléo compareand analyse different works of music
applying knowledge of style, genre, and history.

3-4-6  understanding the interrelation of spac#tuce, and musig

and to comprehend the impactonfiture and history on music.

U Chen

Y8-11-4
Y8-11-5
Y8-1 1ll-4
Y8-2 I-1

1-4-1 to understand the relation of artistieation and the soci

content; to develojndependent thinking ability and attempt multiple

ways of artistic creation.

a

1-4-2  to contrive topics focusing on caring byngsproper materi

to create artworks which embedded with feelings, human erpees,

and perspectives through individual unique expogssi

a

1-4-7
demonstrate ideas, feelings, amdation.

via kinetic movement or literary playsdo-produce drama to

1-4-8  selecting key issues in society and throagh as a means o
expresshuman feelings.
1-4-9  via performing arts texpresscare and love for society, natural
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environment, and the vulnerable people; also devéhlependent
thinking and clarify values.

2-4-1  appreciating all kinds of natural materetificial goods, ang
human-made artifacts to cultivate persamedthetic recognition

2-4-3  analytically comparing the structure, form, connotation, a
philosophies embedded within works of art.

2-4-7  participating performing arts to cultivapersonalaesthetic
experience aesthetic values, and individwasthetic perspectives

3-4-7 in group andccooperative way to mingle different culture

integrally tocreate performing arts.

360



Appendix 9 Competency Benchmarks in the case studyf Beethoven’s works

Han Lin

Y 7-111-3

1-4-4  applying traditional/non-traditional (elemtic) instruments
to conduct music creation

1-4-5 to demonstrate musical performing abilits singing or
instrumental performing.

12}

2-4-6  with the capability to differentiate diverstyle and period
of music; with the ability to express the impressiathin music.

3-4-10 via planned group creation and performarcdetrn the
attitude of cooperation, respect, order, commuitnaand adaptation

Y 8-11v-1

=+

2-4-6 with the capability to differentiate diverstyle and periods o
music; with the ability to express the impressidthim music.

2-4-7  participating performing arts to cultivgtersonal aesthetic
experience, aesthetic values, and individual agstherspectives.

2-4-8 to develop creative cooperation by sharing aed others’
ideas, respecting others’ different viewpoints, atjusting self to
adapt to mutual agreement.

Kang Xung

Y8-2 11-2

1-4-1 to understand the relation of artistic ci@atand the social
culture; to develop independent thinking abilitydasttempt multiple
ways of artistic creation.

1-4-5 to demonstrate musical performing abilitieg dinging or
instrumental performing.

()

2-4-2 applying aesthetics and other related thedoeappreciate th
beauty of form, the beauty of material, and theubeaf content of
visual arts.

2-4-3 analytically comparing the structure, forngniotation, and
philosophies embedded with works of art.

2-4-5 learning music forms, theories of instrumegenre of music
etc. to cultivate aesthetic abilities..

2-4-8 capable of differentiating style and periofisnusic; the ability
to express the impression within music

3-4-3 exploring the histories and characteristitshe domestic and
foreign works of art in order to cultivate an aitie of multi-cultural
consciousness.

Nan Yi

Y8-2 IlI-2

(@)

1-4-8 selecting key issues in society and through @ a means t
express human feelings.

1-4-9 via performing arts to express care and fovesociety, natura
environment, and the vulnerable people; also devéhalependen
thinking and clarify values.

2-4-3 analytically comparing the structure, forngnootation, ang
philosophies embedded within works of art.

2-4-7 participating performing arts to cultivatergmal aesthetic
experience, aesthetic values, and individual agstherspectives.

3-4-3 exploring the histories and characteristitshe domestic and
foreign works of art in order to cultivate an attie of multi-cultural
CcoNnsciousness.

3-4-4 to foster interests and customs to partieipausic activitieg
with activity.

3-4-6 understanding the interrelation of spaceiuce] and music and
to comprehend the impact of culture and historymusic.
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U Chen

Y7-11-1

1-4-2 to contrive topics focusing on caring by gspmoper material tq
create artworks which embedded with feelings, huregperiences
and perspectives through individual unique expogssi

1-4-4 applying traditional/non-traditional (eleatic) instruments ta
conduct music creation.

2-4-5 learning music forms, theories of instrumegnre of music
etc. to cultivate aesthetic abilities

3-4-9 via synthesized performing activities to knend treasure all
kinds of art vocation and art workers and artists;realize the
relationship among issues of ecology, gender,ipsliand society via
the appreciation and comprehension of works of art.

3-4-10 via planned group creation and performarwdetrn the
attitude of cooperation, respect, order, commuitinand adaptation

3-4-11 following individual aptitude, interests, damabilities to
continue personal art learning.

Y8-11-3

1-4-5 to demonstrate musical performing abilitieg $inging or
instrumental performing.

2-4-6 with the capability to differentiate diversgle and periods of
music; with the ability to express the impressidthim music

3-4-6 understanding the interrelation of spaceiuce] and music angd
to comprehend the impact of culture and historymusic.
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Appendix 10 Competency Benchmarks in the case stuay multicultural learning

Han Lin

Y7-11V-1

1-4-1  to understand the relation of artistic ti;maand the socia
content; to develop independent thinking abilityl axtempt multiple
ways of artistic creation.

2-4-5 learning music forms, theories of instrutsergenre of
music, etc. to cultivate aesthetic abilities

2-4-6  with the capability to differentiate diverstyle and period
of music; with the ability to express the impressiagithin music.

2-4-7  participating performing arts to cultivgtersonal aestheti
experience, aesthetic values, and individual agstherspectives.

3-4-9  via synthesized performing activities tooknand treasure

all kinds of art vocation and art workers and #stito realize the
relationship among issues of ecology, gender,ipsliand society vié
the appreciation and comprehension of works of art.

Kang Xung

Y9-2 11I-2

1-4-5 to demonstrate musical performing abilits singing or
instrumental performing.

2-4-5 learning music forms, theories of instrutsergenre of
music, etc. to cultivate aesthetic abilities

12}

A

3-4-6  understanding the interrelation of spac#uce, and music
moreover, to comprehend the impact of culture astbty on music.

Nan Yi

Y7-21-2

1-4-1 to understand the relation of artistic doratand the socia
context; to develop independent thinking abilitydattempt multiple
ways of artistic creation.

1-4-2 to contrive topics focusing on caring byings proper
material to create artworks which embedded witHifge, human
experiences, and perspectives through individuguesmexpression.

1-4-3  to combine art with technology to exploiffedent styles of
creation.

2-4-5 learning music forms, theories of instrursegenre of music
etc.; to cultivate aesthetic abilities

2-4-6 with the capability to differentiate diverstyle and periods o
music; with the ability to express the impressidathim music.

2-4-7  participating performing arts to cultivgtersonal aestheti
experience, aesthetic values, and individual atstherspectives.

3-4-3  exploring the histories and characteristi€sthe domestig
and foreign works of art in order to cultivate attitade of
multi-cultural consciousness.

3-4-9  via synthesized performing activities tooknand treasure

all kinds of art vocation and art workers and #stito realize the
relationship among issues of ecology, gender,ipsjiand society viz
the appreciation and comprehension of works of art.

A

3-4-10 via planned group creation and performattcdearn the

attitude of cooperation, respect, order, commuitinand adaptation

U Chen

Y7-1111-1

1-4-1 to understand the relation of artistic catiand the soc

context; to develop independent thinking abilitydaattempt multiple

ways of artistic creation.

ia

2-4-8 to develop creative cooperation by sharirffya®l others’ ideas

respecting others’ viewpoints, and adapting selfathieve mutu
agreement.

a

3-4-10 via planned group creation and performandedrn the attitude

of cooperation, respect, order, communication ataptation.
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Appendix 11 Categories of material culture

axonomy
Pictures

Art

diversions

Adornment

Maodifications of th
landscape

eApplied
arts

Devices

Music
material

01 (p.6)

\/

02 (p.6)

03 (p.7)

04 (p.7)

05 (p.7)

06 (p.7)

07 (p.8)

08 (p.8)

09 (p.8)

10 (p.8)

11 (p.8)

12 (p.9)

13 (p.9)

14 (p.9)

15 (p.9)

<2 22|

16 (p.10)

17 (p.10)

18 (p.11)

19 (p.11)

P P P P

20 (p.11)

21 (p.11)

22 (p.12)

23 (p.12)

24 (p.13)

25 (p.13)

26 (p.13)

27 (p.13)

28 (p.15)

29 (p.15)

30 (p.16)

31 (p.16)

P P P B

32 (p.17)

33 (p.18)

34 (p.19-21)

35 (p.22)

36 (p.22)

37 (p.22)

38 (p.23)

39 (p.23)

40 (p.23)

41 (p.23)

42 (p.23)

P P P P P P <

43 (p.24)

44-49 (p.25)

50 (p.26)

51 (p.26)

52-53 (p.27)

P P P P <

54-62 (p.28-31)

63 (p.32)

64 (p.32)

65 (p.32)

Total

10

12
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