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Abstract

This ethnographic study describes the teachindearding experiences of private
music teachers, students, and students’ parentsgthe Taiwanese Canadian community
in Greater Vancouver, British Columbia, Canada. filewing elements are examined in
this study: the context of private music lesson$aifvanese Canadians; the private music
teaching and learning experience of Taiwanese Gamsidhe cultural beliefs
underpinning Taiwanese Canadian private music fessond the valuing of private music
lessons by Taiwanese Canadians. Five Taiwaneseal{@anarivate music teachers and
five of their students and the students’ parentadiin Greater Vancouver, British
Columbia participated in this research. Data wetkected through formal and informal

interviews and observations of video-recorded lesso



The findings indicate that the context of Taiwan€smadian private music lessons is
similar to that of the Western private music less@consequence of the emphasis on the
talented and Western teaching styles in privatesshdol music education in Taiwan.
Cultural values nevertheless have a strong butkinmadedged influence in the private
music lessons of Taiwanese Canadians. The Confuaiae of obedience to authority and
a desire for Western independence are the two sggndonflicting values that surfaced
in the study. Taiwanese Canadians private musoh&za teach to remove students’ doubts
about music. The students, on the other hand, tegont the skills and knowledge they
have acquired during their private music lessotw pnactice. In addition, parents were
involved in the private music lessons through uasimteractions associated witbel.”
Engaging their children in private music teaching &arning represents a status symbol
for Taiwanese Canadians. Lastly, teaching privatebften a fall back job which provides

financial security for private music teachers.
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Chapter One: Reflections of a Music Talent Progeny

“Those who forget the lessons of history are conddrtmrepeat therh.
George Santanya

Friday, January, 26, 1990

Today was an unhappy day for me. | did not playl welmy piano jury. They [the
examiners] picked B flat major scale (through anr® be the scale for the term. | don'’t
know what happened to me. My classmates befordlrpiaged well. But when it was
my turn, | screwed up. | couldn’t remember the éngg of the B flat major. Oh! | sat on
the stage for ages trying to figure out the finggriPeople stared at me. The teachers
[examiners] must have thought | was stupid. | doerbember how I finished playing the
other two pieces. | am a loser. After everyone @thyfeacher Tseng [pseudonym] didn’t
want to speak to me. She said that | had embaddmse“How can you forget such a
simple task?” she said. “You made me lose faceontfof the other teachers!” she said. |
was sorry. | didn’t want to make her unhappy. iad practiced more, maybe | would not
have forgotten the fingering. | must be a lazy stid

Thursday, March, 22, 1990

| think Teacher Tseng dislikes me. Ever since ygthbadly on last jury, she started
to dislike me. She no longer smiles at me when axe llessons. She rarely talks about
how well or badly I play. She just asks me to magr and over. | probably haven'’t
improved since my last jury. | hurt my thumb toddthen Mom called Teacher Tseng to
cancel the lesson for this week, she said: “Ifistthis troublesome, | don’t think she is
suited to learning [music].” Do | really have néetat? Why does she treat other
classmates better? She used to like me. She usalit to me all the time. If she doesn’t
teach me as she teaches other classmates, howanglto make it through the next jury?
The grand high school entrance examination is cgmishould practice more and get
into a good high school so Teacher Tseng will stalike me again.

Monday, June 25, 1990
Teacher Tseng is right! | have no talent. | faileel entrance examination for the

junior high school Music Talent Program. | only reatlin as an alternate. | am such a
loser. | feel sorry. Now no one will like me. | Bahusic! | am never going to play again!

Sunday, July 1, 1990
Teacher Kuo [pseudonym] took me out for lunch. Sid that it was okay to fail
something, but | should never give up playing mudiby? Why does everyone else

want me to keep playing? Why do | study music? \8fnyuld | continue when | am not
good at it?

Thursday, October 18, 1990

Junior high school is so much fun. My classmatesikthat | can play piano and



violin. They wanted me to perform in the schooétalshow for our class. | have not
practiced at all ever since | failed the examinaticcalled Teacher Kuo to say that |
needed to perform and asked her to give me songethiplay. She seemed happy when
she saw me. Teacher Kuo told me that no matter athat people think of me, music
would not betray me. She also said that | had piaieReally?! Should | ignore Teacher
Tseng’s words then?

(Personal diary, 1990)

The spoken and unspoken thoughts of a teacherasanehserious impact on
students. My diary entries were written when | idsEven today, | can still remember
the pain of feeling abandoned by Teacher Tseng wiHzexd much admired and trusted.
Yet it was other music teachers like Teacher Kuug watiently encouraged and nurtured
my love of music, who contributed to the musiciad @erson | am today.

| grew up in a middle class family in Taipei, Taiv Coming from a farming
background, my father built his business from stratny mother taught in an
elementary school. Being the eldest girl of twaha family, | was taught to aim for
traditional Taiwanese society values: being a resiibe older sister, an obedient
daughter, and a high achiever in school (Brand2200

The school system in Taiwan is divided into faawdls: elementary school (Grades
1-6), junior high school (Grades 7-9), senior héghool/vocational school (Grade 10-12),
and post secondary education. Students have torgogh 12 years of compulsory
education before they take the Joint Universityr&mte Examinations (JUEE) (Clark,
2002). Although general music is taught as a mamgatubject during the compulsory
school years, music education in the schools i€muhasised due to the competitive
nature of JUEE (where there is strong emphasisaoademic” subjects such as
mathematics, language arts, and science). Mangrehilstudy music privately; they
either join group music lessons or take individaatrumental lessons outside school.

Piano is the instrument most commonly selectedaBse Taiwanese parents believe in



the slogan, “Give children a head start,” manydreih begin their piano lessons in early
childhood.

Following this tradition, my mother enrolled methe Yamaha Junior Music Course
(imported from Japan) at age 3. Singing, body mamraural skills, listening, and
keyboard playing were the main features of theiculrm (Miranda, 2000). It was fun to
attend these classes. We made music as individodlas a group. | was excited to go to
each session. | was at an age when pressure amaf fadure did not exist.

As the youngest child in the Yamaha class, | vids t keep up with other
5-year-olds. It was at that time that the musichea told my mother that “your daughter
is talented in music.” Since my parents believed tio talent should be wasted, | started
taking private piano lessons. No memories of tle@shy piano lessons remain except that
my teacher was a young, pretty girl who used tallaurt star stickers or candies after
lessons.

When | was 6, my mother asked me if | wanted éori¢o play the violin. There was
a violin teacher who lived in our building; he walso a music teacher in my elementary
school and a colleague of my mother’s. During aveosation, my mother told him that |
might have potential in music; he suggested tishbluld start taking violin lessons as
soon as possible. Although | had not seen a valineard the sound of the violin before,
| accepted my mother’s suggestion without hesitatiecause most Taiwanese
6-year-olds do what their parents ask them to do.

As in other countries, music education is an egpenactivity in Taiwan. In the
1980s, many parents considered music an investimiettiteir children. By “investment”
| mean that parents conveyed a subtle messagth#yatequired something in return

from their children. For example, when a child fest an instrument, she/he was



expected to obtain satisfactory grades in musionexations and competitions. If this
expectation was not met, the child was considesdtte “no talent” in music. Many
private music teachers, thus, found it advantagempsepare their students to fit into the
“talented” category (Kennell, 2002; West & Rosty@D03). Although my parents did not
say so explicitly, their intention to turn me irganusician was obvious, at least to my
young mind.

The Taiwanese government established prograngifted children in 1963
(Ministry of Education, Taiwan, 1999). The pictusmains the same today: talent in
music, art, dancing, sport, and academics is eng#théNational Education Information
Centre, 2003). Special classes in these disciplneset up in selected elementary and
high schools, and children take examinations amtian to enter these programs at age
8 (Grade 3). Most importantly, the government asstithe expense of nurturing these
“talented” children.

The reason for me to learn the violin turned oute so that | would be accepted
into the Music Talent Program. My placement wastgeus for my parents because
they could afford a “talented” child. My first 2 g&s of violin lessons were unpleasant.
My teacher was the director of the Music TalentgPam in my elementary school; he
succeeded in entering many of his students intd/ihgic Talent Program and was
consequently famous in the music community in Tiaipseemed, the more he brought
students into the Talent Program, the more famet&ived. He, therefore, had high
expectations of his students. Whenever | playedhgrrmtes or could not memorize a
section, my teacher hit me with a long bamboo stekving red whipping marks on my
palms. After our lessons, students of the samédézagould gather together and compare

who had the most whipping marks; the child with st whipping marks was



acknowledged to be the favourite student of the Nayparents complained. At the time,
hitting was part of teaching in Taiwan.

When | was 8-years old, | was accepted in the Muaient Class and ranked second
in the Taipei district. There was one Music Taléfdss for each grade and fewer than
twenty-five children per class. Like University nnustudents, we had a music building.
Facilities such as practice rooms, a recital laallauditorium, and regular classrooms
were available at each school. We were expectdduble major in two instruments:
piano and one orchestral instrument with one peil@sson for each major instrument
given weekly. Large and small ensembles such as, diohestra, and string quartet were
mandatory. Music theory, history, and aural skilkse also part of the curriculum.
Regular academic subjects were provided, but geenemphasis than music. Most of
our music teachers were professors from univessirevell known musicians.

On school days, the “talented” children practigéilted in the music building and
rarely talked with regular students or participatedchool events with students from
regular classes. The regular students saw uslabnats who were receiving special
treatment at school; we did not have to followihies and be quiet during nap times
because we were practicing our instruments or gajakp on our academic work. We
never had to volunteer with regular students imomad sports events that were hosted in
the Taipei Civil Sports Station located opposite @lementary school. Unlike regular
students who studied in the hot humid classroontis anily electric fans to blow away
the heat during the summer, most of our classraomsehearsal practice rooms were air
conditioned. Our music tours were also wonderfd;liwed in five star hotels, took first
class trains and luxury buses for transportatiarevable to visit all the fun places

around Taiwan, and taste the delicious authential lfmod. And of course, it was the



government that covered the majority of our expsnse

Although we were treated like little princes amohpesses, school life was stressful.
Music was not an aesthetic experience or an expeesstlet; it was a technical goal: we
needed to achieve at a high level. We were expéotprhctice 4 hours per day at age 9
for monthly recitals, year-end juries, and compmts. New repertoire was required for
each performance; it would be embarrassing fooymetform the same piece twice in
succession. Sometimes we provided propagandadaydhernment. Performing in front
of foreign officials and on the television, we dezhan image of “super kids” who could
play Beethoven’Symphony No. By memory.

The atmosphere was highly competitive in Taleassks. Students and parents
competed over grades, the amount of time spentigray; the technical difficulty of the
music, the difficulty of pieces learned, and aitmmfrom private teachers. In addition,
teachers also competed to get the best studeatden to increase their personal fame.
As a result, the weekly 1-hour lesson soon becasgficient. Parents had to pay for
extra lessons outside the school curriculum. Time tive spent with our private
instrumental teachers was extended to 3 or morestpmar week.

It was typical for me to spend Sundays at my mitdacher’s house whenever a
major competition was approaching. | practiced, ladel a lesson, and practiced some
more before my mother came to pick me up. Singehssuch a long time with my
violin teacher, | was attached to her in many wagsught her encouragement and
worried about her disapproval and | talked to herua my feelings and everyday
experiences. Unlike my piano teacher (Teacher Téengthe diary), who had a
considerable reputation and could offer studentseropportunities, my violin teacher

was a motherly figure to me.



So | lived under the glory of being a “talentedtiild from Grade 3 to Grade 6. | was
one of the top students in the class. | was chtisetay in competitions; | sang in operas
when they needed children singers; | played and sanTV shows; and | was chosen to
go to the national summer camp for “talented” aleiid Play time was sacrificed. While
my brother and cousins were playing outside, Itoastay home and practice. It was a
lonely life. Although there were twenty-four othehildren who endured similar
experiences, we developed no personal relationshipto the competitive nature of the
group.

Music examinations and auditions were necessargrftsance into the Talent
Program in junior high schools (Grade 7). Even gtouhad high scores in written
subjects such as music theory and aural skillsi)éd both my violin and piano
performance examinations. Here is what happeneslt@hperature was 32 outside the
examination centre. | was overly confident andribtitune my violin again after |
entered the air conditioned room. As a resultythele performance was ruined by the
incorrect intonation. Unfortunately, | was in suecpanic after the violin examination that
| also failed the piano examination.

Consequently, in spite of my promise (to the paramid teachers), | only made it
into the Talent Program as an alternate. Suddehbgd fallen from the top of the ladder
to the bottom. | decided that if | was not goodugtofor music, then music was not for
me. | dropped out of the program and stopped takath violin and piano lessons for 2
years. Except for the occasional performance ifojumgh school, | no longer practiced
my instruments. My parents had seen my unhappmessthe years in the Talent
Program. | was a sad child, rarely smiled in piesutaken at that time, and envied my

brother’s freedom to be a child. In addition, listmoney, trying to steer my parents’



attention away from my performance in music. Assutt, my parents did not reject my
decision to abandon music studies.

During the next 2 years, | went to regular scteoal had a difficult time catching up
with the other students. | had to relearn the atédsubjects that had been neglected in
the Talent Program. | was okay with language arfesiis such as English, Chinese, and
social studies because these only required mentiornza was, however, terrible in
mathematics and science. | failed most of the thstisig the first semester; my grades
were always behind those of my classmates. Hatnghba loser, | begged my mother to
go to cram school, as did most of my classmatesrAkpent 2 hours every day for 3
months at cram school after regular school houysgrades improved tremendously. It
was then | started to enjoy my regular school lifgegan to work with classmates
collaboratively and participated in sports evestsgence fairs, and all kinds of school
festivals. Most important of all, | learned to betmal.” | was no longer this lonely
talented child who spent hours and hours practialoge; | made friends and | began to
smile again.

As previously mentioned, my parents had withessgdiepression in the Talent
Program; they tried very hard to find a solutioetBeen the late 1980s and the
beginning of 1990s many Taiwanese people were aqgpfgr immigration to other
countries. While | was still in the Talent Programy parents started to feel that maybe a
different learning environment could be a solutionmy unhappiness; they discussed
the matter and consulted with friends who had liveNorth America. Nevertheless, they
did not act right away; they waited and observeslithmigration phenomenon. Then one

incident caused my father to apply for immigration.



My mother’s brother-in-law was a top official ing police department in Taiwan,
leading the clampdown on illegal penny arcadehatttime. Most illegal arcades were
owned by gangs who were not happy about the dishada After several unsuccessful
attempts to bribe him, my uncle was shot by gamgstetside my elementary school,
near our music building. Everyone in our buildiregphd the sound of shot when it
happened. Minutes after the shot, an ambulance Sliled the air, and news crew soon
gathered around our school. My uncle was the his&dakews for the next couple of days.

This incident was a shock to our family. The gaexgsfired shots in broad daylight
on the street which my brother and | walked evexy. &lVorried that public security was
quickly deteriorating, my father applied for thenmgration to Canada. After one and
half years, the landing permission arrived.

We came to Canada on Februafy 8992. During a prior visit, my parents had
bought a house in Coquitlam, BC. My mother quitteaching job and came here to take
care of us alone while my father flew back andhdrétween Taiwan and Vancouver to
support his family. After settling down in our néweme, we visited the school board
office the next day. There were two junior highaals in my district. With help from a
translator, my mother asked the nice lady fromsitteool board which junior high school
had a more reputable music program. Even thougld lpneviously decided not to study
music again, my parents were secretly hoping thaduld slowly rekindle my interest of
music if | joined the school music program. Follagithe school board lady’s suggestion,
| enrolled in Grade 9 in Dr. Charles Best Juniocd@elary School.

The first two months in Canada went by fast. Sinmely knew simple English
words such as “thank you” and “sorry,” | spent mafstny school time in the ESL

classroom. The only regular classes that | attemelgd mathematics, choir, and band.
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With limited language ability, | had a hard timex@municating with others, including my
teachers. | mostly joined other ESL (English asoBdd_anguage) students who spoke
Mandarin. Although I enjoyed school a lot, | feteless at times; the only times that | felt
alive was in the music room.

With the formal musical training | had receivedlamwan, | was more advanced
than most of my Canadian classmates in music.n esame the piano accompanist for
the school choir. | began playing solos on evehpstconcert and even played in the pit
orchestra with a local theatre company thanks tsampol music teacher’s referral. It
was during these experiences that | started togieslt playing music. Music was no
longer a technical activity. It was a way to buildl my confidence. It was a way to prove
my identity. It was something that made me shine.

While 1 was busy adjusting to my new school lifey mother was busy finding
private music teachers for me. She talked to caltoe whose children were taking
private music lessons. She sought advice fromrherigrant friends who had been in
Canada for several years. She also asked my sohaat teacher about where to find
private music teachers. Finally, she set up amvige with a violin teacher from the
Vancouver Academy of Music. Then she said to méatte heard that private music
teaching here is very different here from Taiwahere is a teacher who would like to see
you. Do you want to go and meet the teacher?” limasersed in my glory as an
advanced music student at school and did not wealost this glory. Without hesitation, |
agreed to meet the teacher and had my first privatgc lesson in Canada.

My first violin lesson turned out to be a cultwteock. After a limited conversation,

a result of my poor English and my teacher’s spaaklowly, my teacher demonstrated a

piece and asked me what | thought of this musiad speechless. | didn’t know how to
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respond, not only because | didn’t have enoughlwaeay but also because no one had
ever asked me about my thoughts before. | was et tasbeing told that it was a shock
when a teacher asked my opinion instead of tetiiegwvhat to do. It had always been:
“Play this loud! You should do this! Prepare that ¢ompetition! Play this as | said!” |
did not know how to think independently in musitigwas the first time | had been
shown respect as a student. | was no longer cltheiteacher’s hands. | did not have to
play music in order to please a teacher. | wasiegrmusic for myself, for the first time.

So | resumed private music lessons after | can@attada. In addition to violin
lessons, my mother also found me a piano teachsekas a teacher for music theory. |
started to prepare for the Royal Conservatory ofiRlexaminations. | also joined the
Vancouver Academy of Music Symphony Orchestra asuliag quartet with other
students from the Academy. | was receiving allghegper musical training | did in
Taiwan, except this time, | was doing so in my sgane after school.

| decided that | wanted to continue to pursue amier childhood dream of being a
professional musician by the time | reached Grddd=ter since we had immigrated to
Canada, my parents had given me the freedom to dedisions about my future. Like
my junior high school, the senior high school whi@ittended (Centennial Senior
Secondary High School) was known for its music paats. Besides the regular
academic courses taken by every other high schodést, | registered in all the
available music courses in my school. | played etglercussion in concert band and was
a pianist for jazz band and concert choir. Altholiblad a high academic performance
during my junior and senior high school years |tlifessecure when thinking about other
possibilities for career goals. “Music is somethihgt you do best!” | kept telling myself.

| was not adventurous; | believed that my abiligsWwimited to music.
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Senior high school was busier than | had imagitheduld be. My mother did not
drive; | had to go everywhere by bus. | spent ntbam 2 hours commuting to the
Vancouver Academy of Music by myself every dayragighool. It was usually near 9
p.m. by the time I finished all the rehearsals emohmuted back home. | could still
remember that during snowy icy winter days, withtfa music books and school books
in my backpack and a violin and viola in each hdrhd to walk back to my house from
the bus station. Concerned about my safety, my en@hd my younger brother always
waited for me at the bus station. Then we walketédtogether. | always felt relieved
when | saw my mother’s figure from the bus; | fdtif | had been out fighting all day.
My mother represented safety, and there was allwalysoup waiting for me when | got
home.

After | came home from the Academy, | spent ths o the night studying English.
TOEFL (Test of English as Foreign Language) wasiired for high school students
seeking university admission who had lived in Canfaal less than 5 years. TOEFL
examinations are held monthly. At first, | stud®dmyself with all the TOEFL
preparation materials which my mother had gathéede. | took the TOEFL
examination every month for 4 months without gettinsatisfactory mark. | was
desperate to improve my mark so | sought professioelp by attending private TOEFL
lessons. Although we were still practicing the TQEfaestions from the past
examinations as | did by myself, the teacher wée tabidentify my problems and
explained the grammar embedded in the questions.manths later, | obtained the
required score for university admission.

In addition to studying music and improving my Esig, | had become a private

music teacher during my high school years. | bégatcept piano students when | was
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fourteen. My first students were children of fanfiliends and neighbours. Without prior
teaching experience, | basically taught the ways$ waught in Taiwan; | took the
teaching and practice strategies that | had obdeamd learned from my teachers and
tried to merge these techniques into my own teachiooking back, | was brave and
naive at the same time. Teaching, in my view, didraquire too much thinking: the
purpose of my teaching was to let my students emjogic.

After high school, | enrolled in the UniversitfBritish Columbia as a music
student majoring in violin. | moved to the univéysilormitory and enjoyed my
independence. | was actively involved in variouglstt clubs, preparing food and music
for club events. | was also the founder and a cotwdwf a choir which sang mostly
arrangements of pop songs.

Despite all the extra curricular activities, lidtiad to fulfill my duty as a student.
Courses such as music history, music theory, langesmall ensembles, and weekly
private music lessons were mandatory for musicesttgd In addition, we also needed to
take non-music electives such as English and Madtiesa Nevertheless, my music
learning especially on violin was put on a holdroy first two years at university.

Because of policies and political struggles betwiaeulty members (as | recall the
events), the violin teacher with whom | intendedtady was replaced by another teacher.
After one year, | was switched to yet another teadWhile these two teachers were great
performers, | always felt they did not provide miéwthe help | needed. The result was
that | did not progress during these 2 years. | fnagtrated when | saw other classmates
advancing. | thought that perhaps the reason Ingaprogressing as | had hoped was
that | was not practicing enough. As a result adrgwacticing, | injured myself and could

not hold my bow at the year-end jury in my sophoengzar.
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Fortunately, | was switched again to anothertieat my third year, this time, to
the teacher that | had wanted to study with alhgl&She was a great performer but she
was also a teacher. We began by fixing my postilens longer felt pain when playing.
Little by little, | progressed. My technique impexi; my interpretation improved; and |
learned to listen to the different tones | was pidg. | felt successful once again. This
teacher stayed with me for the last 2 years of nagqam. | was able to hold a recital by
the end of year 3 and was accepted in a graduagggm in music performance. During
the last two years of my undergraduate programad bBegan a career as a pop song and
jingle writer.

| attended Western Washington University in thetéthStates for my Master of
Music degree to study with a violin teacher of nhpice who subsequently improved my
performance ability. It was an enjoyable 2 yeacssiipplement my income, | taught
piano classes to first-year music students witkeydboard experience; in addition, |
taught basic technique such as scales, arpeggidsherds to first-year music theory
classes. | participated in violin competitions gedformed extensively with the
university Collegium Musicum (a Baroque music englenthat even toured around
Europe in the summer of 2000. | continued writimgyplar songs and jingles and also
performed regularly with a group of friends at wiedid and social events.

Meanwhile, | was still a private music teacheridgmy university years. Even
though I lived on campus as an undergraduate stuidesturned home to teach on
weekends. Since Western Washington Universitytisted just south of the Canadian
border, as a graduate student | commuted from Mamdor classes and was able to
continue giving lessons on weekends. Despite ttigtiat | was training to be a

performer and was happy sharing my music with opleeple through composing and
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performing, | now saw myself primarily as a teactaher than a performer. | felt that |
would not be a successful performer because | dié&njoy the requisite long hours of
solitary practice, preferring instead to interadtwvpeople on a daily basis.

Over the course of recent online discussions feitmer classmates from the Music
Talent Program, | discovered that, like me, moghefn had majored in music
performance in undergraduate and graduate progidost.of my classmates are in
music-related professions. They are performersyaanusic teachers, or private music
teachers like me. My personality must be suchltigat along with children very well. |
have never had to worry about not getting enougtiestts over my teaching career. At
first, private music teaching was a part time jodt fprovided a decent income. My
passion for private music teaching, however, greying teaching experience
accumulated. I was no longer a naive and braveestudacher. | began to doubt my own
teaching. | started to ask questions about my tegand | was always thirsty for
answers.

As a Taiwanese Canadian private music teachaweé felt isolated at times. My
performance background did not help me much ingeshfinding answers about
teaching and learning. Even though | was educatedWestern educational system, my
world mainly revolved around the Taiwanese Canadanmmunity. When | talked with
my Taiwanese Canadian colleagues who were teaomirsgc privately, we did not
discuss our work in detail because it is rude tocagestions about one’s job in our
culture. Having no other way to turn, | entereddbetoral program at the University of
Victoria, hoping to find answers that | could nioicf elsewhere.

My first couple of years in the Ph.D. program weiféicult: | did not know how to

write an academic paper in English and | had now@adge about research. As a
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performer, what | do best is practice my repertti@oughly and perform well. | never
had to read so much literature or speak in fromlagsmates. Worst of all, | did not know
how to think independently. As a product of Taiwsaeulture, | was used to being told
what to do. Although | had become a more indepetnaheisician since | came to Canada,
| was still holding on to traditional Taiwanesewead in my academic learning. Obeying
or agreeing with what the teacher says was theleghway to survive in school. It was
how | survived high school, university, and the teds program. However, obeying did
not work in the Ph.D. program. | was expected toktleritically and think more deeply
about my experiences and the world in which I lillee years of the Ph.D. program not
only helped me know more about teaching and legrbut also have helped me
understand myself. My past experiences are what Bhaped me into who | am today.
The deeper my self-understanding became, the nuoi@us | became about the lives of
other Taiwanese Canadians music teachers, stu@matstudents’ parents. Do we share
similar experiences? Does the information | enceratt in my literature review apply to
this specific cultural group? How are we different?

With the above inquiries, | began my journey oplexing the world of private

music teaching in the Taiwanese Canadian commumincouver, British Columbia.
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Chapter Two: Beginning the Inquiry

“The important thing is not to stop questioning.rfosity has its own reason for existing.
One cannot help but be in awe when he contempilagesysteries of eternity, of life, of
the marvelous structure of reality. It is enougbnk tries merely to comprehend a little of
this mystery every day. Never lose a holy curidsity

Albert Einstein

This study arose from reflections on my experierasea private music student and,
more recently, private music teacher. As explaieadier, | am a Taiwanese Canadian
who has been educated in Vancouver, British Colaroler the past 12 years but |

received my primary education and early musicahimng in Taiwan.

Background

While | was a private music student, | was strgngfluenced by my teachers in
matters of music preference, performance techniglaging style, attitudes towards
learning, and, implicitly, teaching philosophy. &nbecoming a private music teacher, |
have found that the world of private music teachsngomplex yet fascinating because it
involves music, the art of teaching and learnimgl also interaction with others. When |
began to think about my own teaching, | realizeat thy practice was based on my past
experience and tradition: | was teaching by rotead no deep understanding of
pedagogy or of my own teaching. | had also beenamsed from an early age in the
music and assumptions of the Western canon (Cifré@3; 3rgensen, 2001). How did
this immersion influence my view of my native Taivese culture? How has it impacted
on my teaching?

As a Taiwanese Canadian who was educated in laotrafiese and North American
cultures, | not only respected the traditional eslof the Taiwanese collectivism (i.e.,

reciprocity, obligation, duty, security, traditiotiependence, harmony, obedience to
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authority, and equilibrium) but also tried to acecoodate the Western individualistic
style (i.e., creativity, bravery, self-reliancedasvolitude) (Brand, 2002). As a Taiwanese
Canadian who has learned and taught Western aéssissic, | have experienced two
very different teaching approaches. The Taiwandseational approach is influenced by
the Confucian thinking where high value is placachoademic achievement, family
honor, self-improvement, and self-esteem (Bran8226io & Law, 2002; Ku, 1984).
Teachers represent authority, with students deperutetheir teachers (Ku, 1984). The
Canadian (Western) educational approach, howendiraces self reliance, individual
needs, and equity (Brand, 2002; Ziegahn, 2001)revteachers serve as a guide for
students (Ziegahn, 2001). | find that my teachityjtesnow merges some aspects of both
these cultures. For example, | teach in both Ehglisd Mandarin. | listen to students’
opinions but also give orders. | am a professidigare to parents but a friend to students.
| believe in promoting self-motivation for childrémt | also agree that discipline must be
established by teachers and parents. | teach bestew classical repertoire and works
by Taiwanese composers. Furthermore, | try to @elsahe parents of my students that
learning music can be enjoyable and that evergl@dah learn music, unlike the more
talent-driven approach | experienced in Taiwarad hever questioned the influences
from the two cultures until now. Adjusting to thalwes of the two cultures had not been
difficult for me; | considered the adjustment atkelprocess of adaptation needed for
survival. However, | have Taiwanese Canadian stisdéorn and educated in Canada,
who came to study with me because they could nosatb their previous private music
teachers. Their parents claimed that the pres$umesthe teachers and the music
examinations reduced their motivation to learn.t@other hand, there were new

immigrant parents who switched their children teestteachers because | was too
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“relaxed” and did not push students enough. Theseibns got me thinking.

How do all these seemingly contradictory valudéecaifthe private music teaching
experiences of other Taiwanese Canadian? Whiclesala these teachers communicate
to their students in order to promote learning?okding to Kennell (2002), we tend to
teach the way we were taught. Do my Taiwaneseamiles notice any difference
between the way they were taught music and theirweays of teaching? What kinds of
experiences do Taiwanese Canadian students halveiirprivate music lessons? Why do
they start, continue to, or stop taking lessons® Ho they practice? What genres of
music do they prefer? How do they communicate th#ir teachers? What is the
influence of culture on their learning? Moreovarywhare Taiwanese Canadian parents
whose children are taking private music lessonslued in lessons and practice sessions?
Is there a cultural tension between Taiwanese amhdian values in private music
teaching and learning? If so, how is this tensesolved? My research was directed at
acquiring a deeper understanding of the cultuggriohite music teaching in general and,
more specifically, the interplay of Taiwanese armh&lian cultural expectations and

beliefs.

Rationale for Research

Many aspects of music teaching and learning asagsdiow music education may
have an impact on human development are areakdkiatbeen investigated by
researchers in music education (cf. Colwell & Rrdsan, 2002; Green, 1997; Hanley &
Goolshy, 2002; Hargreaves, 1986; Parncutt & McRirer8002). Research topics in
music education as a broad field of study showreem for relationships and teaching

strategies as the following summary demonstrates:
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Relationships—

® overviews of private music teaching (Duke, Flow&rd/olfe, 1997; Duke, 1999;

Gholson, 1998; Kennell, 2002; Pitts, Davidson, &Rerson, 2000b, Ward, 2004);

the apprenticeship (expert-novice) model (Col@@)0; Duke, Flowers, & Wolf,

1997; Kennell, 2002; Wiggins, 2001; Young, Burwé&IPickup, 2003);

the dyadic teacher/student relationship comparekaiof the parent/child

(Davidson, Sloboda, & Howe, 1996; Kennell, 2002);

teacher/student interaction (Benson & Fung, 2004ked>% Simmons, 2006;

Siebenaler, 1997; Speer, 1994; Tsai, 2000; WesbsghRrill, 2003);

student motivation and satisfaction in private musssons (Cooper, 2001;

Costa-Giomi, 2004; Costa-Giomi, Flowers, & SasaRi5; Duke et al, 1997;

Hallam, 2002; Marjoribanks & Mboya, 2004; McPhergbiMcCormick, 2000;

Persson, 1995; Pitts, Davidson, & McPherson, 208fie;, Shnek, Lauby, &

Lapidus, 2001; Smith, 2005; Williams, 2002);

® parental involvement (Davidson, Sloboda, & Howe9@;Duke et al, 1997,
Macmillan, 2004; McPherson & Davidson, 2002; Pidayidson, & McPherson
2000a; Pitts et al., 2000b);

Teaching strategies

® the Suzuki Method (Colprit, 2000; Duke, 1999);

® teaching effectiveness (Costa-Giomi, et al., 2@¥zidson, Moore, Sloboda, &
Howe, 1998; Duke, 2000; Gillespie, 1991; Gholsd@98 Hamann, Baker,
McAllister, & Bauer, 2000; Hamann, Lineburgh, & Pal098; Ward, 2004);

® scaffolding theory (Gholson, 1998; Kennell, 199802; Wiggins, 2001);

@ students’ practicing (Coffman, 199@rdensen, 2002; Kostka, 2002; Maynard, 2006;
McPherson & Davidson, 2002; McPherson & RenwiclkQ2WNielsen, 2001; Pitts et
al., 2000a; Smith, 2005).

Most of the research in studio music has focusespegific aspects of private teaching

and used quantitative methodology. Many studied as#lege music students as
participants; only a few looked at private musipexences from the perspectives of
young children and their teachers (Colprit, 2008yidson, et al., 1998; Duke, 1999;

Duke et al, 1997; Pitts et al., 2000b; Rife eRal)1). None examined cultural parameters,
assuming a Western approach to music education.

It is only recently that researchers have staddedke an interest in private music
education. Compared to the abundant research ergeschool music education, only
limited systematic research has been undertakenlividualized music teaching. The
main roles involved in private music lessons acsé¢hof teacher, student, and parent.

These three roles form a triad in which the pgstiats interact and influence each other.
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Most of the studies isolated the roles of eithackers, students, or parents (Colprit, 2000;
Davidson et al., 1996; Davidson, et al., 1998).yQmle study investigated the

interactions between all three roles in private imlessons (Duke et al, 1997).

Interaction refers to the reciprocal connectionsmagnindividuals involved in a social
situation (Hanks, Long, & Urdang, 1986). In ordeget a holistic picture of what

happens in private music lessons, it will be nemgs® examine all three roles and their
interaction.

According to symbolic interactionists, humans maieaning based on the
environment around them (Schwandt, 1994). Thesenmgs are derived from social
interaction and communication among individualsmBaunication and interaction such
as language, media, text, and non-verbal cuesyarbds, and meanings are developed
from these symbols through individual interpretprecesses. Schwandt suggests that
human beings do not discover knowledge and meatheg;build concepts, schemes,
and models to make sense of experience and atrimeanings through construction and
interpretation. Because each person will havefareifit way of constructing and
interpreting meaning, meanings or realities aretipleland subjective (Lincoln & Guba,
1985). The best way to uncover these multiple tiealis through qualitative research.
Because | wanted to construct a meaningful undeistg of the world of private music
lessons, | selected a qualitative methodology.

Unfortunately, no research that | have locateditmaslved the private music
teaching and learning of Taiwanese people in Camfter consulting with my Canadian
Taiwanese colleagues in the Vancouver area, | adedl that students of Taiwanese
Canadian teachers are most likely also Taiwanessing to a reply from the

Republic of China Taipei Cultural and Economic €dfi Vancouver, in 2003 there were
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around 70,000 Taiwanese immigrants in Greater Maveo(Republic of China Taipei
Cultural and Economic Office, personal communiaggtiOctober 17, 2003). Although
there are no statistics indicating how many Taivganzhildren in this community are
studying music, many children are involved in studiusic studies. | have located no
studies on the musical learning of Taiwanese imamgchildren in Canada. No studies
looked at the teaching practice of Taiwanese Camaglivate music teachers. Only one
study examined the different perspectives of pevatisic teachers, students, and parents
to paint a picture of private music teaching ashale (Duke et al, 1997), but without
cultural considerations. Moreover, | only found apmlitative research which presents
and describes private music teaching and learrsregaulture (Nerland, 2007).

Culture is “an invisible web of behaviors, pattrrules, and rituals of a group of
people who have contact with one another and sttamenon languages” (Sunstein &
Chiseri-Strater, 2002, p. 3). Spradley (1980) fecusiore on human agency in defining
culture as “the acquired knowledge people usettrpnet experience and generate
behavior” (p. 6). Studying what people do, whatpedknow, and the things people
make and use provide us with an understandingaplpés lived experiences. Private
music teaching is a culture within larger culturemwanese Canadians form yet another
culture. Since | was seeking an understanding ofdruexperiences in two cultures, it
was essential to conduct in-depth qualitative netetp describe and reveal what was
actually happening in private music lessons. Ethaolgy was the qualitative method

most useful for investigating cultures.
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Purpose

The purpose of this ethnographic study was to desthe private music teaching
and learning culture of five Taiwanese Canadianhees and five of their Taiwanese
Canadian students and parents. All were residdr@seater Vancouver, British
Columbia. Although Spradley (1980) wrote that whleing participant observation,
“both questions and answers must be discoverdtktigdcial situation being studied” (p.
32), | developed research questions based onténatlire to guide me initially. My

interest revolved around the following questions:

1. What are the cultural beliefs underpinning privatigsic lessons for Taiwanese
Canadians?

2. What kinds of teaching and learning experiencesioecCanadian Taiwanese
private music lessons?

3. What is the context of the private music lessonBabivanese Canadians?

4. How do Taiwanese Canadians value private musiohsss

Limitations

The findings from this study were limited to thewanese Canadian living in
Greater Vancouver, BC. They do not represent Ta@saiCanadian populations in other
areas of Canada. My volunteer participants werehiag and learning piano and music
theory. Therefore, my findings are limited to thése aspects of studio music lessons.
Although similarities might emerge, my findings gt apply to other instruments.

The next chapters are organized as follows: Ch&ppeesents a review of the
literature. Chapter 4 explains the methodologytaedorocedures applied in this study.
Chapters 5 to 9 are the descriptive stories of#iwanese Canadians teachers, students,
and parents. Chapter 10 is the analytical chaptéhwpresents the findings and a
discussion of the findings. Finally, Chapter 11raddes the issues that arise from the

study as well as suggestions for future research.
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Chapter Three: The Wisdom of Others

“Within this simple expert-novice dyad is a compheotld of human cultural
evolution, including the use of language, symbstesys, tools, and many
aspects of human psychologyKennell, 2002, p. 243)

This chapter presents a review of the literathat kboks at topics relevant to private
music instruction and cultural issues related tovdaese Canadians. The issues
discussed in this chapter revolve around the fallgvwquestions: What is the context of
private music lessons? What are the teaching antk#iining experience of private music
lessons? What values do people attribute to privatsic lessons? Since limited research
has been done regarding private music teachingrparison to the vast research on
school music education, this review addressesegtigsues in education and music
education. Cultural values and gender differencesso examined in the last part of the
review.

The review is divided into three parts: 1. an exrgiion of the world of private
music teaching; 2. a review of the research aleagdhing and learning in private music

studios; and 3. a discussion of cultural and gersderes.

The World of Private Music Lessons

The world of private music lessons involves thremugs: students, parents, and
teachers, each with specific roles or functiongeskhthree groups interact with each other
in private music teaching. In this section, | belgynexploring the field of private music

teaching and discussing various issues that emé&oatethe roles played by each group.
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Private Music Teaching

“l am taking piano lessons.” “My son has music tirtg this afternoon.” “l am a
studio music teacher.” These statements expredhrde perspectives of private music
instruction — those of the student, the parent,taedeacher, although the parent is
peripheral to the expert-novice dyad during thei@desson. Each perspective represents
distinct points-of-view.

Private teaching has many designations, inclugigte music instruction or
teaching, studio music instruction or teaching,ligojpmusic instruction or teaching,
private studio instruction or teaching, instruméntavoice instruction or teaching,
private music education, music mentoring, and mugaring (Duke et al., 1997,
Gholson, 1998; Kennell, 2002). More recently, thegloler designation of music
education has also been used to refer to privatmessons. In this study | will use
private music teaching or instruction, private nousssons, instrumental and vocal
instruction or teaching, and studio music teacluinmstruction interchangeably to refer
to studio music lessons. Private music teachirgpgactice associated with the teaching
of instruments, voice, and music theory (includingory, analysis, history, and
counterpoint).

The typical one-on-one dyad in private music t@aghisually consists of an
experienced teacher and a novice learner. The ntadehlso be extended to refer to a
small group of students learning from a masteriteam a private setting such as a home
studio, an office in a music conservatory, or amyedble location. The latter type of
music teaching exists in oral cultures around tbddv

In Western cultures, the history of private musi&ching has its roots in ancient

Greek and Roman times. Private instruction wa®ttg method of teaching
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instrumental music at that time. Today, in AfriEastern Europe, and Asian countries
(China, India, Thailand, and Japan), traditional ik music are often inherited and
passed on through private music instruction, whdthrenal or informal (Campbell,
1991).

In the West, musical communities can be divided the following: scholars,
performers, teachers, critics, and listeners (nfienccalled consumers). Although some
music scholars are also virtuosic performers, thos$iee discipline of music seek for
greater truth, knowledge, and understanding of cnaisd those who are music education
researchers seek to a greater understanding ofjpgidal issues whereas performers
care more about the artistic and technical asméctausic. Private music lessons are
mostly delivered by teachers who have performaaci&drounds (Campbell, 1991;
Kennell, 2002; Nettl, 2002). Generally, people seéerassume that instrumental or vocal
instruction is one of a performing musician’s rasgbilities, whether or not he or she
has received any preparation for teaching. Whigeethas been a concerted attempt to
study school music teaching, in spite of its lond &enerable history, research on private
music teaching has not been undertaken until rgcdiftis teaching has, indeed, been
private. Limited research has been conducted (Cathd®91; Duke et al., 1997;
Kennell, 2002).

Apprenticeship. As mentioned before, applied music teaching isaddylationship
developed between an expert and a novice. Resesitténee described this experienced
musician and novice learner relationship as a forapprenticeship (Duke et al., 1997,
Jargensen, 2002; Kennell, 2002; Young, et al., PO08®renticeship involves a student

who follows or works for a knowledgeable persom iprofession or trade to acquire the
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necessary skills of that profession over a ceqanod of time (Apprenticeship, n.d.;
Hanks et al., 1986).

According to psychologist Howard Gardner (199 ppranticeship was originally
modeled on parent-child or elder siblings/youngjelirgys’ relationships. By listening to
and observing elders as they undertake their dailiines, children learn how to become
competent in their daily lives. This older-youngelationship later shifted to an expert

(master)-novice (disciple) apprenticeship:

The core idea of an apprenticeship is that a ygamgon goes to work for, and often
to live with, an adult expert in a trade or vocatidypically the young person has no
biological relation to the master, although theymell be informal familial links,
and typically the arrangement has a legal or glegsil status.... Much of the
learning is observational..The master will occasionally point out errorsmake
special demonstrations, and the apprentice iseadpected to use his own emerging
critical capacities to correct and improve his parfance. (pp. 121-122)

The apprenticeship model is widely applied in vasifields. Business companies use
apprenticeship to train new workers. Restaurargsapprenticeship to nurture young
chefs. And the relationship between supervisorsgaaduate students in universities is
yet another form of apprenticeship (Apprenticeshig,).

Private music teaching is similar to the apprer#icp model in that a student takes
instrumental/voice lesson from a master teachem(ibell, 1991; Duke et al., 1997,
Kennel, 2002; Young et al., 2003). The teacher ides/verbal instruction and
demonstrates musical passages while the studenslbg observing and listening. A
student is expected to practice and improve batheahnical abilities and musical
sensitivities on his own time.

Private music teachers not only teach their stigdeow to produce sounds on an
instrument but can also impact on students’ musntatests as well as their feelings of
self efficacy and their motivation. Kennell (20@®)rees that the teacher-student

relationship in private music teaching is also camaple to the parent-child relationship.
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It is not hard to find resemblances between privatisic teaching and apprenticeships.
Whether in apprenticeships or private music teaghtris people who weave
relationships; it is in the roles of students, pgseand teachers and their interactions that
an understanding of private music teaching mustdoght. | begin with music

students — the first important group in private muasaching.

Music Students

What do we know about children who take private imlessons? According to a
1994 survey by the American Music Conference, tinasee approximately three million
American children (age 5-19) taking private musgsbns with an independent teacher
(Williams, 2002). Although more than a decade tid; figure indicates that there is a
large number of children taking private music lessd’he mean duration for a student’s
stay with one piano teacher is 4.9 years. Studesually switch teachers two or three
times before they stop taking lessons (Duke efl@By7). Canadian figures are not yet
available. There are, however, a large numberighf music teachers listed in the
Registered Music Teachers’ Association for eacha@em province, and there are many
additional private music teachers who are not mesde the number of the private
music teachers is high, | might conclude logicétigt the number of children taking
private music lessons is also great.

Jorgensen (2001) explored when children start takiate music lessons. He
found that the mean ages for starting instrumeantdlvocal lessons were: 7.8 years old
for piano, 9.9 years old for strings, 11.6 yeadsfol brass, 12.8 years old for woodwinds,
and 12.9 years old for voice and other instrumebtgensen concluded that the earlier a

child begins learning an instrument, the more Yike#/she will become a professional
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musician. Parental support and approach to pragtiwere, however, also influential
contributors to children’s later success.

Several researchers identified common charadterigtnong people who take
studio music lessons. Most of the research retepsaino lessons. For example, Duke et
al. (1997) suggested that children who take piasedns are often viewed by the society
as “smart, hard-working, energetic, and outgoing™s@). The attitude of children who
take piano lessons towards academic performansehiool is generally positive. Cooper
(2001) said that people who studied piano as adidtsdescribed themselves as “smart,
disciplined, hard-working, and helpful” (p. 161)tAough it is helpful for music teachers
to know the personal characteristics of privateimstdents and this knowledge could
impact on student learning, student motivation atywplays a vital role in the whole
learning process.

Motivation. What makes students commit to long hours of imlial practice?
Motivation plays a significant role in student leizng. Motivation can be categorized as
intrinsic and extrinsic. According to Hallam (200Rjtrinsic motivation is the “innate,
organismic need for competence and self-deternomafp. 228) whereas extrinsic
motivation “occurs when a task is undertaken faemal reward” (p. 228). The
enjoyment of music, feelings of satisfaction, amel desire to learn are examples of
intrinsic motivation (Pitts et al., 2000b; Rifeadt, 2001). Personality traits such as
extroversion, openness, agreeableness, and cotigggress also contribute to intrinsic
motivation (Hallam, 2002). On the other hand, emwvmental influences (teacher
characteristics, rewards and punishments, qudlitystruction, being with friends,
parental encouragement and support, comfort, sgcand content of curriculum) are the

extrinsic factors that promote or destroy a studenbtivation to practice and learn
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(Barry & McArthur, 1994; Davidson et al., 1996; Gems & Davidson, 2002; Hallam,
2002; McPherson & Renwick, 2001).

According to Hallam (2002), motivation is reinfectby a need for achievement and
competence. The purpose of motivation is for thre@eto achieve success and to avoid
failure. Many motivation theorists state that insic motivation is key to engaging in the
best learning behaviors. For example, Stipek (1888} that external reinforcement such
as encouragement, peer influence, and rewards maglmtecessarily achieve the best
learning results because they are not always dleilelow does intrinsic motivation
affect children’s musical learning?

Attributions of success and failure have an imguorimpact on intrinsic motivation.
Looking at the causal attribution of elementaryassdland high school students, Legette
(1998) found that musical ability and effort are thading causal attributions for success
or failure in music studies. After many studies, d2 (2000) concluded that students
who attribute success or failure to effort (enviramtal motivation) are more consistent
when developing self-esteem than those who at&ilrgults to innate ability (entity
motivation).

C.P. Schmidt (2005) examined the relations amoagmation, performance
achievement, and music experience in secondampmsntal music students. He found
that instrumental students tended to attribute thacess to intrinsic or cooperative
aspects rather than extrinsic or competitive asp&tthmidt also discovered that older
students tended to attribute their achievemenittonsic or mastery orientations while
younger students reported that their success Vatgedeo competitive, ego, and failure

avoidance orientations.
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Besides attribution, another vital part of motigatis self-efficacy. Self-efficacy
addresses how well people think they will be abledrry a task when approaching it
(Hallam, 2002). Children’s beliefs about themselass connected to particular tasks and
their previous experiences of successes and faibfrthose tasks. According to Bandura
(1989), motivation for learning increases whenrggreelf-efficacy beliefs are presented.
In addition, a feeling of being competent is alaot pf the self-efficacy. Self-efficacy is
the required condition for building intrinsic madivon (Hallam, 2002).

Music teachers and parents often ponder why stedents/children start, stop, or
continue taking music lessons. When looking at wimidren start taking music lessons,
Duke et al. (1997) mentioned that children staahpilessons either because parents
decide that it is time for lessons or children jwant to play as a result of other
incentives such as peer pressure and role modetentrast, Campbell (1991) wrote that
avocational interests and professional goals aéwb main reasons for starting music
lessons. The latter reasons may be better appliadults. Cooper (2001) looked at
adults’ perception of piano study and concluded filvaadults, skill development and
personal pleasure are the major reasons for ta&gspns.

When asking children why they stopped taking lass®uke et al. (1997)
discovered the following reasons: there are mopoiant things to do than music;
students are independent enough to play what tlaey;,\&nd they have lost interest.
Williams (2002) claims that older students tentidawe a higher dropout rate than
younger students. He concluded that a difficulthatancing participation in both sports
and music and a fear of being in the competitiveldvof music performance are both
factors in students’ decisions to stop taking lass&urthermore, children/teenagers often

seek to fulfill the expectations of teachers anekpts (Brand, 2002; Jordan-Decarbo &
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Nelson, 2002; O’'Neill & McPherson, 2002; Perssd@93). Fear of not living up to the
expectations of teachers and parents is yet antatbinr in teenagers’ decisions to stop
taking lessons (Williams, 2002).

Certain behaviors seem to be present in childiem dvop out of private lessons.
Costa-Giomi et al. (2005) observed 28 children&npilessons for three years to examine
how teacher and student behavior, lesson progaadspedagogy connect to beginning
students’ commitment to lessons. They found thav&lr approvals, more teacher cues, a
lower percentage of progress-forward intervals, lamer examination score could have
served as indicators of students’ decisions to texadlly drop out of the lessons” (p. 24).

Several studies examined why children continygaiticipate in music lessons.
Orsmond and Miller (1999) indicated that preschaoldren who take music lessons
may be a select group; most of them have prior calisxperiences such as going to
concerts and are most likely to be involved in oadracurricular activities such as
sports. They concluded that parental involvemenitipte extra-curricular activities, and
individual musical experiences are factors in aleiids willingness to participate in
music lessons.

Looking at why students start and continue witldgt lessons, Davidson (1999)
suggested that previous exposure to music sudhbtesihg to music, parental influences,
exposure to musical performance, and individuatattaristics all contribute to
children’s persistence in taking music lessonstHeumore, Davidson et al. (1996)
indicated that the initial motivation of childrerhw continue to take lessons was
provided externally by parents. As they got oltiervever, the students’ motivation

became intrinsic and self-sustaining. On the ofla&d, children who stopped playing
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initially received less extrinsic motivation and, aresult, developed little intrinsic
motivation to engage in musical learning.

Pitts et al. (2000b) studied the motivation tleatds to success and failure in the
instrumental learning of young players. They fotimat children’s commitment plays a
critical factor in their instrumental learning. Aftthe first 20 months of learning, children
who continued to have interest and enthusiasmaimieg displayed a strong
commitment to their lessons. Although extrinsic mations such as getting satisfying
marks on examinations and the use of rewards #mtiging were present in these
children’s lessons, personal interest in musialiegr was the foundation for them to
continue with lessons. On the other hand, childvba stopped having lessons after the
first 20 months relied entirely on external motigatfactors such as peer influence and
other social factors. Because the intrinsic moibratvas not developed for these children,
their desire to learn faded as external motivatitators diminished. To conclude, Pitts
et al. suggested that a supportive home environarehthe development of consistent
self-motivation are key components in children’stoauing to take lessons.

Children’s expectancy and value beliefs aboutumsental learning are other
elements of motivation. McPherson (2001) conduet&dyear project studying the
factors contributing to achievement during theyeatages of learning a musical
instrument for children ages 7 to 9. He found thate is a strong relationship between
children’s perception of how long they thought dwid take them to learn their
instruments before they began their lessons, tadiring of their lessons, and their actual
achievement. Children who initially showed longatetommitment in their musical
learning obtained higher scores in the Watkins &arPerformance Scale (WFPS, a

standardized sight-reading test) while children wkpressed short-term commitment in
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their musical learning had lower scores in the WRR&herson further concluded that
“children were able to indicate how long they thbuthey would learn their instrument
and this aspect of their initial motivation intetexdt with their practice to produce
significant gains in achievement after the firstenmonths of learning” (p. 126).

Students’ goal orientation towards musical pra&cticyet another factor affecting
their motivation. Smith (2005) examined goal ora&iuns in the instrumental music
practice of 344 university students. He found thak orientations are positively related
to practice factors while ego-approach and egoemaraie goals are negatively related to
practicing. In other words, if students’ goals fousical learning are for extrinsic reasons
such as winning a competition or avoiding ridicukey will be more likely to be “turned
off” from their musical learning than those who ametivated by intrinsic tasks.

To sum up, both intrinsic (self-determination) axtrinsic (external rewards and
influences) motivations are important to studeatdéng in private music lessons

depending on age and experience level. As Rifé €@01) mentioned,

without [intrinsic] motivators such as feeling goawd having fun, enjoying
practicing and improving, liking the challenge béir lessons, [and
extrinsic motivators such as] liking their musiad¢ber, and encouragement
from parents and friends, it is unlikely that chdd would continue to
participate in private music lessons. (p. 29)

Practicing. Besides learning in private music lessons, studeats by
practicing on their own between lessons: “Praagiséna skill to be learned, just
as other technical and musical skills require éfmd concentration for mastery,
and to view practice as simply a means to an etalaserlook its complexity”
(Pitts et al., 2000a, p. 46). Maynard (2006) furtthefined practicing as “the act
of repeating a motor skill with the intention thapetition of the skill will lead to
increased accuracy, fluency, velocity, consisteaayomaticity, and flexibility in

performing the skill” (p. 61).
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Although teachers tend to view practicing as thiédts responsibility and hope that
progress will be made between lessons, childremodoisually have a positive view
about practicing. The latter is often treated ab@e (McPherson & Renwick, 2001;
Pitts et al., 2000a). Duke et al. (1997) wrote thast children do not need reminders to
do their homework yet they need reminders to praatiusic. However, practicing must
be enjoyable if children are to experience mugiealelopment and satisfaction (Pitts et
al., 2000a).

Some studies examine a commonsense belief thatdhetime spent practicing, the
better one becomes (Coffman, 1990; Hallam, 1998&itiakh, 2001; Jgrgensen, 2002).
Nevertheless, studio music teachers often expecassume more practice time from
students than students actually invest (CoffmaB019Time spent learning is, indeed, an
important factor for advancing the level of musieapertise (Hallam, 1998b; 2001).
Hallam (2001) and Jgrgensen (2002) found a posiéilaionship between the amount of
the time spent practicing and instrumental achiem@nOn the other hand, increased
practice time does not necessarily result in impnognt (Barry & McArthur, 1994; Duke
et al., 1997); the quality of practice time is faore important than the time spent
(Hallam, 2001; Jgrgensen, 2002).

There are three types of practicing: physical mskal acquisition (e.g., playing to
get the right fingerings or fast passages), maaghitive practice (e.g., running the
notes and the fingerings in the head), and altergp@hysical/mental practice (Barry &
McArthur, 1994; Coffman, 1990). Coffman (1990) atai that mental practice alone is
better than no practice and that combining mentadtice with physical practice does not
have much better results than physical practiceeal8ince instrumental practice is an

activity that involves both spatial movement andkng, thoughtful practice promotes
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successful learning outcomes (McPherson & McCorn2€K0; McPherson & Renwick,
2001; Pitts et al., 2000a; Smith, 2005). McPhewswh Renwick (2001) think that
“deliberate practice” (also called relevant praetiguality of practice /efficiency of
practice) is the critical process for effectiverieag outcomes. Deliberate practice is “a
term used to describe goal-oriented, structurededfiodiful facets of practice in which
motivation, resources and attention determine theust and quality of practice
undertaken” (p. 169). According tergensen (2002), deliberate practice is the maiterou
for progressing from novice to expert.

Self regulation is another element for effectivagticing. Self-regulated individuals
are cognitively, motivationally, and behavioralhwolved in their own learning through
strategy selection, monitoring, and revision. $effulators are more likely to have
long-term practice and sub practice goals. Thewllysgelect practice strategies
according to their goals. Self instruction and gelidance are the most common
strategies for self regulators (Nielsen, 2001)tlaenmmore, self reflection, self awareness,
and self evaluation are the three other featur@sl¢lad to successful practicing (Pitts et
al, 2000a).

When asked how students practice, Hallam (200dgested that, for young
children, the aim of practice seems to be playirgyrotes correctly. Students tend to
follow a routine of scales, exercises, and repextioi their practice schedule (Duke et al.,
1997; McPherson & Davidson, 2002). Repetition ayplg through is another common
strategy (Hallam, 2001; Pitts et al., 2000a). Maaing children practice by playing the
pieces through without other strategies such aakbrg the piece into smaller sections or

playing with separate hands (when practicing piavioling children take years to
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formulate their own practice strategies as patheir self-regulation development
(McPherson & Davidson, 2002; McPherson & Renwid(D).

Hallam (2001) believes that planning for practicia what differentiates novice and
expert players. Novice players often repeat a pisca whole while expert players apply
more cognitive strategies such as emphasizingdiffsegments while practicing. Also,
students may know about practice strategies bunecdssarily use them. It is the
teacher’s responsibility to guide students to pcactffectively. It is interesting that
teachers claim they always talk to their studehtsuahow and what to practice while
most students feel that their teachers rarelyttatkem about the topic, a point supported
by Barry and McArthur (1994)gdgensen ( 2000), and Kostka (2002).

Using the Music Practice Instruction Inventoryneestigate 94 members of the
Music Teachers National Association in the Unitéaté&s, Barry and McArthur (1994)
found that there was no consistency between tegdgsroaches to practice and the
literature. The practice strategies of college lteas were often different from those of
the teachers of pre-college students. Applied migsichers in colleges seemed to assume
that their students already knew how to practideeeas pre-college teachers tended to
teach their students to begin a piece slowly therease the tempo. Regulated practice
schedules and practice time records were two constrategies teachers used with
younger students (Duke et al., 1997). Furthern®naith (2005) believe that practice
strategies should be taught in a sequence: “bggadbressing the initial challenges of
learning the musical and motor aspects of a peoe progress to the polishing,

memorizing, interpreting, and performing of thatéqa” (p. 49).
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It is interesting to note that literature relategtacticing emphasizes how
students practice rather than how to teach studemsto practice. Pedagogy seems to be
based more on tradition and personal experiencedhaesearch.

Music Conservatories.The most common way of externally assessing stgtent
instrumental achievement and awarding levels oékaaece in private music teaching
and learning is through music examinations orgah&al run by music conservatories
(Davidson & Scutt, 1999; McPherson & McCormick, @DViusic examinations often
serve as a motivational goal for students takinmggpe lessons (Davidson & Scutt, 1999;
McCormick & McPherson, 2003; McPherson & McCormi2R00). The organizations
providing this service in Vancouver, British ColuimbCanada are: the Associated Board
of the Royal Schools of Music (Associated Boardhef Royal Schools of Music, 2010),
the British Columbia Conservatory of Music (Briti€lmlumbia Conservatory of Music,
2010), Conservatory Canada (Conservatory Canadd) 2hhe Royal Conservatory of
Music (Royal Conservatory of Music ExaminationsQ2)) and Trinity Guildhall (Trinity
Guildhall, 2010).

Like McPherson and McCormick (2000) in their studynotivational factors in a
music examination, | found the programs offeredHgyconservatories listed above to be
similar. That is, students are required to perfprepared repertoire (with piano
accompaniment for non-piano instruments) and teghnequirements such as etudes,
scales, arpeggios, sight-reading, and ear traififigten music theory exams are also a
required component. All the requirements are listea graded syllabus, with variations
in the structure of the grades. For example, wthigeRoyal Conservatory of Music has

10 grades, the Associated Board of the Royal Sshafdiusic has only 8 grades.
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Students can progress through the system fronaligitades to diplomas such as
Associate, Licentiate, and Fellowship.
Davidson and Scutt (1999) stated the advantagethamdisadvantages of music

examinations:

On the one hand, the system ensures that leaneensti@duced to a varied
repertoire and specific technical tasks, suchgs-$eading, scales and technical
exercises. On the other hand, students can beraomest by the particular
demands of the examination system. An archetypewweuld be of a child who
could only play the examination pieces, scalestaalnical exercises and who, as
a consequence, would be unable to engage in imgaoon. (p. 81)

They further suggested that teachers should ndt fwom the examination syllabus
alone to ensure that other aspects of musical exper such as composition and
improvisation are not overlooked.

Although the phrase “music examination” frequemtbpears in the literature
relating to private music teaching and learningstd the research | encountered dealt
with student motivation and practicing.

Benefits of Private Music lessonslhe reasons for taking private music lessons
include parental influence, peer pressure, persatexests, and professional goals. What
do people derive from taking music lessons?

The most obvious advantage of taking private miesisons is that students learn to
perform on an instrument. The benefits of pianyiplig are discussed by Cooper (2001)
and Duke et al. (1997), who both suggest that ppaging develops discipline and
concentration. It provides personal pleasure. dni®pportunity for relaxation. It is a way
of self-expression. Furthermore, Costa-Giomi (2C8gtees with Cooper and Duke et al.
that piano instruction helps develop self esteeltiodigh these studies only investigated

piano playing, these benefits might also applyttepinstruments and singing.
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There are other advantages to taking studio messons. Music lessons are said to
have a transfer effect on the spatial skill of @lsmnotor integration (Orsmond & Miller,
1999). By reading the notes and responding witrsjgiay movements, children improve
their spatial skill through practicing. Preschobildren who take violin lessons appear to
be more attentive and persevering (Scott, 19923dthtion, children who take private
music lessons generally have better academic peafuce in school (Cooper, 2001;

Duke et al., 1997). Although Costa-Giomi (2004) daded that the private piano
instruction does not affect children’s academideadment or their school work in
mathematics and language, she found that chilédregiving private music lessons tended
to obtain higher mathematic computation and langusgres than children who did not
participate in formal music instruction.

There seem to be benefits to taking private miesisons. But what is required of
children for them to realize these benefits? Actwydo McPherson and Davidson (2002),
several criteria are required for children to achisatisfactory outcomes in beginning

musical learning:

1. anon-threatening home environment in which expenitation with music
is possible;

2. frequent and regular practice session in whiclviiets are clearly
supported by the parents;

3. the child’s display of an initial enthusiasm fogibening (such as to “keep
up with a friend”). (p. 142)

The latter “evolves into an internal desire to amm as engagement with musical
activity develops” (p. 142).

The teachers in Gillespie’s (1991) study felt #a&tors such as access to an
instrument, amount of student practice, degreeacémtal support, and student attitude

influenced students’ learning outcome. Moreovellisvins (2002) believes that

[tihe success of applied music study does not diparyears of study but on the
impact that study has had on the student’s lifelemgyment of music through



41

listening and other forms of musical participatiorgluding performance.
(Conclusion,  33)

In conclusion, beyond all the perceived (exterbahefits such as improving spatial
skills and achieving better academic performarnfe|dng enjoyment of music seems to

be the greatest benefit of taking applied musisdas.

Parents

Parents are the key individuals who can influetheechild besides the instrument
teacher, the class teacher, and the ensemble dondMcPherson & Davidson, 2002).
Parents include other caregivers who participatgudents’ private musical learning and
who have a direct impact on students’ musical iegrrParents influence children’s
musical preferences (De Vries, 2003) and instruaienfitoices (Conway, 2000; Davidson
& Borthwick, 2002). They provide material as wedl gsychological support. They also
drive their children to lessons, sit in during @ss, assist in coaching children at home,
remind children to practice, and pay for lessons.

Children who take piano lessons in North Americanty have college-educated,
professional, upper-and upper-middle income par@usniak, 1985; Duke et al., 1997).
It seems that students in middle social statushigitd parental aspiration families are the
ones who show more interest in learning music (Mé&anks & Mboya, 2004). In
addition, Duke et al. (1997) found that most pasaitchildren taking private music
lessons had themselves been involved in music rgakinng childhood. Most of them
had positive attitudes towards music lessons ddreni Many of them continued to play
the piano as adults. In 49% of the families, maentone child was studying music
privately. Parents tended to view their young aleifdpositively in terms of their ability

to play. Other studies indicate that parents ol mgisical achievers are not necessarily
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music performers themselves but they enjoy beiuglied in musical activities as
amateurs (Davidson et al., 1996; Orsmond & Mill&99; Sosniak, 1985).

In the section about student motivation, the netemdicated that parents are
sometimes the reason children begin taking mussoles. There are several reasons why
parents “make” children take lessons. First, parentntentionally raise their children in
a way that reflects their own childhood — the sctiy@ory (Borthwick & Davidson,

2002). If parents took private music lessons arttldhpositive attitude towards their
earlier instrumental/vocal learning, they want tlodiildren to have similar experiences.
Secondly, many parents (Chinese parents espedily@ve in “hothousing’ techniques
where children are directed towards achieving timgikimum potential in a controlled a
deliberate manner” (p. 65). These parents belieaetheir children are musically

talented or interested and thus attention is waeth(Sosniak, 1985). When these parents
decide that music learning is good for their claldrthey “make” their children take
lessons. Lastly, some parents make their childike kessons because music is
something of which they were deprived in their dhdod (Williams, 2002). Music is

sometimes treated as a prestigious symbol for paren

Among middle-class parents, the need to struathitdren’s stimulation may result
from children being status symbols of leisure cl&sldren’s clothing, toys,
education, and structure leisure serve as indisatbparental success; children
become depersonalized agents of competition. (deaecarbo & Nelson, 2002, p.
211)

No matter what parents’ intentions are when tbieildren start music lessons,
parental involvement affects children’s learningghdparental supervision and support
are correlated with positive learning outcomesstadents (Barry & McArthur, 1994;
Davidson et al., 1996; Duke et al., 1997; Macmil2®04; McPherson & Davidson, 2002;
McPherson & Renwick, 2001; Pitts et al., 2000atsFat al., 2000b). In a correlational

study, Zdzinski (1996) indicated that parental irement was significantly related to
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affective, cognitive, and performance outcomes usical learning. The relationship of
parental involvement and affective outcome growsngfer as the age of students
increases, whereas parental involvement only ielateognitive and performance
outcomes at the elementary level. Younger childegpire more parental supervision
when practicing (Barry & McArthur, 1994; Duke et,dl997). Parental support decreases
as children get older because, by that time, gedfrmotivation and practice habits have
matured (Davidson et al., 1996).

How does parental involvement in children’s muegsons impact on children’s
learning motivation? Pitts et al. (2000b) describddrm of parental involvement that
would lead to children’s long term interest andhestasm in staying with the music
lessons: “[a parental involvement] that is suppertvithout being interfering, with the
general pattern being that the children can askétp if they need it, but are otherwise
left to work independently” (p. 57). Pitts et ds@suggested that parents’ low
involvement supports a casual attitude on thegfashildren. When children begin to
show a lack of motivation, “the parents’ acceptaofcéhe children’s low interest and
effort compounds the difficulties, reinforcing thelief that music learning is not
important enough to take up a large amount of fatmbe and effort” (p. 62).

Parenting style is another influence on childrenétivation in instrumental learning.
Bee (1999) describes four major parenting stylesidon our society: authoritarian,
permissive, authoritative, and neglectful. Firsttharitarian parents are strict, highly
controlling, and place high demands on childreebaviors and performance; they often
make decisions for their children. Their level airwnth, communication, and
responsiveness is low. Traditional Chinese pareftés fit into this category. Excessive

parental pressures from authoritarian parents oftgratively influence children’s
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instrumental learning. Children living with thisngating style often start or continue
instrumental learning under extrinsic pressure.e€Xhe external pressure is no longer
present, it is more likely that children’s motivatito learn the instrument will decline
(Davidson & Borthwick, 2002).

Secondly, permissive or indulgent parents arettes who permit their children to
do anything they want without setting boundaridth@ugh the nurturance level is high,
communication level is low in this parenting styléis parenting style often results in
producing “spoiled” children. Children are the amieo decide that they want to take
music lessons. Children are also the one who dé¢gidait the lessons. Unless the
children are highly self-motivated, without the aoitment of parents who encourage
children through different stages of learningsitdass likely that children under this
parenting style will achieve positive musical leaghoutcomes.

Third, authoritative parents make demands antinsi$ for children but they also
show warmth towards their children by respondinth&r individual needs.
Responsibility, self-discipline, independence, tivés, adaptability, and involvement in
family decisions are encouraged in this parenttglg sChildren’s motivation in musical
learning is often developed intrinsically becaussytare capable of setting their own
goal and aiming for the task without parental puessResearch supports the view that
authoritative parenting is most likely to fosterldken’s interest in musical learning
(Davidson & Borthwick, 2002).

Lastly, neglectful parents are the parents whaiamevolved with their children.
They fail to either control or support their chiddr These parents are least likely to send

their children to take instrumental lessons. Ifytde, their neglect of their children’s
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musical learning often discourages their childvgnp soon become unmotivated
(Davidson & Borthwick, 2002).

Parents’ attitudes towards practicing also aftéddren’s practice outcomes.
McPherson and Davidson (2002) surveyed 157 chiladtemwere first-year instrumental
learners along with their parents and teachers sty reported that mothers who
worried about practice even before the lessongestavere often the ones whose children
ceased lessons within the first year. Children siopped lessons often had
unrealistically high expectations about the amairiime they would spend on
practicing before starting lessons. In many casesgver, those children who gave up
lessons had mothers who did not that insist theldien practice.

Surprisingly, although the literature indicates tmportance of parental
involvement in children’s instrumental learning)ya few studies have examined
teachers’ attitudes towards parental involvemeracidillan (2004) investigated the
attitudes to parental involvement in piano less@f& reported that piano teachers had
different views towards parental involvement irslass and in practicing. When asked
about their views towards parents’ attendancesables, some teachers argued that
“parental attendance [at lessons] inhibits the igment of an independent
pupil-teacher relationship, and that parental at@ce makes it difficult for children to
take responsibility for their own practice” (p. 3081 contrast, other teachers encourage
parental attendance at lessons. These teacherstbiai “practice is more efficient when
supervised but that young pupils cannot adequatatymunicate to the parent what is to
be practised, so they like to explain it to thegpdvr...it is beneficial for parents to see in
the lesson their children’s achievements, challspgeblems and goals” (p. 308).

Interestingly, teachers from Macmillan’s study afedd different opinions about parental
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involvement in children’s practicing. Teachers vdnzouraged parental involvement in
their children’s practicing believed that paremtaiolvement can improve the
effectiveness of the practice thus fostering anyat)le music making experience for
beginners, young children, and more successful axion preparation. Conversely,
teachers who discouraged parental involvementildreim’s practicing believed that
parental interference in children’s practicing @bpfomote a lack of independence. In
conclusion, in order to achieve the best learnumgames, Macmillan suggested that
private music teachers should be the ones who dhelestudents’ parents regarding
their involvement in lessons. Therefore, the needfsolid teacher-parent relationship
and communication is evident.

In conclusion, the role of parents in private maklearning is as distinctive as the
role of students and teachers. Parents, studertgeachers form an important triad in

the journey of instrumental/vocal teaching andrieay.

Teaching and Learning in Private Music Studios

In the previous section, | discussed the roleduafents and parents and various
issues surrounding these roles. In this sectiaddress different perspectives on teaching
and learning in private music studio regardingrtble of private music teachers and ways
of teaching. | begin with the role of the thirdralent in the private music

teaching/learning relationship — the teacher.

Private Music Teachers

Private music teachers represent the master ortarpgle apprenticeship dyad.
They “transmit musical abilities [and] more or l@ésBuence musical tastes and values

and are role models and hold a key position wigareé to motivation — for good or for
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bad” (Gembris & Davidson, 2002, p. 23). Most studhosic teachers are musicians who
have a performance background — those who are allysiained in conservatories and
universities (Ward, 2004). Yet the personalitytgaif performer-musicians and
teacher-musicians are different. According to Keangd Mills (2002),
performer-musicians are usually introverts becalieg tend to engage in private,
imaginative activity, developing an internal wodtlideas and symbolic thoughts. Music
teachers, on the other hand, reveal more extraléidés (Wubbenhorst, 1994).

A student’s first private music teacher is an img@ot person who exerts
considerable influence on the former’s motivatiod anusical confidence (Davidson et
al., 1998; Gembris & Davidson, 2002). Beginningiliasientalists seem more attracted to
teachers who show personal warmth. Davidson €1998) suggested that when teaching
young children, personal warmth is as importamerformance competence. As children
grow older, they are able to differentiate persipé&om ability and seek a second
teacher who may be a more competent musician.

Following the tradition of apprenticeship, studinisic teachers are dominant
throughout the lesson, leaving students with lichitetiative and responsibility for
learning (Rostvall & West, 2003). Teacher authomigy also limit students’ musical
thinking, contributing to a lack of personal intexfation in their students’ musical
performance. Because of the performance backgrouimst private music teachers, the
latter tend to focus on students whom they considéented,” especially teachers of
more advanced students. Music for every child dbesem to be a common belief in the
private music teaching world, especially at advdriegels (Edwards, 1988; Nettl, 1995;
Rostvall & West, 2003). In most music conservagmrgtudents compete to study with

famous teachers. Teachers also compete to gentéalestudents in order to increase



48

their personal fame (Nettl, 1995). However, whakesaan effective private music
teacher?

Effective Teaching.There is a considerable body of literature thainexes
teaching effectiveness for music teachers in bettegal classroom music teaching and
private music teaching. Cziko (1988) identified ttypes of teaching: explicit teaching
and implicit teaching. Explicit teaching providesarmation through verbal instruction
and demonstration. It is used consciously by thdestt in monitoring behaviors. Implicit
teaching provides stimuli that students learn uscmusly. For example, explaining and
demonstrating specific practice strategies to sttedis explicit learning. The information
or skills were verbally and explicitly transferrexistudents. On the other hand, while
teachers never talked about how to organize one{hragtice, students practiced in a
pattern similar to what they were doing in thegdens. The students unconsciously
applied the organizing skill into their practiciray) example of implicit teaching.

Attempts to characterize effective teaching ase abundant in the literature.
Musical competency (Colprit, 2000; Grant & Drafdl§91; Mills, 2002), teacher
personality traits (e.g., enthusiasm, warmth, atcbgersion) (Colprit; Davidson et al.,
1998; Grant & Drafall; Teachout, 1997), teacheisprgation (Hamman et al., 1998;
Speer, 1994), diagnostic skills (Colprit; Cziko889Duke & Simmons, 2006; Gillespie,
1991; M. Schmidt, 2005), error-correction skillo{fxit), modeling skills (Colprit;
Siebenaler, 1997), teacher delivery skills (Cojiike & Simmons; Hamman, Baker,
McAllister, & Bauer, 2000; Madsen, 2003; Ward, 2Jdanagement skills (Colprit;
Madsen; Teachout), lesson planning (M. Schmidt520Be ability to choose and design
appropriate teaching materials (Brittin, 2005; CbjgCooper, 2001; Duke et al., 1997;

Hamman et al., 2000; M. Schmidt), the ability tate and interact with students (Colprit;
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Duke, 2000; Duke & Simmons; Hamman et al., 1998{9M2002; Siebenaler),
decision-making skills (Colprit), verbal communicat skills (Benson & Fung, 2004;
Cooper, ; Duke et al.; Duke; Duke & Simmons; Hamregal., 1998; Siebenaler; Speer),
nonverbal communication skills (Benson & Fung, 20Ddke & Simmons; Hamman et
al., 1998; Siebenaler), evaluation skills (Colp@td teaching pace (Duke & Simmons;
Colprit; Costa-Giomi et al., 2005; Duke, PrickétJellison, 1998; Madsen; Siebenaler;
Schmidt; Speer; Teachout) are all identified amelets of effective teaching. Moreover,
as Cziko (1988) said, “successful music performadeaehers would need to teach
students how to be their own teachers” (p. 104)gesting that the ability to develop
student independence is also a requirement fohésadfectiveness. Ironically, this
statement corresponds to Duke at al.’s discovatydtudents may stop taking lessons
when they feel competent to play on their own.

Teaching Strategies for Effective LearningEffective private music teachers
address students’ learning needs (Kemp & Mills,200h order to teach effectively,
teachers need to think about how students learrorng to a survey by Ward (2004),
the teaching strategies of private music teachersndluenced by various sources: all the
private music teachers who participated in theesytinought that they developed their
teaching strategies by teaching; 88.7 % of teadhdrisated that they taught by intuition;
79.6% of the teachers learned their teaching gfiegdrom their own teachers; 72.2% of
the teachers believed that they learned the tegahiategies by attending courses and
seminars; only 66.7% of teachers reported gairtieg teaching strategies from reading.

Of all the teaching strategies available, privatesic teachers seem to consciously
or unconsciously apply Wgovsky'’s scaffolding thgor their teaching. They identify

students’ problem (proximal zone), step in to asgisdents, and then step out to let
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students work and learn on their own (Colprit, 20D0ke & Simmons, 2006; Gholson,
1998; Kennell, 2002; Wiggins, 2001). As Wgotsk938%) described, “the discrepancy
between a child’s actual mental age and the leeekhches in solving problems with
assistance indicates the zone of his proximal dgveént” (p. 187). Wiggins (2001)
further explained that the zone of proximal devaiept is “the region of sensitivity to
social guidance where the child is not quite ablmainage a problem independently but
can work toward a solution when guided by an adbl structures and models the
appropriate solution to the problem” (p. 13). Usihg zone of proximal development in
teaching is one method of helping students becomsaally independent. This strategy
can also help a student who has difficulty makiogrections in their learning (Brand,
2001).

Jorgensen (2000) and Kennell (1998) suggested thah&rs should exercise caution
when attempting to identify a student’s proximaheoThat is, teachers teach according
to their interpretation of students’ understandimgy, their interpretation can be mistaken,
leading to unsatisfactory results. Therefore, sglexttention is needed when determining
students’ proximal zone. For example, when a stukieeps hitting wrong notes in a
musical passage, the errors could indicate thasttident needs help with fingering,
among other possible interpretations. In this cagaulty assumption that the wrong
notes are due to lack of practice could have athegenpact on the student’s motivation.

Another strategy that private music teachers comynase is a rehearsal frame — a
unit of analysis in performance instruction. Thanfie begins when a teacher finds a
problem in a student’s performance and ends wheprbblem is solved or another new
problem is identified (Colprit, 2000). In other vdst proximal performance goals are the

organizing principles of the lessons:
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The start point of each rehearsal frame is definethe teacher’s implicit or

explicit identification of a proximal performancea]. Explicitly identified goals

are relatively easy to observe because the teaehiealizes precisely what needs to
change in the students’ performance (e.g., “Youtrbtiag down the pitch of the
C-sharp”). Teachers may also identify performarzagnonverbally, through
modeling (e.g., singing, playing, clapping) or gess. After a goal or target is
identified, the teacher may direct the studentiéy p series of performance trials
that are intended to effect a positive change éntdéinget. (Duke, 2000, p. 20)

Using this strategy, “selection of targets [is]atatined by the occurrence of student
performance errors and by the sequence of musicaiezhnical events within the piece.
The role of the teacher...seems to be reactive” (DRR60, p. 217). Nevertheless, by
displaying good diagnostic skills, the teachercigva in that he/she is still the one who
helps students fix their musical problems.

Philosophical Views.In music education, teachers’ beliefs about tearhuasic
have been categorized as: 1. absolute formalidterevthe meaning of music is found in
the way sound is organized (melody, rhythm, harmtame color, texture, dynamics, and
form); 2. referentialist — where the music servegmal functions such as portraying
stories or building character; and 3. absolute @sgionist — where the expressive
gualities of the music is of primary importance angsic is assumed to be analogous to
feelings (Reimer, 1989). Although private teacheexh according to their own beliefs,
no particular philosophical positions have yet bielemtified as representative of studio

teachers:

There are approaches to piano playing for exampiehwve refer to as the French
or Russian school of playing.while there are still Russian or French schools of
playing in these countries, they will inevitablycdoeene influenced by other
approaches. This happens through the migratioaragample, Russian, French, or
Japanese teachers and performers to other couintiiesope or North America,
and also through the availability of access toaussimedia. (A. Rowe, personal
communication, March 26, 2004)

Perhaps the reason that no philosophy of privataerteaaching has emerged is that no

systematic examination of private music teacheetiels has yet been undertaken.



52

There are many private music teaching methodsegdawards the preparation of
technique and repertoire (Edwards, 1988). Most otetiooks do not show a clear
philosophy but rather an implied belief in fosterimetter technical and musical ability
through exercises and pieces (A. Rowe, personahuorication, March 26, 2004). Some
authors of method books state that they want anldo enjoy music and have fun
learning. Other method books, however, start witlamy word to parents and teachers.
The only studio method book that states a strorlggphical standpoint is the Suzuki
Method (Suzuki, 1978).

Suzuki Philosophy.Suzuki’'s Talent Education is so far the only instantal
method for young children with a philosophical fmork. Suzuki’'s philosophy is a
combination of ideas from both Eastern and Westaltures.

Suzuki formalized the “Mother Tongue Method” inialin children should learn
music as they are learning their mother tongueuthindistening, repetition, and the
provision of parental supervision. He believed thasical ability is nurtured rather than
innate (i.e., a talent). Therefore, children shailtt to learn music from a young age
similar to the way they acquire language (Suzud§9). In the Suzuki approach, teachers
work to achieve one goal at a time. Parents areagg to attend lessons, make notes
during the instruction, and coach student practdeome (Colprit, 2000; Suzuki, 1969).
Furthermore, Suzuki believed in sound before si§bteeing with Suzuki, Young et al.
(2003) wrote that aural awareness and improvisatstiould be emphasized before
notation is tackled. Although the Suzuki Methodavidely used in school string programs,
it was originally intended for private music teaupi(Suzuki, 1969).

As Suzuki himself was a violinist, he originallgdmn his talent education to educate

young violinists. His philosophy, however, has beersuccessful that it has been
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adopted for other instrumental teaching such astleiki piano method and Suzuki flute
method. The Suzuki method is used both in North Agaeand throughout Asian
countries.

Having overviewed topics involving the role of ¢bar, | next move to different

ways of teaching.

Ways of Teaching

Private music teachers tend to follow a sequeptttern of talking, modeling, and
listening to student performances (Colprit, 2000s@-Giomi et al., 2005; Speer, 1994).
Yet there are many teaching styles. Instructiomsfaadback, questions and answers (the
former mainly from teachers and the latter mainbnf students), vocalization,
demonstrations, modeling, and student imitatioroantfor the majority of time spent in
a private music lessons (Campbell, 1991; Colp@i@® Costa-Giomi et al., 2005;
Siebenaler, 1997). These activities can be dividadverbal communication and
non-verbal communication. Musicing (i.e., makingsiey also plays an important role in
a studio music lesson. Although few studies havestigated how private music teachers
use music as a teaching medium, I've revieweddlatad literature that could provide
insight into this topic. | will begin with an expiation of music teaching styles followed
by an overview of verbal and non-verbal communarati

Music Teaching StylesTeaching styles are the cumulative patterns otiddal
teachers’ teaching behaviours (Gumm, 1991). PrattAssociates (1998) described five
perspectives in teaching: Transmission, Apprentige®evelopmental, Nurturing, and
Social Reform. As previously described, the refatop between a private music teacher

and their students can be compared to that of éemasd his/her apprentices. Pratt’s
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Apprenticeship Perspective sees teaching as tleegs®f enculturation of a specific
community (e.g., music and carpentry) through obegrand modeling. In this case,
private music teachers enculturate and introduee students into the community of
music. Pratt’s five perspectives are derived fra@negal education. As Gumm (1991)
wrote: “it is evident that there are similar teaxhstyles in music as in general education,
but because of the unique subject matter and typeteractions possible in the music
classroom there is a more extensive list of muesaching styles” (p. 123). Only a few
studies have specifically examined music teachiyigs

Gumm (1991) looked at the teaching styles of chairalctors. After analysing 134
teaching behaviours through common factor analgsit valid dimensions of music
teaching style were identified: Student Independeiieacher Authority, Positive
Learning Environment, Time Efficiency, Nonverbal tiation, Aesthetic Music
Performance, Group Dynamics, and Music Conceptriiegr Further k-means cluster
analysis of the director’s score on the dimensfonsd 11 teaching styles:
Student-Centered Comprehensive Musicianship Ouefteacher-Controlled
Comprehensive Musicianship Oriented, Student/StibMedter Interaction Oriented,

Task Oriented, Music Performance Oriented, Cooperdiearning Oriented, Concept
Presentation Oriented, Content Oriented, Low Teakthvlvement Oriented, Discovery
Oriented, and Nonfocused Low-Interaction Oriented.

According to Tsai (2000), a music teacher’s teaglsityle is built on “the teacher’'s
cultural and societal upbringing, the paradigmhaf profession, student’s learning status,
the teacher’s personal learning experiences, giplusal beliefs, knowledge and
personality” (p.2). Building upon Gumm (1991), Tsaidied the music teaching styles of

218 piano faculties in the Taiwanese universifigght dimensions of piano teaching
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styles were identified through factor analysis:igimiened Instruction, Potent Teaching,
Aesthetics, Performance Effect, Responsive LearBmgronment, Discriminatory
Teaching and Learning, Flexible Classroom Structamel Sequential Instruction.
Subsequent cluster analysis resulted in four peexadiano teaching styles: Performance
Outcome Oriented Potent, Music Content Orientedignatory, Enlightened Student
Centered, and Teacher Centered. Unfortunatelye hat located studies that talk about
the music teaching styles of Canadian private migsichers or the private music
teachers of younger students.

Verbal Communication. A high percentage of teacher verbalization is oleskin
both private music lessons and school music clggsaprit, 2000; Duke, 1999; Speer,
1994; West & Rostvall, 2003). In a study of thegatsal frame of Suzuki string teachers
and students, Colprit (2000) concluded that 45%eftotal time was spent on teacher
talk; 20% was spent on teacher modeling; and 41%de=aoted to student performance.
In the teacher verbalization, directives were tlesnirequent category; there were twice
as many approvals as disapprovals.

West and Rostvall (2003) categorized the functibteacher speech as
testing/inquiring, instructing, accompanying studeerformance, analyzing, and
expressing their views about music and studenbpadnces. Teachers are the ones to
control the teacher-student interaction. Studergo#en ignored or challenged when
they try to lead an interaction. Benson and Ful@@42 further divided teacher
verbalization into directives, information, analegji positive and negative specific
feedback, positive and negative non-specific feeklband questioning. After observing

private piano lessons in both China and UnitedeStahey found that teacher directives
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are used most frequently and analogies are usstifteguently during the lessons in
both countries.

The quality of a teacher’s verbal communicatios aalirect influence on children.
Observing teacher and student behavior in Suzukgsiessons, Duke (1999) found that
teachers gave more positive verbal feedback toleestadents than to male students.
Teachers used physical positioning and asked mastipns with younger students
while they performed more for older students. Teaslprovided more verbal explanation
to students who had higher parental involvement.

Duke and Simmons (2006) studied the lessons eéttenowned instrumental
teachers. They found that there are three typéseolback given by experienced teachers:
technical feedback, negative feedback, and podiedback. Technical feedback was
given to create interpretive effects. Negative btk was made to direct specific
musical performance effects. Infrequent positivedfgack was provided when students
achieved the desired performing goals. Moreovéfeatiback was clear, direct, precise,
and detailed.

Taylor (1997) looked at student interpretationseaicher’s verbal praise in selected
seventh- and eighth-grade choral classes. Shefispéigiexplored how familiarity with a
teacher and the context affected student interfipetaof praise as deserved or
instructional. Responses from questionnaires asérohtion of videotaping showed that
familiarity with a teacher affected student intetation of verbal praise. The results also
indicated that students were able to perceive vibachers were praising a good
performance and when they were praising to progimuragement.

In an experimental study, Duke and Henninger (1@&@mpted to determine the

effects of verbal corrections on student attitude performance. One teacher taught
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individual recorder lessons to 25 college studdntthe first half of the lessons, the
teacher directed corrective information throughateg feedback. In the remaining
lessons, the teacher taught corrective informaigng detailed directives. The authors
concluded that positive attitudes and feelingsetitsfficacy were the result of students’
successful accomplishment of music performanceyadial reinforcement. The
different verbalizations used by the teacher toroamicate corrective information did
not affect adult students’ attitudes towards leagniWe do not know, however, if the
results would be different if the same study weygicated with children.

What teachers believe about the aptitude of ahildiffects their verbalization when
they teach. Using quantitative methods, Speer (L@@%ed at the verbal behaviors of
independent piano teachers in private lessonsoHeluded that teachers give more
directions to “average” students whereas “betterients receive more specific musical
task presentations. Teachers with more teachingreeqce tend to be more disapproving
than teachers with less teaching experience.

The above findings convey the functions and infliesof teacher verbalization.
Teachers talk to convey information, give directiask questions, and give approvals
and disapprovals. Students are able to perceivputpose of different kinds of praise.
Teacher verbalization can influence students'uatéttowards learning. Although verbal
communication occupies a large portion of time prigate music lesson, non-verbal
communication is just as significant.

Non-verbal Communication. Teacher modeling and student performance are the
major forms of non-verbal communication in privatasic lessons. Nonverbal
communication includes interactive behaviours sagkye contact, closeness, gestures,

facial expressions, rehearsal pace, volume, andilatoh of voice (Hamman et al.,
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1998). Nevertheless, many studies in music edutédiaking at nonverbal
communication focus only on teacher modeling andestt performance. For example,
effective music teachers tend to provide more modealuring lessons. There is a
positive relationship between teacher modelingsindent performance (Dickey, 1992;
Siebenaler, 1997).

In a studio music lesson, it is customary for leas to use a musical instrument to
provide the model while students respond on thestruments. Modelling is the most
efficient way to demonstrate phrasing, rhythmidagrais, pitches, and style. The value of
modelling is supported by research. Dickey (198d)example, conducted experimental
research comparing the effectiveness of verbaluosbn and modeling instruction in
group instrumental lessons. The results revealed #ffective modeling strategies
improve the development of instrumental ear-to-hemadination and physical response
skills.

Besides instrumental modeling, singing is an alieve method for teacher
demonstration. The latter can also be considefedwaof verbalization when words are
used. When teachers use singing in instrumentsdies they do not, however, usually
use words. According to interviews in Rose and Bai€1998) qualitative research,
teachers sang to demonstrate articulation, timang,rhythmic patterns. They sang to
model phrasing, contrasting versions, and stylissaes, and to provide feedbacke
tone of the singing voice is also a tool for matiea, affirmation, and encouragement.
Many teachers used the voice in combination wittagpg and gesture. Although
teachers were conscious about the quality of gieging voice when they first started
teaching, many of them stated that they becameartable with their singing voice after

many years of teaching and used singing as pdneafregular teaching process. This
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suggests a correlation betwdeaching experience and willingness to use onetevdt
is interesting to note, however, that most instmiakteachers consider themselves
non-singers even though they use singing in tleaiching.

Social skills and personal characteristics arsatiorelated with non-verbal
communication in private music teaching. Body laaqggiand facial expression
sometimes unconsciously convey messages. Hamahn(£998) directed a correlational
study exploring the teaching effectiveness andasa&ill development of preservice
teachers. They found that Emotional Expressivityitaividual’s skill in nonverbal
communication), Emotional Sensitivity (an individtaakill in receiving and interpreting
the nonverbal communication of others), and Sdcaitrol (an individual's ability to
engage others in social discourse) were relatatidarequired in effective teaching.

Nonverbal communication such as modeling, singamgl, interaction behaviours are
prominent in private music teaching. Modeling am#jg convey knowledge and music
to students. Teachers’ social skills sometimesridmute to student motivation. More
studies investigating teachers’ social skills insmueaching are needed.

The Use of Music in Private Lessond he primary functions of music as listed by
Merriam (1964) are: emotional expression, physiegponse, aesthetic enjoyment,
entertainment, communication, symbolic represemtagnforcing conformity to social
norms, validating social institutions and religiatisals, the continuity and stability of
culture, and the integration of society. Hargreaaras North (1999) add that engagement
with music increases cognitive development, contab to self-identity, influences
interpersonal relationships, and creates mood. d/igsan inseparable part of applied
music teaching and learning. It is, after all, $hdject that is being taught, the art that is

being conveyed, and an experience that is shatagbe teachers and students.
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Only a few studies report how music is used ingig music lessons beyond the
material and skills to be taught. When teachingimigsyoung children, Orsmond and
Miller (1999) suggested that “music seems to besdiom that strengthens the
integration of auditory, visual and motor co-ordioa” (p. 35). Investigating the
interactions between private guitar teachers amdesits, West and Rostvall (2003)
claimed that teachers tend to refer to the notatesic as note symbols rather than as
conveying art. They also argue that teachers temalk about the music rather than
actually perform it, in contradiction to the littmge attesting to the importance of
modeling.

One of the functions of music is to convey ematibime word “emotion” seems to

be identical with the word “feeling.” However, Dasia (2003) argues that

emotions are actions or movements, many of theriqouisible to others as they
occur in the face, in the voice, in specific bebavs... Feelings, on the other hand,
are always hidden, like all mental images necdgsan¢, unseen to anyone other than
their rightful owner, the most private propertytbé organism in whose brain they
occur. Emotions play out in the theatre of the bdebelings play out in the theatre of
the mind. (p. 28)

Reimer (2003) further explains that

[e]motion and feeling are linked, feeling being tiplaying out” in actual experience
of what the body is emotionally undergoing. Thatyphg out — the intricacies of felt
experience as we interact with environing condgien is what consciousness
“notices,” or “is aware of.” (p. 81)

In a later article, Reimer (2004) clearly illusasthow the word “feeling” connects to

“music”:

To play “musically,” which essentially means taypl'with appropriate feeling,”
requires that one be aware, whether overtly or tlyy@f the rules and regulations
culturally established, to reflect them in one’sisding and, in Western and other
cultures, to add one’s own imaginative expressiorthose considered exemplary.
Musical feeling, then, resides in how performersdgd by the sounds imagined by
the composers they are interpreting, actualizenteeactive sound-implications a
musical system affords. (p. 6)
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Therefore, rather than saying that music conveystiem, it may be more accurate to say
that music expresses emotion that generate feahngs as performers and listeners. In
another words, music is a felt experience for pentys and listeners.

Research indicates that performers consider thatienal expressivity is an
important aspect of music performance (Juslin &Ban, 2002). Music is used to
communicate emotions from performers to the listendsing an ecological approach in
an experimental study, Gentile (1998) found thahlaalults and children are able to
identify the music excerpts that express happirssiness, and anger. Emotional
communication in music is significant for musiciaarl listeners because this
communication stimulates our feelings and our niandnjoy the aesthetic aspects of the
music. Nevertheless, how do music teachers teadcaliexpressivity?

According to Juslin and Persson (2002), the expresaspects of performance seem
to be neglected in instrumental music teachingchiees tend to emphasize skills rather
than expressive aspects resulting in a delayestiartievelopment in students. Aural
modeling and experiential strategies such as teetimetaphors and the focus on the
performer’s felt emotions are the traditional stigaes for teaching expression. Juslin and
Persson further add that providing cognitive fee#ttand relating music theory to
emotional communication (e.g., happiness equatddagpo, small tempo variability,
bright timbre) can also enhance students’ musigatession.

As mentioned above, many teachers emphasize tpehbiefore addressing the
interpretive aspects of music. It is difficult ®ach the expressive aspects to beginners
while they are struggling with note learning andymat achieve enough technical ability
to express the music. Therefore, Duke and Simnm2086) suggested that effective

teachers should be able to assign repertoire aocpial students’ capabilities:
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The challenge for the students then, is to exet¢echnical and musical
demands of repertoire with the utmost skill evémetthey engage in performance.
Students come to lessons having learned the nbths piece and having had time
to make independent interpretive decisions. Itosfthis point — notes learned
and musical ideas formulated — that work in thedesbegins. (p. 11)

These words might explain why private music teasleenphasize technique more for
beginning students. It is not until students achmécally mature enough that they can
achieve satisfying musical interpretations. Althlourgterpretation is often encouraged,
private music teachers tend to allow studentspnétive choices within a limited frame
established by the teachers. Once a student'netation is different from the teacher’s,
teachers tend to lead the students to adopt tresumably more informed
interpretations.

Whether one should teach notes before soundsemasabcontroversial topic over
the years. Studio instrumental and vocal teaclesrs to teach notated music (Nettl,
1995). Children are encouraged to read the notds aiso learning technique. “I can’t
read the notation” is sometimes the equivalencé @dn’t play” (Houston, 2003). As a
result, many children rely on the notated musibheathan listening to the sounds they
are making. On the other hand, educators suchstal®zzi, Mason, Suzuki, Kohut, and
Gordon all advocate the sound before symbol appr@dcPherson & Gabrielsson,
2002). Although the sound before sign approachtbaslvantages and is the norm in
oral cultures, children could also rely more onéhe and have poor sight-reading skills
because of the delayed sign learning.

Because private music teachers use music asrameéeor tool to teach students
how to perform on an instrument, the choice of musipacts greatly on student learning.
Private music teachers tend to emphasize workbédogrteat classical masters (Nettl,
1995). Students, however, develop an ownershipmismusic. Children tend to view

classical music as “their” (i.e., meaning peoplé¢haf authority group — teachers and
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schools) music, while they think of popular mussc‘aur” music (Williams, 2002). In
the past, private music teachers who prepared stsifier examinations and competitions
taught the classical repertoire (Western art musecphuse these works were required.
For example, different systems of music examinat@hrequire students to prepare four
or five selections from Western art music of diéfet eras followed by technical works
such as scales, sight-reading, and ear tests (Rayalervatory of Music Examinations,
2004; Trinity College London, 2004). It was notiurgcently that examination institutes
included popular music in their examination syllal§jRoyal Conservatory of Music
Examinations, 2004). In the TV program “The Piananyl Houston (2003) mentions
that one needs to take lessons to be a classar@kpireferring to the focus on classical
repertoire in private piano lessons. InterestinBlg,Vries (2003) suggested that for those
who studied piano as children, classical music@ollar music are the most enjoyable
lesson content; Cooper (2001) wrote that, for thvaise start lessons as adults, classical
and religious music are the most enjoyable lessatenit. Duke et al. (1997), however,
argued that when asking what students like to plagt on the piano, 36 % of children
responded to “music that my teachers” give me w2@és6 of children selected “popular
music from sheet music and books” as their faveuatplay on the piano. Nevertheless,
rather than stick to the works of great classicastars, studio music teachers should
explore a variety of music styles congruent witidsint interests (Cooper; De Vries;
Duke et al.; Siebenaler, 1997; Speer, 1994).

We only know a little about the use of music ifvate music lessons. More research
is required in order to understand how and whyatetyypes of music are used in a
private music studio and their impact on studeatrieng, commitment, and life-long

interest in music.
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Culture and Gender

My research participants were Taiwanese Canadianat® music teachers and
students. As a female, Taiwanese-Canadian, privaigic student and teacher, | have
experienced and noticed a number of issues inreutind gender. How do beliefs in
Western and Eastern cultures differ? How are aguto learning different in the West
and the East? Do boys and girls learn music iredsfit ways? Having these questions in

mind, | set out to explore these two aspects.

Culture

Culture is the web of living in which we share waysonceiving the world,
knowledge, belief, art, morals, law, custom, rigjaiiles, behaviours, and languages. It is
humanly-constructed and transferred through atsficom generation to generation
(Sunstein & Chiseri-Strater, 2002; see also C#89). According to this definition,
culture refers to the lived experiences of peopdeiad the world. Recently, social
scientists define culture as “the ways in whichialdde is constructed through the ideas
that people have about it, and the practices thatfrom those ideas” (Rose, 2002, p. 5).
Private music teaching, for example, is a cultuitkiw larger cultures. As two larger
cultures are involved in this study, both Chinesg.( Mainland China, Hong Kong,
Singapore, and Taiwan) and North American (e.gnada and United States) cultures
and experiences and beliefs about teaching andihgamusic will be discussed in the
following paragraphs.

East and West While Western education philosophies have beertlgriedluenced
by Plato and Socrates, Chinese educational betetdve around the philosophy of

Confucius. Chinese people refer to Confucius agjthatest teacher of all generations.
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Confucius believed in respect for elders, delaymdifgcation, and discipline (Brand,
2002; Ding, 2000; Ku, 1984). He also believed thasic is part of a moral education
(Ding, 2000; Ku, 1984).

The way a child is brought up has a great impadhe child’s attitude and valuing
of learning. Eastern collectivism emphasizes reaiy, obligation, duty, security,
tradition, dependence, harmony, obedience to aitighand equilibrium (Brand, 2002).
The teacher plays the role of an authoritativeregunder Confucian influence. Chinese
culture places a high value on education for s&téem, self-improvement, and family
honour. Family is the priority of each individuglAn] individual is a developing part of
a continuing family lineage. It is a progressivattouity of a specific ancestry of one’s
family; each individual is part of an ethnic contity and is defined within those
relationships” (Pratt, Kelly, & Wong, 1998).

Because authority is respected, Chinese childeexpected to be dutiful and
obedient from a very young age. Filial piety i9sgly emphasized in this culture.
Chinese parents support their children throughnthele educational journey because
this is a way of being responsible and contributméamily continuity. In return, high
educational performance is expected (Brand, 2008).Chinese parent-child
relationship also applies to that of teacher-stu@eratt et al., 1998). A teacher is viewed
as a fatherly figure in the education setting. 8tid must be dutiful and obedient to their
teachers. In addition to guides or facilitatorseafrning, teachers are also role models and
consultants who are involved in students’ dailg$ivA teacher’s responsibility does not
only reside in giving students knowledge but atseducating them to be useful
members of society (Wong, 1999). This teacher/studdationship is changing today,

however, because of the influence of Western cedt¢Chan, 1999). Furthermore, under
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the Confucian influence, Chinese culture tendsttiate success to effort rather than
ability (Edwards, 1988; Hallam, 2002; Pratt et 4098).

Although there are no statistics on exactly howynehildren in the
Chinese/Taiwanese community study music, many @nltake studio music lessons.
Nonetheless, Western music seems to be the formadit” around the world (Ho, 2003;
Nettl, 1995; Oku, 1994). This phenomenon mightHzeresult of the early European
colonization of arts education (Sunstein & Chisgtriater, 2002) and globalization (Ho &
Law, 2002). Ho (2003) indicates that school musicently taught in three Chinese
cities (Taipei, Shanghai, and Hong Kong) is prifyaiWestern. Music teachers’ training
is based on Western music education practice. Idluitdren are studying Western
instruments such as violin and piano rather thasimg traditional Chinese instruments
as their first instruments. Western influence iergg in the world of private music
teaching.

For its part, Western culture respects an indizidtic style of creativity, bravery,
self-reliance, and solitude (Brand, 2002; Wong,80The teacher’s role, although still
dominant, leaves more space for student self egjmesBecause of the focus on
individualistic style, parents do not have high @ational expectations as much as Asian
parents. Educational performance is less emphasizadctice (Brand, 2002). Western
culture tends to attribute success to ability,|s&itd individual differences (Edwards,
1988; Hallam, 2002; Pratt et al., 1998). This mighta reason why private music
teachers in Taiwan who teach Western instrumentggiertend to nurture musical
“talent.”

Several studies have examined the differencegdeet North American music

students and Chinese music students. In an ethplugrstudy, Brand (2002) interviewed
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three undergraduate music education majors in Ui8tates and three undergraduate
music education majors in Hong Kong. He found tbatjng the interviews, American
students seemed to need more personal space/@istaen talking to the interviewer
than the Chinese students. In addition, Americadesits seemed to be comfortable with
conversation whereas Chinese students were coml@rath silence. The latter were
more careful about what they said. The verbal sifl&mericans was direct and pointed
while Chinese had an indirect, subtle verbal st&laericans were more confident and
showed more emotion in contrast to the restraimeotien of the Hong Kong students.
The Hong Kong students were more uncomfortable eothpliments than were
American students. When talking about concernsge@la schooling and their music
learning, Hong Kong students expressed concerng #dheir capacity to please
principals, parents, and children. American stusidmbwever, expressed concerns about
external issues such as school violence, parempalost, and funding. All the Hong Kong
students placed family values higher than Amerstadents in their self descriptions.
Learning styles are also different for North Angan and Asian students. According
to Brand (2001), Asian music majors are often jubigebe talented, diligent, and hard
working. They are also viewed as rote learnersaloylty members. However, after
comparing American and Chinese music majors legrsiyles, Brand found that
American students have a greater tendency to rehg mn extrinsic motivation and rote
learning than Chinese music students. The redglisshowed that both American and
Chinese music students shared a depth of involvearehdedication to music study and

musical achievement.
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In conclusion, the Confucian values of effortctfpéine, respect of authority, and
family values are deeply imbedded in Chinese stisdém contrast, North American

students seem to be more open to expressing thaifdeas as a result of individualism.

Gender

There is a vast amount of research on gender incrang music education.
Although no research on gender in private musichie® has been located, it would be
prudent to be alert to possible gender issuesivager music teaching.

First, there seems to be a relationship betweelbice of instrument and
children’s gender (Conway, 2000; Elliott, 1996; Hson & O’Neill, 2000; Ho, 2003;

Rife et al., 2001). In Chinese culture, the musazdivities most associated with females
are singing and piano playing. Conducting and lamgiestral instrumental playing are
for males. Girls are more likely to relate to indagstruments such as piano, violin, flute,
and Chinese plucked instruments while boys retatarger instruments such as cello,
double bass, and brass. Girls are more open terelff genres of music from classical to
popular than are boys. Both boys and girls prefgupar music in their music education
(Ho, 2003). The above statements are also trugeiftestern culture (Dibben, 2002;
Harrison & O’Neill, 2000). Dibben (2002) furthergested that “parents may encourage
their children to choose instruments on the basgender stereotypes” (p. 122). In
addition to parental influences, social values lauadlia influence the choice of musical
instruments for males and females (Conway, 200@)idht be helpful for music
teachers and parents to provide counter-stereatyymte models such as males playing
flute or females playing trumpet in order to minz@igender stereotyping in instrumental

selection (Conway, 2000; Harrison & O’Neill, 2000).



69

Secondly, boys and girls have different attitugbegards making music, according
to some research studies. Looking at childrenitud# towards making music, Green
(1997) suggested that both boys and girls thinkdirés are better at singing and that
girls are more involved in music making. This carsabn corresponds with Cooper’s
(2001) finding that females are more likely to réteir piano learning experiences
positively than males. Hallam (2004) also found tiids tend to spend more time
practicing than boys. When applying the attributilb@ory to music learning, females
perceive ability and effort as more important tdammales (Legette, 1998). Hallam
(1998b), however, argued that females tend tdoatiitheir success to luck rather than to
ability.

Third, gender stereotyping often labels musicnaifiéne activity (Brand & Dolloff,
2002; Conway, 2000). When asking music educatiodesits from the United States and
Hong Kong to draw an image of a music teacher, mobsgte students drew pictures of an
older conservative female. The female teachers trendrawings also shared common
personality traits; they were portrayed as smilingrm people (Brand & Dolloff, 2002).

Lastly, gender plays a role in how young childirgeract with their teachers. Girls
engage quickly with teachers whom they perceiveetériendly because they respond
best to nurturance, caring, emotional support,agrdeableness. On the other hand, boys
are more likely to base their relationship withcteers on achievement-oriented teaching
(Davidson et al., 1998).

In summary, gender plays a role in student matwedand teacher-student
relationships. It influences at least learningadiees and the choice of instruments.

Therefore, it is an issue worthy of attention bivg@ie music teachers and parents.
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Summary

This review of the literature explored private ntugiaching, those involved in
private music education, the effective deliveryezching, and the nature of learning in
private music lessons. The literature revealedpghaate music education tends to follow
an expert-novice apprenticeship model. Studentenps and teachers form a strong
triad in that they interact in shaping motivatitggrning and teaching beliefs, practice
habits, and learning outcomes. Moreover, cultuediebs and gender also seem to
influence private music teaching and learning. &laf qualitative research in private
music teaching is evident.

The next chapter describes the ethnographic metbgg used in this study.
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Chapter Four — The Way

“A journey of a thousand miles begins with a singflep.” Lao-Tsu

This chapter explains the research design of thidysAccording to Van Manen
(1990), “[m]ethodology refers to the philosophiarfrework, the fundamental
assumptions and characteristics of a human sciggrspective” (p. 27). Method, on the
other hand, “is charged with methodological consitlens and implications of a
particular philosophical or epistemological pergpet (p. 28). Van Manen further

explains:

Techniques refer to the virtually inexhaustibleiegyr of theoretical and practical
procedures that one can invent or adopt in ordemid out a certain research
method...the term “procedure” refers to various raled routines associated with
the practice of research.” (p. 28)

Knowing about methodologies, methods, techniques peocedures helps researchers
organize and construct their studies. The purpbsesearch has a direct relationship to
the methodology chosen. The purpose of my studytavagamine the private music
teaching and learning of Taiwanese Canadians. Beaawy research questions involved
looking at how, why, and what Taiwanese Canadiaasit and learn in private music
lessons, qualitative research approaches were apmrepriate than quantitative research

approaches.

Methodology

Qualitative research is the general term forftflewing types of research: human
science research, interpretive inquiry, naturalistquiry, and constructivist research

(Lincoln & Guba, 1985; Van Manen, 1990). While gtitative researchers search for
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truth with scientific means and usually associbgrtfinding with numbers, qualitative
researchers believe that humans are unique beingsnpossible to study human
experience in the same way that scientists invagtighysical objects. Qualitative

research is based on five philosophical beliefsagoms).

Five Axioms

According to Lincoln and Guba (1985), the five ar®of naturalistic inquiry
emanate from a postpositivist world view. The filsee axioms also resemble Creswell’'s
(1998) three philosophical assumptions of qualitatesearch. The first axiom is
ontological; it describes the nature of realityalRg in naturalist inquiry is subjective,
multiple, constructed, and holistic. The aim of lifaive research is not to find a singular
reality but rather to construct a meaningful untéerding of human experiences (Bresler
& Stake, 1992). Human beings do not acquire readglarknowledge and meaning; they
build concepts, schemes, and models to make sées@erience and arrive at meanings
through constructing and interpreting experienSehandt, 1994).

The second axiom is epistemological: it explaivesrelationship between those
doing the research and what is being researches\{@il, 1998). Instead of taking a
neutral position as does a quantitative researchgualitative research the researcher
acknowledges her impact on the study. Indeed,abearcher (knower) and that being
researched (the known) are interactive and insefg(hincoln & Guba, 1985).
Objectivity is not a goal.

The third axiom is axiological: it identifies thele of valuing in qualitative research.
The values of any inquiry are influenced by theuingr, the choice of paradigm/method,

the substantive theory, the context, and the vasenance (Lincoln & Guba, 1985).
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Value-laden preconception is acknowledged as vedtiases (Creswell, 1998).

Lincoln and Guba’s (1985) fourth axiom regardspbssibility of generalization.
The authors believe that the aim of an inquiryislitain a time- and context-bound
idiographic statement of individual cases. This nsethat the “reality” will change as the
time and the context of individual cases change.

The fifth axiom explains the possibility of cauiakages. Where positivists argue
that every action can be explained as a resultcaiuge, naturalists think that all entities
in the qualitative research simultaneously interatuence, and shape each other

(Lincoln & Guba, 1985). Therefore, causal relatlipss not sought.

Characteristics of Qualitative Research

The characteristics of qualitative research arevelé from or based on the above
five axioms. | discuss these characteristics iaitlgt the following sections. Most
characteristics are taken from Lincoln and GubB386) book about naturalistic inquiry.

Constructivism/Interpretivism/Symbolic interactioni sm. Qualitative research is
constructed and interpretive. The ideas of constism emerged from the German
intellectual tradition of hermeneutics, thersteher{understanding) tradition in sociology,
the phenomenology of Alfred Schutz, and critiquesaientism and positivism
(Schwandt, 1994). Constructivists deny the posits/iopposition of subjectivity and
objectivity. They accept the hermeneutical charaat¢he existence of both subjectivity
and objectivity. Meanings are learned not only tigto history, time, and language;
meanings are learned by people. In order to uraleisheaning, one must shape or
interpret it. Interpretation is a process of orgarg people’s readings of the meanings.

Therefore, interpretivists emphasize the first-parsubjective experience. Because
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meaning is constructed through inquirers’ intergtiens, it cannot be tested or verified.
We can only judge an interpretation by looking iotiteria such as thoroughness,
coherence, comprehensiveness, usefulness, andwesdiof adoption (Schwandt, 1994).
Symbolic interactionism is an example of intepristn and constructivism.

Symbolic interactionists think that humans make mmegabased on the environment
around them. These meanings are derived from sotgbction and communication
among individuals. Communication and interactioohsas language, media, text, and
non-verbal cues are symbols. Meanings are develivpedthese symbols through
individual interpretive processes (Schwandt, 1984another words, meaning only
exists when we say what we think the meaning ise@h person will have a different
way of constructing and interpreting meaning, megsior realities are multiple and
subjective. Furthermore, interpretation is idiodmag(i.e., emphasizing individual cases)
because different interpretations produce differe@anings and thus create different
realities (Lincoln & Guba, 1985). The purpose @& tritten report, then, is not to portray
a single reality but rather to invite readers tckkentheir own interpretations (Bresler &
Stake, 1992).

Natural Setting. Qualitative inquiries are conducted in naturalisgtf, and context
is emphasized. As Lincoln and Guba (1985) suggestatities should be understood as

a whole in order to obtaining holistic meaningseylalso indicate that

[b]ecause of the belief that the very act of obagon influences what is seen,
and so the research interaction should take platetie entity-in-context for
fullest understanding.... because of the belief imglex mutual shaping rather
than linear causation, which suggests that the @ghenon must be studied in its
full-scale influence (force) field. (p. 39)

Human Instruments. Naturalistic inquiries use humans as the primary
data-collecting instruments, not tests, questiaesapr surveys. As | mentioned earlier,

meaning is only achieved when someone interpregstevA human is the only
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instrument who can grasp, evaluate, interpret,randrd meanings from different
interactions in the research field (Bresler & Stel@92; Lincoln & Guba, 1985). The
researcher is the instrument.

Utilization of Tacit Knowledge. Tacit knowledge is recognized in naturalistic
inquiries. Tacit knowledge, such as non-verbal cigethe intuitive or felt knowledge that
underpins propositional knowledge. In an interactetween the researcher and the
respondent, more is happening than spoken worsoltly by recognizing the tacit
knowledge that we are able to achieve “whole” tesdi(Lincoln & Guba, 1985).

Use of Qualitative Methods Naturalistic inquiries require the use of qualitati
methods. Through constantly writing and reflectiggalitative researchers are able to
develop their own interpretations. Data collectmgthods such as interview, observation,
and interpretation of artifacts are common techesqutilized in naturalistic inquiries.
Multiple data sources are used to show differergpmertives of human experiences.
Qualitative methods are more efficient and abldascribe multiple realities than
guantitative alternatives (Lincoln & Guba, 1985).

Other Characteristics. | have summarized other characteristics includddnnoln

and Guaba’s (1985) book:

1. Aqualitative approach implies the use of psipe sampling.

2. Qualitative research prefers inductive datdysia

3. Qualitative research prefers to have a guidirgstantive theory (grounded
theory) emerge from the data rather than testitingary.

4. The design of qualitative research is emerggther than constructed.

5. The meaning of the outcome is negotiated betveth researchers and
respondents in order to achieve multiple realitie®rpretation by
participants (emic-insider) and researchers (afitsider) is acknowledged.

6. The case study reporting mode is preferredusscthis technique is able to
adopt an in-depth description in the research field

7. Qualitative research hesitates to make bropticagpion of findings because of
multiple and different realities.

8. Special criteria are needed for trustworthiness

Although Lincoln and Guba’s book is often citeddiscussions of qualitative



76

research, their ideas are from almost 20 yearslagdooked into recent books and find
that Moustakas’ (1994) description of the qualibéshuman science is more

straightforward. The common qualities of human rsoéeare:

1. recognizing the value of qualitative designs andhmgologies, studies of
human experiences that are not approachable thiqueyttitative
approaches,

focusing on the wholeness of experience rather sloéaly on its objects or
parts,

searching for meanings and essences of experiatiw than measurements
and explanations,

obtaining descriptions of experience through fipetson accounts in
informal and formal conversations and interviews,

regarding the data of experience as imperativaderstanding human
behavior and as evidence for scientific investmagi

formulating questions and problems that reflectitiberest, involvement,
and personal commitment of the researcher, and

viewing experience and behavior as an integratedreseparable
relationship of subject and object and of partswhdle. (p. 21)

N o g M W Db

These qualities are consistent with Lincoln and &bharacteristics.

To sum up, qualitative research is holistic angbieical. It is field-oriented and uses
the researcher as the key instrument. It is dasazipnd interpretive when reporting
meanings. Furthermore, it acknowledges subjectauity focuses on emic (insider) issues.
From the various qualitative research methodsyélthosen ethnography as my way of

looking into the world of private music lessonslTafwanese Canadians.

The Method

Ethnography is also called participant observatesearch or field research
(Moustakas, 1994; Sunstein & Chiseri-Strater, 20023 a study of a cultural group
through direct observation, formal and informakmiews, communications, and
interaction with the people of that culture grodo(istakas). It interprets and describes a
culture, system, or social group by studying tmgjleage, behaviors, customs, and ways
of life (Creswell, 1998). Ethnography is used ithaopological, sociological, and

psychological research (Moustakas).
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The setting where ethnographic researchers wardllied a field. Fieldwork is the
process of doing ethnography. Fieldworkers studpfeein context. A holistic cultural
portrait is the purpose of ethnography. Creswéb@) suggests that cultural portrait is
“an overview of the entire cultural scene by pygliogether all aspects learned about the
group and showing its complexity” (p. 61). ResearslHirst gain access to a cultural
group through gatekeepers and then locate keym#ots to gain insight into the culture.
Researchers step outside to observe people anthsiép unfamiliar events and artifacts
and to examine them closely. They have the emimaitmment to capture the perspective
of the insiders in the culture yet, generally, tipeytray etic descriptions as an outsider
(Sunstein & Chiseri-Strater, 2002).

Because no studies that | found investigated tktereuof the private music teaching
of Taiwanese Canadians, | wanted to provide areptidcultural portrait of private
music teaching and learning for this group. Inftiilowing paragraphs, | will discuss
how my research was conducted. | will describefigid of research and the selection of
participants, data collection, and data analysiglllalso describe how | dealt with
human ethics and trustworthiness and the limitatiomy study. Finally, | will discuss

my position as a researcher.

The Social Situation

Spradley (1980) thinks that identifying a socialigtion or a field is the first step
when doing ethnographic research. Social situatiovave three elements: a place (also
known as field of the study), actors, and actigitiEhe social situation of my research
was the private music teaching world of Taiwaneaaddian teachers, students, and

parents. The place of the study was the musicstublere private music teaching
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happens. The actors of the field were the Taiwa@es®dian teachers, students, and
parents who spoke either Mandarin or English omxdure of both. The activities of this
social situation were the teaching, learning, ameraction of Taiwanese Canadian

private music teachers, students, and parents.

Selection of Key Informants

The participants in ethnographic research areddéy informants (Sunstein &
Chiseri-Strater, 2002). The key informants in mydstwere Taiwanese Canadian private
music teachers, their students, and students’ fsaceinrently living in greater Vancouver,
BC, a pool selected because | resided in the @edhe surface, private music teaching
only involves teachers and students. However, gpt] are other key individuals who
can influence the child, instrument teacher, claasher, and ensemble conduction”
(McPherson & Davidson, 2002, p. 142). Parents laadieect impact on students’ musical
learning. They influence children’s musical preferes (De Vries, 2003); they provide
material as well as psychological support. Theg disve their children to lessons, sit in
during lessons, assist in coaching children at haemind children to practice, and pay
for the lessons. It was necessary to include psirpatspectives to provide a full
description of my field.

| recruited five Taiwanese Canadian private mteachers from my personal friends
and from recommendations made by Ms. Chen fronTéheanese Canadian Cultural
Society. Ms. Chen is an influential person in th@vanese music community in
Vancouver. She provided me with a contact listaivenese Canadian private music
teachers who were actively teaching and perfornmribe greater Vancouver area. My

criteria for selection were that the teachers leagived their early musical training and
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primary education in Taiwan and earned their pestedary degrees in Canada, were
currently teaching more than 10 private studemtd,lead more than three years of studio
music teaching experience. Each teacher identdiedof his/her students 9 years or
older and his/her caregiver as potential partidipéor the study. Children in this age
group were selected because they should be matatgle to provide a clear description
of their experiences of private music lessons (B889). Age was the only criterion for
student selection. | left the selection to teachexsause they were more familiar with
their students.

I made the initial contact by calling and e-majlial my Taiwanese Canadian
private music teacher friends and the teacherb®iidt provided by Ms. Chen. During
the first telephone and e-mail contact, | introdingyself and briefly described the
purpose and the procedures of my research. Thae2geeachers on my contact list.
Six teachers refused to participate in the reseanaiediately because they were
uncomfortable having someone observe their teachimge teachers were too busy with
their families (i.e., taking care of sick motheneglcoming a newborn) and were not
teaching at that time. Four teachers had moved teataiwan. Five teachers did not
respond. There were eight teachers who expressidieaest in joining the research. |
then e-mailed or personally delivered a lettemeftation along with a consent form to
these teachers. After reading the letter of inMtgtthree teachers indicated conflicts with
their schedules. Lily, Lauren, Sally, Patricia, &rdnk were the five teachers who
participated with me throughout the research period

Next, the five teacher participants talked tortlstudents and students’ parents about
the research. All teachers indicated that theyelstisdents based on the personality of

students’ parents. The teachers talked to the fsavdmom they thought would more
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likely agree to participate in the research. Itimilge also possible that teachers selected
certain students and parents because they wolddtrektter on them as teachers.
Nevertheless, because | was not seeking a randmplesand because of the nature of
my interview questions which were neither contrgi@mor personally invasive, |
concluded that teachers’ selection of studentsstuments’ parents would not impact
negatively on my research findings. The teachess girovided me with the contact
information of the students and their parentshig point | invited participation and

obtained written consent from each individual.

Getting Consent

Prior to recruiting the key informants, | had apgdlifor Ethics Approval
(Appendix 1) for Human Participant Research from tniversity of Victoria. After
receiving the Committee’s approval, | sent a latié@rming potential participants about
the purpose of the research and their contribwglong with a consent form (Appendix 2).
Private music teachers who agreed to participateisvesearch gave me their lists of
chosen students and provided contact informatioalléd and explained the research to
the selected students and their parents. A sepdattgeof consent was distributed to and
collected from students and their parents (AppeslRA & 2B). The letter of consent
explained that the data | gathered was confideatidlanonymous and that participants
would be free to withdraw from the study at anydirhalso explained that in order to
preserve the anonymity of the participants, | waisd pseudonyms in my writing
instead of their real names. Because | planned&otape all private music lessons and
record interviews throughout the data collectioriqee a separate section in the consent

form requested permission from teachers, studantsparents for these collection
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methods. Because my student participants were agédgl asked both the children and

their parents/guardians to sign their consent forms

Collecting Information

Ethnographers collect data from a cultural groupugh direct observation,
formal and informal interviews (e.g., daily conwvaisen through telephone, e-mails, and
in person), and interaction with the people of thdture group (Moustakas, 1994;
Spradley, 1980; Sunstein & Chiseri-Strater, 200Jon entering the field, an
ethnographer needs to ask good questions, be aligtater, be adaptive and flexible,
have firm grasp of the issues being studied, anaghbéased (Yin, 2003).

The data was collected between late April, 20G5.Ame, 2006. Several qualitative
methods were implemented in this research in dadensure credibility and transferable
data.

Observation. Observation is widely used in ethnographic reseéceswell, 1998;
Spradley, 1980; Sunstein & Chiseri-Strater, 2002)en entering into a field, the
researcher is creating opportunities for direcieobation. Behaviors and environmental
conditions are two main focuses for observatioreg@ell, 1998; Spradley, 1980). There
are two types of observers: non-participant obssrared participant observers (Spradley,
1980; Yin, 2003). Non-participant observers obse&weryday activities, habitats, and
people. They remain invisible and nonintrusive.yhexord and interpret from an etic
point of view. On the other hand, as a particigd¥erver, an investigator can gain an
“emic” (insider) point of view (Berg, 2004; Creswel998; Spradley, 1980). The
researcher is a participant in the field she/lstudying. Participant observers are able to

manipulate minor events such as creating meetirntipspgople in the field (Yin, 2003).
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This latter type of observation creates better opaties for accessing events and
groups than do other data collecting techniqueslsatincreases the possibility of
personal bias in interpretation.

Observation is an efficient way of gaining taciokvledge. According to Lincoln
and Guba (1985), tacit knowledge is the “informatipeaned from a situation without
(often) explicit knowledge on the part of eithender or receiver that they are
responding to or giving off useful information” (p96). Tacit knowledge is evident in the
nonverbal cues in unobtrusive measures. GolderDjliéi8ntified different non-verbal

cues:

Proxemic communication is the use of interpersgpate to communicate attitudes.
Chronemics communication is the use of spacingpeésh and length of silence in
conversation. Kinesic communication includes anghybmovements or postures,
and paralinguistic communication includes all tiaeiations in volume, pitch and
quality of voice. (p. 335)

Because only humans can sense, feel, describéntangret non-verbal cues, observation
uses humans as the instrument of data collection.
Observation can be recorded in different modescdln and Guba (1985) provide

the following list:

® running notes, straightforwardly anecdotal or orgedh into categories at the
time that they are taken;

® field experience logs or diaries, similar to fielotes but usually written at
some time after the actual observation;

® notes on thematic units, which have been defineddlof time, as, for
example, the units specified by a grounded theory;

® chronologs, running accounts of behaviour organaedg a fairly; rigid time
line (e.g., recording each separate behaviourabegiand noting the time at
which it occurred, or making a notation at somateaty temporal interval, say,
every two minutes);

® context maps, that is, maps, sketches, or diagaodnie context within which
the observation occurs, such as a classroom; mouweshebserved persons
can be recorded on such maps as well;

® entries according to some taxonomic or categosigsiem, as, for example,
taxonomies or categories that have been providipoahstructed from earlier
interview or observational notes;

® sociometrics, relation diagrams that depict varitypes of interactions (e.g.,
who plays with whom) or relationships (e.g., whones whom as best friend);

® debriefing questionnaires, intended not for th@oeslents but for the observer,
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typically used after the observer leaves the sdermemind him or her of major
categories of information that should be noted,;

® debriefing sessions, with other inquiry team merapaiso for the sake of
drawing out from the observer what has been seémeard; and

® rating scales and checklists, although these famasnore usually associated
with conventional inquiry since they assume a pkapwledge of what is
useful to observe (the items must be specifiediiaace).
(p. 275)

The official observation period of this study wam@nths. During these two months,
| observed four private music lessons for eachheastudent-parent triad. The duration
of lessons varied for each teacher-student pammidty, a private music lesson lasts
from 30 minutes to an hour. In order to avoid orifiparticipants’ reactivity behaviors
such as the guinea pig effect and the Hawthorreetefflue to my presence in the research
field, | video recorded all 20 lessons for fielchtml with a tripod and a Sony digital
video camera recorder (Lincoln & Guba, 1985). ivaxd at the site of the scheduled
private music lesson 30 minutes early each tinsetap the video recording equipment.
| then showed the teacher participants how to timercamera on and off before | left the
site. During the private music lessons, | waited wtifferent room or in my car until the
end of the scheduled lesson then retrieved theowigleording equipment. After each
private music lesson, | transcribed the video réiogy into a text record with
minute-by-minute detail. The text record (see AR for a sample) included
participants’ spoken language, music, changesdaqaly, gestures/spatial movements,
and other actions (West & Rostvall, 2003). Paresgber brackets were used to indicate
laughter, pauses, or interruptions. | later anaythe observation based on the text record.
My original plan was to observe and include thediaexpressions of the teachers and
students as part of the non-verbal behaviors. Hewéecause of the location of the
piano in teachers’ studio or students’ housesai sometimes difficult to place the

camera at my desired angle to provide a clear wktwachers’ and students’ facial
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expressions. Therefore, | removed facial expressam my analysis.

Interviews. Interviews usually involve two people face-to-facdromes, office,
school or other natural settings where the intervadan be conducted without disruption.
Telephone interviews and e-mail exchanges are sthategies used when it is difficult to
do an in-person interview. This one-to-one verbx@hange interview is also called a key
informant interview, where the interviewee is calesed to have special knowledge and
insight related to the research questions. Norreatiterviews from the positivist
paradigm include mailed or self-administered questaire and telephone surveys
(Anderson & Arsenault, 1998; Fontana & Frey, 1994y are used to collect data that
is categorized and analyzed statistically. In datlie research, key informant interviews
consider the informant’s experience and knowledgeetopic being discussed. The key
informant teaches the interviewer about eventspamsglonal perspectives (Anderson &
Arsenault, 1998). The purpose of interviews istha researcher to be able to capture
what he/she is unable to observe directly, to ecaptwltiple realities and perceptions,
and to assist in interpretation (Bresler & Stal@92). Lincoln and Guba (1985) further

indicate that

[tlhe purposes of doing an interview include, amotigers, obtaining here-and
now constructions of persons, events, activitiegamizations, feelings,
motivations, claims, concerns, and other entitiespnstructions of such entities
as experienced in the past; projections of sudtienas they are expected to be
experienced in the future; verification, emendatemd extension of information
(constructions, reconstructions, or projectiondpwied from other sources,
human and nonhuman (triangulation); and verifiagtemendation, and extension
of constructions developed by the inquirer (mendhercking). (p. 268)

Interviews can be categorized as structured ansluatsred. For structured
interviews, researchers plan ahead based on #ssiarch questions and construct the
guestions to find out the specific answers theydn&¢ructured interviews are similar to

guestionnaires except they are conducted orally.advantages of structured interviews
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are control, reliability, and speed. However, snoed interviews limit what the
respondent can talk about. The questions thatesearcher has in mind might not be
helpful in finding out what the researcher want&now. And because the questions are
asked in the same format and sequence for eadhipant, structured interviews are cold
and unnatural (Smith, 1995).

Unstructured interviews are also known as opereémthnographic interviews
(Fontana & Frey, 1994). Smith (1995) called undtred interviews “semi-structured”
because the researcher has a set of questionssbedd of following strictly the
interview schedule, the interview is merely guidgdhe schedule. The order of
guestions is less important. The respondent istrexpress his/her interests and
concerns. The researcher is free to explore irttageareas raised during the
conversation. The respondent is considered thereapehe subject. Rapport and
empathy are emphasized. Flexibility of coveragerasiter data are the advantages. On
the other hand, semi-structured interviews proléde control for the investigator; they
take longer and are harder to analyze (Smith, 1995)

An interview protocol is recommended prior to #otual interview. An interview
protocol addresses necessary equipment, proced@ms,al rules, and interview
guestions. It helps researchers organize and gindestigators in carrying out the data
collection (Yin, 2003). | find that an interviewgiocol is similar to a lesson plan that
teachers construct prior to teaching.

Smith (1995) gave the following suggestions testhoonstructing interview
guestions: use questions that are neutral rathervthlue-laden or leading; construct the
guestions with language familiar to respondentd; e open-ended questions that

encourage respondents’ thoughts and feelings (slmge@nswers).



86

When conducting the interview, the researchent®araged to use epoche (i.e.,
bracketing), which is borrowed from phenomenololgicathodology. The researcher has to
set aside his/her past associations, assumptindsrstandings, and biases so that the
interview results will not be influenced by theantiewer’s assumptions (Moustakas, 1994),
an important consideration given my insider staBracketing involves the researcher’s
identifying his/her assumptions and biases. Therugwer should be courteous, friendly,
and pleasant (Fontana & Frey, 1994). Good atteno@gviors such as relaxed posture, eye
contact, addressing responses, and active listavilhmmake the respondents comfortable
and increase the likelihood of a quality intervigdnderson & Arsenault, 1998).

Key informant interviews with private music teachestudents, and parents
helped me capture what | was unable to observettiréo encompass multiple realities
and perceptions, and to assist in interpretatiorgBr & Stake, 1992). All participants
(i.e., Taiwanese Canadian teachers, students,aredtg) engaged in two interviews,
each lasting between one half-hour to two hourgh(shorter periods for students).
Informal interviews with teachers and students voereducted before each lesson to
provide and clarify my summary of the previous tessThese informal interviews lasted
no more than 20 minute®@uestions for the first interview were developeahirmy own
experience and the literature (see Appendix 4)sQues for the second interview were
related to observations of the videotape. | uset-sé&ructured interviews in both
interview sessions. The interview questions andstiedule were used as a guide,
allowing my key informants the freedom to exprédsartinterests and concerns while
allowing me to pursue intriguing areas emergingrduthe conversation (Smith, 1995).

| recorded the interviews on a Sony Mini Disc melew and transcribed them as a

reference for the later analysis. The interviewsanmnducted in quiet places such as
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private music studios, homes, or quiet cafés whartcipants felt comfortable about
sharing their experiences.

Other Data Collecting Activities. An ethnographer serves as “a culture translator,
always placing the insider’s perspective in thefwound and outsider’s perspective in
the background” (Sunstein & Chiseri-Strater, 2q2294). Communicating and
interacting with participants helped me understinedanguage of the culture from their
perspectives. Informal interviews with teachers studlents were conducted before each
lesson to provide and clarify a summary of the es lesson. | encouraged participants
in this research to contact me daily by telephamegrson, or by e-mail or online
messages. The conversations were hand recordethe@pemails and online messages
printed for later analysis.

In addition to interacting with participants, stimty artifacts such as teaching
materials and teachers’ notes provided me withhé&rrinsight into the culture. As
Sunstein and Chiseri-Strater (2002) suggestedpgthphers “unpack the stories that lie
inside [artifacts] and understand the interplaydeen tradition and creativity. Objects
carry traditions of form, function, and symbol: htivey are made, how they are used,
and what they mean to people” (p. 131). | also émbiato artifacts (e.g., teaching
materials and teachers’ notes) from the culturthefTaiwanese Canadian private music
lessons as additional data.

Lastly, Spradley (1980) wrote that “the major pEfrainy ethnographic record
consists of written fieldnotes. And the moment Yegin writing down what you see and
hear, you automatically encode things in langudpeb4). | carried a notebook/journal
and a pen all the time so | could make field natesut what | observed as well as my

thoughts about the research. Since | have poor aesimp, | regularly typed and



88

reorganized my field notes into the computer. Technique helped me identify the
emerging topics from the study.

The languages used in the research were a mixtiiamdarin and English.
Observations and interviews were conducted mosthandarin because it was the
language in which most of my participants showeddteatest ease. English was used to
interview younger students because they seemedderstand and express themselves
better in this language. | transcribed interviewd abservations in Chinese, the original
language of most interviews and observations.n thenslated Chinese text into English.
Because of the different expressions in the twguages and because | am not a
professional translator, | had to insert additidBaglish paraphrases into the quotations
in order to convey the original meaning from ChaeBoth the Chinese and English
versions were approved by the participants.

To sum up, the research activities included: olzems of the private music
lessons of five Taiwanese Canadian teachers, djderd their parents; interviews of
five Taiwanese Canadian teachers, students, aedfsaabout their experiences of studio
music lessons; daily interaction and communicaltietween the participants and me;

examination of cultural artifacts; and journaling.

Analyzing the Data

To do qualitative analysis is to understand th&eat and complexity of the
meaning of the data rather than to measure otttestata (Moustakas, 1994; Smith,
1995). As Moustakas (1994) wrote, methods in hustégnce research are open-ended.
There is, to date, no definite method or requirenh@neach methodology. The method of

data analysis is open-ended.
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As mentioned previously, Lincoln and Guba (19&gommended inductive analysis
for qualitative research. “Inductive analysis...begnmot with theories or hypotheses but
with the data themselves, from which theoreticégaries and relational propositions
may be arrived at by inductive reasoning procesges333). Lincoln and Guba also
wrote that naturalist inquirers tend to use a gatingx approach when analysing data:
“Generative inquiry attempts to discover constriatisich may lead to propositions or
hypotheses) using the data themselves as a podapairture” (p. 333). Furthermore,
constructive analysis, “a process of abstractioenebhy units of analysis are derived
from the “stream of behaviour” (p. 334) is usedeaasl of enumerative (counting)
analysis. Lastly, the naturalistic data analyssuisjective because it reconstructs
participants’ concepts based on their experienodsaaridview, even though the
interpretation can provide surprising (but nonetkglacceptable) insights to both
participants and researcher.

“Analyzing qualitative data is a systematic procisg organizes the data in to
manageable units, combines and synthesizes ideaslops constructs, themes, patterns
or theories and illuminates the important disca&of research” (Anderson & Arsenault,
1998, p. 131). Spradley (1980) further explaing timaethnographic inquiry, analysis is a
process of question-discovery. Instead of coming ihe field with specific questions,
the ethnographer analyzes the field data compitad participant observation to
discover questions” (p. 33). Therefore, as Spragimgests, | analyzed my data after
each period of fieldwork in order to know what tmk for when | next entered the field.
The analysis strategies of this research were naeded on Spradley (1980) and
Sunstein and Chiseri-Strater (2002). In this sttithge steps were taken in the process of

ethnographical analysis for all the data: desaiptanalysis, and interpretation (Creswell,
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1998). | used the computer software program ATLABrtdata storage. ATLAS. tiis a
code-based theory and conceptual network buildegram (Berg, 2004). | used it,
however, mainly to code, sort, and organize my.datal the analysis manually. ATLAS.
ti was language compatible so | was able to reaitle vand code in both Chinese and
English.

First, | organized my data (transcripts and resdrdm interviews and observations,
record of telephone/in person conversation, andi@gnotes) into descriptive text. My
task was to describe my field as accurately asild;@ombining my informants’
perspectives with my own (Sunstein & Chiseri-Sie2602).

Secondly, | applied qualitative content analysianalyze all of my data. According
to Berg (2004), in contrast to the reductionistid @ositivistic view in which people
usually associate content analysis with a quaiMéatpproach, content analysis can also

be used to qualitative research:

| argue here that content analysis can be effeatigeialitative analysis— that
“counts” of textual elements merely provide a mefansdentifying, organizing,
indexing, and retrieving data. Analysis of the datae organized according to
certain content elements should involve considemnati the literal words in the

text being analyzed, including the manner in whitese words have been offered.
In this way, content analysis provides a methodfuaining good access to the
words of the text or transcribed accounts offergdubjects. (p. 269)

| used Berg’s Stage Model of Qualitative Contensalimis (Figure 4.1) as my guide
throughout the analysis process.

The analytical categories (i.e., context, teaclind learning experience, and
cultural value) were first determined. These categacame from my research questions,
interview questions, and my review of the literagirThe next three steps happened
simultaneously. | read through the data while dstiaiing grounded categories (i.e.,
non-verbal and verbal communications, gender, anerpal involvement). At the same

time as | was establishing the grounded categdradsp determined the objective criteria
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for coding the data chunks and sorting them ingoathalytic and grounded categories.
According to Berg (2004), the criterion is the dpestatements, phrases or words which
can be linked to the analytical and grounded categioFor example, one of my
grounded categories was gender. Any time the wirolg’ and “girl” or “woman” and
“man” came up, | sorted them into the “gender” gatees. The transcriptions of both
formal and informal interviews were manually soréedl coded using ATLAS:, ti. | color
coded the data from the 20 private lessons anddtnem by hand (e.g., red for
modeling behaviors; pink for a teacher giving dinexs). Moreover, categories and
selection criterion were revised regularly durihg toding and sorting process to ensure
that my data chunks were assigned to the righpoates. After sorting the data, | looked
at the number of the data chunks under each cateigorg ATLAS, ti. | then read and
reviewed the text trying to find emerging pattemegics, and themes.

The final step of my data analysis was interpretatAs | read through the data | also
started to consider if my findings were relate@moexisting theory or previous research.
| interpreted and explained my findings from thalgsis according to the emerging
topics and themes with reference to the extantagliéterature.

To conclude, describing, analyzing, and interpetire data were the three steps that

| took.
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Figure 4-1 Berg's (2004) Stage Model of Qualitativ€ontent Analysis (p. 286)

Identify Research Question.

v

Determine Analytic Categorie

!

Read Through Data and Establish Grounded Categqries
(open and Axial coding).

v

Determine Systematic (objective) Criteria of Setatfor Sorting Data Chunks into the
Analytic and Grounded Categories.

v

U7

Begin Sorting the Data into the Various Categofiesise categories or selection criterig,
if necessary, after several cases have been cadplet

'

» Count the number of the entries in each categargdscriptive statistics and {o
allow for the demonstration of magnitude.
* Review textual materials as sorted into variousgaties seeking patterns.
* Remember, no apparent pattern is a pattern.

|

v

» Consider the patterns in light of relevant literatand/or theory (show possibje
links to theory or other research).
» Offer an explanation (analysis) for your findings.
* Relate your analysis to the extant literature efshbject.
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Trustworthiness

Credibility, transferability, dependability, andrdomability are the four aspects of
trustworthiness which | addressed in my studyliédeon triangulation, which is a
process of using multiple data sources (teacherdests, parents, and literature
references) and data collection methods (observéibon video recordings, formal and
informal interviews, interaction with participants)d making fieldnotes) to help
eliminate bias and detect errors in order to estalgredibility. In addition to
triangulation, member check was another technicamplied in the study to assure
credibility. The transcriptions and translationdlu# interviews and observations and the
textual descriptions of the data were shown tgoiréicipants for their review and
comments. In addition, the teacher participantf eaad their stories to check their
accuracy. The techniques applied to credibilityp @pply to dependability and
confirmability (Lincoln & Guba, 1985). Because tsérability depends on the readers’
judgments of applicability, | provided a meaningfiatabase through rich, thick

descriptions for readers to make their own judgment

Initial Limitation
The participants were limited to Taiwanese Canagismmg in VVancouver, British

Columbia.

My position

When doing fieldwork, researchers step outsideogenve people and step inside of
unfamiliar events and artifacts to examine thensalyp They have the emic commitment
to capture the perspective of the insiders in thieie yet, generally, they portray etic

descriptions as outsiders (Sunstein & Chiseri-8tr&002). My position in this study



94

was as both a participant and an observer. Accgiirspradley (1980), the type of
participation that | was involved is the “Compl&articipation” which means a
researcher studies a situation in which she/hkeady an ordinary participant. Because |
was already a Taiwanese Canadian private musibéeddhad to be cautious about my
position in this research because the more knowledg has about a culture as an
ordinary participant, the more difficult it is ttusgly it as an outsider. In this case, |
borrowed the concept of “bracketing or epoche” fiaimenomenology and applied in to
my research. Bracketing is the process by whicharebers set aside preconceived
knowledge about the situation being studied in otd®btain the best understanding of
human experience (Creswell, 1998; Moustakas, 19&4 Manen, 1990). Nevertheless,
as | also wanted an insider’s point view, | hadlternate roles between the insider and
outsider alternatively and simultaneously (Spradl®g0). | tried to be the outsider when
| asked questions during the formal and informtdrviews. | became an insider when |
was writing the descriptions and bringing in sorheng own experiences. However,
there were times that | forgot my roles as an detsivhen | was deeply immersed in my
conversations with the participants. | sometimesiaged that | already knew the answers
as an insider and forgot to ask further probingstjoas as an outsider. As a result, | often
had to go back to the participants and talk to thewiarify the questions as an outsider.

| was unacquainted with Patricia, Frank, and threqtzand student participants prior
to their recruitment. Although | had encounterely,Lliiauren, and Sally before my study,
my relationship with these teacher participants magely professionally polite. While this
relationship may have made the three initially maiiéng to participate in the research, it
did not impact, so far as | could tell, on the fimgs. That all five teacher participants

agreed to participate indicated an openness amaisdyrabout their teaching that may or
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may not be typical of their peers. Beyond an apéitgad nervousness during the
videotaping of the first lesson, all the teachetipigants were eager to discuss and share

their life work.

| have discussed the methodology of this ethnogecagibdy and concerns of
trustworthiness. The next five chapters tell tlwgies of the Taiwanese Canadian private
music teachers, students, and parents who patecipa my study, one chapter for each
triad. The stories are based on interviews, obsensof teaching, informal

conversations, and my journal.
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Chapter Five: An Obedient Child

“l have always been an obedient child. | followeslwlords of my mother and teachers.”
Lily

Lily was already waiting for me when | stepped itite little Taiwanese eatery in
Richmond. It was noon, and seats were quickly bectypied. The sound of Taiwanese
pop music accompanied laughter and conversatiokk&mdarin and Taiwanese. The
smell of fried rice noodles and meat chowder petetkthe air. Lily greeted me with her
gentle smile. She has shoulder length hair anaydfigure. | had not seen her for almost
7 years, but she had not changed in appearande at a

I met Lily during my undergraduate years at thevirsity of British Columbia; she
was in her senior year while | was only a freshn&re played flute, and | was in the
string section, but we never conversed during thelessemester we were both in the
orchestra. It was not until we formed a chambehestra for a CBC multicultural music
competition that we got to know each other befiethe time | was actively involved in
university clubs. Sometimes | organized charityassts and invited Lily to be my guest
performer. We would gather together with otherfds for dinner and gossip about life.
Although most of our friends were private musicctears, we never talked about teaching
and learning at these social gatherings.

Lily replied to me immediately after she read klegter of Invitation | had mailed to
all the Taiwanese Canadian private music teachemyolist. She was in Taiwan
attending her brother’s wedding at the time bueadrto talk to me when she returned to
Vancouver. We decided to have a reunion lunch kdfog interview and chose the

Taiwanese eatery as the meeting place. Unfortypate@las so noisy by the time we
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finished lunch that it was impossible for me to gefear recording of the interview, so
we decided to move to a more suitable locations Tinhie we chose a quiet Taiwanese tea
house with Chinese traditional music playing in tlaekground. Taking one sip of tea,
Lily began her story.

Sk

Lily is from a middle class family of five. Sheréid with her parents, younger
brother, and younger sister in Taichung, a majiyrinithe middle of Taiwan. Lily’s
father had established an architectural firm ayears after he graduated from university.
Lily’s mother was a math teacher who became a hatsafter her children were born.
As in most Taiwanese families, Lily’s father paidma attention to “making a living,”
expecting his wife to assume the responsibilitiesducating and taking care of their
children. Although her father and the mother plagiéfrent roles in their children’s
lives, they both enjoyed music and provided a pasihusical influence for Lily and her
siblings.

The sound of music often emanated from Lily’s leously’s father did not play an
instrument but he liked to listen to music; he eciéd many classical music tapes and
played these tapes whenever he could. Lily wasyaweound listening when her father
turned on the cassette player. It was Lily’s fathhbo acquainted her with the world of
classical music.

Lily’'s mother enjoyed music as much as her husb8heé had a piano in the house
and played the piano from time to time. She alsedosinging. Karaoke singing was one
of her favorite activities in her spare time. Silkk@aoke songs were either traditional
folk songs or popular songs of the time, this K&easinging activity indirectly provided

opportunities for Lily to hear music other than \ées Art music.
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Although Lily grew up in an environment where exdive listening to music was
the norm, she did not play an instrument until ag8ince Lily’s mother played piano
herself, she believed that learning to play the@ould enhance her children’s musical
abilities such as listening skills, sight-readikgls, and musicality. At age 5, Lily and
her younger brother were sent for their first piéessons. As do most Taiwanese
five-year-olds, Lily and her brother obedientlyléoled their mother’s will.

According to her recollection, Lily and her bratdirst piano teacher was a rigid
person. She was strict and structured about hdests’ playing technique. She rarely
smiled in front of her students. Furthermore, skigeeted her students to practice well at
home and come prepared for their lessons and stishaa students who did not meet
her expectations. Luckily for her, Lily was a respible elder sister who obediently did
what she was told. Even though she did not findgiaer favorite activity at the time,
she voluntarily practiced every day after schoaktmeeting her teacher’s expectations.
As a result, she experienced neither negative cartsm®r punishment from her teacher.
Lily’s brother, on the other hand, had the opposkperience. He could not sit still for
the long practices and often went to piano lessmpsepared. As a consequence, the
teacher was angry with him most of time. She waoald, yell, and sometimes hit Lily's
brother with a feather duster. Lily’s brother wouly, yell back, and return to the next
lesson still without practicing. He was scaredha&f teacher but not scared enough to
practice. After a while, he ended up discontinyano lessons. Research indicated that
students'’ first private music teacher is a majotdafor beginning students to continue
with the private music lessons (Davidson, Mooreb8ta, & Howe, 1998; Gembris &
Davidson, 2002). Beginning students tend to prigfachers with personal warmth over

teacher competence (Davidson et al.). Personal thasas not evident in Lily’s teacher.
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Although the teacher was remembered as a meanmpats®was never mean to Lily
because Lily obeyed. Lily studied with this firsapo teacher until she went to junior
high school.

At seven, Lily started her elementary school etlonat the Teacher’s College
Affiliated Elementary School of Taichung. She led typical life of an elementary
school child until Grade 5. It might have been lsesof her outstanding musical ability
or excellent music grades from previous yearsshatwas placed in a choral class by her
school. This class was the school choir in comipestand performances. Every morning,
Lily arrived at school early to practice singingutihg lunch time, Lily and her
classmates had to quickly finish lunch and go th@ral rehearsal. When a competition
date approached, the children would stay after@diegoractice; sometimes they even
needed to go to school on weekends to rehearseugh Lily didn’t remember much
about her elementary life in the choral class,g@xgerience in choral training provided a
solid foundation for her later musical development.

In the first semester of Grade 6, Lily’'s motheatteabout auditions for the Music
Talent Program from her friends. Because her daugtds highly involved in musical
activities, she decided her daughter should auditde first talked to Lily’s piano
teacher and learned more details about the MusaniTRBrogram. As they began to
prepare for the audition, one of Lily’s aunts, wiappened to teach in the Music Talent
Program, informed Lily and her mother that studémtsie Music Talent Program had to
take an orchestral instrument besides piano. Bat wbuld Lily take? They consulted
with the piano teacher. The teacher suggestedrstatiments such as cello or trombone
would be too big for girls, while violin and fluteould be more appropriate. However,

most children who took string instruments in thegram started early. Lily would likely
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have a hard time catching up if she just beganrvinlgrade 6. Woodwind instruments
such as flute would be more suitable for Lily, thacher said. After listening to the
teacher’s suggestion, Lily’s mother decided td_igt start flute lessons. As obedient as
Lily had always been, she went to the lessons tarted preparing for the audition.

As expected, Lily was accepted in the Music TakRmtgram of Stella Martutina
Girls’ High School in Taichung. Stella Martutina sva private school. Going to a private
school costs money; the tuition fee was even hifgrestudents in the Music Talent
Program. Lily did not know how much her parentdparery semester; she did, however,
remember that it took a huge amount of money fotdstay in the school.

Life in the Music Talent Program was busy. The Mdslent Program of Stella
Martutina included weekly private music lessons,tesning, sight-reading, music
theory, music history, music appreciation, anddaegsembles such as orchestra and
choir. Concerts and recitals were given reguldnyaddition to all the music studies, the
usual academic courses were also included: Engfiathematics, and Mandarin were
mandatory. Other courses such as Physics, Chen@ography, and History were also
part of the curriculum. Nevertheless, as musicestibjoccupied the major part of the
curriculum, the time for academic subjects was maii

Lily stayed in the Music Talent Program of StéMartutina throughout her entire
high school years (Grades 7 to 12). She studidd fiano and flute with teachers
appointed by the school. Every week, she wentdatool practice room to have her
one-hour lesson for each instrument. She partietpet competitions and usually came
back with good standings. Moreover, she enjoyedifisound of the orchestral

ensemble so much that she promised herself a aaréhete performance one day.
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Although Lily was happy with her studies in the fuiTalent Program, she also felt
that her career path was to some degree limitedalber involvement in the program.
Having studied music intensively and paid lesswitba to regular academic subjects, she
did not feel confident about taking the nationamnation for University entrance.
Studying music in university seemed to be her ahlyice. A special university audition
for students who were in the Music Talent Prograas weld at the end of Grade 12 year.
Students could get into the university school osmulirectly without taking the National
University Entrance Examination once they wentuigtothe audition. Feeling that music
was her only choice, Lily took the audition and veasepted by the School of Music of
the Taipei National University of the Arts.

It was only at the beginning of Lily’s second y@athe Taipei National University
of the Arts that her family made the decision tanigrate to Canada. Having progressed
considerably in her musical studies, Lily now faeedilemma: Should she stay and
finish her university degree in Taiwan or shoulé $bllow her family and resume her
music studies in Canada? After pondering this dienfior some time, Lily finally
decided that it was more important for her to bnwier family while at the same time
taking advantage of an opportunity to continuerhasic education in another country.
With that in mind, Lily was prepared for a big clgarin her life.

Lily and her family arrived in Vancouver, Briti€kolumbia in 1992 and settled in
Vancouver. They moved to North Delta after thet fgsar and eventually settled in
Surrey in 1996. It was already mid school year wiley arrived. Lily could not
immediately get into any school without fulfillifger English proficiency requirements.
Therefore, she took ESL courses from Capilano @elend studied for the TOEFL

examination. Meanwhile, as auditions for the ScladdWiusic at the University of British
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Columbia were held in April for the following yeai)y had enough time to prepare for
the audition. She found a flute teacher and stadkidg lessons; she studied the piano
repertoire on her own. After she passed the TOEf@mgnation, she applied to the
School of Music at the University of British ColurafUBC) in January, 1993 and
auditioned in April. Her solid musical training Taiwan got her an acceptance letter
from UBC in May. With some credits transferred frdaiwan, Lily enrolled in the
second year music program majoring in flute pertomoe in September, 1993.

Musical life at UBC was not much different from sncal life in Taiwan. Lily took
classes, private lessons, and participated in kangesmall ensembles. However, there
were a few cultural differences that required aaamb. For example, the teaching
approaches Lily’s professors used in UBC were rehet. It might have been a pliant
personality that made Lily an obedient child; steswsed to being told what to do and
follow instructions. She heeded her teachers’ wardsdid exactly what her teachers
wanted; whatever knowledge the teachers transniitéer, she absorbed entirely like a
super sponge. When Lily went to UBC, she realibad $he had to become an
independent thinker rather than be a follower.dadtof selecting a particular piece for
Lily to practice, as did her teachers in Taiwany’kiflute professor at UBC provided
Lily with a repertoire list that included musicdrious genres and styles. Lily had to
choose which piece she would like to play thenaedethe selection at the library before
making a final decision. Making her own choiceswhohat music to perform was
something Lily had never done in Taiwan.

Lily also noticed cultural differences when atterglher courses. Her music history
teacher in Taiwan, for example, would distributgtgevhen s/he needed to see how much

students recalled about the course materials. silildent needed to do in order to get a
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good mark was to memorize the entire textbook. wiis excellent at recall. The music
history teacher in UBC, on the other hand, tendegite marks based on the result of
students’ term papers. Lily had never done a rebeaased paper before. For the first
time, she learned about how to select a topic, dmidabout it at the library, and write
about it. This was the time when Lily finally feltat she had become an adult who had
the ability and freedom to think independently.

Despite the fact that Lily was busy adjusting ¢éo hew school life, she was not as
happy as she had been in Taiwan. Although Lily pagitive experiences in her private
music lessons in UBC, she did not enjoy her invwlget in the university orchestra. As
mentioned previously, Lily’s only goal since sheltetered the Music Talent Program
was to be a flautist in a professional orchesthe &ose flute as her major instrument
because she loved and enjoyed the feeling anditt@sphere when playing it with the
orchestra. However, Lily did not find that she ex@eced the same enjoyment when she
was in the UBC orchestra. First, Lily did not hdkiends in the orchestra. She felt that
there was a cultural barrier between her Canadassmates and her. She was not
interested in most of the topics that her classsn@i&ed about and did not find the jokes
her classmates made funny. She just did not fiB@tondly, because of Lily’'s shy
personality, she did not approach her classmatiessishe was addressed first. Similarly,
her classmates did not speak to her because thélydeshe was unapproachable. As a
result, Lily did not feel that she was part of thhehestra; rather than playing with the
entire orchestra, she felt that she was playingdygelf. Not much interaction between
Lily and her fellow players occurred. She felt aon

Lily’s unpleasant experience in UBC orchestra gjeahher career goal; being a

professional musician in an orchestra was no lohgepriority. She started to look for
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other career possibilities. In her junior year &QJ one of her school elder sisters
asked if she could give flute lessons to a studsgiytthought it was a great chance to
earn some money. Without hesitation, she answedade?” The first student brought in
the second student. The second student introduitgtblthe third student. Students
started to call. And they soon found out that hilgs also a great pianist, so more
students called for piano lessons. All of sudddp Wwias busy teaching. This was the
beginning of Lily’s life as a private music teacher

To be honest, Lily did not want to be a teachdirstt She didn’t like teaching.
However, music teaching was the only thing sheddolto earn a living after graduating
from UBC. She felt that she had no choice but ta peivate music teacher. Fortunately,
after few years of teaching, Lily realized that steed seeing the progress of her
students; teaching had become interesting. In anetbrds, she gradually fell in love
with teaching. “You learn when you teach” she s8ide had finally decided that teaching
was part of her life. Lily got married two yearseafgraduating from UBC; her husband
is a business consultant who continues to supplyttstmusical career.

Lily moved to China with her husband in fall 200&rking full time in an
international school as a general music teacheteawhing music privately in her spare
time. She became pregnant the following year. Hadecided that Canada would be a
better place for her child to grow up, she movecklia Vancouver in spring 2006. Her
daughter Karen was born in fall 2006. Although lgs teaching fewer students while

learning to be a mother, it seems that her misasoa music teacher will continue no

! In Taiwan, people in the same school are bondeddifamily. Students treat each other as broteals
sisters. Those who are older in school are callger sister/brother. The younger students aredaalle
younger sister/brother. A younger sister/brothepeets and listens to her elder sister/brotheetunn,
elder sister/brother helps his/her younger sistettier in many ways such as giving advice and pliogi
academic help.



105

matter where she is or who she has become.

Mrs. Woo

It was 2 pm when | pulled my car into Mrs. Wooisvdway; a girl was closing the
garage door. As | was in the car, | did not haeear view of the girl. | looked at my
watch and started to wonder. Could this be thet hglise? The children shouldn’t be
home yet. It was too early. Hesitating, | rangdoer bell. The “same” girl | had seen in
the garage answered the door, but she was nat &k& was, indeed, Mrs. Woo, one of
Lily’s students’ parents. She is petite, with aywgoung appearance. She speaks with a
soft voice and she smiles and giggles a lot. Algioshe claimed to be 44 years old, she
looked like she was in her early thirties.

| was invited to sit in the living room. While ésup the recording equipment and
got prepared for the interview, Mrs. Woo made tethe kitchen. Her children were still
in school. A small dog barked loudly in the kitch&vhile Mrs. Woo brought out the tea,
she explained that the dog was new to her familg,iagot very excited whenever a
stranger came. She sat down. | turned on the recdkdd we began talking.

sk

Mrs. Woo was born and lived in Taichung in the dhédof Taiwan. After graduating
from Providence (Jing-Yi) University, she went @ather’s University and obtained a
teaching certificate in computer science. She waiglaschool teacher for three years.
When her second child was born, she quit her jabbmtame a full time housewife. Mr.
Woo is a dentist; they have three children — tliest boy was 14; the middle girl was 13;

and the youngest boy was 8.
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The Woo family moved to Canada in July, 1997. lnkany Taiwanese parents, Dr.
and Mrs. Woo believed that moving to a country lk@nada would provide a better
educational environment for their children. Theté&eéducational environment could
lead to promising career and life opportunitiestfair children. Considering that Mrs.
Woo'’s English was not fluent, the Woo’s family ckds live in Surrey, a part of Greater
Vancouver where many Taiwanese people live. Afterfamily was settled, Dr. Woo flew
back to Taiwan to continue his dental practice..MVeo was left alone to care for her
three children in a new country. Dr. Woo comes é&m&la every three or four months to
spend time with his family. He also communicatethviis wife and children through
daily phone calls and e-mails.

Neither Dr. Woo nor Mrs. Woo took music lessonewlthey were young. Mrs. Woo,
in particular, did not have a very pleasant expeean her school music education. She
used to envy her classmates who could play piahd yeas afraid of music classes,” she
said. Apparently, teachers in Taiwan liked to eatdutheir students by testing them. Mrs.
Woo'’s school music teacher would play notes andhaslstudents to name the notes.
Without proper ear training, Mrs. Woo could noteihe correct answers. In addition,
“my music teacher would ask us to sing in fronthe whole class individually in order
to grade us. | was afraid of singing because |seased of singing by myself in front of
the crowd.” Despite her negative musical experieancehool, Mrs. Woo enjoys listening
to music: “I didn't have time to listen to music arhwe were still in Taiwan because |
was always busy. When life settled down after we@ddhere, when my kids were away
in school, | wanted to have some noise when | veasgdhousework.” Mrs. Woo prefers
classical music or light instrumental music: “I &ddmow why. | just like the soft, quiet

kind of music better.” Although Mrs. Woo does nave much confidence in her singing
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and is afraid to sing in public, “I will sing if mghildren ask me to teach them a song or
sing a song with them when they bring home a newg $mm school.”
Having lived in Canada for five years, Mrs. Wos maticed a difference between

the educational beliefs practiced in Taiwan an@amada:

Education here in Canada gives children more freedis about creativity. In
Taiwan, the teacher would teach/give you a lottoff sYou came home to memorize
it and went to school to write a test. Here islika that. They give you a topic here.
Then you have to find information and complete@emt. | think this is the biggest
difference.

Mrs. Woo also thinks that children who went to sahio Taiwan are naturally more

obedient:

They were used to being told what to do. They amctewhatever their teachers and
parents told them. My two eldest, for example, theye obedient because they had
received their education in Taiwan. They cared abhow teachers and parents saw
them. But my youngest is not like that becausedseldeen educated here [in
Canada]. He has his own opinions and he doesallyatgree with what you tell

him.

Unlike many Taiwanese parents who expect high anadeerformance, Mrs. Woo
believes that EQ [emotional intelligence] is margortant. She admitted that this
change developed after she came to Canada. Instgadng total attention to her
children’s academic work, Mrs. Woo now cares mdreut her children’s individuality
and hopes that her children will be more indepetderd sociable.

All three of the Woo children take private mussdons. The first son and daughter
started their musical training in Taiwan. It was Doo’s idea that music could be a
means for people to express their emotions wheneheounter obstacles in life. In other
words, Dr. Woo thinks that music cures dark fedingyhen this belief was passed on to
Mrs. Woo, she came up with the idea that her aandshould learn music: “Everybody
was doing it... My husband thought that if we gave children a background in music,
they would have somewhere to go when they arematgood mood.” With that in mind,

Mrs. Woo entered her eldest two children into Zimo@g Qing Percussion Band: “They
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were too young to have piano lessons. | just waamtto have an exposure in music first.
And | thought doing percussion would help theirtimgic and musical sense. So when |
saw the advertisement for the percussion bandnksi them up.” The Percussion Band
was only the beginning of her children’s musicairjeey. After the children were old
enough to play piano, they joined the Yamaha mpiigram. The children were only in
the Yamaha program for six months. It was manddtmrparents to accompany their
children in the music classes, but Mrs. Woo hadfecalt time: “I am incapable of doing
music. | didn’t know how to help my children. | esdlup sitting there for the whole time
because | didn't know music.” To solve the probleMss. Woo switched her children to
private piano lessons where she no longer had to f&ir the lessons.

Mrs. Woo did not know any private music teachenemwshe first came to Canada;
therefore, she depended on her friends’ referfashe is not a critical person, she does
not ask much from the teacher: “I don’t know mus§o.| don’t ask for much. | think that
as long as my children get along with the teactinery receive good instruction; the
teacher knows what she is doing; then | am okaly thi¢ teacher.” Mrs. Woo heard about
teacher Lily from her friends. Her children studieith Lily until Lily moved to China.

Besides piano, both older children take anoth&trument. The oldest boy plays
clarinet; the second daughter plays flute: “My harsbthinks that piano is the basic
instrument in music. Because we were moving tovacauntry, it might be
advantageous to our children to be given a seawstdument. That's why they started to
take lessons on the second instrument six monfiesebee moved to Canada.” It seems
that Mr. Woo was highly involved in making decissoabout his children’s education:
“My husband enjoys music and understands his @nldilthough he spends most of his

time in Taiwan, we discuss every detail about duildeen. He is more sensitive than me
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when we talk about children. Sometimes | feel hieeis the boss giving out the order and
| am the secretary who implements his order.”

Because it was her daughter Heather who partexpatthis study, we talked about
Mrs. Woo’s role in her daughter’s piano lessongditin’t need to worry about her at all. |
didn’t need to look into my daughter’s music preictyy because she did it voluntarily. |
just sat there when she practiced. However, | bgaish and remind my oldest and
youngest boys when it was their turn.” Mrs. Woo sloet expect her daughter to be a
professional musician: “I just want her to enjoysiaythen | will be happy.” She also
thinks it is important for her children to learnoah responsibility as an extrinsic benefit
of taking piano lessons.

After Lily moved to China, Mrs. Woo found anottieacher for Heather. She did not
tell me much about this teacher because Heathertiat a chance to have a lesson at

the time of the second interview.

Heather

| was already waiting in the living room when Heatwalked in; | had just finished
talking to her mother (Mrs. Woo0). After bringingtaanother cup of tea for Heather, Mrs.
Woo retreated to the kitchen. Heather is a tath 413-year-old girl. She spoke quietly,
with a timid smile. As she is shy and accustomegiting yes and no answers, | had to
encourage her to tell me more about herself. Hevehat | learned.

-

Before moving to Canada, Heather went to Chung @lementary school for two

years. Since she was really young at that timedghaot remember much about her

elementary school life in Taiwan. Her impressiohthe Taiwan elementary school,
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however, were: “The school was big and crowdedie¢heher was strict, and we had a lot
more homework than here.” Heather attended Grasdlee® she first moved to Surrey.
She thinks that “the school here is more relaxgsinbt that strict...I like the school

more here.” Heather’s favorite subject in schodaris She dislikes social studies because
she does not like memorization. She has an alnvasgist A report card with the only B

in physical education.

Listening to music is one of Heather’s favorité\ates. When she was younger,
she liked to listen to piano music. Since she can@anada at a young age and has
adapted to the Canadian culture very well, it waprssing to find out that Chinese
popular songs are her favorite type of music ratih@n the North American pop music
listened to by most Canadian children her age.

Heather started her private music lessons eafTgiwan. At six, she participated in
the Yamaha keyboard program. After a year in tlogq@m, her mother switched her to
private piano lessons. She had two years of prpiateo lessons in Taiwan then she
studied piano with Lily in Canada. Besides pianeatter also plays another instrument.
Based on her mother’s suggestion, Heather begamgtélste lessons just before she left
Taiwan. Once Heather found out that Lily also taulyhe, she started taking flute
lessons with her. Currently, she is preparing lier Royal Conservatory of Music Grade 8
piano examination. She prefers pieces that haastarftempo because she likes music
with a lot of action.

Practicing is a routine in Heather’s life. Sheqgpi@es four days a week and plays for
an hour each time. She usually plays piano rigletr ahe finishes her school homework.
When she practices, she plays in a certain ordpertoire first then studies; as she thinks

scales are boring, she plays them last. When legannew song, she first plays the piece
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hands separately and, once she has mastered It fpaits the two hands together.
Heather thinks that the purpose of practicing igrepare for lessons, to improve her
technique, and for “amusement.”

When talking about what kind of private music teaxcshe likes, Heather answered:
“Not too boring...Giving interesting lessons... Teach m&ny techniques...and she has
to be relaxed but not too relaxed.” She thinks bwdh her teacher and parents expect her
to practice well and follow the teacher’s instroo8. Furthermore, Heather likes having
music lessons because “it’'s fun and basicallyd hkusic.”

Heather wants to be a dentist like her father wadtengrows up: “A dentist makes a
lot of money.” She added: “Because my father igmtidt, it's convenient for me to learn
from him.” In conclusion, while Heather likes musid¢ot and music will be her life long

interest and personal hobby, it will not be heeear

Music Lessons

As | walked towards Lily’'s townhouse in south &wyrl heard the sound of
advanced piano playing. It was quiet, peacefulhwhe sound of the piano wafting
through the neighborhood. The door was unlocked vmting to disrupt a lesson, |
quietly entered the house and located the soun@eolily was practicing in her studio
in the basement; she stopped playing when she sawfiter few words of greeting, |
started to set up to video record the first of lalyd Heather’s piano lessons, which was
to begin in 30 minutes.

Lily’s studio has a warm, comfortable feeling. Sg#llow light gently flows through
the room. The walls are white, and the floor hgsey carpet. Her Yamaha grand piano

occupies one third of the room. One chair is plaatettie right side of her piano; this is
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her chair. A desk sits across from the piano witfo@r lamp standing to its right. Behind
the piano is a shelf containing sheet music, milgory books, and other teaching
materials. A CD player, an MD recorder, and stemeplifiers are also placed on the shelf.
As the desk across from the piano is used for ngigind theory lessons, there is another
shelf placed near the desk for more books andngribols. More shelving space covers
the upper wall facing the piano. Family photos & as video tapes are displayed there.
Underneath the wall shelves are two more chairanfressionistic painting of Monet
hangs on wall. | was curious about Lily’s selectiand she explained: “I like
impressionistic music. | use that painting to explbout impressionistic music to my
students.”

There was still time after | finished setting upnay equipment. As | scanned the
studio trying to preserve a sense of the roomalized that it was easier for me to
connect with Lily’s earlier verbal descriptionstadr teaching as | stood in her studio. |
had been trying to imagine Lily’s approach to teagtirom the interviews but | had not
been very successful. It was hard to formulatectupe of her teaching without seeing the
actual space where she teaches and the way shecisteiith her student. Seeing her in
action, clarified her words.

Lily has been a private music teacher since h@ojuear in UBC. She teaches
piano, flute, and music theory and works six dayseak, with Mondays off. Lily teaches
mostly at her home studio in Surrey. However, i@ tconvenience of her students living
in Vancouver, Lily schedules their lessons on oae @ahd drives to these students’ houses
weekly: “I used to live in Vancouver. | took [thegancouver students] at that time L.
is a long distance for them to commute to my howse that | have moved.... And |

don’t want to give up these students in case | h@awveove back to Vancouver one day.
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It's hard to get new students. That's why | keep dhd ones.” Her teaching life is busy;
Lily has more than 30 students. Most of them are/diaese Canadians or of Chinese
descent. On her teaching days, she works froml8akan the afternoon to 10 o’clock at
night — with no breaks. One might say that 7 hairsork is nothing; most people
work 8 hours per day. However, a private musiclieaoeeds to sing, talk, and interact
with students constantly throughout lessons (Cplp€00); seven hours of straight
teaching is energy draining.

Nevertheless, Lily is not content with her busyctging life. She also performs, to
preserve her identity as a musician. She was peifigrin a musical organized by a
Chinese media group in Vancouver when | intervieaed observed her. She has to
re-arrange lesson times to fit rehearsals and pedices into her tight schedule. She is
also in her final semester of the master’s progaatdBC. So along with time for
performing and teaching, she has to find preciountes for studying. Instead of feeling
stressed out in this tight schedule, Lily seemaxed: “Yes! | am super busy...[but] |
enjoy doing this.” Luckily, Lily has a husband wisovery supportive. He is a business
consultant who works at home. As Lily is so busyngex music teacher, musician, and
student, he takes care of most of the householeeshmcluding cooking meals. “I don’t
mind doing all the housework. She is good at devhgt she is doing. Let’s just keep it
that way,” he explained. “Loving her is to supploet in whatever ways | can.” Lily’s
husband perfectly portrays a modern version ofxthimese proverb that “There is a
man/woman behind every successful woman/man.”

It is a tradition in the world of private musisBons that students take private music
lessons once every week. Most of Lily’s studentgeehaeekly one-hour lessons. Those

who study two subjects, such as piano and fluggamo/flute and music theory, come to
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Lily’s studio once every week and spend two hohesd. In addition to the weekly
lessons, other activities have evolved from theate lessons. First, Lily organizes a
student recital every year: “l want to provide amte for students to perform and a
chance for parents to listen to their kids. Somikldn rarely play in front of others
unless they are in a recital.” Lily assumes sevalal in the recital. She is the organizer
who sets the program; she books the recital vendeaaanges the post recital tea
reception. She is also the stage manager in clofiggeing that the program runs
smoothly. As a teacher, she prepares studentsfiorme As a performer, she
accompanies students and plays solo works. Beprdegling a performance
opportunity for children and a listening experiefimeparents, the recital also represents
an achievement for Lily herself: “When | see myd&ts performing on stage, | feel |
have accomplished something.”

The other activity that Lily’s private music lessmvolves is the preparation for
music examinations. Most of Lily’s students take dertificate music examinations
offered by the Royal Conservatory of Music (RCMhr&e examination sessions are
scheduled throughout the year: Winter (DecemberJandary), Spring (May and June),
and Summer (August). At the beginning of the sclyealr, Lily discusses with her
students their goals for the coming year. If stislelecide to take examinations, Lily
teaches them the appropriate materials for the mvedion. Lily encourages her students
to take examinations: “I think students need cenpaessures. If they are not the self
motivated types, they can lose interest after payor a while... [The examination]
serves as a pressure [force] to [push] studergsttbetter.” As Hallam (2002) described,
taking music examination is one example of an egiti motivator for students. Lily also

encourages her students to participate in schoslmamsembles and music festival for
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the same reason:

I think any activity that exposes students to missigood for them. But you have to
be careful with music festivals. Some children\agy competitive. They might
lose interest in playing an instrument if they laseompetition. | always
communicate with these students before | send thféto the festivals... | tell

them to remember that “I don’t want you to win fipgace. | want you to have an
experience of performing in front of others as vealllistening to others perform.”
[My students] decide whether or not to compete fiestival. | never push them.

As taking RCM music examinations is a social nomoag the Taiwanese
Canadian community, Lily uses the curriculum cangied by the Royal Conservatory of
Music for those students who are interested imtakixaminations. There are 11 grades
in the system, culminating with the Associate of/&dConservatory (ARCT) Diploma
(Royal Conservatory of Music Examinations, 2008)e Turriculum includes technique,
studies, and repertoire from various periods ofimhbistory. Although Lily has used the
RCM materials for more than 10 years, she did iketthe system when she started
teaching: “I thought the system was boring. | didike the RCM curriculum.” Lily,

however, has changed her attitude over the years:

[RCM] made changes over the past years. Theseoakahanges. For example,
they adjusted their piano syllabus and added mariety to the examination
repertoire. Popular music and jazz music are nauded... It was like pure
classical music in their old syllabus, and nowd sariety...l find myself liking
their materials more and more.

Lily’s view towards the RCM curriculum clearly shewaer belief in presenting varieties
of music styles to her students. According to reseamplementing different varieties of
music styles into the curriculum of private musgsdons is one way of promoting student
motivation (Cooper, 2001; De Vries, 2003; Dukelell@97; Siebenaler, 1997; Speer,
1994).

Sight-reading and ear training are also includetthénRCM curriculum. According
to Lily, sight-reading is an important skill in leeng music: “If you can'’t sight-reading,

you will never be able to practice by yourself. Yailli never be able to play an
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instrument without a teacher. | think sight-readism@ must [for music learning.” In

contrast, Lily holds a different view about eaiiriag:

To be honest, | would not teach ear training Wétren't for the examination.... [Ear
training] is something related to the talent [afhald]. | have students who can't
figure out what [a perfect fifth] is no matter hdong I've taught them.... If they
can still enjoy playing [piano] without taking gaaining, why bother?

Most of Lily's students take Royal ConservatoryMiisic Examinations. Therefore,
Lily uses the RCM materials extensively in her tess She also uses other
supplementary materials: “I add some technical@sermooks for piano students and
some more repertoire for flute students accordinpeir abilities.” For students who
decide not to take examinations, Lily uses the masethat she is familiar with from her
own teaching/learning experiences: “If they degideto take examinations, which is a
very rare case, then | use the materials that ¢ hsed before. For example, | use sonatas,
sonatinas, and Chopin’s nocturnes for older stigdent use different types of books
[that | am familiar with] from my [past] experiersg

As Ward (2004) described about the source of atteaching strategies, based on
her interview, | assumed Lily teaches the way shs taught in her use of teaching
materials. She later confirmed that my assumptias @orrect: “I can only teach what |
have studied [material wise].... It is only in ra@eses that | teach pieces that | am not
familiar with...sometimes | teach pieces that | haeger played up to grade ten level. |
don’t think | can teach advanced pieces withouviiing personally studied them] first.”
Lily also agrees that her teaching has been infleérby her teachers: “[I teach the way |
was taught] when I talk to my students about homterpret a music passage and how to
practice a certain passage.” Ward, however, idedtthat teachers also learn how to
teach from their teaching experience. Lily thinkattshe does more than mimicking her

teachers when teaching: “I have learned how tdtéaon years of teaching
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experience...When | [discover] an effective way of playing fthg my own practicing],
then I tell my students.”

All of Lily's private music teachers were sign#ict to Lily. Their strongest impact
was on her performance technique. Thanks to thamyncontributions and her own work,
she learned to produce quality sounds on her im&ntis as well as the ability to interpret
music. Long after graduating from university, Ld§ll remembers one of her flute

teacher’s words about how to produce good music:

We were discussing about how to express music anetacher said: “it doesn’t
really matter [how you play it]. As long as it s@lsngood, it's good playing.” These
words had a big impact on me.There are times that | don’t know what to do
[when interpreting music]. Then | think about madber’s words and just follow
my sense of rightness. If | think the music sougaisd, then it's the [right] way to
interpret it.

Besides performance technique, Lily also learnpdsative attitude from her teachers: “I
am lucky that all my private music teachers hadtpesattitudes [towards music]. They
always encouraged me. They were clear with thgeetations of me so | knew what to
do. | learned a lot from them.”

Although Lily performs regularly in the Vancouvammunity, she sees herself
more as a music teacher rather than as a musitisee myself as a music teacher. | am
a patient teacher. | am very nice. | am [seriohgyyever, [when | teach music].” As a
teacher, Lily believes that the purpose of musachéng is “to teach students how to
appreciate and enjoy music.” Her role as a musichter, thus, is to keep students

interested in music learning:

Music is a fantastic thing. Everybody should beedblenjoy it in their own way.
My students are fortunate that their parents aléngito spend money to nurture
this interest. My job is to encourage and promaidents’ talents. Each individual
has a different talent. Some are very artistic. Sane stronger in logic. | work with
them and choose the music materials accordingeio tdlents.

Nevertheless, no matter how enthusiastic Lily ib¢ojob as a teacher, she still

encounters obstacles in teaching. Among the diffesuthat Lily has met, motivating
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students to practice is the most difficult:

To motivate each student according to his or hdividual personality is very
difficult for me. Some students, for example, do stady music because they enjoy
it. They do it because their parents force thefimd it's really hard to motivate
these students to practice. This is the most diffiask that | have faced so far.

After teaching for more than ten years, Lily stdrto feel that she had reached a
plateau in her teaching. Her background in instmtadgperformance no longer satisfied
her desire to improve her teaching. She subsequaetided to enroll in a master’s
program in music education: “I wanted to give mydgnts more. | wanted to find more
ways to help my students. That's why | decideddday the education degree.” Like
many private music teachers with performance baxkgts, Lily was unaware of
professional resources such as educational jouonddsoks before she began her
graduate program: “I had neither knowledge nor acinith all this professional reading
before. | didn’t know about the abundant resoufoeseaching until | was in the
education program.” The master of music educatrognam in which Lily enrolled
emphasized general school music education. Lilewer, had hoped to learn more
about the practical pedagogical methods of privaisic teaching when she began the

program:

The program didn’t help me much in terms of pedaggignethods in [piano
teaching]. For example, it did not show me howdoect students’ hand
positions...l think the program more or less influenced myaapts about teaching
rather than the practical things.

Lily thinks that this master of education degree tlaanged her teaching indirectly by
promoting more thoughtfulness about pedagogicakessAlthough she could not clearly
indicate what those changes are, she stated thakperience in the program reinforced
her belief that music is “for everyone to enjoy arad only for those who are musically

talented.” In another words, everyone should hasleaace to learn music. Music should
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not be a subject for the select few.

In addition to her graduate studies, Lily occaalbnattends various music
workshops sponsored by The Royal Conservatory dfid/las another means of self
improvement. She did not discuss music workshopg wmeich during her interview
mainly because she had been too busy to attendtreessions.

Lily does not hold a positive opinion about pap#ting in a professional music

teacher’s association:

| think it's a waste of money... My friends are irethssociation and they don't get
any benefit from joining it. So | decided not tano. after all, you have to pay the
annual fee right? | don’t need to get studentsuginat. So | think it's a waste of
money.

| was struck by Lily’s words because | once hekimailar opinion. | had not found it
necessary to join the British Columbia Registeratsid Teachers’ Association
(BCRMTA) until | started this study. As we waiteaf Heather to arrive, my mind
wandered.
ok

There were several reasons that | had not joine®CRMTA earlier: First,
although | had heard about the Association, | dilumderstand its purpose. Secondly,
not many of my fellow private music teacher friemdsl joined it. If they had, we never
talked about it. Thirdly, my early understandingloé Association from friends who had
joined, was that the Association was a way of ggtthore students as well as of
promoting oneself. As | had never worried aboutiggtenough students, | had not
bothered to look into the Association. Indeed,Nhesic Teachers’ Association seemed
foreign to me. When | first started my researchwyéner, | needed to put aside my biases
and try to see the world of private music teactdaa@n outsider. | realized that, as an

ethnographer, | needed to develop a more compriteemsderstanding of the many
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facets of my field of study. As a result, | joinge BCRMTA intending to look at the
culture with peripheral vision as Bateson (1994adibed and trying to experience the
culture as an outsider.

The BCRMTA is a non-profit organization of privateusic teachers formed in 1947.
There are currently over 1000 members in 22 braabeoss British Columbia, Canada.
Members of BCRMTA are linked provincially throughanches as well as nationally
through the Canadian Federation of Music Teacheas®ciation. As the BCRMTA
website states, the objectives of the associatiefithe promotion of the art of teaching
and standard and maintenance of the honor anegtseof the music teaching
profession” (British Columbia Registered Music Teaics Association, 2008). Meetings
and workshops providing platforms for teachershi@rs ideas and gain knowledge are
held regularly. Public recitals are organized gy Alssociation to give students of
members more opportunities to perform for the pudlid listen to each other. Members’
names are included in a list categorized by bramcthe official BCRMTA website as a
resource for people seeking private music teackgain criteria must be met for
membership: one must be over the age of 18 anddawgsic performer’s diploma or
degree with at least four years of teaching expeds. All members need to pay an
annual fee and attend at least one meeting to amaintembership status.

After mailing in the application form, proof of gieees and diplomas, reference
letters from former students, and program notes fstudent recitals, | was accepted as a
member of BCRMTA. Meetings are held every two mesrdha local church. Most of
teachers at my branch who attend meetings are péacbers. Therefore, workshops are
usually oriented towards piano pedagogically relassues such as how to prepare

students for RCM examinations or discussions aberxifin Canadian piano works.
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People from the association are kind, supportind,encouraging. | have improved my
teaching as a result of attending workshops; hiednrout other private music teachers
through reading the Association’s newspapers atening to others’ experiences; and |
also get to share my own experiences. | feel iredudifeel that | am part of something
bigger and | belong. | am no longer an isolatedgie music teacher stuck in a basement
studio all by myself. In addition to all the charsgdhat | have felt, | have indeed been
getting more students ever since | joined the Assiot because parents are able to find
me through the BCRMTA website. My attitude towatias Association changed after |
began to understand more about it. As a resulievhly explained her views, | could
not help but wonder if Lily might change her miidhe became a member.
sk

“Hello!” Heather’s greeting pulled me back from ripughts. Her mother had just
dropped her off. It was time to begin Heather's¢es | pushed the record button on the
video recorder and quietly left the room to wait.ity’s living room up stairs. The lesson
began.

—_—

| observed four of Heather’s lessons between Agrdl May 2005 during the time of
the Kiwanis Music Festival and before the May-Jaramination session of the Royal
Conservatory of Music. Heather was involved in baxttivities so | witnessed the final
part of her preparation process. Heather was taknagle 8 piano with the RCM. Her
lessons mostly followed a typical sequence: teamnigcales, arpeggios, chords...etc.),
either studies or repertoire, and if there was tnie end of the lesson, sight-reading
and ear training. Like the roles of teachers dbsdby West and Rostvall (2003),

throughout the four lessons, Lily was the initiatbe one who used verbal
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communication and singing to issue commands, asktmuns, provide explanations, and
present models. In contrast, Heather played a rmarle passive role; she mainly
responded to her teacher with short sentenceslapihg.

The first lesson was recorded a week before leeathompetition in the Kiwanis
Music Festival. The entire lesson was thereforatspe preparation for the competition.
After a short greeting from Lily followed by a smifrom Heather, the lesson began. Lily
sat on a wheeled chair at the right side of thagi&he moved the chair away from the
piano when she listened to Heather’s performandeclnser when she gave instructions.
The first eight minutes were spent on technicalmvaps. Lily randomly picked different
keys from the Grade 8 RCM piano syllabus. Heathsygal major and minor scales,
chromatic scales, broken and solid chords, andygips. Lily gave suggestions about
hand positions, placement of feet, and use of fings. When these suggestions were
made, Heather stopped what she was doing to makections until she satisfied Lily.

After the technique segment, the student and &zanbved to the next one without
any announcement. They appeared to have a taaiiahagreement about the sequence
of the lesson. When Lily said, “Let’s do the whiléng. Start from the beginning,”
Heather immediately stood up and walked away frieenpiano. She walked to the
entrance of the room and waited there for a fewsgs. Then, she walked to the front of
the piano from the entrance, bowed, and sat dovptato Heather played the “Etude
Allegro” by Yoshinao Nakada. It was a fast, exdtpiece with a beautiful melodic
section in the middle. | was surprised to heardtailed musical expression that Heather
was capably showing. It was an enjoyable listeeixyerience for me. Meanwhile, Lily
sat far away from the piano with Heather’s printsiswon her lap and a pencil in her hand.

She listened attentively and occasionally madeshotethe score. After Heather finished
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playing the piece, she stood up, took another bod,walked away. As a musician, | am
very familiar with the process of going on andstfige. | learned the proper stage
etiquette from listening to my teachers and watgluthers. Often, my teachers would
remind me of this etiquette before an actual perforce. However, none of this etiquette
was ever specifically mentioned in my lessons. $ earprised to see that Lily is building
stage etiquette for her students by engaging thhemoick performances during lessons.
When | later inquired about her reasons, Lily anmede”l read somewhere when | was
doing my school work that if we [teachers] makel®le stage performing experience
a routine for students, stage fright will likely Educed. | have implemented this routine
in my lessons ever since.”

After the first play through of the “Etude Allegtdhe teacher and student broke the
piece into sections and began to work on detadsd@ather is able to play the piece
fluently, most of the feedback emphasized increasesical expression: improving
dynamic, balancing tones, and controlling the sgamodiuced. Lily gave suggestions like
“soft here! loud! longer note here!” while Heatletyanged the way she played according
to Lily’s words. A lot of repetition happened irtenpts to perfect a phrase or achieve
more nuance with a certain dynamic level. Altholidia was the one giving most
directives, she also tried to include some discussi her lessons. For example, Lily
asked questions such as “How do you play this Isudete in the piece?” and “Which
note did you play wrong?” Heather usually repligthvgimple words like “push it” or
“It's D”. When Lily received terse replies, she tioned talking and expanded on what
she wanted Heather to do. It is interesting thaingpts at discussion usually ended up as
teacher-dominated talk, confirming a finding by Wasd Rostvall (2003). As an

obedient child, Heather is used to being told wbato. It seems that Heather is used to
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this kind of interaction.

The rest of the lesson was spent on fine tuniegititails of the “Etude Allegro.” At
the end of the lesson, Heather asked her teachartwkvear for the festival, her mother
wanted to know. Lily first explained about the neéediress up for the performance: “I
think everyone will dress up nicely. You might feedird if you don’t do the same. Do
you want to wear skirt, dress, or pants?” Heathat: S| don’t know.” Lily then
continued with her suggestions: “If you are nofifegtoo cold, then you should wear
skirt... and bring a warm jacket with you when yoa ®asiting for your turn.” With an
“okay” reply from Heather, the lesson ended.

| recorded the second lesson two weeks laterslaagaght up in the traffic and was
thus late for the video recording. Heather wasaalyeplaying technique when | arrived.
In contrast to the previous lesson which was spetitely on the preparation for the
Kiwanis Music Festival, the second lesson went lhladke regular RCM curriculum.
After the technique portion, the teacher and studemnked on four pieces from various
historical periods. Lily always let Heather playdhgh a piece before she made any
comment. While Lily listened to the play-throughgsnrote her comments by way of
marks on the score. These marks are a kind of gtapbic set of indications meaningful
to literate musicians. The marks indicate such stasphrasing, dynamics, tempo, and
articulation. Then the teacher and student workethe details according to Lily’s
markings. Instead of Lily teaching according tgadfic plan, | noticed that Lily often
reacted in an ad hoc fashion when she taught. Tibehewever a fixed process: She
listened to Heather’s playing, stopped Heather wdienheard a problem, fixed the
problem, and resumed listening until she heardhangiroblem. The teaching strategy is

similar to the zone of proximal development ideadfby VWgotsky (1932). This teaching
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pattern continued throughout the four lessons énlesl.

The last 15 minutes of the second lesson weret gpegar training. Lily switched
seats with Heather. Lily sat on the piano bencHeMHeather sat on the other chair facing
away from the piano keyboard. Lily started eamirsg by reminding Heather how to
identify a cadence: “What should you listen for whvee are identifying cadences?
Which notes should you listen to? You listen togbeond to last chord in the phrase. If
the notes belong to the chord on IV, what cades@® ilf it's a V to |, what cadence is
it?” As | had come to expect, Heather answereddsarher with simple answers like
“Listen to the top and the bottom note,” “Plagalid “perfect!” Next they did the
melody playback. Lily named a key and played a aheia that key. They switched seats,
and Heather played back the melody from memorys Tdsk is easy for Heather. She
played back the melody flawlessly. Interval nammthe other listening category for ear
training. Apparently, Heather either dislikes Irgteg to intervals or this is something at
which she does not excel. At the beginning of éxiercise, Lily said: “Let’s do the [most
dreaded thing] right now.” Her comment implied @ative feeling towards this exercise.
As mentioned before, Lily does not think ear tmagnis necessary and would not do it if
it were not part of the RCM curriculum. Heatheroaisld me that she thinks ear training
is the most difficult thing in her lessons. To rear training seems to be a routine they
must do because of the examination system. It'sawtething enjoyable for either the
student or the teacher.

Both cadence and interval listening exerciseslue/zmore than merely listening.
Students have to have enough knowledge of musicytiie be able to analyze what they
hear. For example, when Lily plays the intervahdb F, Heather has to have enough

knowledge to understand that the distance betwesmdA- is a sixth and the quality of
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the interval is called “minor.” Instead of just tyet) the response “minor sixth” from
Heather, Lily asked her to name the two notesghathad heard: “If you can hear A and
F, you will [calculate] so you know it's a minoxsi When Heather asked, “Do | have to
calculate [after | hear the notes?]” Lily answeréflyou don’t want to calculate, just
think on the key of A major. [All the intervals amajor scale should be either perfect or
major]. The F in the A major should be a sharp. &nd is not. So this is a minor
interval.” Actually, asking Heather to name the tmaies suggests that Lily is training her
students to develop perfect pitch. And her latgraxation on the intervals shows that
Lily tries to incorporate music theory into the &@ining.

| received a phone call when | was driving to lslijouse for the third lesson. Lily
called. She told me that Heather had a school e¢btie night and they had to
tentatively reschedule the lesson half an houreza#ls | lived 45 minutes from Lily’s
home, they had to start the lesson without me. Aesalt, | was only able to record the
second half of the third lesson. For the first tegsons, | set the camera across the room
opposite the piano so | could have a clear vieteather and student interaction.
However, from that camera angle, | was unable talg&iled facial expressions of Lily
because she often sits with her body facing thegogand her back facing the camera.
This time | decided to try a different recordingsfiimn to see if | could read her face
better. Instead of setting the camera in the opanesacross the room, | squeezed the
camera and the tripod into a space on the left@idiee piano. The camera was adjusted
so | could see both Lily and Heather’s faces. Towrdside of this new camera position
was that | had a limited view of their hands antioas.

Lily and Heather continued working on perfectihg taterials for the Grade 8

RCM examination during the third lesson. During ldet 20 minutes of the lesson, Lily
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asked Heather to play through all the pieces foelkamination. This request resembled
a mock examination without the ear test and sigatling. Lily marked the score while
listening to Heather play all her selections frommory. After Heather’s performance,
Lily stood up and put music back on the piano. Téles started to explain the details that
she wanted Heather to fix for each piece. Sheaisouraged Heather by pointing out
the sections with good interpretation. The words séed in her praise were specific
about Heather’s playing: “You did a good job heaetl “Excellent sound! You played
better than last time.” Heather still remained guas usual. This time, however, | was
able to see the smiles on her face when her teaohgplimented her.

The fourth lesson was recorded one week beforéhdes examination. This time |
was neither late nor distracted by a schedule ahdngas able to record the entire lesson.
This lesson served as the final review for the R&mination. As usual, the teacher
and student started with technique then proceeampthying through the repertoire,
fixing the details related to musical interpretatiand practicing sight-reading and ear
training. This was the first time in the four lessdhat | saw Lily and Heather practice
sight-reading. Lily first gave Heather a short segiof music. Heather read the music
for 30 seconds and started playing. Lily treatesl éixercise as a mock examination: “I
really want to give you a perfect mark. Unfortumgalehink there are two mistakes. So
out of 7 I'll give you 6.5. That's a great sighaceng. And | think you chose the speed
wisely. | don't think it was too slow.” Next, Heahsight-reading a rhythmic pattern. She
looked at the pattern for 20 seconds and clappediythm. When she had trouble with
one of the rhythms, Lily stopped her and showednateat was wrong. Then the teacher
and the student clapped the same rhythm againtegéily graded Heather through the

entire sight-reading test and ear test. She grei@ather by using the RCM grading
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system from the piano syllabus. Grading helped urigerstand what more needs to be
done for Heather’s preparation for the examination.

Similar to Dickey (1991) and Siebenaler (1997)slings, instrumental modeling
played a significant role in Lily’s lessons. Lilsefjuently modeled fingering, tone color,
articulation, rhythms, accidentals, duration ofesptdynamics, shaping phrases, and the
overall feeling of the music over the four lessdBise sang often — to represent a
musical phrase, to identify correct pitches, tovstioe shape of the melody, to conduct
the rhythm/tempo, and to demonstrate a certainrdiskevel (Rose & Buell, 1998).

Body language was also involved. Movement to theimshowed that Lily was able to
understand Heather’s musical interpretations ssdhaphrasing and shaping of a piece.
Pointing to music with her finger helped indicatelgems that needed to be fixed.
Gestures helped emphasize her points as she dpafdeermore, facial expressions such
as smiling and frowning conveyed the teacher’s etgimns, approval, and disapproval
and Heather’s response to the teacher without words

Lily passed practice strategies to Heather inkdls way. Instead of saying “This is
how you should practice,” Lily taught the strategioy using them during her lessons. For
example, when Lily tried to get Heather to increlaseplaying speed to the desired speed
for the examination, she first identified Heathesrent metronome speed. Then she set
a slightly fast tempo and asked Heather to plahénew tempo. Once Heather was able
to play fluently at the new tempo, she set a higjoai on the metronome. Giving
Heather a specific and manageable task, helpegradually achieve the learning goals
established by Lily. This goal oriented practiceaied “deliberate practice” by
McPherson and Renwick (2001). Lily is teaching lioefate practice” to Heather in her

lessons. Repetition was another practice strasbgytified in the literature (Hallam, 2001,
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Pitts et al., 2000a). When Lily wanted Heatherracpce a phrase, she first demonstrated
the phrasing, dynamics, tone color, or shapindgnefmelody. Then Heather tried to
imitate her teacher until her teacher approved.

Practicing sections is yet another practice stgatély employed in her lessons. As
mentioned before, Lily usually listened to her stidplay the entire piece and then
worked on the details by breaking the piece intitises. When | asked Heather about
her practice habits, she said that she practiceddtions, indicating that she is probably
unconsciously picking up practice strategies fraig. lAnother approach that Lily used
in terms of conveying practice strategies to Haatvees the use of questions. Instead of
directly telling Heather what to do, Lily asked wikkeather thought about how she could
practice or solve a musical problem. Although Heathias typically quiet or answered in
few words and Lily usually ended up answering hHérkstill noticed that Heather took
Lily’s suggestions and fixed the problems overfthe lessons | observed. Nevertheless,
Lily does not know whether her students are pragithe way she suggests at home:
“Honestly, | don't know if they practice the waguliggest they do. It's my responsibility
to show them how to practice. But whether or neytto it at home is beyond my
control.”

Heather’'s mother (Mrs. Woo) always picked her ugna end of lessons. She
typically arrived a few minutes before the lessndexl and waited patiently at the door
for Heather to come up. Since Mrs. Woo did not camte watch Heather’s four lessons,
| wondered how Lily lets her students’ parents ustdad what she is doing with lessons
and how their children are progressing. How dotéaeher and parents communicate

with each other? Lily talks with parents in perstinalk to them when they pick up their
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children. | seldom call them unless it's neces8aiye students are often present when

Lily talks to their parents:

| use encouraging words such as “I think Heatleyqu very well this week.” | try
to say positive things to encourage students whey @re present. But [there are

times] that | think the parents need to know whatsng with their children. | say
this to the parent: “I think Heather didn't praetimuch this week. [She needs to

practice more] for next week.” When the mother behat, she will probably push
her child more.

Lily calls her students’ parents when she thinlksd the content of the conversation is
inappropriate for children. This usually involvesisus issues that could hurt the
children’s feeling. Similarly, Heather’s mother ioheed that she rarely called Lily unless
there was something major that she did not wanthigren to hear.

All teachers have expectations of their studentstheir parents. Out of curiosity, |
asked Lily about her expectations. Lily expectsdtadents “to fulfill whatever [she
teaches] in the lessons.” She also expects heerstsitb practice before coming to the
next lesson. “It's a waste of money for them to edmmy lesson unprepared,” she said.
Apparently, Heather knows clearly what Lily’s exfs®ns are: “[My teacher] wants me
to practice what she taught me.” At the same tinig,expects her students’ parents to
“encourage their children instead of pushing therdd unwanted things.” She further
explains that her students’ parents expect helbéca’good and responsible teacher who
teaches their children to play properly [in termh@laying techniques.]” Interestingly,
Mrs. Woo’s expectation of Lily is somewhat diffetérom what Lily predicted. “I want
the teacher to make my child happy. [It would bebblest] for my child to go to the piano
lessons gladly without feeling pressured.” Thigedénce in expectations shows that Mrs.
Woo trusts Lily as a teacher. It also corresponitis Mrs. Woo’s belief that EQ
[emotional intelligence] is more important than i@eing a high level of performance.

Moreover, while Lily emphasizes progress in leagmmore, Mrs. Woo seems to want her
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children to “feel good” about learning.

So far my story has been revolved around Lilyagcteng and the lessons. Actually, a
large part of the learning in private music lesstakes place at students’ homes.
Students’ learning when they practice and pareémiglvement in private music lessons
all play significant roles in private music teadaisind learning.

Heather is a child who does not need to be rerdital@ractice. She is a self
regulator. According to her mother, Heather shoery Wigh interest in learning music.
This interest drives Heather to practice volunyails a result, Heather’'s mother is not
very involved in Heather’s practicing: “I never leato remind or push Heather to
practice. It seems that she is doing very well éssélf.”

Heather spends approximately one hour each tim@lglys piano. She plays up to
four hours each week: “I do not practice every digjay four days a week. [I play more
when | have time.] Sometimes when my homework getsnuch, |1 don’t play at all.”
Consistent with the research (Coffman, 1990), altfnoHeather understands her
teacher’s expectations about practice time, she doealways meet them: “[My teacher]
wants me to play every day. And if | play every dajon’t need an hour. A half hour
would be enough. [But | like to practice longer].”

The only thing that Heather doesn’t enjoy that misctechnique: “I don't like
playing scales because they are boring.” It is@#eng to note that instead of starting to
play technique as a warm up in her lessons, Heatldnesses technique last. Maybe the
idea of a warm up has not yet been stressed. Aoned before, Heather practices the
way her teacher teaches her in her lessons. $theffactices new pieces hand separately.
After she gets familiar with the notes and fingganshe puts two hands together. She

always starts the new piece slowly and graduably$lp to the desired tempo. Heather
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“plays through the songs once. And if [I] make astake, | play the part until | get it
right.” To Heather, the purpose of practicing igptepare for lessons, to improve her
technique, and for “amusement.”

| observed that Heather’s piano playing improveedrdhe four lessons. Her playing
style, level of musical interpretation, playing sgeand tone quality all progressed
considerably over the two-month observation perMdybe it is Heather’s shy
personality or perhaps she is not used to reflgamor sharing her thoughts with a
relative stranger, but she only spoke briefly aaguely about what she learned in the
lessons: “I learned many different techniques aradtire strategies. [I learned] about
dynamics. [And my ears are trained.] | learned maimgs.”

Although Mrs. Woo does not patrticipate in her daegs daily practices, she
partakes in Heather’s music learning in severalsv&pe is the driver who takes Heather
to the lessons, festivals, and school concerts p@je for the lessons, instruments, and
the music books. She is also the one who encoutsgeshild: “Heather is going to the
music competition next month. Sometimes she coraek fitom the lessons and she tells
me that she is progressing. | say encouraging wortisr and that makes her happy.”
Furthermore, Mrs. Woo is a devoted fan: “Heathieedime listen to her... | am doing this
more and more now because | know that makes hg@yhap want her to know that |

care about her.”

*k%k

Successful teaching and learning takes more tharperson. The relationship
between Lily, Heather, and Mrs. Woo seems to bk around the word “obedience.” As

students, Lily and Heather were obedient to trezichers and parents. As a student’s
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parent, Mrs. Woo respected and obeyed her daugieyate music teacher regarding
her child’s musical learning. And as a teachery Bssumed the role of an authority. A
determined teacher, a supportive mother, and adiedegirl with high musical interest

and aptitude provide one picture of a teachingltria
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Chapter Six: A Friendly Companion

“I am more like a friend to my older students.... €hgmot much distance between my
students and me. They see me more like an older. Sikey are close to me.”

Lauren

It was a quiet morning when | pulled into Lauredrs/eway. Her home is located in
a quiet neighborhood in the southwest end of Vaveout was a sophisticated building
with a Spanish-style roof among the modern desidnueges. A yellow Volkswagen
Beetle was parked in the driveway. | parked belinedBeetle, walked to the door, and
rang the door bell. Lauren was my second parti¢igdg last interview had taken place
in a tea-house, but | did not appreciate the baxkgt noise. After talking with Lauren,
we decided to have the interview at her home.

Lauren answered the door and invited me intoikierg room. She made tea and we
chatted about life while | set up the recordingipment. Lauren is a cheerful 26-year-old
woman who laughs a lot when she speaks. | met henwwas in my senior year at
UBC when we both playeer-hu (Chinese fiddle) in the Chinese Ensemble; she was
younger than me, a sophomore. Although we perforimélge same ensemble for a year,
all we exchanged were polite social conversatidfter | graduated, | completely forgot
about Lauren until she found me on MSN two years &fpe wanted to attend graduate
school and wanted to discuss her options. Thatwhas we became reacquainted.
Knowing that she teaches piano, | told her aboutesgarch, and she expressed an
interest in my topic. After | showed her the Letéinvitation, she agreed to participate
in my study. Sitting comfortably on the soft cowstpping hot plum tea, | prepared to

listen.
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Lauren is from a middle class family in Taipeig ttapital of Taiwan. As a child, she
lived with her parents and her older brother. Heinér was a self-employed trader. Her
mother was a housewife. As customary in Taiwan)enthie man of the household
worked to pay the bills, the woman took care of¢hiédren. The “taking care of the
children part” also means that the woman was resptenfor educating her children. As
Lauren remembered, “my father didn’t bother with lusvas my mother who was
responsible for our upbringing.”

Lauren’s mother is an outgoing person. It wasvghe influenced and nourished
Lauren’s interest in music: “My mother likes singirShe used to join choirs. Oh! She
did not work. She led a leisurely life, like a wibgl noble lady. She would go shopping,
take floral arrangement classes, go to hair salamgo to choir rehearsals. She would
bring me along when she went to choir. | wouldlsgtre and listen.” Lauren’s mother
could not afford instrumental lessons when sheyeasg. The inexpensive way to
practice music at that time was to join a schoaiiclEventually, choir singing became
her lifelong hobby. In addition, both Lauren’s patseenjoyed singing Karaoke.
Traditional Taiwanese pop songs or folk songs whese favorites. Lauren’s mother even
recorded her own Karaoke singing just for fun. Urtter parents’ influence, Lauren
listened to a lot of popular music as well as ¢tadsnusic when she was younger.

As Lauren’s mother was an adventurous person vigx to learn as much as
possible, she passed her attitude on to her child#eth Lauren and her brother started

private music lessons at a young age:

My brother was in the Chinese ensemble class meaary school. He played
Chinese flute and percussion.... He took lessonsamyrimstruments such as violin,
piano, electrical keyboard, and drums. | guessateno patience and persistence.
He would give up on the instrument after only a faanths. He knew how to play
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them but he was never good at any of them.
Lauren, on the other hand, had a different musszahing experience.

Lauren entered the Yamaha music program when akeénkindergarten and spent
a year or so there. While she was in the prograentdacher told Lauren’s mother that
her daughter had a good ear for music: she waswatirperfect pitch. Not wanting to
waste her daughter’s talent, Lauren’s mother hergdvate piano teacher to teach Lauren

at their home. Lauren did not have a favorable @sgion of her first piano teacher:

She was mean. My mother told me that | used te stamy teacher angrily during
my lessons. You see, | am the kind of person winnattake people being hard on
me. | listen when you talk to me. She did not. #ae mean. She would complain
to my mother about me being lazy. And she would gam® me with her other
students. She had a bad attitude. | felt bad becaiuthe way she talked to me....
We lived in a high rise, and most of her studergsewirom the same building. She
would say to my mother: “the girl upstairs praati¢bis much time and your
daughter only practiced this much time.” The mdre w@lked to my mom, the less |
wanted to play. | did not have a pleasant time Wwéh All my other piano teachers
were great. | just don'’t like being pushed.

Knowing that Lauren didn’t like being pushed, hesther had an interesting way of
helping Lauren persist at taking piano lessonagduition to financial support. Unlike
other parents who insist that their children camditaking piano lessons, Lauren’s
mother let Lauren make her own decision about vérathnot to continue. Therefore,

instead of uninterrupted years of piano lessonsrdrahad two or three “breaks”:

| had a tendency to give up when | encounterecdaoles in my learning. When |
faced a new level and things became harder, | ams Then | would tell my mother
that | didn’t want to take piano anymore. Motherubsay okay and she would tell
the teacher not to come any more.

Lauren’s “breaks” from piano lessons usually omlgtéd a short while:

Usually after a few months, | would tell my mothieat | wanted to take piano
lessons again. Mother would arrange for the teaicheome again. My mother
never had to ask me to practice. | always did lantarily. She never forced me....
My point is, | felt that my mother supported mermt forcing and pushing me into
taking piano. You see, people think that you neegréssure kids to help them learn.
But I think if a child is really interested in antwvity, it might be a beneficial to

give children some time to think about what theyntwahen they feel like quitting.

If parents and teachers keep pushing, then itssipte that they will foster negative
feelings in a child. Learning piano should be eafdg. Pushing too hard only
results in negative feelings towards the piano.
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Lauren believes that it was because her mother lgav&eedom and allowed her to
make decisions that she persisted through theyeags of piano study.

School experiences in Taiwan, as Lauren recalede music-related. From Grade
1 on, Lauren’s classroom teachers asked Laurecctmgpany whenever needed because
they knew she played piano. Music seemed to beenégiway of getting people’s

attention in school:

| was not good at other things. | didn’'t have amgtthat helped me stand out from
other people. | was not smart. | was not very goadath. | wasn’'t good at
memorization. The only talent | had was perfeathpiand | had a good musical
sense.

At the end of Grade 3, the school distributed aceabutlining the different music
ensemble opportunities such as choir, Chinese drlseand rhythm band (percussion
instruments and mouth organs). Students who wéseeisted in participating signed up
for the ensembles and were grouped into a clasisebgchool. Lauren joined the Chinese
Ensemble Class in Grade 4. Besides regular acadeijects, students in special music
classes took group instrumental lessons in the imgrduring lunch breaks, or after
school, as extracurricular activities. Childrenrgpbeir Grade 4 year as the training
period to learn new instruments and they starteticgzating in the ensembles in Grade 5
and 6. The music ensemble classes are the onagpinasented the school for external
competitions. Lauren’s brother was part of the @eemensemble; he playedhu
(Chinese fiddle). Ther-huteacher was also the director of the Chinese dboigeime was
the one who went to Lauren’s mother and recruitedrén. Considering that-huis an
instrument which can be performed both solo arghiensemble, Lauren and her mother
picked er-hu as her instrument in the Chinese ebleedfass.

Besides participating in daigr-huand Chinese ensemble rehearsals, Lauren did not

remember much about her school life in Taiwan. H@wteshe thought that education in
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Taiwan was based on memorization: “I didn’t undemdtwhy | studied all those courses
back then.... If we memorized the course materiagsgat good marks. If we didn’t, we
received a bad report card. The teachers werehapy about high marks. | didn't think
they cared too much about why they were teachiogelsubjects.” After graduating from
elementary school, Lauren went to junior high s¢haosix months at which time her
family’s immigration application was approved. Shiéhdrew from junior high school
and went to study English in a “cram” school fog tlest of the school year.

In the summer of 1992, Lauren and her family mawe@Ganada; she was 12 years
old. Lauren’s was uncertain about the reasons &emps decided to immigrate but she
guessed that it was because her parents wantedviol@ their children with a better
educational and living environment: “Taiwanese peadpink that Western education is
better. Besides, immigration was popular at theetirAfter arriving in Canada, the
family settled down in Vancouver, British Columblauren first enrolled in Grade 8 in
Point Grey Secondary School then switched to Hanmb@&rade 10 and stayed there for
rest of her high school years. Lauren’s memoryesftiigh school life was also
music-related. She participated in both school mtichoir: “I often got As in music
courses; | also got awards in music. So far | onde one honor roll — in Grade 12.
You see, | was not a diligent student. My paremdsht care about me having good
grades. Music was the only thing that made me shisehool.” School life in Canada
was relaxed for Lauren. The teachers here werasstrict. Nevertheless, she noticed
that she had become more outgoing and indepenmshe had been in Taiwan: “I
became more talkative. The school provides traifingtudents to make presentations in

front of other people. That helped my [independbimking]”.
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As mentioned before, Lauren had several “breaksihd her long journey of piano
study. One of the breaks had happened just befameech moved to Canada when she
was in Grade 7. The academic workload had incresslestantially as she experienced
the pressure of the National High School Entrancantination. As a result, she no
longer had time to practice. It was not until akee came to Vancouver that she started
taking piano again: “Most of my friends were takiegsons. School here was relaxed. So
| told my mother that | wanted to take piano aga8ince then, Lauren has continuously
taken piano lessons.

Lauren did not intend to be a music teacher wihenssarted her studies at UBC.
She first enrolled in the Faculty of Arts studyimgsiness: “I didn’t want to be a musician.
My parents did not make the decision for me. | &laechys envied those business women
who looked professional and confident so | thoughybe | could be a business woman.”
Things did not progress as Lauren expected: “Orstarted to take economic courses, |
realized that | didn’t like business at all. | didimnderstand what those graphs meant. It
was just not my field.” Therefore, towards the efdher first year in UBC, Lauren
started to consider switching to another field. @hkauren’s friends was in the UBC
School of Music. She informed Lauren that instebolaining a Bachelor of Music
from the School of Music, she could major in mustdle enrolled in the Faculty of Arts
(obtaining a Bachelor of Arts). The difference be¢n a student in the School of Music
and a student in the Faculty of Arts majoring insiowas that the former received
private instrumental lessons and the latter did ‘t@ne of my friends was in the third
year. She was an arts student majoring in musctsae taught private piano part time. |
thought that maybe it's something | could find k jeith.... I'd thought about taking

Japanese, but it would be hard for me to find & jdthen Lauren made the decision to
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switch to music, she was already too late for tinditaon. As a result, instead of being a
student in the School of Music, Lauren maintaineddtatus as an arts student taking
music courses. Since no private instrumental lessa@re offered by the university,
Lauren studied piano privately. Currently, Laurgstill taking lessons from a UBC
professor, even though she had graduated from nsiiy@nd has been a teacher herself
for 4 years.

Upon graduating from UBC, Lauren became a prip&ao teacher: “I like it...1
didn't have anything else that | am really good\aasic is the only thing that | am
[comfortable] with. Moreover, | can manage my owne with this job. It's relaxing.” In
the very beginning, Lauren’s mother helped Laured $tudents. She would tell her
friends about Lauren being a piano teacher. Oncedrastarted getting students, her
students spread the word. Lauren had more thatug@rsts at the time of interviews.

Wanting to be closer to her family, Lauren mobadk to Taiwan in the spring of
2008. She taught music in private colleges forar.yieinding that she prefers living in
Canada, Lauren moved back to Vancouver, Britislu@obla in 2009. She has resumed

her private music teaching since then.

Mrs. Choi

After Lauren told me that Mrs. Choi had agreegddicipate in my study, | phoned
her and set a time for the interview. It was comeetifor her to be interviewed while her
two children were taking their piano lessons. Wi#turen’s permission, we decided to
have our conversation at Lauren’s home. | was dyr@aiting in Lauren’s living room
when Mrs. Choi arrived. Mrs. Choi was in her edolties; she was a cheerful person

with a small figure. Pleasantly energetic was mgnession of her.
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Once Mrs. Choi sat down, she began to talk abeusbn’s French language
learning. She talked to me as if we were long-tirends; we chatted freely. While it
was interesting to listen to her beliefs and valléad specific questions to ask as there
were certain things that | needed to know from 8Ber.| gradually steered her to my
interview questions. Here is Mrs. Choi’s story.

—-—

Mrs. Choi is from Taipei, Taiwan. After graduatifigm university, she worked in a
trading company. Her husband holds a master deg@anputer science from a
university in the United States. He worked in a pater-related field in Taiwan. Life in
Taiwan was comfortable for the family. Both Mr. avds. Choi had high paying jobs.
Mrs. Choi especially enjoyed her life in Taiwan: yMhother-in-law looked after my
children during the week, so | was like a singt#ylduring the week. | would go
shopping every day after work. | was really hapgmre.”

It was Mr. Choi’s idea to immigrate. He had stufdile the United States and felt that
the environment in North America was better. Aftezir first child was born, the couple
began the application process for immigration. Winenapplication went through, the
couple struggled with whether they should givehgirtjobs in Taiwan and leave
everything behind or maintain their current lifdstgnd forget about the Canadian dream.
Finally, Mr. Choi’s boss in Taiwan suggested ttetytshould avail themselves of the
opportunity to obtain another citizenship. Listento their friend’s advice, the Choi
family made their first trip to Vancouver, BC, Caaan 1997.

Mr. and Mrs. Choi had never been to Canada befdre purpose of this first trip
was to fulfill landing procedures as well as to lexe a new city. As the trip only lasted a

few days, they stayed in a hotel in downtown Vaweou‘We strolled around the
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downtown area every day. We thought that people Wwere friendly. They would say
hello to you and they were nice to their childrefelt that the people here were open
minded.... We stayed here only for a few days saulccafford to live in a luxury hotel. |
was not aware of how expensive it was to live ia tountry though.” Having formed a
positive impression of Vancouver, Mr. and Mrs. Chew home and quit their jobs.
When they returned to Vancouver for the second,tthrey arrived both jobless.
Moreover, Mrs. Choi was pregnant with their secbally.

Everything in Canada was new to the Choi familye“were waiting for the baby to
come and we did not have any income for an engeg.y he first few months were like a
vacation for us. We were curious about all the tlengs. Every time we heard about a
place to see, we just hopped into our car and ditzeree. We were relaxed.” As it was
easy for Mr. Choi to find a job in Taiwan, at fiteey did not worry about getting a job:
“We thought that he should be able to find a jothwi three months, with his experience.
Three months passed, and we heard no news; wedstaotrying.” It was not until a year
later that Mr. Choi found his job at Vancouver Coomity College as a computer
technician. Right now the family lives in a quigighborhood in the east side of
Vancouver with their two children and Mr. Choi’s ther.

While Mr. Choi is the one who earns the money,.NIisoi has become a full time
housewife since immigrating. Like most Taiwanesadawives, she has been actively
involved in her children’s education. Mrs. Choiweyer, claims that her husband has
also been involved in their children’s education toua lesser degree: “We always
discuss our children’s education together; hesspot into details. We make general
decisions together then | work out the details.odgh Mrs. Choi’s children started their

schooling education in Canada, she did not talkmalmout the education in Taiwan



143

except for her own experience: “I think the teasharTaiwan were authoritarians. You
were not allowed to express your own opinions. dmuwhat you were told.” In Canada,
Mrs. Choi has been a volunteer in her childrerésredntary school. Volunteering
provides her with opportunities to understand nadreut elementary education in
Canada. Using as an example how the children |ini@ front of the school building
every morning to file into school, Mrs. Choi thintkext education in Canada teaches
children how to respect themselves and societyatebenefits from observing while in

the school:

Unlike my teachers back in Taiwan, the teachere Hernot yell at children. For
example, when the children sit on the carpet irfrivet of the classroom for story
time, they are usually noisy. The teacher asks tloeraspect her time to talk. And
the children are quiet all of sudden. | think tisisomething we need to learn as
Taiwanese parents. | notice that | yell at my ladet. It's like | am using my loud
voice to make them listen. This is a habit tha¢eato change.

Interestingly, in addition to the regular schootrecculum, Mrs. Choi is keen on
developing her children’s language skills. Besilaglish, her two children are currently
taking Chinese on Saturday and French lessonstelyvdRecently | realized that if my
children are not literate in French in high schalogy will be viewed as different by their
classmates.” Mrs. Choi is worried that her childwel not fit in with other students if
they cannot understand French. She also thinksgeatking French will provide her
children with better job opportunities in Canadac8 Mrs. Choi herself does not know
French, she does what she can to help her chiltWémpnly speak Mandarin at home so
| know | need to find other ways of helping. In &aboh to French lessons, | borrow
French books, CD, and videos from the library socmidren can master the language
by reading, listening, and watching.” Mrs. Choicatalks about the pressures that her

children face:

Although the school here does not push childrenparents certainly are trying to
push our children to learn as much as possible. u.jist don’t want your children
to fall behind. | know that | might have pushednthiso much. | am in total control
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of their life.... but | am just afraid that they willll behind.
Music, for example, is another subject that wikyent her children from falling behind.

Music is a necessity in Mrs. Choi’s life. When slues the daily house chores, she
listens to music: “I like music a lot. But | wa®i a poor family which could not afford
instrumental lessons.” Instead of learning an umgnt, Mrs. Choi joined the school
choir as a soprano. Her favorite music was Taiwam@g songs. “When | am home by
myself, | play Taiwanese folk songs at full volunitas the music from home. It is the
music that reminds me of my parents.” As Mrs. (lecalls, her interest in music was
influenced by her father: “Although we were pooy father spent his savings on a
Japanese record player. Such a machine was rtre the. He must have liked music a
lot to do that.” This interest in music was passedrom father to daughter. The daughter
is now introducing this enjoyment of music to h&otchildren.

Mrs. Choi has a boy and a girl; they are Leo aedd, ages 10 and 8 respectively.
Both children have been taking private piano lessince they were around 5 years old.
Mrs. Choi believes that “piano provides a foundatfior learning all instruments.
Children can easily learn other instruments if tkegw piano first.” She also thinks that

sending her children to piano lessons is a wawldifling her own childhood dream:

| think | am trying to make up for what | didn’tg@ my childhood. My parents
couldn't afford to give me piano lessons back ti#ena result, | can sing well but |
can’'t play an instrument. This is the biggest regfamy life.... | just don’t want
my children to have the same regret when they gnowl hat's why | send them to
lessons. At least | am giving them an opporturotieirn.

The first piano teacher Mrs. Choi found was a tsghool student: “He had passed
Grade 10 in piano. He lived close to my house.gvkihim from friends. And he was
inexpensive. | thought he could be a role modehigrson since he was young. But | was
wrong.” Apparently, this first teacher was inexpaged at teaching and he was trying to

impose what he learned from his own teacher on Leo:
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Leo had two terrible years with that teacher. Tdaeher was strict and had high
expectations because that’'s how his teacher tréatedBut everyone has a
different learning speed and this teacher didndvknhat.... Leo cried every time
we sat down to play piano. And the teacher compthelot because he thought my
son did not work hard enough. And soon | felt thatuld not take those complaints
any more.

Aware of her son’s unhappiness about learning piktie. Choi went to Leo’s
kindergarten to talk to his school teacher. Theetlteacher suggested that if Leo was
not happy, maybe they should consider stoppingftestor a while; there was no need to
start music lessons that early. Mrs. Choi theretlio her husband about Leo’s piano
education: “I asked my husband what we should da hdidn’t want to stop the lessons
just because of one teacher’s complaints. | diait to stop nourishing our son’s
interest in the piano. What can we do now?” Mr. Ghonediately decided that it was
time to switch to another teacher. After gettinignels from friends, they found Lauren.
Right now both Leo and his sister have been taldsgons from Lauren for more than
two years.

Mrs. Choi sees herself as a parent with high egtieas. She wishes to guide her
children into different areas of learning suchasguages, art, and music in order to
eventually help them develop a lifetime interesa @areer skill. Nevertheless, the
children are still young and Mrs. Choi has a lomgrpey ahead. Her current wish for her
children is for them to be healthy and live happllljis is her simplest expectation, she

says.

Leo

Leo was running around with a bag of potato chiplsis hands when it was his turn
for the interview. | had finished speaking with msther while Leo finished his piano
lesson. Mrs. Choi called Leo over, and he obedidntlowed his mother’s request. After

Mrs. Choi left the living room, Leo and | began @onversation. | was a little bit
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worried when | start the conversation because bekdd so young. | was not sure he
would understand all my questions. After the firge minutes, |1 knew | had been
needlessly worried. Despite his naive appearande¢hendelicate voice, Leo
communicated and behaved like an adult. Although lwederstood most of my questions,
he gave only short answers. Probing questionsaligield much more information.
Sometimes Leo would just give me an “l don’t kncaviswer.

Leo is a Grade 3 student from Weird Elementaryo8tiHe lives with his parents,
grandmother, and a younger sister in the easp&ncouver. He was born in Taiwan
and moved to Vancouver when he was almost 2-yddréle plays piano and does
homework in his free time; his favorite activitiase reading and playing on the computer.
Leo goes to the public library every week and, gank, he borrows 10 books. Among
all the books he had read, his favorite is the Gieno Stilton series which are funny
adventure stories of a mouse. Leo wants to be kawben he grows up because he likes
cooking.

Leo started taking piano lessons when he was haddeen playing piano for 4
years now. He is happy about taking the Grade &@aation in the coming examination
season. Leo could not explain why he started pli@ssons; he was only obeying when he
first began. His favorite piano music is the kihdtt“doesn’t sound bad.” When | asked
Leo what kind of piano teacher he likes, he poirttedauren. “I like her because she is
not mean.... and she is happy.”

According to Leo, his practice time each day @uad one hour. The first thing he
does when he practices is to set the timer. Thgudys his songs. He practices piano
because “[he] can get better at it and [he] go texdl.” Moreover, he enjoys the

practices.
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Leo likes taking music lessons. Music lessons nikehappy. Lastly, he was proud

of participating in this study because he likes icwus

Music Lessons

It was a fine Sunday afternoon in spring. A refileg breeze cooled the air under an
azure blue sky. Colorful tulips and other sprirawiérs dotted the landscape. It was one
of those days that | would have preferred to pas#liag in Stanley Park or sipping a
latte in a side café on Granville Island. Workingsathe last thing on my mind. However,
other people work on Sunday, and Lauren is onbeshit

When | arrived at her door around 2 p.m., Laures waking a short break in the
living room: “| started teaching at 11:30 a.m. thisrning and just had my lunch,” she
explained. As we greeted each other and conveesahlty, Lauren opened a door next
to the kitchen. Behind the door there was a staineading to Lauren’s studio in the
basement. We walked down together.

The basement was quite dark. We walked towardsriheroom where lighting
emerged. The fluorescent lighting quickly vanquéshey uneasiness in the darkness as |
stepped into the large, rectangular room. A Yangghad piano occupies one side of the
room. A chair, evidently for the teacher, is coneeatly placed on the right of the piano
bench. A floor lamp behind the Lauren’s chair céigts on the music stand on the piano.
Pencils and pen lie scattered on the music staddanhe ledges of the piano. A
metronome is placed on the top of the piano witlaaren’s reach. Another chair,
presumably for parents who wish to observe thaldamn, is placed further away on the
left side of the piano bench. Young children caacpltheir feet on a short stool stored
under the piano bench when they play. A desk gésnat the wall besides the parent’s

chair. Children sometimes write on it when doingdty questions. There are several
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phone books stacked on the top of the desk. Acegridi Lauren, these phone books
serve as sitting pads to extend the height of iaérc‘My students sit on the phone
books when they are too short to view the musiatiren also has a white board on
which she writes key words when teaching musiohysto students. In addition, there is
a photocopy machine placed just outside the stsliibauren can make study copies of
music for students.

The teaching space occupies only one third oflinge room. The rest of it serves
as a family room consisting of a sitting area Witree couches arranged in an open
rectangle with a coffee table in the middle. A cdabg audio and video system along
with a big screen TV is located at the far enchefitoom. It is here that Lauren’s family
sings Karaoke. Lauren connects the family roometotéaching: “I have got the whole
sound system here, so | can play CDs for my stede@ne side of the wall is covered
with wooden shelves painted white, making amplévamg for books. The shelving
space is divided into two sections separated higuatsral column. The section in the
teaching area contains music-related books sutdaaking materials, music history, and
music theory books. Students’ paintings, thank ganals, and short paragraphs are
displayed on the shelf. The other section of thealy, situated in the entertainment area
just behind a couch, includes fictional books sasltomic books and novels. A shorter
cabinet is located in front of the column betwdam ook cases. CDs of various musical
styles and eras occupy this smaller shelf. Theispad¢eaching area provides a bright
clean space for learning.

My plan for the day was to set up the recordingigment, go upstairs to interview
Leo’s mother while her son was having his lessahtatk to Leo after his lesson. While

Lauren prepared for the lesson | set up my videopagent. Alone in the room, | recalled
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Lauren’s values and experiences of private musichi@g described in her earlier
interview.
-

Lauren has been a studio music teacher sinceopbomore year at UBC. She
teaches piano, music theory, and music historgahbme studio in Vancouver, BC.
Most of her students are at the beginner and irddiate levels (preliminary to Grade 7
RCM). Lauren teaches six days per week, from Tuesni&unday: “I used to have two
days off.... | used to put as many students as plessibthe same day but not any more.
It became too stressful. So now | spread them mditake only one day off instead.”
Lauren’s students come for lessons once a weeke Mature or advanced students have
one-hour lessons whereas younger or novice studtartswith half-hour lessons. Like
most private music teachers, Lauren gives hersedls from teaching now and then: “If
| am traveling somewhere, then | take a break. hane this July and August. | went
away last June.” As Lauren explains, many studsiofs coming to the lessons during
their school winter and summer vacations. Somenpargant lessons for their children
during the breaks while others tend to give thkildcen a “relaxation” period when
school is out. Lauren still provides lessons whaais in Vancouver. Although Lauren
did not say so explicitly, I concluded that shengl&aer working schedule around the
children’s school schedules.

Lauren’s lessons involve annual piano recital® fidcital is usually held in May
and takes place at a church near her house. Thesriof the recital, as Lauren indicates,
is to provide a chance for students to share wiggt have learned over the year; it is a
way for students to gain on-stage experience.dlss an opportunity for parents to see

the results of their investment. Finally, the ralcrovides evidence of the success of
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Lauren’s teaching: “I think of recitals as a waysbbwing my accomplishments in
teaching. [The students’ playing] shows that | hazeomplished my teaching goals.
Recitals are an activity that [benefit] everyoneaived.”

Lauren plays several roles in the recital. FBbg is the organizer. She sets the date,
rents the venue, hands out notice for studentgmay arranges the reception, and prints
programs notes: “l used to make the program notelin This year, one of my students
volunteered to create the program notes for neiriteresting that he wants to be
involved in the process of organizing a recitas tway.” Secondly, Lauren is a coach who
prepares and guides students through the enticegs®f participating in a recital:
students first learn about the recital; they pcactor the performance; and they train
psychologically to conquer the fear of performingstage. Thirdly, Lauren is a
performer herself. She is the master of the cergmadr makes announcements and
keeps the program flowing during the recital. Atabnclusion, Lauren also plays one
selection for the audience: “I think it is my resgwbility to perform. | ask my students to
perform. It is only fair that | perform for them asole model. | think my students’
parents expect me to do that. There is pressumeeoto play.” Lastly, Lauren brings
people together. Parents and students get toada&adh other and share their experiences.
“[People] come to my house afterwards [to have faod chat].” In another words,
Lauren is a social mediator/leader who brings stteland parents together.

Besides playing in the recitals, most of Laurestiglents take RCM examinations.
They begin taking examinations once they have e&h8rade 3 piano. As a teacher,
Lauren thinks the best time for students to stking piano lessons is at age 5: “It really
depends if the children are able to communicath mwi¢ and sit still.... | feel the best

time to start developing children’s musical skiisoetween age 5 and Grade 3.” If



151

children start taking lessons at age 5, they vallrbGrade 3 and beyond in school by the
time they reach Grade 3 in the RCM system. Thelyakiéady have had some
performance experiences from the recitals andheilinature enough to face the pressure
of examinations and performance anxiety.

Given her interest in RCM examinations, it is sotprising that Lauren uses the
RCM curriculum as her main source of teaching nterShe thinks highly of the RCM
system: “My overall satisfaction is high [with tRECM system]. No system is perfect
though.... The technical level of music that thelest for each grade can be confusing
sometimes.” As Lauren further explains, she firfdg sometimes a piece with a Grade 3
difficulty level is put in the Grade 5 repertoiredk: “The arrangement [might be easier
than other pieces in the book]. It's only my pewdawpinion. | am sure that the editors
who select these pieces have their reasons [ftinguhem where they do].”

Nevertheless, Lauren also supplements RCM matesigh movie music, piano
arrangements of Taiwanese popular music, and pigimo music: “Children like
[melodies] that are sentimental [and easy to foJl&w | buy popular music such as
movie music and Taiwanese pop music and [make spfaemy students.” Making
music copies is, however, an illegal practice. aithh we are all aware of the copyright
law, it is common for private music teachers tallémeir music (either audio music or
printed music) to students for study copies asuatesy. None of my participants used
photocopied music in the lessons | observed. Howeween Lauren mentioned her copy
machine outside of her studio “so students can makes when they want to,” she
caught my attention.

According to the Canadian Copyright Act (Departmaniustice Canada, 2009),

one is allowed to make copies of music for privage under these conditions: “1. one is
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not selling, renting, or exposing for sale or réraone is not distributing, whether or
not for the purpose of the trade. 3. one is notroomicating to the public by
telecommunication. 4. one is not performing or aayi$o be performed in public.”
Therefore, it is considered illegal for a studenbting photocopied music to perform in a
recital. To remind teachers who are not familiathva copyright law, the Royal
Conservatory of Music specifically addresses thadgten in the piano syllabus under their
copyright and photocopying section: “photocopiedsiowvill not be permitted in the
examination room. Candidates who bring unauthorpteatocopies to the examination
will not be examined” (Royal Conservatory of Mus2608, p. 129).

As music educators, it is our job to teach studemtgspect the creativity of others.
While school music educators need to pay atterittiancopyright because they often use
music in public settings, the use of copied musiprivate music lessons seems to be
ignored. Teachers, students, and parents must & af/ithis matter in order to avoid
breaking the law.

As mentioned before, Lauren sends students to R&Gvhmation only when they
reach a certain level in their piano playing. Sbheddnot start beginners with the RCM
curriculum. She uses piano method books by edsiach as théeila Fletcher Piano
Course(Fletcher , 2008)Alfred’s Basic Piano LibrarfPalmer, Manus, and Lethco,

1999), andrhe Bastien Piano Librar{Bastien, 1981) for young learners:

| do not have set material for children. | chodsenaterials according to my
students’ needs. | select the material based atests’ playing level and personality.
Some books are more colorful than others. [Yourhédren are motivated to study
piano when they have colorful books.]

Music theory, sight-reading, and ear trainingsgaificant parts of Lauren’s
curriculum. In the RCM system, it is mandatory ¢bildren to take theory examinations

once they reach the Grade 5 performance leveloAfih Lauren teaches music
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rudiments specifically for the purpose of the exaation, she believes music theory
enhances students’ playing: “When students undetgthe relationship of] major and
minor and the [structure] of a scale their playimghade easier.... Music theory helps
students’ playing technique.”

| have been curious about current private musichers’ views about ear training
and sight-reading because the latter were negléstgdivate music teachers in Taiwan
when we were taking lessons. Lauren agrees: “kttie examination system was not
really well established in Taiwan [at that time].eytdidn’t care about [sight-reading and
ear training] if it was not on the examinationddked Lauren if she would still include
sight-reading and ear training in her lessonsdf/twere not required by RCM. She
responded: “I would. Listening is so important. Butould look for [longer] pieces for
my students to sight-reading.... RCM excerpts arestamt.”

Lauren sees herself more as a music teacher thmarsigian: “I am not a very good
performer, | am okay at teaching though.” In theveamese culture, we see teachers as
authority figures. Although students are not neaelysafraid of teachers, respect and
obedience are two societal norms that studentexaected to observe (Brand, 2002).

Lauren, interestingly, views her relationship wsthidents differently:

I am more like a friend to my older students fromade 4 and beyond. There is not
much distance between my students and me. Thayserore like an older sister.
They are close to me.... They are not afraid of nmeyTare not tense when they are
with me.... For the younger ones, | just do the teagBut | chat with my older
students. We exchange jokes. My students tell e Wwppens in their school lives.
We chat about hair and make up. We also discustheha tutor is good or not.

The above words are strongly connected with Lasiteaching philosophy. The
purpose of music education, according to Lauretg raurture an interest that cultivates a
child’s moral character as well as fosters a dbBreemperament. The key reasons for a

child to study piano are enjoyment and liking music



154

Liking music does not equal liking to practice.... Wechildren do not like to
practice. But they enjoy playing [piano] and gotodessons. | always tell their
parents not to push their children.... [My job] iskeep them interested in [learning
music].... Maybe when they become older, they wih@entrate more.... If a child
tells me that he or she no longer enjoys listetingnd playing music, then | ask
the parent to stop bringing the child to lessons.

Since Lauren’s purpose as a teacher is to keegrehiinterested in learning music, it is
clear why she likes her students to feel closestcaind see her as a friend. We all enjoy
playing music with a friend. Having a lesson aralypig for a teacher is sometimes
pressure-laden. Pressure can result in a negatittela towards learning. After all, the
personal warmth of a teacher is also an importghtence on children’s learning
motivation, especially for beginning instrumenti€Davidson et al., 1998).

Lauren’s views remind me of who | was when | fgtdrted teaching. It might be
that | did not want my students to repeat the pressmusical learning experience | had
lived. | was a girl who wanted to make lessons fudid not want any distance between
my students and me. Since | started student tegietiage 14, all my students at that
time called me “elder sister Kim.” | remember feglivery uncomfortable when parents
called me “teacher Kim.” Why this discomfort? Wabecause | was too young and
inexperienced to see myself as a teacher? Back tderhing was not a career for me; it
was a way of earning an allowance. | was still ggiag for my place in life and looking
for direction. And like Lauren, | had trouble mamagmy students during the lessons.
Although most of my Taiwanese Canadian studentslaeedient, | did have Caucasian
students who ran around the studio while | triegebthem back on the seat. In fact, the
“personal warmth” which I tried to portray becanmeabstacle in my classroom
management skill. As a result, some students stbppeing to me because their parents
thought that |1 was too much like a sister instefa t®acher. Once | graduated from

university, my students called me “aunty Kim.” Ma&ybwas old enough to be called
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“aunty.” Although “aunty” and “sister” both meamiant to make students feel at home
while they are learning, “aunty” was a step cldsgportraying an authority figure. | was
more aware of my professional role. Neverthelesayl myself more as a musician than
a teacher at the time.

Since | have entered a Ph.D. program, my studexvs started to call me “teacher
Kim.” My age matches the image of a “teacher,” &aach no longer uncomfortable when
people call me “teacher.” | even introduce mysslftaacher Kim” to younger children; |
see myself as a teacher now. | still chat with taglents, but music lessons to me are no
longer just about being fun and enjoyable. | cacear@bout how students learn and what
they have learned. Whereas | used to care if ngesiis liked me or not as a person, now
| worry about whether they can feel the music theyplaying. | have become an
authoritative figure after all. | wonder if Laurenll go through similar changes after she
has been teaching for many years.

From Lauren’s descriptions of her past private imtesachers, | might further
assume that her desire to be a friend to her stedeight be an outcome of her own
experiences: “I learned something from each of @aghers. | can’t point to one as
having a more significant impact. But | have likegt teachers in Canada better. They are
nice in general.” However, | did not sense a stnmagter-apprenticeship bonding
between Lauren and her teachers because she talkeslightly about their interactions.
What brought Lauren and her teachers togethezeins, is the musical knowledge and
the technique transmitted to Lauren from her teacheauren agrees that the way she
teaches is somewhat influenced by the way she avaght: “Yes, | teach the way | was
taught a little bit. | have kept the technique #melpractice strategies [and taught them to

my students.] The way | organize the lesson tingnslar. And also the things we
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emphasize [are similar].... | emphasize [bringing stutdents’] musicality more....
Because my teachers taught musical expression tothiak it's important for me to
teach that to my students.” While sticking to trasitions that her teachers passed on to

her, Lauren has also tries to develop new wayelip er students learn effectively:

| think about new ways to teach all the time, [es@léy when | encounter a problem
that I try to solve for students]. For example, sstudents could not get the intervals
when doing ear training. | was surprised whenditfrealized that. | have perfect pitch.
Ear training has never been difficult for me. | viasxperienced when | first started
teaching, so | asked students how their formethieactaught them intervals. Those
teachers used popular tunes for students to renrdimbentervals...like the

beginning of [O Canada is a minor third] and soldrave used this method since
then. | also tell students to listen to the bottwote [and count up].... | try to think of
new ways when | don’t know how to teach.

In summary, similar to Ward (2004)’s findings, teenxg as she was taught, learning from
other’s experience, and generating new methods wheountering problems are
Lauren’s ways of generating ideas for teaching.

There are ups and downs in all professions. Inatey of teaching, teachers face

difficulties all the time. One of Lauren’s problemssmanaging her students:

Students who are hard to control are most difficult have students who run around
the studio instead of sitting down to play. Them® some students who have no
interest in learning but are forced to be theré¢hayr parents. There are students who
do not practice at home, and their parents do aiat. @ here are those who talk all the
time instead of playing.... Some children cry whény to talk to them about good
behavior or the need to practice.... It is only aftiedly understand their personality
and [find ways to deal with them accordingly] ththiese behaviors] decrease.

In addition to the difficulties she faces, Laureelt least successful as a teacher when
her students have a hard time learning: “I getalisaged after teaching a student for a
long time and he/she still doesn’t get [what | widr@m to learn].” In other words, Lauren
gets frustrated when her students do not achiev&etrning goal. Despite the

frustrations, there are happy moments in her tegchi

Seeing my students’ progress is my greatest sudcessetimes [compare] when a
student first came to me with how they are nowel happy after the comparison.
When a student first comes to me, he cannot reaicmithave to teach him by
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pointing note to note. Now he can read...and is aognt. | always have a sore
throat [because | have to count out loud]. Now tleatan read and count on his own,
| am joyful.

It is these successful moments that keep Lauremggas a piano teacher. Furthermore,
patience, endurance, and experience are qualitaet auren has developed as a private
music teacher: “The experience | have gained freaching helps me teach.... | used to
lose my temper easily in the beginning. | thoudHtis is so easy. Why can’t you get it?’
Then | learned that [learning takes time]. | grdijuaarned to be patient and more
tolerant.”

As mentioned earlier, Lauren went back to schéiel @ few years of teaching and
obtained a Master of Music Education. In an e-readhange, Lauren told me more

about her university experiences:

| found it an interesting experience overall. Irfead a great deal about
different aspects of music education, such as ilegophy, psychology,
sociology, and history of music education. Befostakted the program, |
had no idea about any of these topics. After takmgyses, | became
more familiar with music education, particularlythre States and
Canada. | also benefited from courses informingabmaut arts-based
research. It really broadened my horizon. | usethittk research was
[about] gathering data from books and articles.riSugce taking these
courses, | believe that [studying] people’s experés and beliefs is truly
valuable. You may have the same stories as somedhe same or
different communities around the world.

Not only Lauren’s understanding of “research” hlaarged, she also reads professional
books since she started the master’s program.eldasé&r about the impact of her master’s
degree on her pedagogy. She replied: “Well...it kepdd my teaching in some ways.
The part that has benefited me the most was dbmdjrtal project, because the topic that
| chose was closely related to what | have beengdwith my career.” Lauren’s final
project was about strategies to enhance practi@hg.compared her teacher friend’s
experiences with her own teaching experiences. Sirtie experiences she talked about

in her paper are evident in her lessons.
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Lauren occasionally attends workshops with friedidseems that the sessions she
attends do not help her much in teaching: “Theyokegy.... One time it was about how
to select and maintain pianost was hosted by Steinway.... Sometimes it is about
income tax...they teach you how to send in the tamfoUpon hearing this, | was not
surprised to find that Lauren is not a member efrttusic teacher association: she does
not understand the music teacher association’stgs: “I don’t know what benefit it
will bring.... You have to pay a large fee don't ydultis true that private music teachers
have to pay over a hundred dollars to maintairr tmeimbership, but the money is spent
on hosting recitals, workshops, and music festivaést of the fee also pays for the
insurance. All private music teachers in the asgms are insured against work-related
accidents (e.g., car accidents while driving teualent’ house). After | briefly explained
what the association does and where the fee gaeseh expressed an interest in
knowing more about the association.

ok

Leo and his young sister Rose ran into the staddisrupted my musings. They
saw the camera and clustered around it. “Whatigsféin?” Leo asked. “| am going to use
this camera to record your lesson,” | answeredatifé am going to be on TV,” Leo said
excitedly as he ran out of the room. Lauren walkedhile Leo and | were chatting.
After showing Lauren how to work the camera, | te& room to interview Leo’s mother
upstairs. | saw Leo and told him that his piangd@swas about to start. He walked
downstairs quickly, and his lesson began.

ok
Leo was preparing for his Grade 3 RCM examinatioring the four lessons |

recorded. The first three lessons lasted 30 miniites fourth lesson took place about
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two weeks before the examination; therefore Laimereased the lesson to 45 minutes.
All Leo’s lessons were organized into three segsiaepertoire, technique and studies,
and ear training and sight-reading. Lauren organgtieher lessons in a similar way: “I
have these three components [repertoire, technegudraining and sight-reading] in all
my lessons. They don't usually come in the samerdsdcause | am afraid that students
will tire of the same pattern. [For those who sttitgory], | take the last five minutes of
the lesson time to teach them and assign theorehonk.” As Leo is still too young to
study theory, | did not see theory teaching in dessons. Lauren does not work from
any written lesson plan. She “think[s] about wizatetach when students first come for
lessons” and plans students’ lesson according i glie perceives to be the needs of her
students and their parents: “I think about whaetch when they first come to study with
me. | start by trying to understand their curr@viel and [think about what to do next]. |
might start this one with note reading while stagtanother with learning finger
numbers.” As Karlsson and Juslin (2008) describedrumental teachers teach in an ad
hoc manner and they rarely pre-plan their lessois$ead of having an actual written
plan, Lauren teaches according to her percepti@manging circumstances and the
general direction the student needs to take torpssg based on her experience.

Over the four lessons, | observed Leo’s prepamndto the examination. The first
lesson focused on getting the correct notes andticmuaccurately. In the second lesson,
Lauren and Leo worked on the dynamics. The thisdda was about shaping, phrasing,
and memorization. The fourth lesson served as &mo@mination and an opportunity
for fine tuning. Teacher modeling behaviors, whiibkey (1992) identified, were
evident in Lauren’s lessons: first, she demonddregehnique, pitch, phrasing, shaping,

dynamic, articulation, rhythm, and tone qualitye&thso imitated Leo’s mistakes and
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showed him solutions. Second, Lauren played with tbeshow tempo and dynamics.
Third, singing, another form of teacher modeling¢R & Buell, 1998), was widely used
throughout Lauren’s lessons. Lauren sang to shaaspiy, shaping, dynamic, tempo,
rhythm, intervals, and pitch. Finally, Lauren clagdpor used a pencil to tap the steady
beat on the piano.

When working on a piece, Leo usually played thiotige piece once before Lauren
made any comments. Lauren marked his book andvetdsed on the details with Leo.
She split the piece into different phrases and egnkith each phrase individually.
Lauren usually explained or demonstrated a poattshe wanted Leo to fix. Then she
would ask Leo to play the phrase in steps approxngahe desired outcome until he
improved. Lauren had unconsciously applied VWgosski934) scaffolding theory into
her lessons. Repetition seems to be an importaiegy in Lauren’s lessons. One thing
Lauren did not mention when she talked about heatimg materials is her use of music
compact disks. All RCM piano series come with seppntary CDs. One can either
purchase the CD with the books as a package otheugD separately. Lauren uses the
CD to demonstrate playing style, dynamics, tempd,tane color. She did not play the
CD during the lessons | observed but she kept gskireo had listened to the CD and
referring to the CD when she demonstrated for him.

Although Lauren had previously mentioned thatastmphasized “musicality” in her
lessons, | was surprised at the detailed musiealsdhat Lauren tried to teach Leo.
“Wrist turning,” for instance, is a technique tagduce a better tone quality. “Loud and
soft” produces an accent. Lauren used proper niusigas such as “shaping” and
“phrasing” all the time. It is not clear that youbhgo understood what these words mean

because he asked about them several times. Laadearhinteresting way of helping Leo
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understand. Here is a conversation from the seobrdrvation:

Lauren: Okay! Let’s try to shape the phrases.

Leo: What's shape the phrases?

Lauren: It means...when you talk, do you talk the s | say “how are you
today” how would you say that? [Lauren tried toggye@rate the different tones in
the sentence.]

Leo: How are you today? [whispering]

Lauren: No. [Say it] loud.

Leo: How are you today? [loudly]

Lauren: Yah! So there is a tone right? How are tpolay? [slowly] [Lauren uses
hand postures to show the different tones in théesee.]

Leo: How are you today? [high and soft pitch, snggiike]

Lauren: Right! You don’t go “how are you today” & tone] right?

Leo: Didn’t do it. [mumbling]

Lauren: Yah! So this is shape.... | want you tgpghthe phrases.

Leo: Okay!

Lauren: When the scale goes up, you do a cresc&uwdgou go [Lauren plays an
ascending scale from Leo’s music] can you hearramg®?

Leo: Yes! Music! Loud!

Lauren: No! What | was talking about? What do youndth that? [Lauren plays
the scale again while pointing at the book.]

Leo: Medium and loud.

Lauren: Okay! Listen to every note. Are they thmear different? [Lauren plays
the scale again while demonstrating the crescentteaame time.]

Leo: Em! Go medium loud and then go loud!

Lauren: Yah! So that’s what | call shape!

Leo probably still does not understand what “shapbérase” means because this is not
part of his everyday vocabulary. Yet he probabipembers that he has to play a
crescendo every time he sees the ascending sdhke ook with Lauren’s marking. He
might have a blurry idea about shaping. Thereds alpossibility that he might just be
mimicking his teacher or obeying without thinking.

Another aspect | found motivating is Lauren’sngsof stories. For example, she
told a story of two family members when teachingrfola scale pattern to students in her

masters’ project:

Making up a story is a good way to teach a stubentto play a formula pattern....
My students are always confused when each hand plagontrary motion or in
parallel motion. To explain this, | just tell thearstory about going to the shopping
mall. For instance, | say: “It's a parallel motiatnen you go to the mall with your
parents on Sunday afternoon. But when you shop yeitin mom [and] your dad
goes to the bookstore to read magazine, that'siary motion. After 30 minutes,
you meet up with your dad (that’s contrary agamfhie centre of the mall. You
show him what you've bought and happily go homeetbgr. And that’s parallel.
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The story was applied to Leo’s lessons, and hetteeisesult:

Leo: Is that the hint, you go up there? [Leo pthgentrary motion.]

Lauren: Yes.

Leo: And you go back down. [Leo played paralleltio.]

Lauren: Yes. And they say goodbye

Leo: Bye bye! [Leo played contrary motion]

Lauren: And they meet, and they go home togethen played parallel motion.]

By telling a story, Lauren created a vivid imageaafoncept using examples from
students’ daily lives. While research has suggestatinstrumental teachers should
model more and reduce teacher talk (Dickey, 1995l & West, 2003; Siebenaler,
1997), verbal modeling, such as the use of imagedyanalogies, could enhance student
learning (Woody, 2000; Woody, 2006). Neverthelassprding to Benson and Fung
(2004) this strategy is less frequently used imgig music lessons than teacher talk.

Lauren used different forms of reward in her less®erbal encouragement
accompanied most of Leo’s playing. Lauren gave gamacouragement such as
“Good!” and “Excellent!” before she made comme8ke prepared small bags of chips
to treat students after lessons. Small rewards asi@andies, pencils, and stickers all
helped Lauren motivate children. No punishment usesd: “I think it's my personality. |
don’t get mad or lose my temper [easily]. | doiKelto force or discourage students....
[If the student does not behave,] I will just sayill tell your mom, as a warning.”

| do not know what Lauren and Leo’s mother tola ladout the videotaping. For
some reason, Leo thought he had been selectedao §¥ because he had been a good
student. As he was only a Grade 3 child, he wasaaity able to concentrate on his
piano playing because he was distracted by the reatheughout his four lessons. Leo’s
reactions to the camera usually happened durinfriténalf of the lesson; his mind

returned to the music for a while; then his atmmghifted back to the camera. He ran



163

and greeted the camera by pressing his face aghemsaimera at the beginning of the
lessons. He ran to look at the camera at the etitedésson. He winked or made faces at
the camera between pieces. When Lauren stoppgualyieng and tried to talk to him
about music, he made funny gestures. He also naukense noises and uttered silly
words such as “Yew, someone farted! | am a machdnhauren, on the other hand,

tried very hard to keep Leo on his seat, ignorederbehaviors, and kept teaching as

though nothing had happened:

[Laughing] He is funny. But | can't really laughcencourage what he is doing....
| have to ignore him because | don't want to enagarfhis behaviors].... | think he
is acting out because of the camera. | have ne@r this side of him before and |
am surprised. He is a good child and does not noriieehave] like that.

Interestingly, although Leo did all these sillynigps in front of the camera, he cared
about how people saw him as a piano player. Hera &&w examples: First, when
Lauren tried to tell him that he had an inconsistempo: “You slow down here, is it
because...!? He yelled: “Stop it!” Lauren did natarstand so she asked: “You slow
down because you stopped?” Leo replied: “No stbimgepeople!” Secondly, Lauren
wanted to teach Leo that we normally play a credoem an ascending scale. While Leo
was playing the passage, Lauren reminded him and/éled: “Okay! Okay! Stop
saying it!” Finally, Leo encountered a problem whpgacticing the shaping of a phrase.
Lauren tried to help out by singing and playinghaiim. Leo said: “Hey! Let me do it!”
He did not want Lauren to help him because he vdatai@rove that he could do it by
himself. All these examples suggest that Leo didwant Lauren to criticize his piano
playing in front of the camera nor did he want dedp see weaknesses in his playing.
Lauren, on the other hand, claimed that all thesebiors were atypical. She said that
Leo was normally obedient when there was no camera.

Since Leo is more fluent in English, Lauren usedlEh as the main language in his
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lessons. Only words related to classroom managesoehtas “sit down” “please listen”
“please behave” were expressed in Mandarin: “I ghtt him in Mandarin but teach in
English. | am afraid he wouldn’t understand Mandavell. [It is also easier] for me to
teach musical terms to him in English.” Most of thstructions were verbal. As West and
Rostvall (2003) predicted, Lauren did most of thikihg while Leo answered most of the
guestions with short words like “yah!” and “okaye spoke longer, unrelated sentences
when he was acting out for the camera though.

Because Leo was raised in the Canadian cultureaBenot afraid to ask questions
when he did not understand Lauren’s words. He pdiout the Italian terms in the book
and asked what they meant. He also expresseddvis when he did not agree with
Lauren. For example, when Lauren wanted him toicoatplaying a piece on which he
had already spent 15 minutes, he said “No! | dealt to.” This kind of insubordination
happens infrequently in the Taiwanese culture. Mbgdren obey a teacher’s order
instead of expressing what they want (Brand, 200®@yeover, self evaluation existed in
Leo’s learning. | noticed that Leo gave himselfrgsiafter playing a song. For example,
after playing the “Minuet in G” by J.S Bach, heteth“That’s 4 points [out of five]”. He
also asked what Lauren thought about his playirgw many points do | get?” Lauren
usually answered him with a higher number thandwediimself. | later realized that it
was Leo’s mother who started the point system atdh@ goal point was set for a
particular task. Whenever Leo collected sufficipoints, he received a reward. Even
though Lauren did not use the point system in &é&sdns, Leo continued to evaluate
himself this way. Leo listened to his own playirgry carefully. He sometimes criticized

his own playing. This is what happened when worlkingounting a phrase:

Lauren: One, two, three, four. One two. No, Co@kay! Try from bar 18.
Leo: [plays with Lauren counting.]
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Lauren: Good! [referring to Leo’s correct rhythm.]
Leo: No, that’'s not good. | played too soft andyfd some notes.

The above example shows that Leo has a clear kdgelef what and how he thought he
should perform the phrase. He was aware of hisakest And he was not content with
Lauren’s “good” as a general encouragement. T{{@87) found that students are able
to distinguish between general encouragement asdfgppositive comments. As

Zhukov (2008) suggested, specific praise would beerhelpful with children like Leo
because it is important for students to know whaytare getting comments about. There
were times he talked to himself while he playeduihs out that he was commenting on
the mistakes he had made. When Lauren identifigdltho missed playing an accent,
Leo said: “Yah! That’s why | said “Oh! Man!” | finthis intriguing because | rarely see
self evaluation in my students who are the sameaade=o.

In the four lessons that | recorded, Mrs. Choio(ftenother) did not come down to
the studio once. She stayed upstairs and chatted aiiren’s mother and me. Lauren
does not encourage or discourage parents fromwabgedrer lessons: “I might feel a little
bit uneasy. But | don’t mind if they sit in.” Patsrwho have younger children or are first
comers are the ones who sit in the lessons mast.a@ince the children are independent
enough and a mutual trust is built, parents let #taldren take lessons by themselves.
After each lesson, Lauren talks to the parentemgn about their child’s performance
during the lesson: “I don’t usually talk to themless there is something that they need to
know.” Mrs. Choi also added that she talks to Laurg phone when she wants to discuss
serious matters without the child present. Laurescdbes her relationship with students’
parents as friendly. She has not yet encountefédullies when communicating with

students’ parents.

As a teacher, Lauren has different expectatiogeotktudents and her students’
parents. She hopes her students will continuevi® jidaying the piano:
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| hope [my students] can continue their piano pigyand achieve a high level. For
those who are talented...maybe they can go on terofatalegree in music]. | hope
they continue to progress [in music learning] alwhgs enjoy music.

| was interested in knowing if Lauren had voiced éxectations to her students so |
asked Leo what he thought his teacher expectetrof‘fio play everyday,” Leo said.

Leo did not answer any of my questions in greatlddgevertheless, Leo thought that his
teacher wanted him to treat piano playing as fdntsodaily routine.

Lauren feels her students’ parents expect hee t@ ¢pood teacher who helps their
children play better. Mrs. Choi further defined whayood teacher is like: “[A good
music teacher] has to keep her students inter@sisaning to the lessons.... | only ask
the teacher to make my child learn and keep hinpyapthe same time. | think that's
enough.” In return, Lauren expects her student®ma to be supportive while she
assumes the role of a good teacher: “I need thémlfpme in things that | want to do
with their children. Sometimes children refuse ¢atg recitals and examinations. Some
parents give in. | hope they can encourage thédrem more.” However, there seems to
be a contradiction between Lauren’s expectatiostudents’ parents in general and the
Mrs. Choi’ expectation of a good teacher. While lesuwants students’ parents to help
her by encouraging their children to participatexaminations and recitals (which
would bring pressure), Mrs. Choi wants her childbéohappy in music learning (which
means a less pressured learning environment). \Weea are disagreements, Lauren
usually explains her expectation to the studera=éipts before she conforms to students’
parents’ wishes: “I will express what | want. Biithe students’ parents insist on doing it
their way, | would not compel them into doing whatant.” Nevertheless, it is important
for teachers and parents to know each other’s ¢éafi@as and work together. There are

results that a teacher is better able to achiette parental support. For example, a child
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could care less about participating in a recitaisfher parents do not understand the
importance of playing in the recital and encourtgechild to participate. Cooperative
efforts can result in more effective learning.

We now arrive at an important part of piano studyracticing. | always describe
practicing as a way of self learning. Private mssients usually spend at most one
hour every week with their teachers; they spendt miotheir time learning, enjoying,
improving, and solving problems by themselves. dooanplish this learning, correct
practicing habits, motivation, parental support arstrong desire to learn are needed. It
IS necessary to look into one’s practicing expexgeim order to gain insight in the field of
independent learning. However, because of his yageg Leo could only describe his
experiences about practicing in simple terms.

Leo claims that he practices more than one hoairyelay. According to Mrs. Choi,
Leo played no more than 45 minutes per day. | damw if Leo really felt he had
practiced as long as he claimed or said so bed¢siigought that was what his teacher
expected: “My teacher expects me to play one heenyeday.” Leo’s intrinsic motivation
is not fully developed. Therefore, Mrs. Choi hasdmind Leo to practice.

Leo likes playing happy music. For Leo, happy rauseans music that “does not
sound bad.” The example that Leo provided was “@loly D. Kabalevsky. This piece
has a clear tonality, a strong beat, and vividat@ging rhythms that attract young
children. Playing a piece like this one motivateblio practice. Leo knows that the
purpose of practicing piano is to “get better @&nt go to the next level.” So far, he had
learned to “play the dynamics, the sharps, andrjtites] correctly.” He had trouble with
accidentals and thought making mistakes was thaekapart of his lessons. As

mentioned before, Leo judged himself quite oftea.félt happy when he got things right
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and upset when he made mistakes.

Mrs. Choi was the one who encouraged and motivatedat home. She was a full
time participant in her son’s first two years oapo learning. She sat with her son when
he practiced. She sat in the lessons to take nMBkeseven took adult piano group class so
she would know how to help her son. In additiorg stade decisions on whether her son

should take examinations:

“[Going to examination] is a mutual agreement betwf _auren] and me. This is
the first time [Leo] will take an examination, afsgudying piano for four years. My
[friends] suggest that | can let him try. It canébgoal for him. So | discussed this
with Lauren. Lauren said he could try Grade 3. Q@ could increase his [self
confidence].”

Besides sitting down with Leo to practice, Mrs.oCsang with Leo when he played.
“Leo likes to listen to my singing.... | just wantnhito feel that he is not alone when
practicing. You see, sometimes it can be a burden thild to sit and practice all by
himself.” Now that Leo is older, Mrs. Choi no lomggends as much time with him
when he practices. She spends more time with hisger sister now. Other than being a
coach in the early stage of her children’s piassd@s, Mrs. Choi also thinks she
contributes to her children’s lessons by drivingrthto lessons and through her financial
support. Although Mrs. Choi is the one activelyaiwed in Leo’s private music lessons,
Mr. Choi also supports his son: “He has a posiitteude towards the [whole private
music lessons.] | discuss everything with him idahg buying piano and finding
teachers.... We discuss the general directions tegethen | carry out the details.”

Mrs. Choi believes that Leo has learned to enjogimthrough his piano lessons.
Ever since Leo started taking piano, Mrs. Choideised much knowledge about piano
herself. As she stated: “music is not just aboayiplg. | hope he can enjoy it and let
music foster and nourish his temperament.... Mosbimamt of all, | wish him the ability

to savor [life through music].”
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Breaking away from the cultural norm, the relatitipsbetween Lauren and Leo,
and Lauren and Mrs. Choi is based on friendshiprém saw herself as a friendly
companion to her student and her students’ paratiisr than an authority. Furthermore,
Leo and Mrs. Choi felt Lauren’s personal warmthnmanionship was the key
motivation for Leo to continue learning piano. Aituing teacher, a caring mother, and a

young beginner provide a second example of a tegdhiad.
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Chapter Seven: A Knowledge Generator

“I want all my students to have strong technicallskand a solid knowledge of theory.”
Sally

Sally’s mother answered the door when | arrivedesithome. It was 10 a.m. and
Sally had just been awakened by the door bell. Agialng in her pajamas, Sally asked
me to wait while she freshened up. | chatted wiahys mother while | waited.

| have known Sally for almost 10 years; she was @faa group with whom | partied
when | attended UBC. At the time | had never thdugther as a musician or a music
teacher. As a social acquaintance, she and | haat had a deep and meaningful
conversation. Although | had lost touch with Salfter | went to graduate school, |
sometimes heard about her from other friends;rhiedthat she had become a piano
teacher after graduating from college. Coinciddéptamet Sally again in a coffee shop
just when | was starting to look for participars my research. Remembering that she
was a private music teacher, | seized the oppdyttmitalk with her about my study.
Sally immediately expressed an interest in my nesedfter she read my Letter of
Invitation and consented to participate in the gt&hlly and | set up an appointment for
an interview.

| was almost running out of things to say to Saligother when Sally finally
appeared. Settling down in Sally’s family room, began the interview.

—_—

Sally lived with her parents and younger brotimeFaipei, Taiwan before moving to

Canada. Her father owns factories in Taiwan anch&lproducing handbags. Her mother

is a housewife. As in many Taiwanese families,\&athother was responsible for
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educating their children while Sally’s father sugpd the family financially. Music was
an important part of her family’s life. Both Salyparents enjoyed listening to music as
well as singing: “My father has a good ear and adgmemory. He could sing a melody
right after he heard it.” While Sally’s father eyl singing Karaoke, Sally’s mother
preferred singing and listening to art songs. Aligio neither parent had taken formal
instrumental training, Sally’s father played therhanica, and her mother had taken a
couple of Chinese zither lessons when she was woulmgaddition, Sally’s mother often
played classical CDs or tapes when she was doingdwork. Therefore, as a little girl,
Sally was exposed to different kinds of music. Amafi the music styles, Sally
preferred classical instrumental music.

Sally showed an interest in music from an early. dbliked to sing even when |
was little. Mother said that | sang before | talkéeurthermore, the family created an
environment that nourished Sally’s musical inteseBbr example, when Sally was born,

a piano had already been given to her as a gift:

| was the only girl among the 13 grandchildren gnfather’s side. Before |
was born, my grandparents told my father and toghlers that they would
give a piano as a birth gift when a daughter waa.b&s a result, | have had
a piano since | was a baby.... Whenever | wanteditiopiano, my mother
would ask me to keep going so | would not hurt mgngiparents.

In order to use the qift properly, Sally startekirig music lessons at age 4. She first went
to the Yamaha music program taking group keybaesddns and later on switched to
private piano lessons.

Elementary school life in Taiwan was varied. Satls actively involved in
extra-curricular activities hosted by the schodle $oined the school rhythm band; she
participated in the girl scouts; she was also qufeait contestant in comic, art, and
calligraphy contests. Besides taking piano lesssims also took ballet and folk dance

lessons. In contrast to her busy life in elemensahool, Sally’s experience in junior high
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school was less active. Because she was studyinigddNational High School Entrance
Examination, the only extracurricular activity irhigh she participated was singing and
accompanying the choir. Due to the pressure ofenadstudies and the need to be
competitive for admission to the more prestigionwersities, Sally’s piano lessons were
discontinued for about a year. After graduatingrfjoinior high school, Sally was
enrolled in a private senior high school for a ssi@ebefore the family moved to
Canada.

Sally had several private music teachers in hidlobod. Among the piano teachers

that Sally had in Taiwan, one teacher had the magsact:

That teacher was a voice major. She sang whilaylgal. | liked singing
myself so her actions helped increase my intenestusic.... My mother
told her that the purpose of my piano study wasstp me interested. So
she never pushed me. The materials she gave mduvet@ play and nice
to listen to.

To this day, Sally sings while her students pldysTpractice could well be a direct
influence of this teacher.

In 1992, Sally’s family moved to Canada. The fansiéttled in Richmond, BC,
where most Chinese people have gathered. Sally diatedy enrolled in Grade 11 in
Steveston High School. Besides the regular academuicses, Sally took a choral music
class. Although she was a singer in the ensemiidepscasionally substituted for the
choir accompanist and performed in public as arcd@ompanist.

Sally’s first piano teacher in Canada was foundugh a newspaper advertisement:
“The teacher was not a pianist. She was a peraussagor and she was a novice
teacher.” After a few lessons, Sally did not féslttshe was getting much from this
teacher, so she switched to another one. The sé¢eaolder was a graduate of the
Shanghai Academy of Music. It was from her thatySa¢ard about the Royal

Conservatory of Music (RCM) examinations. Sally &edper first piano examination in
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Grade 12: “| started piano at the Grade 7 leved Adid not finish all the levels until

college.” However, Sally did not have a good feghvhen she took the examination:

| was almost sick of exams. | felt like | had lssimething. It was no longer fun. |
was literally “playing” piano in Taiwan. | got nemusic every now and then. | was
always excited to learn new music. But here, Ilfk#t | was playing for the
examination.... | was having difficulty expressing timusic. | could play the
feeling when the teacher was singing besides mauld not express well when |
was alone. My teacher would get angry with me. Angs psychologically under
high examination pressure.... Sometimes | sat thedestared at the music without
knowing how to begin a piece.”

The negative feeling about examinations persisted Sally went to college.

Sally did not pass the English requirements favensity entrance; therefore, she
went to college instead of university after herhhsghool graduation. She first went to
Kwantlan College and later on transferred to Laadgaollege as a business major: “My
parents had always wanted me to be a businesswdrmanwant me to take over the
family business, | guess. My father never mentiomsdvish out loud. But my mom told
me.” Even though Sally tried to be what her fatheshed, she was not successful in the
business courses: “I failed accounting three tifvigsmom even tried to do my
homework for me.” Struggling with the failing graj&ally decided to end her misery by
switching to a different field. She went to Vanceu€ ommunity College and started
taking music courses.

There was almost a family revolt when Sally stattking music: “My dad was so
mad that he wanted to disown me; he was angry donsvitching to music.” Sally later
explained that her father was angry because hedlithink she had worked hard enough
to keep up in the business courses: “He thouglad being lazy.” Despite her father’s
opposition, Sally continued her music study andagdiploma in piano: “I endured this
difficult period. It was not until | started to maknoney as a piano teacher that my family

started to believe that this is what | really waiite
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The piano instructor from VCC helped Sally throulgé struggles with her family

and assisted Sally in several ways:

| am grateful to her. She talked to me about mygsfies.... It was because of her
that | learned how to play different articulaticarsd how to express dynamics. She
also helped me with my posture. Some of my badtba®re changed because of
her.... She was also the first one who showed menhatc theory was not just a
subject to study. It was embedded in music.

Sally thinks that this teacher from VCC had the miogpact on her after she came to
Canada.

After graduating from college, Sally became a pigeacher: “I wanted be a piano
teacher because this is the only thing | am gooblate children. And I think the life of
a teacher is less complicated:” In the very begignSally got her students by placing
advertisements in the Chinese editiorBafy and Sella local newspaper. Her ad was in
for three months, and there were satisfactory testi$ students continued to take
lessons from Sally, new students came by way efrais. Currently, Sally has 35
students.

Unlike many private music teachers who teachhome-based studio, Sally teaches
at her students’ homes: “I put all the studentmftbe same area in one day. So | have a
Richmond Tuesday or a Vancouver Thursday.” Teachtrgjudents’ house is

time-consuming and energy-draining:

| had up to 44 students at one time and | finideadhing at 11 p.m. every day. |
was tired and my father saw that. He asked if Iteno operate from a fixed
studio.... My concern was that was that | am notadfias teacher. It's competitive

in the world of studio teaching. There are manypiteachers in Richmond already.
I thought | could have more students if | were wdlto travel to their homes.

Sally has been teaching for five years now.
As a piano teacher, Sally believes that learningimhelps build students’
persistence and helps release the pressures gtlaydiving. The purpose of taking

music lessons, she said, is not only learning lmpldy an instrument but also enjoying
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music. Recently, Sally has been feeling a litlediof teaching. She wants to re-create
herself as a musician rather than be a music teaRtght now she is in the process of
establishing her own band while keeping piano tewchs her main income source — a
safety net. Her plans for the future include periimig in restaurants, at weddings, and at

social functions. Sally got married in May, 2008.

Mrs. Hu

Mrs. Hu is a short, stocky woman in her earlyiést She welcomed us into her
home. As Sally taught in the living room where gii@no is located, Mrs. Hu and | stayed
in the kitchen. Mrs. Hu is an outgoing person vaithleasant personality. Drawn in by
her cheerful voice and vivid body language, | wasnsimmersed in her story.

Sk

Born and raised in Taiwan, Mrs. Hu graduated fidnmg Kuang Nursing College.
She was a pediatric nurse for several years. Atethird child was born, she quit her
hospital job and became a housewife while maintgiai part-time job in a daycare
centre. Her husband has a Master’s degree frorditited States and is currently
working in an electronics-related field in Shangi@hina. Mr. and Mrs. Hu have four
children: Jane (14), Jack (11), Tina (8), and S&n (

A tough decision faced the Hu couple when theysm®red whether or not they
should move to another country. Because of hisrepee living in the United States, Mr.
Hu thought that North America countries such adihi#ed States and Canada would
provide a far better environment for raising trediildren than Taiwan. Agreeing with her
husband, Mrs. Hu left her home and comfortableddhind. The family came to Canada
in 1999. Despite the fact that Mrs. Hu's two sistieéred in Toronto, the Hu family settled

in Richmond BC because of the moderate weathe¥iAsiu still works in Shanghai, it
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is more convenient for him to visit if the familiags on the west coast: “We have four
kids. It's such a big expense. There is no waydwdcquit his job.” While Mr. Hu visits
a couple of times a year, Mrs. Hu has been lefialao Canada to take care of their
children.

Both children came to Canada when they were veang. Only Jane and Jack
received any schooling in Taiwan. Jane completeti&B before she came here. Jack
spent only one year in the elementary school. Mtswas not much involved in her
children’s school life in Taiwan because she wastacare of her third child while

pregnant with the fourth:

Jane went to private school the first year. Shewaer a lot of pressure because
all the other students in the school had a goodlyarackground. | did not know
about this until later. | switched her to a pulslahool the second year where she
met a very good teacher who guided her slowly ieéoning. She was happier after
that.... Jack’s teacher always complained. She alwag®plained about Jack
because he moved a lot and never paid attentiolags.

Ever since moving to Canada, Mrs. Hu has beeregtinvolved in her children’s
education: “I hope my children do well in schoobtlaget into a good university in the
future.... Therefore, | became involved in their eatiam. | participated in their school
life more than | did in Taiwan.” Mrs. Hu did notegk any English when she first came
here; neither did her four children. Being a motbe had to be strong to protect and

help her children:

My sisters from Toronto told me that | could hiddhame all day long because |
don’t understand English. They asked me to thinkgfchildren. So | tried to step
out and explore and understand the new environbedter.... Although my
English is poor, | often volunteered at the schitist teachers in my children’s
school know me.

Mrs. Hu currently helps out in the school libra®je is also a parent driver for school
events.
Mrs. Hu did not have a positive musical experiewben she was young: “I

received bad grades in music because | didn’t khow to read music. My teacher could
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not stand me.... | guess | was just not interestedusic. | liked playing sports more.”
As a child, Mrs. Hu has been considered a “tomlmcause of her interest in sports. She
further explained to me that “I was not interestechusic because | didn’t understand it.
| don't listen to [classical] music because | daniderstand it.... | listen to popular
music though.” Apparently, Mr. Hu has a differenisital taste than Mrs. Hu. He enjoys
listening to classical music, especially operadiften listens to his classical collections
when he drives. As a result, when the childrenratbe car with their father, they are
exposed to classical music. On the other hand, weMrs. Hu drives, the children are
exposed to Taiwanese popular music.

Because Mrs. Hu did not have appropriate musiaalihg in her life, she did not

want her children to miss the learning opportunity:

| don’t want them to be like me. It's better foeth to understand music.... | want
them to enjoy music.... And because Jack is alwatrgeaand cannot concentrate
well, [my husband and I] thought maybe taking pitassons would help calm him
down.... Also, 99% of the Chinese children in Vanaauare taking piano lessons.
If my children didn’t learn piano, it's more likbey would be falling behind.

Therefore, her children started taking piano lesfoom a young age. Jane first enrolled
in Yamaha group lessons and later on switchedit@ager music lessons in Taiwan. Jack
and Tina received their first piano lessons in @an&ike most parents, Mrs. Hu found
private music teachers through referrals from fieerdane’s first piano teacher in Canada
lived far away. It was inconvenient for Mrs. Hudove her oldest daughter to the lessons
because she had to bring the three younger oneg.alhen it was time for Jack and
Tina to take lessons, Mrs. Hu hired Sally to teiacher home. The older trio took lessons
while the youngest one observed his brother andrsis’'l was tired enough of watching
over the older trio. | wanted to wait a bit beforent the youngest one to lessons.”

As Mrs. Hu did not understand the materials tlemtdinildren were learning in their

piano lessons, she limited her engagement by ntargtand reminding them to practice.
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She also sat with her children during the beginstagies of their piano learning: “The
most difficult task in this private music lessomthwas to remind them to practice. The
girls would practice voluntarily. But Jack! | haalyell at him all the time.” It seems that

Mrs. Hu was going through a critical period witltkda

I don't know what to do with Jack. He always givee a headache. Unlike his
sisters who get straight As in school, he always @s. He does not pay attention
to his math work. He is careless with his schoojguts. He is not responsible. He
is always dirty. | have to scold him all the timel.am afraid that he won’t do well
when he enters high school.

Mrs. Hu thinks that Mr. Hu's absences from the figrhave greatly affected Jack:

My husband never helps me with children’s educatite just provides money....
Whenever | talk to him about Jack, he ends up sugldack over the phone.... |
feel sorry for my son because he does not have@nola model in the family. My
husband only comes here for three months per Wesachildren barely know him.
This is the burden of all families with fathers wivork abroad.

Mrs. Hu now holds a part time job in a friend’'sé&afhile still playing the role of a
responsible mother: “Things will probably get betiace my children are older!” She

smiled helplessly as we came to the end of theviee.

Jack

Jack had just returned from a basketball gamadldiready finished speaking with
his mother and now | was waiting to interview hide was surprised to find me in the
kitchen. Apparently, neither Mrs. Hu nor Sally hatbrmed Jack about the study until
the moment he sat down. | laid out the Letter ohgsmt and asked Jack to read it
thoroughly. After slowly reading the letter, Jadcred the consent, and we began our
conversation, which was held in English.

Jack is 11 years old and attends William Bridgenkgntary School as a Grade 6

student. He was born in Taiwan and moved to Canaitiahis family in 1999. As the
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second child and oldest boy in the family, Jackdiwith his mother and his other three
siblings in a townhouse in Richmond. His father kgosbroad and flies in to visit every
four or five months: “We don’t usually see him eyeay. But we use the Internet like
MSN to talk to each other.” Jack enjoys spendingetwith his father. “[My Mom]
doesn’t usually go out until my dad comes. We gbtowat because my dad likes to eat
out.... We usually watch TV or movies cuz he usubtipngs movies over here.”

Although Jack had one year of primary educatiohamvan, he has no memory of
Taiwan. According to Jack, he was active in spatswas into track and field, and his
favorite subjects in school were, and still areydftal Education and Science. “I have
never been good at Art and Language. | am notisutde it.... [But | like knowing
about] the human body, space, and how trees gesides Physical Education and
Science, Jack was also taking Social Studies, Miathematics, and
English-as-a-Second-Language classes in schoobntrast to his mother’s concern
about Jack’s school grades, Jack claimed that loeksvhard” at his grades. Yet he later
contradicted himself by saying that he was “justlezy” to care about academic
subjects.

Jack had been taking piano lessons for abouta“y@@en mom found teacher
Sally], she decided to let me and my little sistdse lessons.... | wanted to try [piano]
because | have never tried music before.... | didcchobse to play piano. My mom
offered it to me.” Besides piano, Jack also playathpet in the school band. His favorite
music was Jazz, and he was not sure whether rsedi&gssical music or not.

As a piano student, Jack says that he practiee®pvery day for one hour: “If |
don’t practice then | don’t know the stuff and teacher or my mom will get angry at me

for not practicing. | am wasting my mother’s morielydon't practice.” Jack does not
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enjoy practicing yet he claimed that “I have togtice to be able to enjoy some music.
So | have decided | still have to practice.”

Jack plays and repeats the pieces in sections idenactices “[I play] one hand
this line until | memorize it and move to anothieel... My teacher does not say how
much time | have to play, but my Mom wants me t@ypmne hour.... | sometimes skip
[practicing] because I lose interest in piano amait to do something else.” Jack likes
teachers who are encouraging: “S/he has to givefgouragement to the child and
make the [music lessons] fun so the child wantedam more about music.” Jack thinks
that his piano teacher’s and parents’ expectatdmsm from learning piano are to
practice well and try to move to the next level.

Jack enjoys taking piano lessons because hertikisgc. At the time, he said he

wanted to be a doctor or a basketball player wieegrows up.

Music Lessons

| was sipping caramel macchiato on a Monday afi@nmnvhen my cell phone rang:
“Hi Kim! I'll be there in about ten minutes.” “Surd&ake your time!” | replied and closed
my phone. | was sitting outside Starbucks in s&ithmond. Sally and | were meeting
first so she could guide me to Jack’s house. |uwdamiliar with the area and thought it
would be wise to leave early. Sally arrived on tirmued | followed her car.

Jack’s house, a townhouse in a big complex uras just a block from Starbucks.
There was no parking space available near the reuge parked on a nearby street and
walked. Mrs. Hu was already waiting for us at tieerd Sally introduced me to Mrs. Hu

and we exchanged greetings. Mrs. Hu welcomed oshiet home.
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The first thing | saw upon entering the door wa®pen kitchen with a dining area.
The tantalizing aroma of Taiwanese ground pork stewled in the air. Mrs. Hu's
youngest son was having his after school snackeféesly, Mrs. Hu asked if we would
like to sample her cooking. With an appreciativelsp®ally and | politely refused the
offer and proceeded to the living room.

The living room has a warm homey feeling. It igidéd into two areas. To the left,
there is an entertainment centre consisting ofdaweches around a short table. A big
screen TV faces the sitting area. Family pictuesodate the wall. There is also a tall
shelf full of books and decorative items. The dcethe right is the study area. Two desks
are lined up against the wall. Books, videos, daatianary items cover the desks. Beside
the desks there is a short book case with CDs arsicrbooks. A piano sits against the
wall close to the entrance of the living room. Tisishe place where Sally teaches music.

| started setting up. With all the desks, shelaesl, piles of books around the piano,
there was not much space to put my tripod. | wakitg for an angle so | could have a
clear view of the facial expressions and body mashof both student and teacher; it
was a difficult task in a crowded space. Due tosthape of the upright piano, | could
only set the video recorder on either right or $fe of the piano facing the camera
towards the teacher and the student. Sally usad#iyon the right hand side of the piano,
blocking the entrance to the living room. As | wabulot be able to see Sally’s face if | set
the tripod on the right side, my only choice wasdaeeze the tripod into the corner of
the wall between the piano and the book case.ltsme Jack's face and movement
clearly from this angle, but sometimes Sally’s @us$i were blocked.

Sally planned to spend two and half hours teacttirge children that day. She

started teaching the younger and older sisterfs Jie€k had a basketball game so he came
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home late and he was the last to have a lessodalyat interviewed Mrs. Hu in the
kitchen while Sally gave lessons to the two giflsen | waited for Jack to arrive. There
was not much to do in the kitchen, so | read Saligaching story while | waited.

ok

As previously mentioned, Sally started teachirappiand music theory after she
obtained a music diploma from Vancouver Communityi€ge. Instead of waiting at her
house for students to come for lessons, Sally diiwestudents’ home and teaches door to
door. She organizes her teaching schedules acgalihe locations of her students’
homes. For example, on Mondays Sally teaches inrRind; Tuesdays she goes to
Burnaby, and so on. As she travels all the time,cgiries a black leather tote bag which
contains the materials and equipment to supportdamhing: the RCM handbook for
teachers, RCM workbooks for students, techniqué$om music dictionary, flash cards
for note learning, an electronic metronome, stafiqg, stickers for young children, and
miscellaneous items such as pencils, erasers,@dodred pencils. Sally also plans her
teaching schedule around students’ school schedbifestakes regular vacations during
summer and Christmas holidays. She also has oceddiceaks that usually last no more
than a week during the school year when she visitgsamily in Taiwan. Sally explains
her absences in person instead of handing outteewnotice.

Sally’s approach to music lessons involves wetddgons, participation in music
festivals and annual recitals, and examinations.Weekly lesson usually lasts 30
minutes, 45 minutes, or one hour depending on stateges and playing levels. There
are no pre-written lesson plans for Sally’s lessmmgould be expected of classroom

teachers. Sally plans her lessons in the followay:

| review my teaching every year during the sumnaaration. | think about what
needs to be improved.... | set up a [teaching] thewesy year. And | apply the
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theme to all of my students. | concentrated ontsigading in my first year of
learning music. And | used the same method to trairstudents. The next year |
focused on ear training.... [| emphasize a diffegodl each year]. This is my
annual teaching plan. As for the weekly lessonslah py lesson according to
students’ levels and performance. Each studentfeseht. | write down [work for
the week] and [things to practice] in the studenttebook. | adjust my teaching
after reading the notebook each time.

Sally uses a variety of music materials in hesdes. Although the RCM curriculum
is her main focus, she uses method books suBfiea® Adventur¢Faber & Faber, 2000),
the Alfred series (Palmer, Manus, & Lethco, 1999), andJtiien Thompsogeries
(Thompson, 2005) for her beginner students. Lef/dificulty and repertoire are the

criteria Sally employs when choosing her teachiragemals:

The theory part in thAdventuras well explained. The down side is that the
technical difficulty of the music iAdventures too easy. Students would have a gap
when connecting with the RCM examination materialerefore, | uséohn
Thompsonn between. It has both music theory and techniqueidge the gap
betweemdventureand RCM.... When children reach Grade 3 or 4, thast 0

think Adventureis too easy or their friends are all doing RCMe¥express an
interest in switching to the RCM system.

Sally is flexible in her use of music materialseStelieves that music books are only a

means to an end. What really matters is the waytesehes:

Some students’ parents ask me to use music boekishysthe student’s elder
sibling. I might not [know the particular materiagll. But it doesn’t concern me
much. [Using teaching material] is just one wayezching. How you teach [the
material] is another way. | am flexible. | teaclke technique from [the books they
already have].... | do not teach all the songs [feobook]. | choose the music
according to students’ needs and [preferences].

Sally encourages her students to participate isicrfastivals: “I want them to enjoy
going” she said. Private music teachers obtairrin&tion about music festivals through
several channels. Music teacher associations sgnetmails to notify teachers about up
coming music events. Educational journals and rettess announce coming events.
Many music teachers know about major music fesibalcause they once participated in
the festivals themselves. Once teachers have drgardents into festivals, they continue
to receive brochures from the festivals every yElsic stores also display posters and

hand out application forms and syllabi for thesifals. After receiving information
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about the festivals, Sally conveys the news toshetents and asks them if they want to
participate. She then submits the application fdimnshose who wish to go: “I don’t
pressure them. | want them to have the experidotg®ing to festivals].... It is
[beneficial] to listen to what other teachers shyu their playing” Sally explained.
Sally holds a recital for her students every yéhe purpose of the recital is to

provide a goal for self improvement:

[The recital] serves as an annual achievement fostodents. It gives them a
feeling of accomplishment.... Sometimes my studgrdeents ask if their children
can start taking examinations. But the playing lev@ot quite there. So | tell the
parents that instead of going to examinationsreb#al would serve as a better
goal. Children work towards performing in the ratithstead of just [practicing for
nothing].

The procedures of organizing a recital are sinfdaall the private music teachers.
Before the recital, Sally plans the program angha@res students for the performance.
She finds and rents a venue for the recital. Hatalevenues are innovative compared to
those of other teachers. Most private music teadheld recitals in churches, recital halls,
and their own homes. Sally, on the other hand, hetdast recital at a friend’s café
where she performed at night. “I wanted to try stimimg different,” she said. She rented
a piano from the nearby piano store and had itddoethe day. She collected a fee from
students to cover rental and food costs. The owhtire café was in charge of food. On
the recital day, Sally considered herself a “batigrs’ She attended to her students while
her friends helped her coordinate the event bygottia MC, handing out program notes,
and keeping everything else in order: “My job wagrtake students less nervous that
day!” Sally explains. After the recital, parentgdlastudents lingered in the café to chat
and eat. This social gathering provided an oppdstdar Sally’s students and parents to
exchange experiences with each other. As thesersisidnd parents are typically limited

to their own family experiences with musical leagjiit is positive to meet others who
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have undertaken a similar path. Such interactiomptes a sense of belonging in both
students and parents. Sally, in this case, isgedr of this small community.

As | have explained in previous stories, takingsio examinations is a norm in the
world of private music lessons. Sally sends hedestts to the RCM examinations:
“Taking exams is necessary. People become lazyulith specific goal. The exam acts
as a [practice] goal for students.” However, Sdlbgs not encourage students to take
examinations when they are too young: “I want tocukbon nurturing an interest [in
music] first. | don’t want the pressure of an extanturn [students] against [playing.]”
Sally thinks that a student who has reached Graute94years old is mature enough to
start taking music examinations: “They start toenstand more. If you want them to take
an exam, you need to let them know why. The younges do not understand the need.
You could just end up pushing them until they tagainst it.” Interestingly, Sally does
not wish her students to take an examination eyeay. Rather, she encourages students

to participate in different activities each year:

| don’t want my students to take an examinatiomgyear. | want them to go to
music festivals or play in recitals instead. Fogibaers, | typically ask them to take
one exam [to verify that they are at a certainllevden | usually let them skip
grades until they reach intermediate level. Oneg tieach intermediate level, | [act]
accordingly. If the student is not self motivatdwn | make the student take an
exam each year [because the exam serves as agtatfstudent.] If the student is
motivated enough to [practice] without [a pushingcg], then they are okay to skip
RCM grades.

Since many children take examinations for popmisiruments such as piano and
violin, the RCM has published a series of musicksao support their syllabus. The
conservatory’s technique, studies, and repertmoks are three main resources for piano
lessons and are available from preliminary to GrHaleThe technique books include all
the required technical elements such as scalesndatrseventh chords, and arpeggios

for each grade. The book of studies contains pispesifically selected to develop
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certain techniques such as staccato and octavgatgeMusic of different genres and
from different historic periods fills the repertibooks. Supplementary materials such as
student workbooks, training books for sight-reacang ear training are also available for
each grade. Furthermore, a teacher’s handbookisteathe background, analysis, and
suggestions for practicing for all pieces in afl tgades is published to help teachers
have a better understanding of the teaching mé&eHawever, as the majority of Sally’s
students are Taiwanese immigrants, Sally thinkstiieacontent in the student workbooks

is difficult for her students to understand:

| understand the purpose of the student book. Téreréheoretical terms and
information [about music] for students to studyeTgurpose is good. Students
should learn the [proper musical term]...but manthef[professional] words in the
book are difficult [for people with poor Englishibdy]... how can we explain those
to our students when we also have problems unaelisgthe language used in the
book? Local teachers [who are raised in Canadalinkigow how to use the book
[because they are fluent in English]. Teachersuiké¢hat [were educated half in our
original country and half in Canada] are okay [vilik understanding.] But teachers
who are new to the country, they might not know howse that book [because of
their poor Englishl].

Sally’s words remind me of my own piano learnixge&rience when | first came to
Canada. My piano teacher at that time was Mrs. Wbo, was from mainland China. |
was preparing for the Grade 10 RCM examinationfi,sy music examination in Canada.
Mrs. Hsu was a passionate teacher who did notugveusic after years of calamitous
forced labor during China’s Cultural Revolution.MHsu’s teaching was from the
Russian piano school, which emphasizes precisidrteahnique (Jiao, 2007). My
playing technique improved significantly under gardance. However, since Mrs. Hsu
was also a new immigrant at that time; she wadamiliar with the RCM system. We
spent a lot of time working on the required fiveqes and two studies. Playing these
pieces was not difficult. What | did not enjoy muehre the technical requirements.

When | did piano examinations in Taiwan, all | neegdo play were the parallel scales,
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cadences, and tonic arpeggios of the 26 major andrrkeys. In the RCM piano
syllabus, the requirements for the Grade 10 teclnage: major and minor scales in
parallel motion, scales, thirds, sixths, and tefahmula patterns, chromatic scales,
arpeggios in tonic, dominant'7and diminished", tonic four note chords solid and
broken, dominant"7and diminished ¥ chords solid and broken, and octave scales
(Royal Conservatory of Music, 2008). Mrs. Hsu dal realize that | was not familiar
with the new requirements. We did not start to pcadhe technical components until a
month before the examination and we never had ting® over the sight-reading and ear
training. | was also struggling with English attthiene. Given that | had never played
chords and arpeggios in dominant seventh and dshnici seventh patterns in Taiwan,
terms like dominant seventh, diminished seventt,apeggios were alien to me.
Although Mrs. Hsu explained the theoretical consdyhind these chords and arpeggios
to me in Mandarin, | still had a hard time assaoogmy understanding in Chinese with
the English terms. It was difficult enough to memerthe required fingerings for these
technical excerpts, not to mention that | had tonmeze and differentiate between the
dominant ¥ of D major and the dominant'tarting on D. Although | managed to
complete the Grade 10 examination, the last mia@eming of the technical
requirements remains a dreadful memory. Until totldp not understand why both Mrs.
Hsu and | did not find out about the technical regaents earlier. Was it because that
both of us were new to the RCM system? Or wasdabse Mrs. Hsu assumed that |
knew all the required technical elements sincedl treached the Grade 10 playing level?
Back then, | did not know about student workboakd the teacher handbook.
Teaching and learning RCM meant fulfilling the regments of the syllabi. As long as |

played the repertoire, the studies, and the tecteniigpm the syllabi, | was able to obtain
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a certificate for a particular grade. This is howds taught. Eventually | started to teach
in the same way. It was not until | began this Pipigram that | started to have doubts
about what and how | taught and, for the first tiineally looked into the RCM
materials. | bought the entire package (includeyertoire books primary level to Grade
10, studies primary level to Grade 10, technicaldsdfor each grade, corresponding
music CDs for each grade, the teacher’s handbdo#iests’ workbooks, and the new
syllabus). | studied the materials, went onlinegad about the reviews, and attended
RCM workshops. Perhaps not surprisingly, my stuslexamination marks went up after
| had a deeper understanding of the system.

Unfortunately, it costs money and time to studyaiculum as | did. The complete
2008 piano package costs more than $600 Canadidrhis was a limited special offer
for teachers and students who wished to purchasedimplete set upon release. It costs
more to buy each book separately. When | talkatealerk in the local music store, she
told me that people usually buy the books separasther than buying the whole
package. And she also mentioned that there is 8 paraentage of people buying the
teacher’s handbook and the student workbooks. etdsvsuggested that many piano
teachers and students are not using the supplemenserials.

Back to Sally's comments about how she thinks difficult for non English
speakers to understand the content of student wokklI'he purpose of both the
teacher’s handbook and student workbooks is toigeadetailed background information
as well as serve as a guide for music analysisk@daand stories of composers,
descriptions of musical terms and musical stylasious exercises, and games are
included in the student workbook to help studerfdare further their repertoire pieces

(Royal Conservatory of Music, 2008). The languagedun the student workbook is



189

based on the assumption that students have acdheexkpected theoretical knowledge
of the grade level. For example, a Grade 6 piandesit is expected to be able to identify
the tonic and dominant keys, perfect cadencestrandposing keys, as these are the
exercises included in the Grade 6 student workbhodsthere are students who might
have already achieved the Grade 6 piano level tealybut still have not learned the
accompanying music theory. Many Taiwanese immigechiitiren, for example, come
from a background where music analysis and musiarthare set aside until more
advanced levels. Such students might encounterdarable difficulty in understanding
the content of the student workbooks, especialthavit proper teacher guidance. This
challenge is in addition to language considerations

Unlike university music education programs thagare music teachers to teach in
schools, immigrant private music teachers and sitisdgppear to discover on their own
different approaches to the study of music onceg #ngve in Canada — a difference that
does not readily come to their attention. Many @@music teachers immigrate to
Canada from all over the world; to earn a livinggny of them start teaching immediately.
In addition to the RCM system, several other megamination systems, such as
Conservatory Canada and London College of Museccarrently being used in Canada.
Immigrant teachers who prepare their studentsiese examinations do so without
knowing that their approach may be inappropriatetebch with materials in a language
unfamiliar to both students and teachers can be mgage challenging. The Royal
Conservatory of Music holds workshops regularly avadls out newsletter to help
teachers enhance their professional skills and hawedter understanding of the system.
Nevertheless, the workshops and the newslettertmifthelp the new immigrant

teachers understand the system because of thealgadjmitation.
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In addition to discussing the proper usage of natefor RCM examinations, Sally

also expressed her views about changes in exaornages and syllabi:

It has become very expensive to do examinationsadays. It seems that [the
RCM] increases its fee every few years. Parentsggeed looking at the fee....
Also, [the RCM] changes the syllabus every few geand new editions of the
music books come out when the syllabus changedeBtsi have to keep up with
the newest editions. It is costing more and moreaewdo stay with the system.

The fees for taking RCM examinations have indeedeised since | took the
examination. The cost for an examination varieeddmg on the category and student
level. On the current RCM website, Grade 1 piandestts currently spend $95 for their
piano test whereas Grade 10 students pay $30Rdqractical examination. In addition
to the fee for practical examinations, studentsiniedake the corresponding theory
examinations in order to obtain the desired cegtB. Advanced Rudiments theory
(required for Grade 8 practical), for example, s&t09. It is $124 for students who take
Grade 5 music analysis (required for Grade 10 malyt The examination fees increase
with the student level (Royal Conservatory of MuSkaminations, 2009).

So far, | have heard no complaints about the fie@ges from my students’ parents.
| have, however, sometimes been frustrated witlctimstant revision of the music books.
The Enjoyment of Musi®achlis & Forney, 2008), for example, is the nexnended
textbook for the RCM music history examination. Mihe supplementary listening CD,
the program costs almost $200 per package. Everyéars, the publisher releases a
new edition ofThe Enjoyment of Musithe old edition is then discontinued. The changes
made in the new edition are not significant; défarillustrations of art works are added,
and paragraphs and some text have been re-arrartgedhajor musical works discussed
in the book remain the same. Since some of my stagee using books from their older
siblings and some of them are new learners, | kabely a package every time a new

edition is out in order to accommodate my studemgsds and because | like to keep my
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library up to date. There are also times when hoafind a piano accompaniment for my
violin students because they are using the oldnvs®@ries for the examination and | only
have the new books. I often end up buying sheetajust to provide piano
accompaniments for my students’ examinations. g with the RCM examination is
indeed a big investment for both teachers and stade

Sally sees herself as a music teacher who helpests develop the fundamentals of
piano playing. She claims: “I want all my studetat$iave strong technical skills and a
solid knowledge of theory.” The purpose of learnmgsic, according to Sally, is to
“nurture an interest that students enjoy and udeighten their lives. Music fosters one’s
patience and helps release stress.” Sally desdndrsglf as a “nice” teacher: “My
students probably think | am nice. | am easy th taland bargain with.... | let a lot of
things slip by. Yet I try to [stay with my princgsd]. And my students cooperate with me
most of time.”

For Sally, the greatest success in teaching nisisicsee her students feel the

happiness that music brings:

| have a student who is from a single family. There problems in his family. He
did not talk much when he first studied with me -melancholy child. After he
started to have lessons with me, his grandparem® ¢o me and told me that he
had become a happier child. He smiles more. My ogsiching opened up this
child. This is my biggest achievement so far.

Besides feeling joy for her student’'s change ofdvadr, Sally has become a better
musician through teaching: “I have gained a lotrfri@aching. | have built a stronger
playing technique. My sight-reading and listening also improved.” On the other hand,
Sally feels most challenged when she and her stsiqearents have different learning

goals:

| meet this situation quite often. | let parent®krhow their children are doing all
the time. But some parents want their child tolgough all [RCM] levels in a

short time regardless of the child’s real abilitys impossible to do that.... | try to
satisfy the parents’ requests, but it creates preq$or students and me]. It's hard
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to build one’s technique in a short time. It idfidiilt to explain to parents and make
them understand.

Chinese parents tend to have high expectationthéar children (Brand, 2002). However,
unlike academic subjects which can be memorizecceamdmed into the brain in a short
time, learning an instrument requires more than orgrwork. Time is needed to develop
both technical skills and musicianship. Each chéd a different rate of learning, and
parents need to realize that. | have also encaeohtéis situation in my teaching.
Questions like “Why does it take so long to go tigio a level?” or “How come my
friends’ child has only to study one year and he dleeady passed Grade 4?” have arisen.
These questions are usually from parents who dplagtan instrument. | find it useful
to explain the RCM criteria for passing a certawel to these parents. Once they
understand the requirements, they can see clégtyteir children have not yet achieved
the expected standards. Providing parents witlisteaéxpectations for their children, |
believe, is as important as teaching music to orild

The other thing that bothers Sally in her teacluaiger is the fact that some

students’ parents bargain about fees:

Some parents haggle with me when they come to enérét time. For example, |
charge $30 per hour. If | teach three childrerhaengame family, the parent is
supposed to pay me $90. But she haggles with medtece the fee for three to $60
or $70 .... I am still trying to figure out how tolge this problem.

Haggling with the fee is another cultural phenomreimoTaiwan. We bargain when we
buy clothes from a street vendor. We ask for diat®and freebies when we go to
department stores: “Get more for less” seems théenotto of the society. In my
experience, there is really no way to stop Taiwarmsents from bargaining. Teachers
need to be firm about how much they charge. A$tiitessh Columbia Registered Music
Teachers Association (2008) has suggested, hawvrgtan policy stating lesson fees

might help students’ parents know where the teastaeds.
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As | predicted, Sally is not a member of a musacker association. She knows
about the association but has not had the timeptya“l called the association and it
required some documents. | haven't had the timpreépare these documents yet. | have
stalled for couple of years already.” Because difySausy teaching schedule, she does
not have time for most professional workshopskedsf she reads professional journals
or books (journal articles or books based on resg@afApparently, rather than read
professional journals or books, Sally studies peda@l books (books that show how to
teach) more. She has a tall shelf full of musichods books and sheet music sitting in
the living room of her house.

—_—

“You are back! Teacher Kim is waiting in the kiezh Go say hi!” | heard Mrs. Ho’s
voice as Jack strolled into the kitchen with a leéiséll in his hands and a backpack over
his shoulder. He politely greeted me and we begaalk; we talked for 30 minutes. Then
we heard Sally call Jack. It was Jack’s turn toehpsano lesson. | walked to the living
room with him. After readjusting the angle of trereera and turning on the record button,
| again retreated to the kitchen while the teaemer student had their lesson.

Sk

Of the five student participants in this studygkles the only one not taking an
examination. This situation allows Sally more freedin choosing teaching materials for
Jack. Jack was playing RCM Grade 3 piano books gwedlwith theJohn Thompson
series (Thompson, 2005) during my observationsJatk’s piano books were passed
down from his older sister. Mrs. Hu also mentiotteat she has a group of friends who
shared children’s music books. This is a cost gpmeasure to avoid the illegal copying

of music.
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Contrary to Colprit’s (2000) conclusion that @ig music lessons have music
making (both student performance and teacher magedis the principle activity of the
lesson, Sally spends more time discussing musaryhend analyzing the music. Instead
of teaching from a music theory workbook, Sallyctezs music rudiments based on the
repertoire. For example, when Jack was playingeagousing perfect intervals as the left
hand harmony, Sally explained perfect intervale Sten asked Jack to circle all the
perfect intervals in the piece with a pencil crayognhomework. Sally believes that
music theory should not stand alone; students emdierstand music theory when it is

applied to the music they are playing:

| studied music rudiments when | was younger. Tdidp't mean much to me. My
teachers in Taiwan and my Chinese teacher in Varer@mphasized the
performing part more. Although they taught me mtiseory, it was because | had
to write a theory test. | always thought that muk&ory and playing piano were
two separate things.... When | first started takingsim in college, my piano
teacher asked me to figure out the [chord progpesiin the music. | didn’t know
how to do it. That’s when | realized the importatéearning music theory. | don’t
want my students to have the same experience Badid.am integrating music
theory into my lessons as much as | can. | wamhtteefeel that music theory and
music itself are inseparable. | want them to urtdexsthe structure and the details
of a piece before they actually play it.

When learning a new piece, instead of startingihytgeading the music, Sally

starts with a discussion of the music:

The first thing | do is to analyze the music witlein, starting with identifying the
keys. They need to know the home key and new kegach section. They need to
know the basic chords. We discuss articulationse¥y#ore the patterns, motives,
and sequences.... We look at the counting. Whaeishithm? Where do we need
to pay attention?

The above process evidently happened in all Jéessns. Sally sometimes stopped in
the middle of the exploration to bring out a theioad point. She repeatedly explained
the point until she made sure that Jack understotidvas not until both had explored
the music that they began sight-reading.

Counting the beats and getting the correct rhytivere two elements that Sally

emphasized throughout the lessons. When Jack wasrig new music, Sally usually



195

asked him to practice “singing the rhythms” fifSinging the rhythms” is the equivalent
of using the rhythm syllables from the Kodaly Medi{&hoksy, 1998), where different
syllables are assigned to specific note valuegpoess the durations. For example, “Ta”
is the syllable for a quarter note; “Ti” is thelaydle for an eighth note. Sally’s “singing
the rhythm” varies from the original Kodaly syllasl Instead of “Ta —a” for a half note,
Sally used “Ta —two”; “Ta-a-a-a” for whole note bate “Ta-two-three-four.” Rhythm
syllables are largely used in elementary schoolicreducation. | rarely see it in piano
method books. | was curious about where Sally habadit this method. Apparently, she
implemented “singing the rhythms” into her lessaiihout knowing about the Kodaly

Method:

| heard one of my students reciting the syllableéenvl asked him what the notes
were. | asked him where these syllables came fkerhad learned them in a group
music course. He only told me of the syllablesqoarter notes and eighth notes. |
created other syllables on my own. | don’t knowhiy are similar to the original....
It's an effective way to teach rhythms.

After singing the rhythms, Jack sight-readingtibées while doing “spoken
counting” at the same time. “Spoken counting” refer counting the beat out loud while
playing: “One-two-three-four” or “One and two ariddée and four” with “and” as the
second half of the beat. When Sally needed to expte dotted rhythms, she subdivided
the beat further into smaller units: “One-i-an-t¥eg-i-an-de, three-i-an-de, four-i-an-de.”
This counting exercise helps create a durationeginaf note values. However, when
Jack was busy finding the notes on the keyboardcaatdhing the fingers to the notes, it
was hard for him to keep counting at the same thigewas sometimes confused because
he was attempting to multitask.

Teaching the expressive quality of music is difi¢iarlsson & Juslin, 2008).
Dynamics, for example, are subjective. How loulbigl? How soft is soft? Each person

has his/her own interpretation of loudness anchesf. According to Karlsson and Juslin,
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the ability to play expressively is often relatechtusic talent, which is difficult to learn.
It is also difficult to convey a knowledge of muaiexpression in words. Furthermore,
the teaching of musical expression is usually impénd rarely guided by explicit goals.
Similar to Karlsson and Juslin’s finding (2008))I$&aught music expression with
an intuitive approach. Here is an example fromstéigond observation portraying Sally’s

lesson on dynamics:

Sally: Is this mezzo forte or piano?

Jack: Mezzo forte.

Sally: Mezzo forte. | want it sound like mezzo &rtWhat's the sound of mezzo
forte?

Jack: Middle?

Sally: You have to get the idea of the sound. VBliae middle sound?

Jack: [plays a few notes of the phrase.]

Sally: It's piano here. You played forte. | wantuytm think about how loud you want
your mezzo forte to be. [plays to demonstrate tfierdnt volume] This loud, this
loud, or this loud? The volume that you play notignaklongs to mezzo forte. Then
you have to lift up a little bit of weight here jdenstrates on the piano]. Think
about it before you play.... Now we come to the oeeslo. What does it mean?
Jack: Gradually getting louder.

Sally: How do we gradually get louder? For examiblgou say “one two three four
five,” how do you speak it with a gradually gettilogider voice.

Jack: One, two, three, four, five.

Sally: | did not hear your numbers becoming loutddnat do you do to make it
becoming louder?

Jack: One, two, three, four, five.

Sally: Again, let’'s exaggerate a little bit more.

Jack: One, two, three, four, five.

Sally: You say the words clearly. But you don’t shite difference in loud and soft.
Jack: One, two, three, four, five.

Sally: You do not have to be scared of other pedplee asks Jack to ignore the
camera.]

Jack: Okay.

Sally: I want “one, two, three, four, five” becorgifouder and louder. Try again!
Jack: One, two, three, four, five. .

Sally: This is what | want to heae, two, three four, five.

Jack: Oh!

Sally: This is what | called crescendo. Do you hbat? Can you show me?
Jack:one two, three, fourfive.

Sally: No, not enough, one more time.

Jack:one two, three, fourfive.

Sally: Please vyell it. .

Jack:one two, three four, five _

Sally: Yes! See, the crescendwis two, three four, flve. The volume increases
one after another. Okay. Same rule applies, whees dur crescendo start?

Jack: Here. Two bars. .

Sally: one two, three four, five. It starts here. Gradually to forte. [Sally draws.
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She divides the two bars and uses the five nuntbaedl Jack how the crescendo
applies to the two bars.]

Jack: okay.

Sally: Did you see the crescendo above this phrédseheed to associate different
volume with different sections. This is piano, thext section becomes mezzo
forte. Then we become louder and louder. [She nthekslynamic levels on music.]

The use of speaking voice to model the crescendfiastive because she relates an
unknown — musical crescendo — to a known (spedttis. is a learning principle
identified by, among others, Bergethon, Boardmad, Montgomery (1997). Jack was
able to grasp the concept of “gradually gettinglienti after the explanation. Jack is,
according to Bergethon et al., gaining a mentaljenaf the crescendo. By assigning
different dynamics to different phrases, Sally jed a graphic image which stands for
the concept of the dynamics for Jack. Jack themeldgs the ability to realize that
symbols remind us of sound” (p. 53). However, Saligaching of dynamics seems to be
mechanical. She is asking Jack to follow the dywandications without discussing why
they are employing these dynamics. Sally had meetiearlier that she had had
problems interpreting music when she was a coliéggent. Could it be that following
the dynamic symbols in the music books is the @rdy she knows to show different
dynamics to her students because that is how ahael@ to express the quality of
dynamics herself?

Another interesting point about Sally’s teachinglghamics was the use of
breathing. These were Sally words when she askadtdalay softly: “Hold your breath.
You can use your breath to control the sound. Beeat then hold your breath. Relax
your wrist. Listen to yourself if this is real softeal soft. Shush...soft.” She asked Jack
to breathe in very hard when playing crescenddy &atrying to show her students how
to express dynamics the way she experiences thean sle plays. Perhaps using

metaphor to illustrate dynamics would be more heélphder these circumstances.
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Sally has an intriguing way of showing her studahe relationship between notes
in a major scale. She was reminding Jack aboubties and semitones in a major scale
when she said: “If you forget, please use your Bdandelp you remember.” Jack
immediately extended his hands. Each finger reptesme degree of the major scale.
The fingers are opened leaving a space in betwerrlicate whole tones. The fingers
are together to indicate semitones. So Jack engléévwing a hand position (See Figure
7.1) that has the index and the middle finger sigkogether in both hands while other
fingers are stretched wide open. Jack then plasdsaimds directly on the keyboard. As
the hand position mirrors how one plays a majolesgsing two hands (See Figure 7.2),
Jack had no problem finding the patterns of tomessmitones. “I got this idea from
one of the method books | studied. Jack couldmtenmber the patterns but he could

remember the finger positions,” Sally explained.
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Figure 7-1 Sally’s Hand Position Showing a Major Sale
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Figure 7-2 Using Sally’s Hand Position to Form a Fnajor Scale
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Of the four lessons | observed, three lessonsrbegfh checking the written
assignment from the previous week. A notebook mlaysignificant role in these lessons;
it recorded Jack’s to do list for the week andtained all the theory concepts that Sally
wanted Jack to know from the lessons. Sally als@aed written exercises such as
writing key signatures and scales. Specific ingtoms for practicing were given: “l want
you to check your keys.... Think about your intervalsyou need to play it 20 times.”
When Jack was prepared for his lesson, Sally speng¢ time adding new material to the
notebook. On the other hand, Sally read more fleembtebook when Jack was not
prepared and she had to review from last week'smot

Repetition is the key practice strategy in Sallg'ssons. When working on a piece,
Sally usually breaks the piece into smaller sest@mmd works on each section. She asks
Jack to solve a problem through repetition. Fomgpia, when Jack had trouble counting
a rhythm, he had to sing the rhythm repeatedlyl tietgot it right. He had to repeat a
passage until he became familiar with the notesta@dhythms. He even had to write the
key signatures and scales “five times.” Furtherm8adly asked Jack to practice using
repetition at home: “You need to play these twast2d times.... This phrase | want you
to play 10 times.” According to Hallam (1998a), petitious practise [helps students] to
automatize their developing cognitive, aural arahtecal skills” (p. 145). However,
repetition without understanding the goal is insight, especially when students need to
address specific problems in their practice (Rittal., 2000a).

Teacher modeling was evident throughout the lessons thing | noticed is that

Sally demonstrated mostly with either her singionge or speaking voice. Similarly to
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Rose and Buell’'s (1998) findings, Sally used sigdargely to model pitch, phrasing,
shaping, rhythm, tempo, dynamics, and intervally 8aunted with her speaking voice
and clapped with her hands to give beats; shedalkeut articulation. Sally
demonstrated less on the piano. She played rigitt hreelodies for Jack while he
practiced with his left hand. She played a note laed there to show Jack the right
accidentals. She demonstrated a new song oncadkdiiring my second visit; that was
as the only time. Sally later on told me that slaggd little on purpose: “I don't play for
my students unless it's necessary. | want my stisderexplore the music by themselves,
not imitate my playing. | want them to make theamomusic.”

Mandarin and English were the two languages spokéhe lessons. Although
Jack understands both languages well, he tendsetanore English. Sally used Mandarin
when she gave instructions but English for mudiemhs or theory-related subjects.
There were times when Jack didn't get Sally’s Maimdso she had to repeat the ideas in

English:

| use English because it's the local language Hergbetter to teach the musical
terms in English. When | explain stuff or give mstions, | tend to use a language
that students are more familiar with. Some childaemamore comfortable with
Mandarin; some are not. | have to switch back antthfoetween the two. It doesn’t
matter which language | use. What matters is thatesits understand what | want
them to do.

As West and Rostvall (2003) found in their resbkancteractions between Sally and
Jack were initiated by Sally during the four lessbobserved. Sally was the one who
asked questions, provided answers, and gave itistnacJack followed Sally’s words by
playing or responding in short sentences. Jackusad being told what to do. In spite of
Sally’s intention to allow students to make the iadiseir own, Jack played a passive
role in his lessons. Sally, on the other hand, thasource of authority. Her instructions

sometimes sounded like giving orders with an aui#u@an tone: “I want you to write this
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for five times.... | want you to look at the key sajares.... You have to tell me how
many perfect intervals there are in this piececklasually obeyed by answering “yes” or
“okay.” However, there were times that Jack negléd¢o practice. He came to the first
observation so unprepared that Sally had to rettheventire lesson from the previous
week. He also did not write his theory assignmémtshe third and fourth lessons. “I
don’t know how to do it,” he claimed. It's hardtell if Jack really didn’t understand the
work or if he was just being lazy and finding exesisSally dealt with the situation by

going through the assignment with Jack:

When students do not finish their assignments rg¥dy, they forget about how to
do them. | don't care if they really don’t undersdaor if they are using it as an
excuse. When they tell me that they don’t undedstatake the time to work with
them until they get it.

General verbal encouragement such as “Good” wetl tlone” were given during
all four lessons. Specific praise was also providient example, Jack practiced in
sections as Sally had asked. He marked a piedhifags that he needed to pay attention
to such as fingerings and accidentals. Sally eraged Jack by saying: “I really like how
you prepared the music yourself. You are a grealesit. Let’s do it next time you
practice.” Sally handed out stickers at the endawh lesson as a reward. | observed no
actual punishment during the four lessons. Saflyisishment is to make students work
harder during the lessons: “If they don’t come reg, | punish them by making them
miserable in the lessons. | make them work extrd ka they feel uncomfortable.”
Ironically, the above words contradict her eantemarks about how she wants to foster
students’ enjoyment of music.

Sally obtains her teaching ideas from severalcasyjras Ward (2004) indicated.
First, she teaches as she was taught: “You recéiead from your teacher; you should

definitely pass on those good things to your sttgléSecondly, she develops ideas from
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her own learning experience; adding music analgsieer lessons is one example.
Thirdly, she learns teaching techniques from piaredhod books: “I receive a lot of
information. Some parents want to save money. vyt me to use the old books that
they already have in the house. | learn a lot fthase books.” Lastly, she learns how to
teach from teaching: “You think about how you cohddp this student improve and you
come up with your own teaching ideas.” Sally hagheanteresting instructional terms.
“Hand dropping” means playing detached; “move” refi® a change of hand positions;
and “skipping” explains the intervals in thirdsliggave an incorrect definition in the
first lesson. For exampleDia Capo al Finéin music terminology is Italian for playing
from the beginning to the endDa capd means from the beginningAt Fine’ means to
the end. Sally told Jack thaDa capois to the ending.” | wasn’t sure if Sally made a
mistake or if she really define®a capd the way she did, so | inquired about it. It turns
out that she was nervous during the first lessbwas nervous because of the camera. |
felt uncomfortable. | was afraid that | might makestakes. It seems the more nervous |
get, the more mistakes | make [laugh]. | got useldhte camera] after a while though.”
There were no more mistakes in the next three tssskack, for his part, did not seem to
be affected by the camera besides occasional stoiesds the camera when he received
praise from his teacher. Sally mentioned that Jexkpracticed more and prepared for
the recorded lessons.

Sally encourages her students’ parents to attemtessons, especially those parents

with young beginners and new students:

| ask parents to sit in on the lessons for yourgjriveers, not the older ones. Also, |
ask parents of new students to sit in on the lesgarthe first 6 months.... Itis
difficult for children to adjust to a new teacheach teacher has a different teaching
style. And children need to get used to the nevestysometimes have problem
explaining myself. Therefore, | hope these paraiitshelp their children adjust to

a new style by sitting in on the lessons and taglkathe children when necessary.
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As her living room is where Sally teaches, Mrs.islusually around when her children
have lessons. Although she did not stay closed@isino all the time, she listened to the
lessons from the kitchen.

Sally sees her students’ parents as her friendee filelationship] between my
students’ parents and me is very important. Whentggat them as friends, they will treat
you well in return.” She believes that teacherdetu, and parents should be a team in

private music teaching and learning:

| always tell both the students and their parems we are a team. [| encourage
students] to talk to me about the things that dheyot dare to tell their parents [so
I can help them communicate with their parentsdogtfl also encourage] parents
to communicate to me [as much as possible]. Waairéhree individuals. We are a
team. It is only when we work together that [studgachieve more. | don’t want
people to feel that | am a teacher with authowg. are all the same. | want [my
students and parents] to accept me well.

Sally communicates with her students’ parents mastperson. She talks to the parents
about how their children are doing after each lesSally usually talks to parents alone.
Nevertheless, she specifically asks for the chiptéssence when she gives compliments
or warnings.

Sally’s expectations of students tie into her gag philosophy: “I hope my
students are not playing for the purpose of takixgminations. | hope they enjoy music
and use music as a way to manage emotions. Theseyagxpectations.” Her
expectations of the parents are more practicaxplect they won't bargain with me so
much with the tuition fee. [laugh] And | wish thesere more involved in their children’s
lessons.” Nevertheless, Sally thinks her studgraieents expect her to “make students
enjoy music.” This corresponds with Mrs. Hu’s exagion: “I hope the teacher can give
my children what she has learned. | don’t want tmjdcen to go through all the

examination levels. | just want them to have aariedt which they can enjoy.”

*kk
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“Kim! We are done!” It was the end of Sally’s téag. | went into the living room
to collect my equipment while Sally was busy cmagtivith Mrs. Hu and writing down
the assignments for the week. It was close to dihme, and the four children gathered
around in the living room to watch TV. | finishedgking. Sally and | waved farewell to
the family and, together, we walked back to ousc8ally had done her job. The learning
depends on how well Jack practices. | have alr¢adlgd about Jack’s practice habits
and Mrs. Hu’s involvement in the private music tssin their personal stories but |
want to explore further the valuing of private nwigiarning in the interactions between
Jack and his mother.

—-—

Mrs. Hu sends her children to private music lesdmetause it was something she
missed as a child: “My children will learn thindsat | didn’t learn as a child. They can
play the music that they prefer anytime.” She &lsleeves that taking piano lessons is the
thing to do for Taiwanese immigrants: “I would fealong if my children were not taking
lessons as everyone else.” She hopes piano leadlbhelp improve Jack’s patience:
“Jack moves all the time. His father suggests itii@gbe he will concentrate more after
taking piano. | don’t think it has worked well thgiu” She did not expect much from her
children’s music lessons: “I hope that my childdem’t make learning how to play an
instrument a dreadful experience. | want the leayno be enjoyable.”

Jack takes piano lessons because he is toldgo.dde learns about the notes and
how to play them in his lessons. He likes playiranp but he dislikes doing theory
assignments: “I have no time to do it. | have tftsvork.” He feels happy when he gets
stickers from Sally and becomes upset when he watgsass a song: “If | really want to

pass a song and move to the next and [my teachesmae] practice and practice for
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more than a week, | get stressed out and don't tegpiy anymore.” When | asked Jack
about how he values music, he gave me an artificialver — what he thought | wanted
to hear. For example, | asked “Do you like takingsim lessons and why?” He answered
“Yes, you learn more about piano and have morergxpee with piano. You can go
travel around the world and do other music. You gay in the concerts.” | suspect that
these have been the words that either Mrs. Hu by Bave been feeding him. From the
Mrs. Hu's description of his practice habit, itciear that Jake takes piano lessons to obey
his mother, rather than because he chooses to lhimse

The relationship between Mrs. Hu and Jack is teBemg a mother who is raising
four children on her own in a foreign country, Mirki disciplines her children rigidly in
the Taiwanese style. She has high expectationsoifldecause he is the eldest son.
However, Jack and his siblings are growing up agiddeducated in Canada. They have
to live in one culture in school and another c@tat home. As Jack gets older, conflicts
increase between his mother and him. In the sercated/iew, Sally told me that Jack

missed a lesson because he had run away from home:

| feel that Jack is repressed by his mother. Heli®f creativity and has a good
nature yet he is suppressed by his mother. Hisenidhimperious; he is scared of
showing his feelings in front of her. He can ongntin his own way. For example,
he quarrels with his siblings and fights with hiefds. He ran away from home not
long ago. Nobody could find him. Not even his motliits mother got so worried
she told me. | cannot barge into how parents edubair child. | could only
comfort her by saying that Jack is getting to aehaius age; he is starting to
develop his own ideas. He will come to his sensesteally.... | was shocked the
first time | went to their house. His mother slagpés face in front of me. That is
why | am cautious when | have lessons with him.Haher is strict enough. |
have to teach him in a gentle way.

Apparently, of her four children, Jack is the onattgives Mrs. Hu headaches:

It gives me headaches. He is lazy. He does noy $tudschool. He is untidy. He
does not practice for piano.... | don't need to nesgsisters. | don’t know if it’s
because he is a boy that | need to spend so nmemiagging.
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Mrs. Hu also told me about Jack running away:

He downloaded a game from the Internet on his dlt#er’'s new computer and got
a virus. His older sister got very angry and sthgearrelling with him. Then he
complained that | was unfair. His sister has a nemputer and he does not. | told
him that he does not need one because he onlytusgday games. Then his
younger sister told me that he was playing videnggmwhen he should be doing
homework. He yelled “I didn’t do it.” then he rantol didn’t know where he went.
I looked for him [at his friends’ places] when agpened before. Now that his
friends have moved away, he was probably walkiogiad by himself. So | just
waited at home. He came home later on. | askettholight you were running away.
Why did you come back [laugh]?” Then he told me tirehad to make up his
piano lesson. | asked him to call Sally. [Sighphd know what else to do with

him.

The struggles between Mrs. Hu and Jack have affetdck’s practicing: “l get mad
each time | try to get him to practice. | have d bemperament and | have to take care of
four children. Sometimes | can’t control myselyell at him when he doesn’t practice.
He talks back in self defense.” It seems that dmes not have a strong inner motivation
to practice: “I skipped practice because | am lgsitterest in the piano and | want to do
something else.” Making Jack practice has becoma&a@en for Mrs. Hu. “This whole
experience is an agony for me.... | don’t know [whgekp the lessons] going. It seems
odd not having piano lessons in this community.hope that my children can gradually

learn to be active learners. Then | will feel betti®lrs. Hu said with a faint smile.

Jack stopped taking piano lessons after he edrildigh school.

Sally is a knowledge generator. Wishing to pro\hée students with strong
technical skills and a solid knowledge of musiaittyeshe tried to give them as much
knowledge as possible within a short time framewehler, what Jack possibly needed
was to be motivated to learn before he was abbetefit from the knowledge generated

by Sally. The conflict between Jack and his mothay also have decreased his learning
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motivation. A teacher with a fast teaching pacestkeellious teenager, and an authoritarian

mother represents the third teaching triad of mylgt
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Chapter Eight: A Confident One

“I don't read [the professional literatures]. | kwothat these articles are available

but | dont need them. The relationship betweerstagients and me is like...l need

to do anything to make my students swallow alitf@mation that I give them. The
important thing is that they learn and understand.”

Frank

| was waiting in the corner of a quiet café whearfkrentered. Frank was the only
male participant in this research. When | firsttstd looking for participants, | talked to a
woman at the Taiwanese Canadian Cultural Sociéy.fBovided me with a list of
Taiwanese Canadian private music teachers curregabhing in Vancouver. Some
teachers from the list | already knew; othersdimiot. | called all the teachers on the list
of 22 and told them about my research to ask if thigght be interested. Frank and his
wife Patricia were among the teachers | did novkrbwas Frank who answered the
phone when [ first called. | introduced myself axgblained my research; he immediately
expressed an interest in the study. After discongetat Frank and his wife lived nearby,
| went over to their house to leave my Letter dbfmation. Frank’s wife was not there
when | first visited. Frank was in his late thigiand has a warm and humorous
personality. As a woman, | did not feel awkwardkitad to him. After reading the letter,
Frank and | set a date for his interview.

-

Frank was born and raised in Tainang in southaiwan. His father was a
government official; his mother, a housewife. Hgodlved with his two siblings — an
older brother and a younger sister. Although hendidprovide much information about
his family, | gather that his family was like otrearerage Taiwanese families — that the

mother was given the responsibility to educatedehit while the father supported the
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family financially.
Unlike other teacher participants in my study,nkreegan his musical training
rather late. He started as a typical boy in Taiwaion was expected to have high

performance in academic subjects:

Education in Taiwan was what we called “spoon-fédoation.” [School] tries to
feed you with a lot of knowledge. The more you sgueeze into your brain, the
better you do on the examinations. [It's all abm@morization.].... But | don't
think you can understand a person depending ongoma he is in school....
School in Taiwan was easy for me. | did not put mwork into studying.

Although Frank claimed that school was relaxingHion, he was accepted into the top
high school in Tainang. Furthermore, he enrollethenbest university in Taiwan — the
National Taiwan University, majoring in civil engiaring.

While Frank and his brother were trying to gebitdp schools, Frank’s sister was
enrolled in the Music Talent Program: “There argengirls studying music in Taiwan
than boys because the society has a stereotypmtisat is a static activity that is more
for girls.” Frank’s sister had been taking pianssiens since she was young. Once she
entered the Music Talent Program as a piano majpmior high school, it was
mandatory for her to take a secondary instruméret;pscked trumpet. Frank, at the same
time, was a Grade 10 senior high school studemo&@a@cademics were never a big deal
for him: “I was bored all the time.” In order tolpéner son be less bored, Frank’s mother
decided to let Frank go to trumpet lessons withshster. Frank followed his mother’s
decision obediently: “I didn’t get to learn piantv@n | was young; so | was happy when
given a chance to learn an [instrument].” In theyM@eginning, Frank and his sister
shared one trumpet by switching mouthpieces. As tirant by, Frank’s sister started to
bring the trumpet to school for rehearsals. Fraak wften left with no instrument to play:
“I suggested my Mom buy me another instrument. A&salveady had a trumpet in our

house, my Mom bought a French horn instead. Thdt&n | started taking French horn
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lessons instead of trumpet lessons.” Frank had ldkassical music since he was a child:
“Each person in our family had their own recordyplal saved my allowance in order to
purchase classical music tapes.” Classical mupestand classical radio station were
Frank’s sources for listening to music. Among thengstyles in classical Western art
music, Frank prefers the classically oriented smhly German composers.

Private French horn lessons continued throughmanks high school and university
years. In addition, he joined the concert bandrdutine four years he was in the National
Taiwan University. Among the few private Frenchrhtgachers Frank had in Taiwan,
one teacher had the most impact on Frank: “LuisitSt@s the most influential teacher
for me technically. He was a former professor fitbwa University of Michigan who came
to teach in Taiwan.” Frank studied with Luis Stéuta year: “This teacher helped me
develop French horn technique. | learned to pléfgrint scales and arpeggios as well as
to use alternate fingerings.” It was from this tearcthat Frank gained most tips about
French horn technique.

It is mandatory that men in Taiwan serve two yedmilitary service when they
reach age 18. Men are sent to different areasimilitary according to their expertise.
Frank was a trumpet player in the military bandduse of his expertise on a brass
instrument. After serving the country for two yedfsank went to the United States for
graduate studies.

Frank started his Master of Civil Engineering peog at Ohio State University
where he met his wife, Patricia. Patricia was pmgter Master of Piano Performance at
that time. They soon fell in love and planned tampdt might have been a result of
Patricia’s influence that, after two years of stadyin civil engineering, Frank decided to

pursue his master’s degree in music:
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Music is an interesting subject to learn. | tolgself that | should grab the chance
to study music when the opportunity arose. | haslittea from when | was in
Taiwan. | would study music if | could.... | knew nagfe after | came to the

United States. Her being a music major might haadn indirect influence on me.
But | made my own decision. Actually, my wife didtrwant me to be a musician....
Her family values taught her that it was okay tadgtmusic as a woman but unwise
to marry a musician.... Generally, you cannot makelmmoney being a musician.
People don’t want their musician daughter to marrgther musician because they
end up with no money. It's a double standard dfitranal values, a cultural

conflict.

Knowing that his family would oppose his decisiorstudy music, he switched to
music without notifying his parents. He found asistnceship at the university library
fixing computers. In return, the school offeredith fime scholarship as long as he
maintained his status as a graduate student. Heodep himself financially while
working towards a master’s degree in French horfopaance.

Frank’s persistence in music changed his parattigides towards him being a
musician. When Frank got accepted into the docfm@iram in French horn
performance at the University of Washington, higepts realized how serious their son
was about music and they started to support hiamtirally. Frank spent the first year at
the University of Washington as a full time studantl the next three years as a part time
student. He also married Patricia while he was@University of Washington.

Although Frank was determined to study music, & to withdraw from the
University of Washington after four years as a daadtstudent: “I had completed all the
academic courses. What was left were several leeital the dissertation. The
dissertation was going to be difficult for me besalineeded to have a calm mind for
that.” There were several reasons for Frank’s wétwl from the program. First, his
advisor at the University of Washington was busthwiersonal affairs and did not
provide Frank with the necessary guidance: “Thati@hship with your advisor is very

important. He was busy getting a divorce at thaetiHe did not have time to take care
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of me.” Secondly, Frank’s second child was bornndeded money: “I still had three
years to go to complete the degree requirementenwity second child was born, | felt
that it was time to earn some money. | could alwgststhe degree later.” His
responsibilities as a father and husband made Heawk graduate school.

Even though Frank felt neglected by his advisdahatend of the University of
Washington period, he still thought of this profasas another private music teacher who
had influenced him in important ways: “He taught tm&xpress music. He taught me
how to deal with a phrase, how to handle the soand,how to diagnose sounds....
Louis Stout taught me technique in Taiwan. My advisom University of Washington
taught me music.”

After withdrawing from the University of WashingtoFrank came to Canada to be
with his family. Because Patricia was already adtiemn citizen, Frank did not have a
problem obtaining a permanent resident statusfatindy settled in Coquitlam, an eastern
part of the greater Vancouver area. Frank becapnate music teacher teaching both
French horn and music theory shortly after he mdeedanada. Most of his students
come through referrals, and he usually teaches atindents’ homes. Frank believes that
the purpose of learning music is to enjoy musicsees himself as a funny and
interesting teacher who can also be serious whemgcessary.

Besides teaching music, Frank had three othettipaetjobs at the time of this
research. He made batons for conductors, usintj-destgned computer program; he
was a black jack dealer in a casino at night; gnrtiore, he worked as a financial
consultant for a major financing company. Althoughhad many students, Frank hopes

to teach fewer students and perform more as a raasic

| feel least successful as a musician now becadsee’t have time to practice
French horn. | am trying to make money to suppagrfamily. | teach too many
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students.... | have three other jobs. | think a ss&fté musician should not have
kids. | do not regret having a family. It was agmeral choice. [But sometimes |
wish there could be other ways.]

Frank is working hard to be more financially stattehe can have more time for music:

My children are my first priority right now. Butstill hope that eventually | can
have more time for music.... Music is like opium. @nou get addicted to it, you
don’t care about other things. | don’t care abaxtihg [a luxurious life] as long as
[my family] can live.... | just want to make good nius

Frank is teaching fewer students now. He is culyembrking as a full time salesman in
an audio system design company. He and his fanmolyeah from Coquitlam to Burnaby

in 2007.

Mrs. Yang

Mrs. Yang walked into the living room right afteh&d finished talking with her
daughter. Mrs. Yang was in her mid forties. Shedsatn and waited for my questions. |
could feel the tension in the air; Mrs. Yang wasumsed to talking to a stranger. Aware of
her discomfort, | began to tell her about myselhdppened that my father grew up in the
same area as Mrs. Yang. After knowing more aboytving. Yang was a bit more at ease
and she began telling her story.

Mrs. Yang was born in Kaohsiung County in southE&nvan. She got married after
graduating from high school. Her husband holdsgaetefrom a vocational school.
While her husband worked as a technician for CBitegl, Mrs. Yang was the owner of a
breakfast eatery. Although both Mr. and Mrs. Yaregewvorking, the job of educating
the children still fell on Mrs. Yang's shoulder. Mind Mrs. Yang have three children —
two girls and one boy. The girl who participatedhis study is the middle child, Judy.

As Mrs. Yang explained, both Mr. and Mrs. Yang evéom the “labor class.”

Therefore, neither of them had much experienceusicexcept in a general music class:
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“I don't like to listen to music or sing. My hushkaihkes [music] more. [The only music |
used to listen] to was folk songs. We came fronoar packground. We didn’t have
[time/money] for this kind of entertainment.... | ds® envy those who played piano
when | was younger.” When the Yang’s financial ssatnproved, Mrs. Yang decided to
let her daughters take music lessons because gmetivant her children to miss what

she had missed:

| listened to my customers talking about their dfgh’s music lessons. Some of
their children were in the Music Talent Program..amy children in Taiwan take
music lessons either privately or in group clasg.dlest daughter took private
piano lessons.... One customer’s daughter was takimgp violin lessons, and she
had a good teacher. This teacher had students whdimgt places in the
examinations/competitions in Kaohsiung. Becaudengffriend’s] referral, my
second daughter joined the group violin lessons.Ié&ning was not bad. And she
seemed to value [the violin learning] a lot.

It was almost a tradition that students from theeagroup violin class auditioned for the
Music Talent Program. Mrs. Yang’s second daughbitedy, followed the tradition and
applied for the audition. Six months prior to theléon, Mrs. Yang switched Judy from
the group class into private lessons in order épare for the audition more directly. Judy
got a satisfying mark in the audition and was ats@mto the Music Talent Program, as
Mrs. Yang had expected.

Mrs. Yang had no knowledge about music when histldaughter started taking
piano lessons so she could not help her daughdetipe. When Judy started taking violin
lessons, Mrs. Yang wanted to coach her daughtemore effective way. Therefore, she

found a less expensive teacher and started taggsphs herself:

| had piano lessons for a short period. It wasughdime. | was busy with the
breakfast eatery and | did not have too much tiongractice. | would run upstairs
between work and practice for a bit.... It was difftdor me. | had trouble
memorizing even simple songs.... | just wanted tcehsome sense of music so |
would be able to identify my daughter’s mistakeswkhe was practicing.

Fortunately, Judy forged ahead in music learningifher childhood. She always

practiced voluntarily with occasional remindersnfrivirs. Yang. Although Mrs. Yang
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went to all the private violin lessons with Judyesvas too busy to stay with Judy when
she practiced at home. She would, however, occalbyamonitor Judy’s practices while
working at the eatery.

The Yang family moved to Canada and settled imBly, British Columbia in 1998.
Mrs. Yang explained her reason for immigratingwds an adventurous person who liked
to travel .... | had never been good with personatignships in Taiwan. The personal
relationships here in Canada are much simplétel[living] here better.” After
immigrating to Canada, Mrs. Yang became a housewmtiie worked part-time in a
supermarket while Mr. Yang worked for the VancouS8ehool Board.

Although Mrs. Yang was busy taking care of herakfast business in Taiwan, she
was able to observe the education in Taiwan aed ¢at compare it to education in
Canada: “The purpose of Canadian schools is to thair citizens to be normal persons
[who develop according to their own interests]wianese/Chinese education, on the
other hand, tends to push students to be elitis& $pecific area].” It might be while
Judy was in the Music Talent Program in Taiwan Med. Yang drew the above
conclusions.

Since Judy expressed great interest in musiccahtnued her music studies
through private lessons after moving to Canada. Wasg found her a piano teacher
after going to the piano teacher’s recital. Astfa violin, it happened that Judy’s violin
teacher in Taiwan also immigrated to Canada. Ifiteefew years after moving here,
Mrs. Yang drove Judy to Surrey to study with henfer teacher. However, this teacher
traveled back to Taiwan a lot. In order to keepylBularning consistent, Mrs. Yang
decided to switch to another teacher. This time hngsband found a lady from mainland

China while buying a violin bow from a string shdpidy has been studying with this
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Chinese lady ever since.
Some changes were made after the family moveduetdest. Mrs. Yang’s attitude

towards educating her children, for example, hasghd:

| regretted that | did not have time to spend withdaughters when they were
younger because | was too busy making a livinghBiaiughters were raised by
childcare givers. As a result, we did not have adgeelationship. | quit my job after
giving birth to the youngest so | had more timspend with him. | found that
parent-child relationship between us was much b#te my relationships with his
sisters.... | think | emphasized discipline moretfa two girls. | told them to do
this and that and they followed my orders. In casiif| gave the youngest one more
freedom and space for exploration. However, | Hauad that the youngest one is
not as disciplined as his sisters.... | also fourad tlexpected less about learning
outcomes after | came to Canada. The environmesiegss stressful. Therefore,
parents here are more relaxed [in terms of higfopmance expectations].

Like her words, Mrs. Yang purposefully constructieel career path of a musician
for Judy: “I expect Judy to be a musician becausdave already spent so much time
and money on her. It's a waste if she does notimoatwith the journey. Besides, she
does not stand out in other subject areas.... [Thergfunless she had outstanding
performance in other areas, | would not agreeefwhanted to quit music.” When | later
asked Mrs. Yang why she was so determined that Wwod{d be a musician, her words

were:

Both my husband and | belong to the laboring clafeel that having a musician in
our family raises our class status [because weffard to support a musician.] |
feel that it adds more artistry into our family wsheusic is played. [Furthermore],
it more or less satisfies our vanity when we see peautiful girl] perform on the
stage.

Finally, Mrs. Yang hopes her daughter learns tognat up easily on her journey of

musical learning.

Judy

Judy is the oldest student among the five stugarttcipants. Unlike in the other
four triads where it was the parents who set uprttegviews and communicated with me

over the phone, Judy was the one who negotiatedttirwith me through the entire data
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collection period. Judy’s mother answered the ddoen | arrived to interview both
mother and daughter. Judy was practicing piancaigstind came down when she heard
the doorbell. Interestingly, Judy wanted to tatktfbefore her mother. She invited me
into the living room, and | began to set up. Jgsiva were about to start talking, Judy’s
mother walked in with drinks and placed them onghert table. Mrs. Yang was
interested in knowing what we were going to talkwin our interview; she wanted to
stay and listen to our conversation. Judy, howesrailed at her mother and asked her to
leave: “I will feel more comfortable talking if yoare not around,” she said. Closing the
living room door after Mrs. Yang left, Judy begaiking.

ok

Judy started taking violin lessons at age 4. Algtoshe did not remember why she
took lessons in the very beginning, she thoughti her mother’s idea for her to learn
an instrument: “My mother wanted her children tadst music. She chose the instrument
for me. But she said | wanted it. | don’t rememtherugh. So | don’t know [how |
started].” According to Judy’s mother, Judy joirggdup violin lessons at the beginning
and later on switched to private lessons. Afteimiglone-on-one lessons for several
months, Judy went for the Music Talent Program tadli She was accepted and enrolled
in the program when she was in Grade 3. Judy tteeted taking piano lessons because
it was mandatory in the program.

Life in the Music Talent Program was fun for Jultyaddition to the regular
academic courses, students in the Music Talentr®rogpok music courses such as
music theory, music history, aural skills and siggading, small and large ensembles,
and private instrumental lessons. As music counsge added to the curriculum, regular

academic courses were minimized. Judy, howeveugthtathe standard of the academic
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performance was as high as the performance exmeaet for music courses: “School

in Taiwan was tight, strict, and bound studentsemor The academic pressure was heavy.
Teachers emphasized academic performance morell libout grades in Taiwan.... |

liked the music courses better though.” AlthougtiyJenjoyed learning in the Music

Talent Program, she mentioned that she felt tHerem in the Music Talent Program

were isolated:

We didn’t need to go to morning assemblies.... | tledit we were separated from
other students of the regular classes. We did & lkcontact with students outside
of music program. And the other students didn# liks very much. They thought
we were a group of arrogant and rich kids. TheWward in the music building was
always the best, and the regular class studentscens by calling us “rich people.”
[l did not feel the difference when | was young@&ult now | realize that | only
knew people from the music building. All my friendere from the Music Talent
Program. There was no channel for us to meet gtbaple outside.

Judy came to Canada in 1998 when she was in Grglee led a regular school life
like any other student. She feels that Canadiaodslgive students more freedom to

explore what they are learning:

School here is relaxing. It’'s not just about testd studying.... | learned more in
school here. | felt that the stuff that schoolseveraching could really be
implemented in real life. [| am learning about htmadeal with life rather than just
memorizing what'’s in the book.] This applies totak subjects that | was learning.

As no more specialized musical training was offenesichool, Judy maintained her
music study by relying on private music lessons.

Currently, Judy is taking violin lesson with Misse, a teacher from mainland
China. She is also taking piano lessons from Ratas well as private theory lessons
with Frank. Interestingly, Judy prefers violin oy@ano. “Too many people play piano.
Violin is more unusual, | think.” Judy listens tih linds of music in her free time. She
especially likes contemporary classical, hip hom popular music.

Being a focused music student for so long, Judydssablished consistent practice

habits. She practices violin for about two houtsag and piano for an hour. Nevertheless,
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Judy doesn’t think practice time matters that much:

My violin teacher doesn’t care how much time Irggp@racticing. | think it depends
on whether | put my heart into it when | practi€ae quality of practice is far more
important than the time spent. You just need tetora with the right strategies to
reach the desirable outcome. If not, you are justing time. My piano teacher, on
the other hand, wants me to spend more time becayggano repertoire is getting
big. Sometimes | can’t cover everything within auh

Like most children, Judy did not like practicing @hshe was younger: “My mom forced
me to practice because she thought this couldlite skill that | could depend on....
When | was younger, | had to practice every dagrathool while other children were
playing. It was hard for me.” However, as Judy gadder, practicing had become a habit
and an interest for her.

It seems that Judy’s career goal had been sesewa she was accepted into the
Music Talent Program. As Judy claimed, “it was ¢éim@ironment that led me down this
road. | didn’t like music when | was younger be@lwas pushed to do it. | think | am
used to this life and | have no other choice. Alitfo my mom is the one who pushed me
into this field, | guess | accepted her arrangemeltingly.” Judy believed that learning
music has helped her in many ways, developing stersie and endurance. Music
learning has also helped her to feel and see tliitngsdifferent angles. Furthermore,
music is a way of relaxing. Judy wants to be ainitdacher when her schooling is

completed.

After graduating from high school, Judy was acedphto the Faculty of Music at
the University of British Columbia and the Univeysof Victoria. However, she decided

to pursue her music studies in Germany in 2006.
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The Music Lessons

The Yang’s house is situated in a quiet neighbadha central Burnaby. | arrived at
Judy’s place 10 minutes prior to the scheduledlesBirs. Yang was not home, but Judy
opened the door for me. While leading me to whieelss her theory lessons, Judy told
me that Frank had called and was going to beVsgewalked into a small study room
where | began setting up the video recording egarmgm

The room was crowded, with a desk, two chairs,fonéhe student and one for the
teacher, and a sofa bed. In addition to a comptltere were a few books scattered on the
desk. This desk was the focus of Judy and Frahksri lessons. Other tools used during
the lessons included the textbook for the RCM Grattarmony, notes for RCM Grade 3
History, a pen for marking, a pencil, an erased, several used sheets of paper for
responding to the questions. The computer on thk dlso served as an audio player for
the required music listening for the history lesson

| set the video recorder in a tiny space betwberldft side of the desk and one end
of the sofa bed and | adjusted the camera andiaue a clear view of the actions and
facial expressions of both teacher and student.adussfinished setting up, Frank arrived.
After showing Frank and Judy how to turn the vidamera on and off, | retreated from
the study room. | went back to my car and waitethencar for the next hour. Meanwhile,
Frank and Judy began their lesson.

sk

Frank has been teaching both French horn and rthesicy since he came to
Canada in 2002. Instead of teaching at his stuitemk travels to and teaches at students’
homes. Most of Frank’s students are from the TaesarCanadian community. As French

horn is not a very popular instrument among Taisarn@anadians, the majority of
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Frank’s students study music theory with Frankavdimentioned in previous stories that
many private piano teacher include theory rudimentkeir lessons. Frank, however,
prepares students specifically for the theory negments of the RCM examinations. He
had no French horn students at the time of thisare$.

All students of the RCM curriculum must take maondatheory examinations when
they have reached grade five on their instrumdititsre are seven levels in theory:
Preliminary rudiments (required for Grade 5 prad)icGrade 1 rudiments (required for
Grade 7 practical); Grade 2 rudiments (requireddmade 8 practical); Grade 3
harmony/keyboard harmony and Grade 3 history (reduor Grade 9 practical); Grade
4 harmony, history, and counterpoint (requiredGoade 10 practical); Grade 5 harmony,
history, and analysis (required for ARCT practifmalinstruments). In addition, there is
also an ARCT (Associate of Royal Conservatory osMyin composition and theory
(Royal Conservatory of Music, 2009). As most prévatusic teachers cover rudiments in
their lessons, Frank specializes in teaching RCa&dityr from Grade 3 and beyond but he
also teaches rudimentary theory upon request.

Frank’s private music lessons involve weekly lessand examinations. In addition
to the one-on-one lessons for theory and Frenah, kwank also offers group lessons for
up to five people. As Frank teaches at studentsids) he is not really concerned about

the logistics of where he teaches:

They always find a place. | often have no objecftorwhere | teach] because |
lecture most of the time. | expect to have a CIDWYD player to play music
examples for students when | teach history.... | en@ With just a quiet place with a
desk and some chairs.

Frank’s requirements of a teaching space for Fréioch are also minimal. He asks for “a
large room, chairs to sit on, and a music standdddition to the hardware that students’

parents provide, Frank brings supplementary masesiech as CDs or DVDs to play for
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history students. He also carries his own French tden giving French horn lessons
and plays it to demonstrate and accompany his stsde

Taking examinations plays a significant role iafi’s private music lessons. While
the French horn students have a choice about whiethake an examination or not,

taking examinations seems to be Frank’s ultimatd fgy theory lessons:

The RCM theory examinations are scheduled evergbéer, May, and August.
Once students decide that they want to take theexamination, they call me three
or four months prior to the examination... They n&Bdours of preparation for
harmony examinations...20 hours for history examaoneti

Frank plans his theory lessons accordingly andcctetae teaching materials following
the guidelines of the RCM theory syllabus.

Most of Frank’s teaching materials are the recomuied textbooks from the RCM
theory syllabus. He usd@he Elementary Music Rudimer&arnecki, 2001) for basic
theory,Harmony: A Practical ApproacftMackin, 1996), and he Enjoyment of Music
(Machlis & Forney, 2008) for music history. He clses textbooks according to the

content of the book and ease of use:

| like Barbara Mackin because she is straight éophint. And [the content of her
book] is up to date.... Basically, | choose thesekisdzecause they fit into [my
lesson plans and teaching schedule]. If | can sfiértiburs to cover the
examination requirements, why use a thicker bookwtakes forever to teach?
[The Enjoyment of mugicovers the RCM requirements. The [format of tbekj
is best for answering the RCM questions. And ofrseul always seek more
suitable teaching materials when changes are mugithe IRCM [syllabus].

Besides the recommended textbooks, Frank alscativsemtes he has accumulated
throughout his own music studies over the yearha¥le made notes froithe New
Grove Dictionary of Music and Musiciaasid my previous history textbooks. | add them
to my lessons,” Frank explains.

Interestingly, Frank usually answered me in a seha flippant and ironic manner
when | first asked him a question; then he becamess after the first one or two

sentences. For example, he told me about how lkegimaterials for his French horn
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students:

Oh! I just pick whatever.... They are mostly begrm | choose the materials
according to their interests. | get a brief idedtloé kind of music] the child will
like after first lesson. Then I find the materitiat best suit their interests. Or |
check out what is available for beginners in thesimstore and look for the
appropriate materials.

Frank’s lesson plans for music theory are closelgted to the materials he selects
for teaching: “The 17 chapters of Barbara Mackirdsmony textbook are already
organized well. The first five chapters are easysually spend one hour to cover these
chapters.” Frank quickly runs through these chap#eth this purpose: “I want to see
how students react. If they are able to take inlamdkerstand the information at my speed,
| continue. If not, | slow down.” | wondered if iad students who pretended that they
understood and how Frank ascertained that thedergureally understood the

information he provided before he continued with lessons. Frank said:

“There aren’t cases of pretending to understakdolv if they understand or not
after giving them two written exercises to do witheceferencing the textbook.... |
know the level of students’ abilities after thesfitwo or three lessons. Do they need
more time in order to pass examination? Or do tlesd less time than | first
planned. [Then we adjust] the lesson hours.”

Frank claims that he makes no lesson plans foFtench horn lessons: “We just do
the basic exercises. Generally, the children har€&nada] are not so serious [about
learning instruments]. | don’t expect them to couaé playing for long, so we basically
have fun in our lessons.” Frank’s words set mekihop Because of his joking tone when
he spoke, | had trouble identifying when he wasnglor when he was serious during the
interviews. | was afraid that Frank would find nréical of him if | asked further
probing questions so | did not pursue the mattenduhe two official interviews. As
Frank was the only male participant in the researahl| happen to be a female
researcher, it is also possible that my fear ofrgskrank questions was simply because |

was not comfortable speaking with an unfamiliar mars not until later when I got to
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know Frank better that | was able to ask Frank ngoiestions during our unofficial
conversations. Nevertheless, | can only concludeRhank is not as serious a French
horn teacher as he is a theory teacher. Couldttiiade be because Frank believes that
the theory lessons are more important and wortheffoft because they prepare for
examinations while the French horn students arg stuldying the instrument for fun and
this attitude insults his love of the instrumentth@mporary children have many
opportunities to explore all kind of musical instrents in school both in Taiwan and
Canada as extracurricular activities. However,remk’s and my generation, studying
music was a big investment for parents. Therefoue parents expected results — such
as making music a career either as a music teactzeperformer. As Frank’s sister was
from the Music Talent Program, studying music tarfkrkmust have meant serious
business. | know that he overcame many obstackt$aaed a lot of pressure when trying
to study French horn after he came to North Ameieait seems that he can't get
enough long term French horn students to suppsiahiily. As | mentioned previously,
French horn is not as popular an instrument asopsauviolin among the Taiwanese
Canadian community. Although more students fromnstaeam society are playing
French horn, they are “not serious enough” accgrtbrnFrank. There were times that |
got a sense of sadness and anger in Frank. Itlwasias if he had given up his French
horn and become a theory teacher for practicabreas— making more money. After all,
he mentioned that he would prefer to have moredfréorn students because he loves
the playing and interaction with students when wingi When | asked Frank why he did

not seek more French horn students in the maiarstsociety, he said:

They usually call and ask for lessons becauseaheyaking the instrument at
school. They stop coming after couple of lessonmxeSthey are only learning it for
fun, | tend to teach in a relaxed way. It is onlyam | see someone who is serious
about learning music that | become serious. Butitha rare case.
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Frank’s attitude towards teaching changes accordirsjudents’ learning goals. However,
teachers play a prominent role in promoting studeaiivation (Hallam, 2002). The
teacher-student interaction is a reciprocal integwac That Frank’s students’ are “not
serious” might be a result of Frank’s own attituliés also possible that students become
serious about learning when they feel that theicler is serious about their teaching.
With the above thoughts in mind, | asked Franktwigathinks is the purpose of
music education: “I think music education is farrmonportant than teaching language.
Music can express things that language cannot sgpfée purpose of music education
is to [help] people understand and enjoy the laggud music.” Interestingly, Frank
thinks that music education as it is practiced artN America does not live up to his
expectations: “Music education here lets studerstkemoise on instruments. They get
disciplined a little bit [through music trainindgflowever, will they really understand
music and furthermore feel and enjoy music? | dogelly think so.” On the other hand,
music education in Taiwan emphasized training a&ifipeyroup of students to become

professional musicians:

[The purpose of music education in Taiwan] is se oan make money from [being
a musician]. Therefore [music educators] push stigd® practice to reach the
maximum level. However, are these students altleiné musically or do they ever
think about the value of music? Not all of them darthat. | don’t think so.

In other words, Frank seems to think that the gdmausic education in elementary and
secondary schools in North America and Taiwan sxast surface level while the
Taiwanese private music education aims at perfggerformance techniques instead of
teaching students to be musical. It is true thainduFrank’s time, general music
education in Taiwan was ignored because the sarmphasized academic subjects due
to the pressure of the national high school andarsity entrance examinations (Tsai,

2006). Given that Frank never went through schasdimeducation in North America,
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his words about music education in North America ioa reflecting the attitudes of his
students. He holds extreme views about music edunciax both North America and
Taiwan. According to him, neither have been sudakas developing students’
musicality; this music education, in his view, does encourage students to understand
the true value of music and enjoy and appreciatsicrmaore deeply. | could not help but
wonder where all these extreme opinions origindded .they develop because he was
foiled in his pursuit of a music degree when he y@asger? Because he cannot use
music to fully support his family financially in @ada as he expectedduai Cai Bu Yl

is a Chinese four-letter-sentence that descrilpEgson who has talent but no opportunity
to use it. People like that often turn their angevards life into sarcastic views. Although
Frank was subtle and humorous in his words, | gisosensed his disappointment
throughout our conversations.

As previously mentioned, preparing his student$fGM examinations is the only
purpose of Frank’s theory lessons. If it werenitRCM examinations, Frank’s job would
not exist: “I don’t think anyone would want to syuchusic history, harmony, and
counterpoint if it weren't for the RCM unless onams to be a composer or a
[professional musician].” The RCM system does hotyever, affect Frank’s French
horn teaching as much as his theory lessons. Enamks the theory requirements of
RCM examinations are difficult in general: “Muskebry is necessary. But the level is
too difficult. Why include counterpoint? Counterpbis an elective for music majors in
most universities. Why does the RCM make it mangatoAlthough most theory
students take RCM examinations, Frank neither eag@s nor discourages his students

from taking examinations:
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| talk to the students’ parents about what theyeekpf their children. Different
parents have different musical learning goalsHeirtchildren. If the students are
able to achieve their learning goals at the endnit care if they take RCM
examinations or not. When a student tells me thatdes not want to take RCM
examinations, | think about what he wants to leHrhe wants to pursue music
seriously, I still teach harmony but | recommendae qualified teacher to help
him with counterpoint. But if it’s just for the puose of the RCM examinations, |
can help.

Frank’s last comment implies the reason he criggizounterpoint as a subject included
in the RCM curriculum. He admitted in a later corsation that he is not good at
counterpoint and feels insecure about teachifcitording to Frank, there is no “best
time” for students to take theory examinationsdépends on the ability of each
individual student. It is also related to theirypfay level on instruments,” he said. He

gave an example:

| have a talented 12-year-old who will complete R@M system before he turns 12.
He has already performed with orchestras and weeraecompetitions. Yet there
are students who are in their twenties still stiunggwith their history
examinations.... Some immigrant children have difficwith history because of
their poor language proficiency. They have a hane twriting essays.... Each
student is different. | can’t say when is the ligse to take exams.

| could not help but think of my own RCM experiengleen Frank mentioned the
difficulties new immigrant children experience lei@g music history. | started to study
for the RCM Grade 10 violin and piano examinationslong after | first came to
Canada. Besides the hours of practicing, | haétchcup on the theory co-requisites.
Through referrals by friends, my mother found nmgigate theory teacher. Music
rudiments were easy. | had already learned theRaiiman in the Music Talent Program.
The only difference was that | had to rememberténes and read the questions in
English. Once | passed the Grade 2 Rudiments, nyjmurney of completing the theory
co-requisites began. | had a hard time understgritimteacher during my lessons. |
always had to look up vocabulary from the textbddiad a lot of problems memorizing
the facts and found it difficult to organize théaets and write them in understandable

essays. My final solution was to write the histegamination in point form. | passed the
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examination yet | did not understand what | hadtemi All | did was memorize without
understanding. The first history examination waegative experience for me. | decided
to finish all the practical examinations and contglfe written examinations later. | did
not complete the RCM theory co-requisites untiblaoned my B. Mus. from UBC. After
all these years, my English has improved. And &itithe music electives | took at
school, RCM examinations were no longer a threatéo Because of my own experience,
| pay more attention to ESL students when | giveotly lessons. However, is it really
necessary to push our students through all théseutti subjects instead of teaching
them the joy and the beauty of the music? Undedstgrmusic harmony and history can
help students have a better understanding of mingicstudying these subjects
intensively for examinations can have a negativeaich on them. As teachers, how can
we teach for understanding while still preparingdgaminations? This is the dilemma
that Frank and | have both faced.

Frank does not feel that he teaches the way hdaugbt. He did not take private
theory lessons or RCM examinations when he wasgagsuorthere is no comparison to be
made. However, his French horn lessons are sitailais own earlier experiences in the
way he organizes a lesson. The difference is tngtgrevious teachers did not
emphasize long-note blowing exercises. The long-e&ercise helps improve pitch and
build a concept of notes. My teachers showed stsdbe exercise but they didn’t do it
during the lessons. | practice with students alwing my lessons.”

With his busy teaching schedule and part time jebsnk has no time to attend
professional developing workshops. He is not a nerobany music teacher association.
Frank finds books to read in his free time: “I rémbks such adow to Affect a Person

in Seven StegsNevertheless, Frank does not usually read btukisrelate to his music
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teaching: “There are not many changes in theoryhastdry over the years. | have
already done enough research. | look up books tn&@htury stuff when needed.” |
further asked if he reads journal articles or bowk&h reflect on how to teach. He

answered:

| don't read them. | know that these articles ar@lable but | don’t need them.
The relationship between my students and me is.likeeed to do anything to
make my students swallow all the information thgivie them. The important thing
is that they learn and understand. Most of the titeach one-on-one or
one-on-two; the interaction between students andsrostical. If | find a channel
to build up our relationship in the first couplele$sons, then student learning will
be effective. Maybe these journal articles woultpmee. But it might take a long
time to find one article that interested me. | flipough the journals if | have a
chance, but | wouldn’t subscribe because | amematting in the school system.

Frank’s words clearly portray a Transmission teaglperspective. According to Dan
Pratt and Associates (1998), teachers with a tressson perspective believe that
effective teaching involves accurately and effithgpassing content to the students.
Frank is concerned about content, not pedagoggsivet surprised to find out that Frank
espouses a transmissional pedagogy because th#tewasy he was taught when he was
a student (even though he did not recognize tmdagiity). Unlike Patricia and Lily who
had been involved in the Music Talent Program iwda since early on, experiencing an
Apprenticeship teaching model (Pratt, 1998), orreauand Sally who received their high
school education in Canada and engaged in a masgroetivist approach to learning
(Pratt, Kelly, & Wong, 1999), Frank was educatedemwhat is called the “spoon-fed
education” which is part of the traditional Chinessture (Pratt et al.). Under the
Confucian influence, teachers are the source dicaity. Chinese students are
accustomed to respect those who provide knowleddeaavoid challenging their

teachers (Chan, 1999). Pratt et al. further explain

The primary responsibility of teachers is to takkelents systematically through the
subject, providing explanations and guidance thaigh in structure and directed
toward examination.... Thus, effective Chinese teexhee expected to adapt to
their audience, guiding them step-by-step throbghcbntent. (p. 253)
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Awareness of these cultural beliefs helps explamesof Frank’s behaviors and thinking.

Although Frank talks in a worry free tone, hel $tites difficulties in teaching, like
every other teacher. He finds that motivating stislés the most difficult challenge:
“How to inspire them to think the subject is int&reg [is difficult]. If they think the
subject is fun, then they will learn the subjectrenquickly.” Frank feels least successful
when students do not do their homework: “I knowt thay won't pass the examination
when they are not willing to write their homewowhen that happens, | warn the parents.
| tell them that | can’t guarantee that their cteld will pass the examination this time. |
protect myself this way.” Unlike instrumental prigdessons which tend to span years,
Frank’s private theory lessons are built aroundtsieom sessions. When students do not
pass the coming examination, Frank usually doesi@at from the parents and the
students again: “When their children do not writeit homework and do not pass the
examination, parents do not call me again. | demdw if the students take the same
examination again because | never hear from therd.lAlon’t care about it once | am
out of contact with them.”

Every teacher has great moments too. Frank feetsessful when his students
obtain high marks on examinations: “I have a Gradestory student who scored 97 out
of 100 in her examination. This student studiedgbard. All | did was show her how to
study.” In addition to the success he feels wharstudents achieve high marks, Frank
claims he learned how to be with children fromte&ching: “I know how to deal with
young kids. That is what | have gained from mylj@sides money.”

*kk
Frank and Judy were preparing for the Grade ®tyistnd Grade 4 harmony

examinations for the first two lessons | observethte April and early May. The RCM
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written theory examinations were held in mid Malfdwing the first two lessons. There
was a four-week break from Frank’s lessons aftetthieory examinations because Judy
was preparing for her RCM Grade 10 piano examingte coming June. Frank and
Judy’s theory lessons resumed in July. | recordedmore lessons in the summer. This
time Judy was studying for the Grade 4 counterpaaimination.

Due to his busy schedule, Frank often changetkbson time at the last minute
during my observation period. He would call to rak that he was not able to come
while | was already setting up the equipment ay3uagouse. The sudden schedule
changes caused me some inconvenience. | had att@igmants to observe and my own
teaching to fulfill. Sometimes Frank’s reschedulaupflicted with other lessons, and it
was difficult for me to switch my schedule. Therefd located another set of video
recording equipment, left it at her house, and hdugdy how to set it up when | couldn’t
record the lessons. The last two lessons werededan this manner. The down side of
this convenience was that although | had explaioelidy where the recording
equipment should be placed, the request was Hotfedl because there was a guest was
living in the study room during the last two lessowhereas | always tried to aim for a
clear view of the face, the body, and the actidr&fudent and teacher, in the last two
lessons, | could only see two people sitting whikiit backs towards the camera. | could
still see what they were doing and hear their wobods the facial expressions were
unavailable for the last two lessons.

Unlike instrumental private lessons, which consfgberforming for the majority of
the lesson time, Frank’s theory lessons involvethipavriting. Besides the
recommended textbooks from the RCM theory syllathesRCM has published

supplementary materials such as series of studentise books and examination papers
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from past years for students to better preparalfaheory components. The lessons were
organized around these materials.

Judy was writing examination papers for the fivgbd lessons. Frank usually started
the lessons by correcting the homework from theipus week: “I do not spend more
than 20 minutes marking the written exerciseshé#f does all the questions | assigned, |
select the questions [that required longer/detaileivers]. | can see where her problems
are by marking these questions.” When Judy hadhm® to complete her homework on
her own, Frank and Judy spent time working togedioeing the lessons. | noticed that
Judy kept referring to an answer key when she wésg: It turns out that Frank

himself writes the examination papers each yeavaexamination booklet is published:

| write the answers when the examination papess ¢mme out. | have many
students who are doing the same examination. ltdvailke me forever to mark the
papers if | had to think about the answers on go. SSo | spend two hours writing
down the answers at home and then refer to thearsay when | am marking. It
is more effective this way. And the students ale &dsee their mistakes right
away.

While Judy was writing, Frank surfed on the inetrdudy would ask Frank
guestions when she encountered problems in hanwrfor example, she asked
guestions such as “Can you please explain all th&igal forms again?” and “Can you
tell me again about sonata cycle?” Frank then éxgdhall the different musical forms
and at the same time wrote down the points th#élked about and made notes for Judy
on a piece of paper. Frank’s role in these twodessvas reactive. He provided answers
only when Judy asked. When Judy needed music exanfqnl her history papers, Frank
often sang or whistled the music fragments. Thexeevalso occasions that Frank looked
for music examples on the internet.

Interestingly, Frank and Judy chatted like twerfids working on their homework

after school in the first two lessons. Judy wasfalby concentrating on her test paper
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writing. She drifted away from her test papers enatted with Frank all the time. Frank
interrupted Judy’s writing when he located someghie found interesting on the internet,
usually about concerts that he had attended, g st@ famous orchestra conductor, a
Stradivari violin of a music prodigy, or converseais about someone they both know
from the Vancouver Youth Symphony Orchestra. Beedusly is already determined to
become a professional musician, she is interestkdawing more about the world of
professional musicians. Frank tries to tell hemagh as possible about the lives of

musicians:

A computer is available where we have lessonsn ffical answers directly when
she has questions related to music. | tell her tajplo@ concerts and the musicians]
because | want her to know that music or thingsitheolve music do not only exist
on the pages of textbooks. It is happening arownd u

However, as Judy alternated between chatting antthgvher examination papers, it is
hard to tell how effective the learning in thisdes format was. | later asked Judy what
she thought about the first two lessons after stiegassed both her Grade 3 History and
Grade 4 Harmony examinations. She explained tleatfir$t two lessons | had observed
were prior to the examinations. Frank had coveletth@ necessary materials in previous
lessons. Frank usually gave her practice examimatio write. When she did not
complete the practice examination papers on timekwould write it with her. “So
whenever | have questions, | can ask him.” Judy. $avas curious about whether she
found it disturbing that Frank chatted with heridgrher writing. She answered: “No! |
get bored easily with this stuff. The chatting kep awake. And because | am interested
in taking music as a profession, | like to hear Niw. talking about the reality of being a
musician.”

Frank’s role switched from a study partner back teacher in the third and fourth

lessons, which focused on counterpoint — helpirdy immpose music using
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contrapuntal techniques. Frank explained the fdlrasapplied to contrapuntal writing,
such as Inventions and Fugues, to Judy. They loaketusic examples from the
textbook together and talked about the variousrtiegtes applied in these examples.
After 30 minutes of lecturing, Frank selected ebsas for Judy to write using the
techniques he explained. Frank believes that teeveay to learn is through hands-on
experience. Before he made Judy write, he demdedtthe concepts he explained by
doing one exercise. Judy was able to see the vgnotess of constructing a melody or a
chord progression from Frank’s writing: “I explaime concepts, demonstrate the writing,
and let her try. | make sure she understands ftheepts]. Then | assign work for her to
do at home.”

Teacher modeling was present throughout the Ies®esides writing
demonstrations, Frank used different forms of siggn the lessons, a practice noted by
Rose and Buell (1998). Frank whistled or hummee@sunhen Judy asked him to give a
music example from a particular historical peribl@é. sang the excerpts from the textbook
before explaining the composition techniques. Farrttore, he whistled the melodies that
Judy and he composed. Frank later told me aboubtpertance of singing in his

lessons:

I don’t know how to play piano. But I think it’s jportant for Judy to know the
melodies as much as possible because she waatsetonusic for career. When |
see a fragment from the textbooks or a name oée@epand | happen to know it, |
sing for Judy so she will have an idea of what ¢hpieces are.

Although there was no instrumental performanci@first three lessons, piano was
used during the last lesson. In the second hdahefourth lesson, Judy composed a
two-part phrase using a suspension. After Judy t¢etegh the melody, they moved to the
piano room upstairs along with the recording eq@ptnThe two then worked on the

counterpoint for the left hand with the aid of ffiano. Instead of letting Judy work on
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her own, Frank guided her through building the dnmogressions. Judy tried the notes
on the piano each time they wrote something newoAting to Frank, the final goal of
composing a piece of music is to make the musiad@mjoyable. The piano helped

verify that the music they composed was pleasatita@ar:

Although we have to follow the rules when writing@unterpoint piece, the main
thing is to make the music listenable. Thereforehaee to verify that [with piano].
People who have good ears can hear the melodyharghtts internally. But | am
not like that. Therefore, | need to hear the aatmasic from piano playing. Then |
know what is wrong with the chords and the struetur Since | have little training
in keyboard, | often ask students to play what teye.

No physical punishments or rewards were evidennhduhe four lessons. “It is
unnecessary. Passing the examination is the rewarstudents get,” Frank said.

Mrs. Yang did not appear throughout the entireg fessons, as might be expected
with a more mature student. Except for the tworinésvs when | talked to Mrs. Yang in
person, | rarely saw her when | went to her homeak always Judy who greeted me
and showed me into the house. The only time Mreg¥appeared on camera occurred
when she brought in drinks for Frank and Judy dudne lesson. As Frank described,
most of his students’ parents are not present gueissons. “They get bored of the lesson
content,” he said jokingly. Although Frank does nohd having parents observe lessons,
he does not encourage it: “The efficient way tardan instrument/music] is to learn it
in a relaxed environment. The parents’ presencerdbeecessarily help students relax. |
do not encourage anything that could result inficieht learning.” This statement
corresponds with Macmillan (2004)’s discovery adieers’ ambivalent attitudes towards
parental involvement.

The relationship between Frank and his studeat&nds is positive: “My students’
parents respect me. They all do,” Frank claimedcétfeamunicates with his students’

parents both in person and through phone callsnbkgly talks to parents regarding his
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concerns about students’ progress: “I also chdt thikm when we are both in the mood,”
Frank said. To avoid a negative impact on studestiviation and learning, Frank does
not speak critically to students’ parents whengtuelents are present: “I talk to them
separately when | am talking about negative thihgsn’t want to affect students’
learning attitude [by ruining their pride.] | engage students in front of their parents
though.”

Frank’s expectations for students are simple. ¥peets them to pass the
examinations. However, he has an ideal standardisastudents: “I want them to score
80% for Harmony Three and 70% for Harmony Fouml@eased if they score 60% for
Counterpoint four.... And if they study hard, theypsld be able to get 80% for History
in all grades.” His expectations for students’ péseare also uncomplicated. “Pay On
Time!” Frank answered bluntly when | asked him whatexpects from parents. Frank
believes that his students’ parents expect hinnédd*their children pass the
examination.” These expectations correspond wighptievious statement that the
purpose of having the private theory lessons wépare for the RCM examinations.

Although Mrs. Yang seemed to be less active iry'3udssons, she was involved in
Judy’s private music lessons in other ways: “I payher [now that she is older]. But |
used to sit in the lessons when she was youngedraweé her back and forth between
lessons. | nagged when she did not perform satsfhcin her lesson.” As Mrs. Yang
was the one who wanted Judy to study music aseeGdrwondered about Mr. Yang's

involvement in Judy’s musical learning. Here is Mfang’s reply:

I make most of the decisions [about children’s adion]. He sometimes complains
and doubts that it is necessary to spend so muckeyrand effort [to study music]
given that our daughter does not seem to be redéynted. But | am a very
stubborn person. If | insist on something, sheeetgpmy wishes. She complains at
times but does not contradict my decisions.

Unlike many Taiwanese Canadian parents who plaeat gnportance on taking
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examinations, Mrs. Yang does not think examinatemgsnecessary:

She is taking the examinations now. Before, | ditlagree for her to take
examinations. [She is going to study music in theersity.] What is the use of
these grades? Maybe her teachers think it is negefs her to work towards a
goal. | personally don't care about her takingekaminations.

Having already talked with four parents, | atteeapto predict future responses. Mrs.
Yang always surprised me with her interesting vieves example, | wanted to know
what she thought was most difficult about privatgsia lessons. | expected her to tell me
that making children practice or motivating thenmswd#ficult. However, Mrs. Yang
thought that finding a good private music teachas the most difficult part. Her
definition of a good teacher is someone who “brifings child] into the realm of music.”
| further inquired about what she meant by “thdmeaf music.” She explained: “It is
about showing students ways of appreciating mifgitat does this piece represent?
What does the composer want people to feel fromglace? And how does one enjoy
and appreciate this music? It is about knowledtgeaé to [the above questions].” Even
though Judy has been studying music for severaby&#rs. Yang has not found an ideal

teacher:

| read about great music teachers in magazinese@ndpapers. They do not only
teach students playing technique but also brindestits into the realm of music. |
have not yet met teachers who expend some effstidav my daughter the world
of music. Maybe it is because my child is not a impsodigy that no teacher wants
to teach her with full heart.

Apparently, Judy sees things differently from hather. As the one most involved
in private music learning, Judy feels that shelbamed different things from each of her

teachers:

I learned about playing techniques and how to pmermusic from my violin
teacher. My violin teacher emphasizes more howsyog or express music.... She
is a great performer. And she can truly feel theimud want to learn this ability [of
music interpretion] from her. | think she is thdyoane who really taught me how
to play music.... My theory teacher talks to me aljbigt of a music major] in
university. He provides information related to ntusind offers his opinions to
me.... My piano teacher is nice. | do not talk to imedepth though. We do not have
much time to chat during the lessons because Ilmahg 45 minutes.
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Judy has a negative view about taking music thksmsons. “The subjects are
complicated,” Judy said. The intensive study of imbharmony and history has added
pressure to Judy’s busy high school schedule. &testtheory lessons because she wants
to obtain the certificates from Royal Conservatiryusic. If it weren’t for the
examination, she would not study theory intensivé8lyhink it is necessary to study
music theory. It is for my own benefit. But | woutdt have lessons every week like | am

doing now.” Judy’s view towards taking examinatiaglso negative:

| am taking RCM examinations. | do not know whgloin’t think the examination
can test your real ability. The standards are ¢@o[everyone passes when they
achieve 60%.] And the system is complex. You neddlfill theory
co-requirements in order to obtain the certificateerefore | don't like the system
personally.

Although both Judy and Mrs. Yang are not fans @neixations, Judy still takes
examination because it is something her teachemns lvea to experience.

Among all the difficulties Judy has encounterethén musical learning, she finds
music interpretation the most difficult: “It is sething that you need to think, experience,
and feel on your own. No one can help you with.that a lot of times | try very hard
but I still don’t get.” As a result, Judy is deligd when she has a breakthrough after
thinking about how to interpret a piece of musicddong time without her teacher’s
help. Nothing really upset Judy in her private muessons. “l feel sorry if | do not
prepare well for the lessons, but | don't get ufisktdy explained.

Judy does not know exactly what her private mteachers expect of her. “Learn
and play the instruments well?” she guesses. Ahadudrs. Yang has wanted Judy to be a
musician from the very beginning, Judy does ndttfee pressure: “I don’t think my
parents expect me to be very professional. Theyt manto develop a skill that | can rely
on later in my life.” In conclusion, Judy loves h@ivate music lessons. The lessons

provide her with knowledge about music and fostdregmce and persistence.



241

Furthermore, she feels relaxed when she is havingtp music lessons.

Judy is now studying music in Germany. We havebecMSN pals since the
interviews. She asks questions and | share my ixquers with her. She is eager to
become a musician and works very hard to attairgbat. Frank is teaching increasingly
fewer students ever since he got a full time jobs.Mang still has a young son to take
care of now that Judy is off to college.

*kk

This private music teaching and learning storglieut confidence. Frank was a
confident teacher who has no doubts about whatdehes and how he teaches it. Judy
was enthusiastic and dauntless about becomingfesgional musician. Furthermore,
Mrs. Yang was determined to have Judy walking encdreer path she purposefully laid
for Judy. Here we have our fourth teaching triadimfed by a confident teacher, a

persistent young musician, and a progressive mother
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Chapter Nine: A Problem Solver

“l am a serious teacher. | wish to solve my studgmbblems to the best of my ability. |
want to find the answers to help them.”

Patricia

A little boy appeared at the door after | rangiegt's door bell, and a little girl
peeked around her brother’s back. Patricia stagitt behind them smiling and asking
them to greet me with my proper name. These twioli@n were Patricia’s five-year-old
son and three-year-old daughter; they went for la wdh their grandparents, leaving us
a quiet place to talk. It was the first time | hradt Patricia. Previously, we had only
talked on the phone. Like her husband, Frank, Ifbadd Patricia from a list of private
music teachers provided by the Taiwanese Canadifinr@l Society. She had not been at
home when | delivered my Letter of Information. é&fteading the letter, Patricia agreed
to participate in my study, and we subsequentlyipein interview appointment over the
phone.

Patricia is a tall lady in her late thirties whmeaks with a soft and gentle voice. She
led me into her living room where cookies and tesenalready laid out on a coffee table.
After | set up my mini disk recorder, we starteliitay.

-

Patricia was born and raised in Taiwan. She livéd her parents and two younger
brothers in Taipei. Her father was the owner afnalétrading company. After giving
birth to her third child, Patricia’s mother quitrHeanking job to become a housewife.
Like in many traditional Taiwanese families, Patit father concentrated on earning a

living while Patricia’s mother took care of everyt) related to their children’s
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upbringing.
Neither of Patricia’s parents plays instrumentithdugh Patricia’s father enjoys
singing in his free time, it was Patricia’s motkéro opened the door to music for

Patricia:

My mother loved listening to classical music sustopera and symphonic music.
They only had the deck record player back then.mhehine was expensive. My
mom saved her salary to buy a record player and/mlassical music records.... |
was probably listening to classical music when $stll inside her. | listened to
classical music when | was a baby. [When | got ®laey mom listened to the
records with me and described the pieces to me.

Besides listening to and talking about music wigh dlaughter, Patricia’s mother was also
keen on giving her daughter proper musical trainiegricia was sent to a Yamaha music
program (group keyboard lessons) at age 4: “I nasked why my mom sent me to these
lessons. | think it's because she wanted me to hdie skill that | could depend on

when necessary. It’'s always good to be exposedugianas a child.” As Patricia was an
obedient child, she followed her mother’s will asid what she was told: “I practiced
obediently when my Mom told me to. | was a verydabild.” On the contrary,

Patricia’s two brothers did not listen to their tmait as she did: “They were also sent to
the Yamaha music program. But they never likedtpmag. They had no patience. So my
mother did not persist [in making my brothers takesic lessons].” Patricia continued
through all the levels with the Yamaha method wstté graduated from the program in
Grade 5. Meanwhile, she had also started takingf@ipiano lessons.

Patricia’'s mother wanted to provide a full musiegperience for her daughter.
Besides taking private piano lessons and the Yanmalsic program, Patricia was sent to
participate in the Rong Xing children’s choir: “bw really young at that time. It must
have been the same time that | started taking Yamahink my Mom wanted me to join

the choir for ear training as well as nurturing mysical sense.” The Rong Xing
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children’s choir was a well known children’s chmrTaipei. Children had to go through
auditions in order to get in. However, Patricia dat stay in the choir for long because
she lived too far from the choir’s rehearsal lomati

Although Patricia did not need to be pushed tetire, her mother did her best to
accompany her in the lessons and group classesnibtiier supported me by doing her
best to be with me. And if it was within her [muaicability range, she would practice
with me.... My father, on the other hand, supportedanly financially. He was too busy
to have time with me.”

When it was time for school, Patricia went to Zh@han elementary school in her
district for the first two years. She was enroliledhe Intelligence Class in the second
semester of her Grade 1 year: “Subjects offergdarintelligence Class were different
from those offered in normal classes. We had miasses with scientific experiments,
and there were many [situations] when we needel@velop our own stuff. For example,
we needed to design the dance steps and composgeimtie music class.”
Nevertheless, Patricia only spent one and a halfsy@ the Intelligence Class. Then, she
was accepted into the Music Talent Program in GBaded was transferred to Fu Xing
elementary school.

Patricia spent her next 10 years of school lifthenMusic Talent Program. She did
not remember why her mother sent her to auditionhfe program: “I think she wanted
me to have ability. And the government paid for yostudy music when you were in the
program. She just wanted me to give it a try | gueBatricia auditioned with piano as
her major instrument. Once she was in the MusientaProgram, it was mandatory to
have a minor instrument. Patricia chose violin stagited taking violin lessons in the

second semester of Grade 3.
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Life in the Music Talent Program was busy for Radri Besides the regular
academic courses, music subjects were added iatoutiiculum. Students in the
program took music theory, aural skills and siggeting, music history, small and large
ensembles, and private music lessons: “The musirses took a lot of our time. We had
fewer PE classes. We also spent a lot time on rehlsgor competitions.” The members
in the Music Talent Program were school represemmfor various music competitions
such as choir, orchestra, and rhythm band (pemugsstruments and mouth organs).
They rehearsed during the large ensemble clasiseimorning, and after school. It
seemed that students in the Music Talent Prograntspore time in music activities
than in regular school activities.

After graduating from the elementary school, Ra&rwvent through another audition
and was accepted into the junior high school Miialent Program. The school life in the
Junior High program was similar to that in the ebeary program except that more
music and academic courses were added. Studergg@prired to learn a Chinese
instrument and join the Chinese ensemble. Moredatancerts were held; more solo
performance opportunities were provided for stusleRecitals and jury were held each
semester. Each student performed in front of athetents. Junior high school was the
period when Patricia became committed to musi@hiag: “I had only been doing what
| was told when | was younger.... | started pracgomluntarily when | was in Grade 8.
Maybe it was the peer pressure.... All my friendsendwoing the same thing.... There
was this positive competitive feeling among us.phécticed together.”

Once again, Patricia had to audition for the sehigh school Music Talent Program.
More specific music courses such as music anadygiform were offered in senior high

school. After three years in the senior high schBatricia went through yet another
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examination/audition and was accepted into the &8abfdViusic of the National Taiwan
Normal University, which had the best music facatyhat time.

Patricia’s career path had narrowed ever sinceestered the Music Talent Program:
“It had been one straight line for me. | didn’trtkitoo much about other possibilities.
Everyone around me was working towards the samk’gt@vever, Patricia felt that

they were separated when they were in the Musient&rogram:

We had so many music courses we did not have ah time for the academic
courses as the regular students. We were raretyvied in school sports or large
events. There was no morning assembly for us becaeasvere usually in
rehearsals. No swimming lessons for us. We newahaclass or craft class. We
lived in [our own world]. We were different fromelother students. We just did not
fit in with the others. They didn’t understand thengs we were doing.

If she could go back, Patricia probably would navd gone into the Music Talent
Program: “I would probably have gone into the parfance or creative arts but not
necessarily in music.... | did not learn to be creatn the Music Talent Program. Once
you were in the program, you had nowhere else td gouldn’'t have narrowed [my
career path] at a young age if a choice had beeango me in the beginning.”

The four years in National Taiwan Normal Univerditought Patricia further into
the study of music. Chinese music history and hasnveere added to the music courses
continuing from high school: “Although we studietli@ese music history and
participated in Chinese ensemble, the universityi@uum was based on Western music.
Most teachers had obtained their degrees in Westdools. Western music was strongly
emphasized in our learning.” The most memorableegpces in Patricia’'s

undergraduate life included:

We went to Salzburg for a music camp in the sumwhéne junior year. It might
have been because our advisor had her trainingrogé. She encouraged us to go
to participate in music camps.... We were only 20ryedd. We planned the trip all
by ourselves from applying for the camp to bookimg airfares. This experience
increased our interest in studying music. [The o#&xperience during the
undergraduate years] was that we had a final gtemtuproject in our senior yeatr.
Mine was to have a solo recital. It was a pivoigdexience for me because | had
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learned all [necessary procedures] for having galed@he training | got from the
undergraduate years was beneficial and helpeddibgila strong base for my later
studies].

Among the private music teachers Patricia hadaiwadn, Patricia’s piano instructor

in the National Taiwan Normal University most irdlwced her attitudes towards music:

Lena Yeh was my piano instructor at the time. faeehad just come back from
Salzburg and was a young accomplished musicianw@leften busy with her
performance schedule. So her teaching scheduleisdhool was unstable.... But
all of her students were afraid of her becauseastgestrict. [Since her time spent
with us was limited,] we would prepare our besbider to have a quality lesson.
That's when | really believed that practicing wasihe, not for anyone else.... She
also helped us realize that we have to rely onadves in learning. We should be
aggressive and responsible for our own learningmiembered when we needed a
reference letter from her for the summer campyvatdd tell us to write it and she
would read it and sign. She treated us like prodesd musicians. But other than
that, she didn’t help you unless you went to het asked her specific questions.
She made me realize that | was responsible for ingsean individual.

The National Taiwan Normal University was a goveemtaowned institute where
the government paid for students who attendeda$t mandatory for students from this
University to serve the country for a year afteadyration. Patricia spent her one year
teaching in Chuang Ching Vocational High schookalight class piano.... Most of
music students from my school wanted to study abedger graduating. It was our only
goal. So we just wanted to get over this one yéeequired teaching.” While still
teaching in the high school, Patricia started folyfor her music studies abroad. When
she was deciding where to go for more advancedestushe consulted with her school
elder sisters from National Taiwan Normal Universitho were already studying abroad.
After looking into several schools, she chose TheoGtate University, to study with
well known pianist Earl Wild: “Earl Wild performed Taiwan once. He was a famous
musician. He was old, born in 1915. Yet he is slille and performing to this day. |
chose The Ohio State University because of himé€ dtiner reason Patricia selected Ohio
State was that living expenses were lower thene #thanost music schools on the West or

East coast. Patricia spent two and half years atQiio State University.
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Life in Ohio was simple. Patricia spent a lotiafé in the practice rooms, as she had
in Taiwan. The only social activity she undertoakswgoing to concerts with friends. This
was also where she met her future husband, Frank.

Two teachers had the most impact on Patricia durar Ohio period. The first was
Earl Wild: “Our relationship was completely builh technique and music making. That
is, we were purely teacher and student. He comeuntgefaults. | learned technigque and
[how to make better music] from him.” Earl Wild grthught Patricia for two years then
he left for another school. For the last six momth®hio, Patricia had another teacher:
“This teacher was different. She also gave me misither attitude was different. She
was not unapproachable. She supported me moredirife]. For example, she cared
more about your life. She talked to you about yfoture. She provided guidance.”

After receiving her master’s degree from The Ciiate University, Patricia went to
the University of Cincinnati to get her doctorabdee in piano performance on a full
time scholarship. The School of Music in Cincinnvadis big compared to the one at The
Ohio State University. Patricia started to meetgbedrom different fields. It was here
that she learned to do research and started titbuaees: “I was living in my own world
before | went to Cincinnati. | concentrated on fickeg only. | did not start to pay
attention to other people until I was in Cincintati

While Patricia was studying for her master andai@t degrees, her family
immigrated to Canada. As the immigration law at thrae permitted permanent residents
to study in the United States, Patricia got herd@igan citizenship after she graduated
from Cincinnati. She got married after completirgg ltong journey of schooling. She
spent some time with her husband in Seattle and gk to Taiwan to teach in a

university for a year. In 2002, she officially mavieack to Canada, pregnant with her
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second child.

Patricia became a full time private music tea@itsr she moved to Canada: “I
teach to make a living. This is the only thing ha, | guess. Although I like to perform,
performing is not a reliable [career].” She first gtudents by putting ads in the
newspaper. And students brought in more studerasigh referrals. Interestingly,
although Patricia did her graduate studies in NArtterica, she still feels more
comfortable teaching in Chinese: “I only put up #us in the Chinese newspaper. | am
more comfortable when teaching in my native languagave not considered putting
ads in other media sources.”

Even though Patricia comes from a performancedracid, she sees herself as a
music teacher: “I have the ability to be a perfornBait since | teach more, | see myself
more as a music teacher.... | am a serious teacheshlto solve my students’ problems
to the best of my ability. | want to find the ansa/& help them.Patricia believes that

the benefit of learning music is to provide peopith easier access to music:

Because of my background, | never thought of wieystudy music until | started
teaching and had my own children. Learning is ga@@rning music is one of the
many opportunities we have [in life]. It helps trahildren’s persistence and
consistency...If you have a music sense, you [have an easg&safto music....
To me, it's a pity if a child cannot sing in tuneaannot get the rhythm.

Besides being a private music teacher, Patrisia atcompanies choirs and solo

instruments.

Mrs. Chen

It was a sunny afternoon when | arrived at MrseilCf apartment in the West end of
Vancouver. | had talked with Mrs. Chen on the phpner to the interview. She agreed
that it was best for me to interview her while Radr's first lesson was being videotaped.

Mrs. Chen lives in a bachelor suite with her husbamd daughter. The piano is located
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in the living room/bedroom. There was no other @lfr us to talk while the piano
lesson was in session so we decided to talk itothiey of her apartment. It was a quiet
lobby because most residents of the apartment g@dyuilding from side doors. We had
an hour of uninterrupted interview in the lobbyaa®sult.

sk

Mrs. Chen is a kind woman in her mid forties. 8las born and lived in Taipei,
Taiwan. After graduating from Jing Mei senior giriigh school, she worked in a trading
company for a while and then became a real esggtet aHer husband worked in a
trading business. Their daughter, Natalie, was bofraiwan. As she was their only
daughter, the Chen couple wanted the best for thdaf: “I was older when | had
Natalie.... We had friends who lived here in Vancau®® we started to wonder if this
would be a better environment for my child to laved be educated.” The family moved
to Canada when Natalie was in Grade 1. Both Mr.Mrgl Chen are currently retired.
They have been living in Vancouver for five years.

Both Mr. and Mrs. Chen had no musical trainingsMZhen likes to listen to
classical music. As a Christian, she also enjaygisg and listening to religious music.
Mr. Chen listens to whatever his wife selects. BiseaVirs. Chen had no experience of
playing music when she was a child, she doesn’t Wwanchild to grow without learning
music: “Because | didn’t have the music trainingseiy; | hope that my daughter can
grow up beautifully with proper etiquette and isealo play the piano well.” Unlike
many Taiwanese fathers who only take care of theeayonaking for the household, Mr.
Chen is highly active in educating his daughtery“Misband read articles about how
starting music early will help children’s brain dgepment.” With this idea in mind, Mrs.

Chen started piano lessons for Natalie at age 4: Héd an electronic keyboard at home.
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So | hired a teacher who came to my house. Theswhehed to learn with a piano
teacher from her kindergarten.” Natalie continuadrtg piano lessons after she came to
Vancouver. Mrs. Chen found teachers through rdtelmafriends. As the family had no
car, they went everywhere by bus. It was diffi¢attthem to get to a teacher’s house if
the distance was too great. Luckily, a friend resmnded Patricia. Given that Patricia
has a high educational level and would come tdt@atheir home, Mrs. Chen had found
the right person for Natalie.

Although Natalie was in Grade 6 in school, she plaging Grade 10 Royal
Conservatory Music repertoire. Mrs. Chen claimeat #he did not spend too much time
supervising when Natalie practiced: “I rarely ssshile Natalie when she practices. | just
tell her to practice until time is up. Sometimesstlaround and read a book while she
plays. A lot of times | do jobs around the houdéoivever, Mrs. Chen thought that
Natalie desired her mother’s presence when sheigedc*l think | need to stay with her
a lot because she gets bored. And she wants is#eo to her. She needs encouragement
from us.” Despite the fact that Natalie was an aded piano player, Mrs. Chen still
needed to remind Natalie when it was time to pcactiShe is getting better now. She
sometimes plays voluntarily. But this does not leapgften. | have to keep reminding
her.” Mrs. Chen explained an interesting pointsamiwsystem that she uses with Natalie:
“I tell her that she will get points if she plays 5o long. Then later on she can exchange
the points for a reward such as an hour with hendrin the park or a bar of chocolate.”
Even though Natalie was already in Grade 6, thistpageward system was still working
well between Natalie and her mother.

Mrs. Chen expects her daughter to have a riclekfgerience with a high quality of

life: “I don’t want her job to be a busy and [draig] one. | don’t expect her to have a
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low social status. | want her to have a high caltlgvel.” Mrs. Chen further described
her dream job for Natalie: “I want her to be a dahor a musician. These jobs belong to
the aesthetic side. | want her to have a job ghaith virtue and beauty.” In conclusion,
Mrs. Chen thinks that learning music helps culevame’s personality: “I think music
enriches people’s lives. It expands people’s lif€se purpose for me to send my

daughter to music lessons is so that] her lifenrscbed with [many possibilities].”

Natalie

Natalie had just finished her weekly piano lesatwen it was her turn for an
interview. | had just ended the conversation with tmother in the lobby of their
apartment and returned to their suite. When | walke Natalie was eating chocolate
cake, and Patricia was chatting with Mrs. Chen.Ghen kindly offered me a plate of
chocolate cake and tea. Thanking him with a srhidegan to set up the recording device
while waiting for Natalie to finish snacking. Aftélatalie had finished eating, we sat on a
couch against the window and began to talk.

*kk

Natalie is 12-year-old girl who describes hersslf‘energetic and sporty.” She is
currently a Grade 6 student at Jamieson Elemetznpol. Natalie was born in Taiwan.
She moved to Vancouver, British Columbia with hargmts when she finished
kindergarten. Natalie enjoys reading during hee time. Historic novel and adventure
books are two of her favorites.

Natalie did not remember much about her kindeegegixperience in Taiwan except
that she was the youngest in her class and shetaisakle private music lessons from her

kindergarten teachers. School experiences in Camadabeen “fun” for Natalie: “It's
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easy. The projects [such as social studies, sci@mmgects, and music projects] are easy
but [they take] a lot of time because the teackpeets a lot. The math and the academic
stuff is pretty easy though.” Natalie likes the pkean her school. She thinks that
children here accept newcomers more than the ehiloir Taiwan: “People here are kind
and they are fun to play with.... If I go to a newaal, the kids are really nice instead of
treating me like a total stranger.” Natalie is aggive in her academic studies. At the
time, she was studying for the entrance examindtiothe challenge and transition
program for advanced students: “| want to takedle@minations because they keep
wasting time in school. If | go to the transitiorogram, it's two years instead of five.
They cut off all the partying and fun and do thieiflying] instead.” Apparently, the
current Grade 6 curriculum did not fulfill Natakedesire for learning. She decided to add
more challenge to her life.

Natalie has been taking piano lessons for 7 ysarse she was 4 years old.
Although she was too young to remember why shéestaaking piano, her music
learning experience in Taiwan was somewhat negdfllee teachers [of the
kindergarten class] used a stick to hit us. Ifayeld something wrong, they would hit me
here [in the finger].... | was very young, and ittur | got used to it [after a while]
though.” According to Natalie, teachers here in &kmnare “nice.” Natalie preferred a
piano teacher who is “attentive, humorous, andig but with good skills.” She is
currently studying Grade 10 Royal Conservatory ofsM repertoire with Patricia.

Natalie likes listening to classical music. Sheanjoys playing piano besides the
practicing part: “I like to practice pieces, notti@ique. There is no passion [in
technique]. It's not as interesting as the piec@kiough Natalie thinks her teacher

expects her to practice two hours per day, she doesmeet her teacher’s expectations:
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“[1 don’t play] too much. Sometimes | don’t pracicSometimes | play for 10 to 30
minutes.” It is surprising to know that Natalie pipiractices half an hour per day, yet she
is able to cover her Grade 10 repertoire: “I pbecause there is not much else to
do.... I guess | practice every day because | haee étse | will forget everything.”
According to Natalie’s words, she practices to iaver her playing skills and to get
familiar with the music.

Natalie’s piano lessons were temporarily interedpafter the observation period
because she needed more time to study for her agions for entry into the advanced
program. A few months after the interview, Nataligs accepted into the Transition
Program at the University of British Columbia. Aftee examinations, her piano lessons
resumed. Natalie passed her Grade 10 piano exaamnatAugust, 2006 and entered the

Transition program in September, 2006.

The Music Lessons

| parked my car outside an apartment near thei@gkMall, waiting for Patricia.
We were supposed to walk to Mrs. Chen’s unit togetRatricia did not appear on time,
but | had forgotten to bring her cell phone numdxi could not contact her. | decided to
proceed without her and meet her at the apartrhboizzed. Mrs. Chen quickly unlocked
the lobby door. | entered an old wooden buildingoking at the stained carpet in the
dimly lit lobby, I could imagine its elegance maysars ago. The Chen family lived on
the second floor of the building. Slowly, | walked the stairs and reached their door.

Mrs. Chen welcomed me into a bachelor suite wigmall kitchen. The rectangular
room served as a living room, study room, bedroamd, dining room. The first things |

saw when | walked into the room were two connedqigekn size beds against one wall.
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To the right of the beds was a sitting area theltiohed one couch, a small table, two
chairs, and two desks stacked with a computers piléoooks, and household items. A
small TV was located on the floor under the deslel&s of books surrounded and
decorated the room: “We love reading!” Natalie expéd. The piano was located on the
other side of room just next to the bed. This igmhNatalie has her lessons. Although
there were many objects in this one room, | didfeet crowded. And from the proud
smiles of the Chen family, | could feel their Ioieg their home.

As the piano was squeezed between the beds astieghes, | did not have much
choice regarding the location of my camera. Thespa the right of the piano was
reserved for Patricia’s chair. That left the leftesfor my tripod. From that angle, | could
see Natalie and her hands clearly. But sometiméaliddlocked Patricia. Patricia
arrived shortly after | had set up the camera.dtrier from another student’s house, she
had got caught up in the traffic. She had anotheatent after Natalie, so she began
teaching immediately.

-

Patricia has close to 30 students ranging from-year olds to university students.
She currently teaches in her own home but she naasling to students’ homes when |
did my observations. Besides her full time job gsi@ate music teacher, Patricia is also
an active performer as soloist, accompanist, aathbler musician. She incorporates the
experience of her performance activities such agimp in recitals, music festivals, and
examinations into her private music lessons.

Her weekly private music lessons usually last lomgr. Although Patricia teaches
both beginners as well as advanced students, rhbst students are late intermediate

students or advanced students at the Grade 8 Rahb evel and beyond. She agrees
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with Duke and Simmons (2006) that private musiclteas tend to emphasize technical

aspects more with beginners. However, she predaching students at higher levels:

| prefer teaching students who are at higher leveis difficult to explain musical
interpretation to young beginners; [I] have to eaghe technique more with them.
It takes time for beginners to develop and invdiertmusicality.... | don’t need to
pay as much attention to technique with advanaedesits. | can spend more time
talking about music instead.

Patricia plans her lesson according to each stisdpragress. No specific lesson plans
are written: “I have different requirements forfdient students. And | set different goals
for each student for each lesson,” Patricia explin

Patricia uses a variety of teaching materialseinléssons. Like many piano teachers
in Taiwan, she useBhe Virtuoso Pianist in 60 Exercisgdannon, 1876) when teaching
technique to students at all levels. For young hregyis, Patricia starts with the piano
method books such as tReno AdventurefNancy & Randall Faber, 2000) and
Thompson’s (2005Modern Course for PiandThe pieces from John Thompson are
well known, and the presentation design for Nanalydf is interesting. | like the idea
that it has the accompanying part to play duetsit€xhe beginners have gained more
sight-reading skills and are more stabilized irtiggtthe right rhythms, Patricia
introduces the works of Ferdinand Beyer and Cadr@@zin her lessons. And of course,
for those who wish to participate in RCM examinasipPatricia uses the assigned music
materials from the RCM piano syllabus.

When | was a private piano student in Taiwan nife¢hods books and their order of
introduction was very similar to what | observedrié& using. | started with beginning
materials such as method books by John Thompsd@b)2David Carr Glover (1982),
and James Bastien (1981). Then | began to play Hd@wyer, and Czerny. Minuets and
inventions by J.S. Bach followed. A collection@dnatinerandsonatinagZhang, n.d.)

by various composers was gradually added into sgoles. After the two albums of
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Sonatinerwere completed, we moved forward to play a calbecof Sonaten(Zhang,

n.d.). When we piano students from the Music TalRmogram were asked about our
piano levels, instead of saying “I am in Grade&npi’ as many Canadian children do, we
said “l am in the first book dbonatind or “I just finished Czerny Op. 599.” After talkin

to several of my private music teacher friends fitaiwan and reading the words posted
in an online forum about piano teaching and leayfiiom Global Art Education Network
(La la, 2003), it seems that most teachers in Taiuwsed similar materials and
pedagogical sequencing. This situation resembiesisk of RCM and other examination
materials here in Canada. | was curious aboutntipact of Patricia’s learning
experiences on her own teaching.

Similarly to Ward’s (2004) findings regarding teaghpractice, Patricia said that she
sometimes teaches the way she was taught. Shebdssleer teaching philosophy and
teaching attitudes as being somewhat influenceaeoywn private music teachers: “Our
attitudes about teaching are similar. My teache@shing philosophy and mine are
similar. For example, we pay much attention in puvate lessons. We fully concentrate
on what we are teaching. | don’t chat with studelitsng a lesson. | am serious during a
lesson and | have high expectations of my studéetgpect my students to fulfill my
requests right away.”

Besides piano performing, music theory, ear trejnand sight-reading are other
parts of Patricia’s teaching. Patricia teaches ougliments up to Grade 2 RCM theory
examination in her lessons. After students undedstiae rudiments of music, Patricia

starts analyzing music with her students:

| hope my students are able to hear the chordarmdony in the music. Students
understand a piece better by analyzing the diftereites in the music. They
appreciate the piece more once they know the strictf the piece. Then they
understand the structure when they practice by $leéras. A piece is more than just
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playing a melody and the accompaniment. | want tteremember that when they
play at home.

When there is extra time after going through adl thpertoire, Patricia does sight-reading
exercises and ear training with her students. tumlenits who are taking piano
examinations, sight-reading and ear training amngty emphasized two to three months
before the examination. However, Patricia valughtsieading training and ear training
significantly besides practicing them for the puspof the examination: “You have to
keep stimulating sight-reading skills as alwaysfdtdistening skills, when one has
better ears, one learns faster and plays better.”

Patricia organizes student recitals annually betwdanuary and March. She
believes that recitals establish goals for studeyngsroviding opportunities for them to
perform: “It's a chance for self training. It is apportunity for [students] to perfect their
music playing and then perform.” Patricia is respbie for organizing the event: “I do
everything from booking the venue, communicatinthyparents, printing the programs,
and preparing food for the receptions.” The resitake place at various locations —
music stores and community arts centres are twoyammplaces. “I once held a recital at
my student’s home,” Patricia said.

Patricia came to North America as a mature gradstaident. She did not study the
RCM curriculum as do many Canadian piano stud&itse she is now a piano teacher
living in Vancouver, however, Patricia teachesR&M curriculum: “I also prepare
students for LRSM (Licentiate of the Royal SchobMusic) from England, but more
people take RCM in general,” Patricia indicateseiizthough Patricia has taught the

RCM curriculum for several years, she is still leag about the system:

| still wonder how to assign a level to studenthidivare the requirements for each
grade? What do they ask for musically for each gpddstill have difficulty figuring
out at which level my students should apply foreélkamination. What is their real
ability? In what grade should they be?
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Patricia’s words above revealed the questionslthlab have as a private music
teacher. Although the RCM piano syllabus (Royal €amwatory of Music, 2008) clearly
states the examination requirement for each gthdes are times that | have difficulty
deciding which level is appropriate for a certaundent, especially when the student is
new. Instead of considering the practical requineisieuch as what scales or what
musical works students should play for each Ievatricia and | are seeking guidelines
that help us prepare our students for the exanoimsiin terms of musical interpretation.

One resource which | often turn to for musicaldglines is th@eacher's Hand
Book(Albergo, Alexander, & Blickenstaff, 2008) of tRCM'’s official piano method
booksCelebration Seriedt includes helpful step by step music analysis detaild
practice strategies for the repertoire includethaCelebration SeriesThe musical
requirements for the examinations are subtly embedahd explained in the teacher’s
handbook. The guidelines, however, are very spegifly to the repertoire included in
the Celebration Seried-or other repertoire listed in the syllabus butinoluded in the
Celebration Serieghere are no general guidelines for teachers.

In order to help teachers who encounter the samstipns as Patricia and |, music
education organizations such as RCM (Royal Consanyaf Music) and BCRMTA
(British Columbia Music Teacher’s Association) havganized various workshops for
private music teachers. One of the workshops tatehded was about preparing
students to obtain a satisfactory mark from mugangnations. The workshop host was
from the RCM College of Examiners. He brought ie gnoposed guidelines for
assessment of piano pieces and technique whichiegesuse in piano examinations.

The following are examples of the guidelines:

Fail: Less than 60
- tempo inconsistent
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- rhythm distorted

- Inaccurate notes

- technical limitations

- little dynamic contrast
- lacking in continuity

Pass 60-69

fairly consistent tempo
- rhythm accurate
- notes fairly accurate
- some technical facility
- basic dynamic contrast
- general continuity

Honours 70-79
tempo consistent
- rhythm accurate
- notes accurate
- technical control
- clearly marked dynamic contrast
- some definition in articulation e.g., legato, sttoc
- asense of phrasing and line
- good tone quality
- some idea of style

Flrst Class Honours: 80-89
tempo: appropriate for the piece, well-maintained
- rhythm: accuracy, vitality and flexibility
- notation: accurate, technically fluent
- dynamics: wide range and subtlety
- phrasing: good flexibility, direction and shaping
- articulation: convincing, e.g., Bach
- tone: good depth and balance
- touch: secure and varied
- style: good concept of style
- fluency of performance

First Class Honours with distinctions: 90 and abov
- an exceptional performance, virtually impossibletiticize
- artistry and flair

- interpretive insight and a talent for communicatihig to the listener
(Rozanski, 2006, p. 1)

Although the above guidelines are broad and sontieeoflescriptions are vague (e.g.,
“convincing” articulation), | show these guidelin@smy students so they will have a
general idea of what is expected. These guidelisaally bring positive results to my
students’ examinations. However, | obtain this kifidhformation because | am a

member of BCRMTA. | also know that private musiadieers could possibly get the
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information through reading newspapers and jourinala the music education
organizations mentioned above. Nevertheless, ihsdkat the information is only
provided to a limited group of teachers. After lowkthrough syllabi and websites of
various music examinations such as the Conserv&tanada, the Royal Conservatory of
Music, and the Associate Board of Royal Schoolslos$ic, | found that there is no
information about the musical expectations for eixations. In other words, there is no
public access to such information unless teaclsas the professional publications and
attend workshops.

Besides her questions about the musical requireafeéhe examination, Patricia

expressed some dissatisfaction with the RCM system:

| think the ear training is difficult. The technigyart of the curriculum is difficult
to me. We didn’t practice that in Taiwan when weevstudents.... | am still
exploring the system because my students wankéotkee examinations. | feel that
| can teach more systematically without teachireggkamination curriculum. This
is how they organize the RCM piano books: Theyudelmusic from various
composers and various historical periods in eao#l.IEach level has only one or
two pieces from the same composer.] In my view iyeed consistency when you
are learning a composer’s work. For example, theicna Bach'swell Tempered
Clavieris taken apart [and placed into different RCM lIs\e¥ou only play one or
two [from theWell Tempered Clavig¢at this level and maybe there are none [from
theWell Tempered Clavi¢in the book at the next level. If you follow assgm like
that, you are unable to learn the entire great wbhlat is why I think it is better
that | teach my own curriculum without jumping anduthe music works.

The above comments bring out several points. FIRICM organizes its piano
curriculum according to the technical developmdrdtodents starting from preliminary
level to Grade 10. Students explore various musitgdes from different historical
periods. The pieces are carefully chosen by thieesdso students can learn relevant
technique at the appropriate musical and techdieatlopmental stage. For example,
RCM Grade 1 piano students are “introduced to etesnef Baroque and early Classical
style through binary and ternary dance forms. Gttargieces help candidates develop

their creativity and imagination. Inventions deyeltand independence, supported
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further with scale and triad technique” (Royal Gamatory of Music, 2008, p. 30). Itis
true that only one or two pieces of a certain cosep@r a certain work are included in
each level of the RCM piano books due to spacéndpsrthere exists consistency of a
different kind in the system. Reading through thrad@ 9 and 10 repertoire listed in the
Piano SyllabugRoyal Conservatory of Music, 2008), | found 26 iofromThe Well
Tempered Claviet.ooking through past editions of RCM piano bodkeund that the
editors alternate the repertoire to be includetthénbook. The piano books are designed
for the convenience of teachers, students, anahfsase they do not need to buy many
books because when they only need one song froilmatble for the examination. A
teacher could still follow the RCM curriculum withibusing the piano books. That is,
Patricia could still teach all fthe Well Tempered Clavier the complete book of
Beethoven Sonatak another words, the RCM piano books do notesgnt the entire
RCM curriculum. Using the piano books does not etpaching the curriculum. This is
one thing that many teachers do not know.

As mentioned previously, when Patricia and | wétke] the certified music
examinations in Taiwan were not as popular as nay&dOur piano teachers taught us
starting with method books. Once our technique atbanced enough, we started to
explore the works of individual composers such ashBMozart, and Beethoven.
Although each teacher had his/her own curriculdma,durriculum was often designed
according to students’ technical development. kan®le, a teacher would not introduce
Bach’s Inventions into lessons before his/her sttglbad completed his Minuets.
Messages posted in tk&obal Art Education Networi008) online forum suggest that
piano teachers in Taiwan tend to use the pianditegenaterials in a similar order,

replicating how they were taught when they werdestis. Patricia thinks the technical
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requirements for the RCM examination are difficadtause “[she] didn’t do it when [she
was] a student.” She prefers using “her own culuieti yet she is teaching the RCM
materials. Patricia appears to be teaching the R@térials mainly for the purpose of
the examination.

Patricia thinks that students are best able 1 tstiing examinations when they
reach RCM Grade 3 level. Agreeing with Duke andr8ans (2006), Patricia found that
most students establish and develop their technigthes earlier levels. It is not until
Grade 3 that students start to “express musidieir pplaying. Overtly, Patricia maintains
a neutral attitude about sending students to exatroims: she neither encourages nor

discourages them: “It all depends on what theieptrwant.” She explained further:

If students are self-motivated and talented andhble to perform well musically,
then | won't ask them to take examinations. Thay@ay in concerts [to get
performing experiences.] If students are not seifivated and not talented [that is,
they still need to work on their musicality], theask them to take examinations
because examinations provide a goal and help inepitoeir ability to express
music.

Although Patricia has more than 10 years of teaghkperience, she is “always
thinking about how to solve students’ problems.f Patricia, motivating students to
practice is most difficult: “I find it hard to ingje students to practice. What motivates
them to practice is beyond my control.” Researclstodent practicing does not support
Patricia’s view. According to Johnston (2002), €toi$ make practicing a daily habit
when appropriate practicing strategies are intreduwduring their lessons. Therefore,
rather than finding ways to inspire and motivatelents to practice, practicing is
something that needs to be taught in the lessons.

Besides having difficulty with student practicirRgtricia feels least successful when

she faces students who have poor sight-readinig:skil

| cannot stand those who sight-reading poorly.yTieeve a hard time sight-reading
during their lessons when | am helping them. | aonri®d about how they can
sight-reading when they practice at home by thewasel try my best to help them
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[develop this skill]... I don't know how they were being trained [in digbading]
before they came to me, but they have catch upisrskill. | am searching for
ways to improve their sight-reading.

Patricia’s remarks about her students’ poor sigatimg skills might be a result of her
own learning experience. Patricia was educated ien&ironment where she was
surrounded by musically talented people since eng¢he Music Talent Program in
Taiwan. She was taught by great musicians who tatahiversities and perform
worldwide. Her classmates were all musically gifi&d her. She was living in a world
that values “talented” people, as described byl XE#95). With the specific musical
training received from school, sight-reading comaturally to Patricia and her
classmates. It was not until Patricia started tecthat she realized that what comes
naturally to her might be problematic for her stude Therefore, it is not surprising that
we get a sense that Patricia seems to favor thbeenvghe considers talented.

There have been happy moments in Patricia’s teggburney. She feels most
successful when students are able to persist iab perning: “I feel a sense of
accomplishment when students continue to play (tiincall the lessons and practicing]. |
also feel happy when they are able to express nmstiead of just playing the notes.”
This view corresponds with her earlier commentfiow she prefers teaching music to
more advanced students because she like to talk algsic interpretation more than
note learning. Furthermore, Patricia has an oppaytto work with different children
when she teaches. She also learns more piano atsitérihad forgotten what | played as
a child.... Teaching provides chances for me tomgébduch with more music works, both
large and small.”

Since Patricia has obtained a Doctor of Musicés Alegree, | wondered if she

thought that her graduate education had enhanaeédmhing. Patricia thinks that her
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former teachers in graduate school had a greateinfle on her:

If I had not attended graduate school, | would pli have stopped practicing a
long time ago. Many [teaching] concepts were formedng my lessons and my
own practicing. | learned much repertoire. Therefevhen | am teaching children, |
am able to know what | want from them.... My teachivas limited before
graduate school. | did not build up enough repestdidid not think about the
children’s psychological perspectives nor did | krntwow to communicate with
parents. | lacked experience.

Patricia has a busy schedule. Besides teachihgmd, she has two young children
who need her attention. Although she wants to goradessional workshops, she cannot
find the time. She also does not know much aboytaumsic teachers’ association.

Since the first interview, Patricia and | havediee friends. | live very close to her
former home in Coquitlam, and her two children @eng with me very well. At the time
of my data collection, Patricia’s husband was tearimusic theory privately as well as
being a blackjack dealer in a casino. The coupesk schedule was unstable. | got
emergency calls several times from Patricia askihgould babysit her children for
couple of hours because both she and her husbainm eork. | usually welcomed her
children; we would sing and watch movies togetHemever, | sense Patricia’s struggle
as she tries to balance her family and her teaclvindpe second interview, Patricia

described how her work had interfered with her fgrifie:

My teaching schedule is inconvenient. | start teaghessons when my children
come home from school. Young children really néemdrtmother to spend time
with them after school. And | am not there mostimie.... When there are
situations with my children [getting sick for exal@jpand | am not there, | think
about them, and it affects my mood.... | am alwanedtirom driving back and
forth between students’ houses.

Patricia’s dilemma was at least partially resolafiér she moved to Burnaby and started
teaching from her home.
*%k%
Of the four piano students | observed, Natalie thasmost advanced student; she

was working on Grade 10 repertoire chosen from liigéorical periods: Baroque,
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Classical, Romantic, Post-Romantic, and Contempgo@ame selection from each period
is required for the Grade 10 RCM piano examinatioraddition to the pieces, there are
two etudes/studies, technical requirements suslkcass, arpeggios, and chords,
sight-reading and ear training that form part @& éixamination. According to Patricia,
she usually starts her lessons with technique lfp lrer students warm up. Studies come
next, followed by the repertoire. As all the Grdderepertoire consists of large scale
works, it is impossible to play through all the w®in one lesson. Patricia did not
actually follow the lesson organization she destito me in Natalie’s lessons. For the
four lessons | observed, Patricia and Natalie jubmpght into the repertoire. Instead of
using technique as a warm up activity, studiestandniques were left to the end of the
lesson. Patricia later explained that unlike begraror intermediate students with whom
she has to pay special attention to technique,lidassa Grade 10 student who is capable
of practicing technique on her own. Therefore, §iends more time on repertoire with
Natalie.

There was a process for working on repertoireridatlways listened to Natalie

play through the entire piece before she made amyents:

| try to avoid correcting students in the firstythrough. | let them finish playing
first.... The child has been practicing for a weekefe are things that he wants to
show. | don't think it’s right to keep interrupting Although sometimes the playing
isn't good, | try to utter the word “good!” aftdné first play through.

After the whole piece has been played, PatriciaNaudlie go back to break the piece
into sections and work on details.

Patricia’s words about how she thinks it is in@mpiate to interrupt students during
their first play struck me. Recently, one of mydstats was crying after his lesson. He
had practiced very hard over the week and thouglauld be happy to see the results. |

was worried, however, about not having enough torfd in the entire repertoire in one
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lesson. | interrupted him and pointed out his nkissaright away. Instead of letting him
show his accomplishments, | ignored his effortshéligh he tried to follow my
instructions over the lesson, he made even morekeis because he was concentrating
on being upset rather than on the music. It wag aftér | talked to him after the lesson
that | realized how wrong | had been.

A teacher’s behaviors and words can have a dinflcteince on student learning. The
above example served as a warning for me. Anddfasriwords show and correspond
with research that positive feedback in any foreates a more welcoming learning
environment for students (Zhukov, 2008). Nevertsglavith Patricia’s approach, a
teacher needs to have a good recollection of Wwigastudents do and what needs to be
changed. Students might not aware of or forget etheumistakes they made after the
play through (Karlsson & Juslin, 2008). Findingadance between the two approaches
might be a solution.

Because Natalie is an advanced student, Patrigdi@sized music interpretation in
her lessons. Teaching music interpretation requaires of teacher modeling. Similar to
Duke’s (1999) observation of teaching strategiesigoming was the main pedagogical
method that Patricia used. The modeling activitiesitioned in Dickey’s (1992) study
also appeared in Patricia’s lessons. Patricia playéer lessons to demonstrate tempo,
ornaments, rhythm, phrasing, dynamics, articulat@om the voicing of the piece;
sometimes she played alone to emphasize her pSiotsetimes she played with Natalie
as a way of guiding Natalie into the correct natethe appropriate tempo. She played in
phrases and sections when identifying a problemsaoging the solutions. She
practiced repeatedly with Natalie to show encoursggd and support. She also

performed the entire repertoire to demonstratettezall genre of the piece. Singing was
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another modeling method used by Patricia. She &aiugntify the notes in solfege
syllables. The use of the solfege system once aggjgested that Patricia is teaching as
taught. After talking to several colleagues frora British Columbia Registered Music
Teachers Association and students with previousgoi@sson experiences in Taiwan and
Korea, | found that the use of solfege in privatgsia lessons is not as popular in North
America as in Asia and Europe. Patricia may haamked to use it because she was
taught solfége as a student. She hummed the mwahow phrasing, articulation, and
dynamics. Finally, she sang to conduct the rhythchtampo of the piece. The uses of
singing in Patricia’s lessons correspond with Rarsé Buell's (1998) findings.

In order to provoke student interest, using anegpe Duke, Flowers, and Wolfe
(1997) observed, Patricia played through all tlee@s from the same historical period
from the RCM Grade 10 piano book before teachingwa piece. After hearing the
overall performance of this repertoire, Natalieestdd the piece she wanted to play. She
explained the reason she chose tBepriccio sopra la Lontananza del fratello
dilettissimd by J. S. Bach: “I like it because it is livelyndl not too fast. It's sort of like a
marching piece...and the [fugal entry] comes in falively] in the right hand and left
hand. It's very cool.” After Natalie selected thegqe, Patricia talked about the
background information such as the biography ofcthraposer, the origin of the piece,
and the style or form of the piece. Natalie was tleét to sight-read and learn the notes
over the week by herself.

Once Natalie had the basic ideas of the notesicRasinalyzed the music with her.
Together, they looked for keys in each sectionlahdled the sections with the
appropriate terms according to form and genre.rAfte music was analyzed, Patricia

practiced the music with Natalie in small sectiangjally one or two phrases at a time.
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Repetition, playing with a slower tempo, and pr@og with separate hands seemed to be
the main practice strategies when Patricia andlidaterked on details. A metronome
was used to gradually increase the playing spded Idatalie had mastered all the notes
and had some ideas about the interpretation. Itomgswhen Natalie was playing to
Patricia’s satisfaction that they moved on to thgtrgoal. The working-on-small-section
method is similar to the using of zone of proxirdavelopment (Vygotsky, 1934).

As in Rostvall and West (2003), interactions betweeacher and student in
Patricia’s lessons were initiated by the teaches géwve instructions by talking and
singing while Natalie usually responded with pigresformance. Natalie rarely talked or
asked questions during her lessons. When sheltidarsswered Patricia in short
sentences. The only time Natalie expressed herarpimas at repertoire selection times.
As they were going through as much repertoire asipte in one hour, Patricia
mentioned that she did not have time to chat wikaeNe. However, | noticed that
Patricia stayed after the lesson to talk to them@rand she chatted with Natalie at that
time.

| discovered that there was a device sitting enside of the piano while | watched
the video clips of the lessons. At first | thoughwas an electronic metronome, then |
saw Natalie checking the device in the middle E@sson. She removed a cassette tape. It
turned out that the device was a portable cassatteder. Natalie uses it to record all her
lessons. She listens to the tape whenever necadsiaing the rest of the week when she
practices; the tape serves as a reminder of wipgiemeed in the lesson: “I know what the
teacher said so | am able to remember.” Natali@'sms had asked her to record her
lessons when she first started taking piano lessbkeep forgetting to turn the tape

recorder on now, so | don't really listen to it amyre.” She further explained that the
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recording did not help her much because “the teaalheady writes everything in my
book. [The recording] just doesn’t do much.”

Not surprisingly, given the advanced level of shedent, no physical rewards or
punishments were evident in Natalie’s lessons beygmmeral verbal encouragement
throughout the lesson. Nevertheless, Patricia gisestickers for younger children as
rewards. Small gifts such as music folders, pend,raagnets are also given out at
recitals: “I don’t punish; | scold enough duringtlessons,” Patricia said. | was curious
about what she considered scolding so | inquiretthén. She explained: “I only scold
when students do not practice enough.” Since tisane punishment, Patricia expresses

herself in a straightforward way when students dionmeet her expectations:

There are two situations. One is when | reallyupeet; one is when | need to
pretend to be upset to give students a warning.n\Vlaen angry, | raise my voice
and | stand up. Then | walked around a bit witrepgaking and wait for myself to
calm down. Students know that | am not happy aeg #top playing.... [The
pretending to be upset] is far more difficult thahnen | am really upset. | am not
happy but | do not explode. | need to talk to mydsnts in a calming way. |
speak in a serious voice, especially when studpatgnts are present.

As both of Natalie’s parents had retired, theyhdtten to Natalie when she has
lessons. Because of the physical organizationesf ttachelor suite, they wait in the
sitting area while their daughter has lessons. Iataused to her parents’ presence in
her daily activities; she appears at ease. AlthdRafhnicia feels uncomfortable at times
with this arrangement, she says she does not n@indthhdents’ parents watching her
lessons: “I feel uneasy at times. But that’s okgtyst teach as usual. | need to pay extra
attention to the words | use when speaking thoulghaddition, Patricia encourages the
parents of younger beginners to sit in the lessbriike the parents of the young
beginners to participate in the lessons. They ne&dow what | have taught and help

their children at home to practice. Some parersisgsk children to practice by
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themselves. It does not work that way for youngtuegys.” Patricia’s words show that
she considers cooperation between the teacheharsludents’ parents to be significant
in children’s learning. Thus, the communication #melrelationship between the teacher
and the students’ parents are important.

Patricia sees herself and students’ parents aa t&Ve cooperate with each other
to make the learning pleasant for children. | tnylmest to fulfill the parents’
expectations.” When solving disagreements betweeself and her students’ parents,
Patricia listens to and respects the parents’ opsi“They often express their opinions
about the learning materials and the progressenf ¢hild. | listen to them and try to find
ways to improve the situation.” As Patricia is teiag mostly advanced students, |
wondered whether some parents push their childréske examinations without

realizing that their child may not do well. Patai@onfirmed my suspicion:

| tell them that it is too early to go to the exaation but | usually go along with
the parents’ request if they insist. | require ¢héd to practice a lot and have extra
lessons. | try to prepare the child as best | eari blso inform the parents that
child might not be ready for the examination.

Patricia communicates with her students’ pareath m person and by telephone.
Parents often call her when a scheduled lessonrduasork well for them. On the other
hand, they discuss the child’s progress and goalgracticing in person after each lesson.
Since many of Patricia’s students are teenagexdwanced levels, she is careful about
what she says to students’ parents in front ofesited “I give encouraging words when
both parents and children are around... | don’tfikepeak of students’ flaws in front of
their parents...because these flaws can be corrécted.

Her expectations of students are clear. She expdidter students to have good
practice habits. “| want them to have a regulactica schedule which they do

voluntarily. [They] should set goals for every fdiee session.” Patricia expects her
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students’ parents to support their children by enaging them instead of criticizing:
“children become depressed when they receive tadhradticism.” On the other hand,
Patricia thinks that her students’ do not all explee same results from her: “Some ask
that | prepare their kids to pass a certain gr@dene of them just want their children to
enjoy music.” Interestingly, Patricia has differexpectations of her Canadian students

who are not of Taiwanese or Chinese descent:

| expect more from the Chinese or Taiwanese childretate my requests clearly
about how much time they need to practice and et need to practice.... The
way they are educated at home matches more myingestyle.... Canadian
students are different. They whine. They express #motions more. | go along
with their emotion. I'm not too pushy. | don’t wathiem to feel that [playing piano]
is difficult. I talk to them differently.

Although Patricia did not address the issue explidifeel that she attempts to provide a
positive learning environment for her students e@ugh her teaching style is more
traditional and emphasizes piano performance.
Kk

So far | have talked about what occurred durirggléssons and the values and
teaching beliefs of Patricia. Now | proceed to dltleer important members of the private
lesson triad — Mrs. Chen and Natalie. Their stdrgracticing is included in their
biographies. What has not been examined is howvalexe learning and their

expectations of private music lessons.

Mrs. Chen is involved in her daughter’s privatesiouessons in several ways. She
hires teachers and pays for the lessons. She rerNiat@lie to practice. She encourages
and listens to Natalie’s playing. For Mrs. Cher thost difficult thing in this whole
private music learning activity is to make her datieg play technical exercises such as

scales and chords: “My daughter dislikes playimrgesc She is willing to play the
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repertoire but not the scales. | have to give heremmewards in order to make her play
scales.” Mrs. Chen encourages her daughter topiak® examinations. “I believe that it
is a way of proving her ability. We will know hexel of achievement better. Besides,
everyone else is doing the same thing,” Mrs. Clusted.

Mrs. Chen expects her daughter’s piano teachiee t “good teacher” who teaches
all the necessary playing techniques to her daugblbe hopes that Natalie can acquire
patience through private music lessons: “My daughés an outgoing personality. She is
always active. | hope that she is able to sit fo or two hours at a time when playing
piano.” In addition to Natalie’s learning, Mrs. Ghalso benefits from Natalie’s private
music lessons: “I am happy to see her playingell tleat she has fulfilled my dream.”
The happiness that comes from seeing Natalie’srpssgn piano is what Mrs. Chen has
gained through her daughter’s private music lessons

Natalie dislikes playing scales and she enjoy9plaro lessons most when she is
learning a new song: “I like the part when we sthidosing pieces and | start to
sight-reading it.” On the other hand, Natalie finkde pressure of examinations difficult.
Examination results affect Natalie’s emotions: $weds happy when she receives good
marks and upset when she gets low marks. How wagtlié has practiced is also related
to Natalie’s emotions. She is delighted when stsegnacticed and is praised by her
teacher. Likewise, she feels defeated when shadtgwracticed and is frustrated because
she does not see progress. So far, Natalie haselkbdifferent things from different
teachers. She has learned assorted playing tedsiopm teachers with varied

personalities.

*kk
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Natalie stopped her piano lessons for a while aherentered the Transition
program at UBC. She lost contact with Patriciaraftatricia changed her phone number
when she moved. | recently saw Natalie at a séeraition. She has grown to be a
beautiful young woman. She asked me for Patriciaimber. | was glad that by doing this
research, | was not only telling people’s story &lsb connecting them. Although Natalie
is no longer taking lessons, she still enjoys pigypiano on her own. Patricia once
mentioned that she believes the purpose of muaraileg is to provide people with easier
access to music. Together with the support of Nesgbarents, they have achieved this
purpose.

*kk

This is my last private music teaching and leagrstory. Patricia is a problem solver.
She believes that her job as a teacher is to restodent doubts. This last triad consisted
of a teacher who is serious about her teachinmaatgyirl who is progressive about her
learning, and a mother who placed a high valueusio Next, | will discuss what | have

learned from the five stories in an analytical dkeap
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Chapter Ten: Some Answers

“By three methods we may learn wisdom: First, tleion, which is noblest; Second,
by imitation, which is easiest; And third, by expace, which is bitterest.”
Confucius

Finally, | have arrived at the culminating chapiéthis study. | began my research
many months ago hoping to understand the cultupgieite music lessons of Taiwanese
Canadians. During this long journey, | have triedetarn about private music teaching
and learning by looking at teacher participantgieriences as well as reflecting on my
own teaching and learning experiences. In prevahiapters | described in detail the
teaching and learning experiences of five triadSanvanese Canadian private music
teachers, students, and parents. This chapterlsabesanalytical aspects and the

conclusions of my findings corresponding to my foesearch questions:

*What are the cultural beliefs underpinning privatigsic lessons for Taiwanese
Canadians?

*What kinds of teaching and learning experiencesioiccCanadian Taiwanese
private music lessons?

*What is the context of the private music lessontadivanese Canadians?

*How do Taiwanese Canadians value private musiohsss

Not surprisingly, during my analysis, | found thia¢ teaching and learning experiences
of Taiwanese Canadians are necessarily intertwintiuin the context of their teaching
and learning as well as their beliefs. As culteré&he sum total of a community’s ways
of thinking and living” (Reimer, 2003, p. 171)was difficult to isolate people’s values
and experiences when describing contexts. It ialesponsible to talk about values
without addressing contekiecause “much of the meaning of our lives, inclgdimusical
meaning, stems from the particularities of our abcondition” (p. 171).

Instead of presenting my findings in a way thaéditly and immediately answers my

four research questions, in this chapter | havemgd my findings into the topics that
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emerged in the research:

« cultural background and influences,
* private music teaching and learning,
* students and their learning, and

e valuing private music lessons.

In addition, while many of the findings were of @ngral nature applicable to private
music lessons in Canada and Taiwan, there wene anfge specifically culturally based

themes that emerged:

Obedience or independence,

Removing doubt,

“Putting into practice what you have learned,”
“Pel” — Keeping company, and

Status symbol.

| begin by presenting the cultural context of Taimse Canadian private music
teachers, students, and their parehgsthe private music teachers were once private
music students, | have also integrated their egpegs as students and their family

backgrounds into my discussion.

Cultural Background and Influences

The Taiwanese Canadians who participated in tkisareh were all born in Taiwan
and came to Canada between 1992 and 2000. Swfistim Citizenship and Immigration
Canada (2007) indicate that there wa¥iaMin Chad (immigration upsurge) of
Taiwanese from 1990 and 1997, and according taenmdton provided by the Vancouver
Taipei Economic Cultural Office, approximately 8000Taiwanese immigrants currently
live in Greater Vancouver, BC. Although Taiwanhs bne of the top ten Asian sources of
Canadian immigrants, Taiwanese immigrants as aewu@ the least studied Chinese
subgroup in North America (Lin, 1996).

Several factors contributed to Taiwanese immigrat@Canada. First, the political

friction between Taiwan and mainland China sincé91®ontributed to a fear of political
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instability and war; people emigrated from Taiwarsearch of peace and safety (BC
Statistics Canada, 2008; Lin, 1996). In additieegduse of political tensions, it was
mandatory for Taiwanese males to serve in theamylionce they reached the age of 18.
Many parents sent their boys away to avoid milisewice (Shih, 1999). None of my
participants claimed the latter as their main redso immigration.

Secondly, people emigrated from Taiwan lookingddretter quality of life for their
offspring (Hsu & Chiang, 2004; Lin, 1996). When a@dkvhy they chose Canada, four
participants stated that either their parents ousp believed that Canada has a better
quality of life than Taiwan or the United States.

Third, Taiwanese immigrants believe that the Wesgelucation system
(exemplified in Australia, Canada, and the Unitéat€s) would benefit their children
(Hsu & Chiang, 2004; Lin, 1996). As education inakscountries tends to emphasize
high academic performance as a result of the Caarfunfluence (Chan, 1999), students
face a lot pressure in school: “Academic achievdraad hard work is seen by many as
the main way of moving up the social ladder for @tenese around the world” (p. 298).
Seeking more learning opportunities for their ctahg parents with means immigrated to
countries such as Australia, Canada, and the UGitaigs. Four of the families in this
study reported that they left Taiwan for their dnén’s education.

Lastly, relatives living in Canada were also a magntributing factor (Lin, 1996).
Patricia moved to Canada with her husband becatse family members were already
Canadian citizens. Mrs. Ho has a sister residinpnonto. After immigrants become
permanent residents in Canada, their siblings aneints are more likely to follow their

footsteps. This is what Lin called “chain migratiam “sequential migration.”
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Private Music Lessons — for the Wealthy

According to Duke et al. (1997), in America, paseot private music students are
typically upper and upper middle class college getels working in the professions.
These parents “have educational background anddialawherewithal to provide nearly
limitless opportunities for their children” (p. 7Harents of Taiwanese Canadian private
music students share the social economic backgrottiek parents of the American
private music students. Unlike earlier Chinese igramts who were often from the
laboring class trying to earn a better living bymigrating to a new country, recent
Taiwanese immigrants tend to hold a higher somaltn. They have higher educational
levels and are usually small business owners degsmnals (Lin, 1996; Shih, 1999). In
fact, a majority of recent Taiwanese immigrants eamCanada under the Business
Immigration Program. Most Taiwanese immigrants Wmaed between 1991 and 1995
were admitted under Investor Class, Entrepreneass;lnd Self-Employed Class (BC
Statistic Canada, 2008). In other words, one ne&ulbdve achieved a certain financial
status to immigrate to Canada. The teacher paatitgdfamilies fit into the above
classifications.

Lily, Sally, and Lauren’s family came in 1992 whiemmigration had become a
growing trend in Taiwan. Although Patricia and Fec@ame later when they formed their
own family, Patricia’s parents had moved to Canadi®95. The teachers’ families are
all from the upper-middle class in Taiwan. Lilyattier managed an architectural firm.
Sally’s father had a handbag factory. Lauren artddrais fathers owned trading
companies, while Frank’s father was a governmeitialf Studying music is costly; it is
a long term investment for the parents of musidestis. The economic status of the

teachers’ families reflected the high financialtaafsnurturing a professional musician in
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the Taiwanese community.

The parent participants in study were part of angmm generation who came to
Canada around the year 2000. Their financial staissnot as high as that of the
teachers’ parents. However, similar characteristiere shared between the two
generations.

The educational level of the parent participants generally high, as Lin (1996)
suggested. Among the five mothers | intervieweteghmothers (Mrs. Woo, Mrs. Choi,
and Mrs. Ho) were graduates from either universitievocational colleges, and two
mothers (Mrs. Yang and Mrs. Chen) were high schhoamtluates. Their spouses all have
college degrees. Two spouses have master degree€i{dl, and Mr. Ho), and one
spouse holds a degree in dental practice (Dr. Widoee women worked prior moving to
Canada: Mrs. Yang owned a small restaurant; Mrei @brked in a trading company;
and Mrs. Chen was a real estate agent. Mrs. Wod/eedHo became full-time
housewives after giving birth to their children.eT$pouses worked in different jobs such
as dentistry, trade, technology, and machinerj@lgh they would not consider
themselves to be living a “life of luxury,” thesemen had prosperous lives in Taiwan:
“We had a satisfactory life in Taiwan. We had adjowome” (Mrs. Choi).

Moving to a new country meant compromising and stifjig to change. One of the
dilemmas that Taiwanese immigrants faced is whdathbecome an “Astronaut family”
or full settlers. The term “Astronaut” is used ®sdribe the phenomenon that the
husbands of immigrant families stay and work inlibene country to support their
family financially while the wives live alone inglmew country to take care of children
(Lin, 1996; Sheppard, 1998). The husbands fly lzackforth between their families and

work once or twice yearly during holidays. Settlars those families who leave



280

everything behind and start new lives in a new tgun

There were three situations when husbands/fatli¢he ammigrant families
become astronauts. First, business owners like Layren, and Sally’s fathers had
obligations to their employees. It was difficult them to withdraw from their businesses
all at the once. It was even more difficult forthéo give up the status and the high
income to start everything from scratch in the mewntry. Secondly, professionals such
as doctors and lawyers might have difficulty obitagnlicenses to practice in Canada
because of the language barrier and legal requitesm&o avoid the hassle of going
through the system to obtain a license in a newitgumany of them chose to stay in
their home country. Mr. Woo, a dentist, is an exingb this category. Finally, living
expenses are higher in Canada than in Asia. Morgmemigrants are not always able to
find a desirable job in Canada. Many men chooseaid in places where they had a
secure income in order to provide a living for tifamilies. Mr. Ho, who worked in the
technology in Shanghai, is such an example.

The impact of the long term absence of husbanteffats of interest to sociologists
(Sheppard, 1998; Shih, 1999). Although this abs&noet the focus of my study, it is
still relevant. 1 did not hear complaints from teacher participants that their fathers’
absence negatively affected their lives. It seethatlthey adapted to their fathers’
absence: “My father is always busy with businessdid not care too much about our
upbringing. It's my mother who took care of us” (ican). It might also be possible that
all these teachers immigrated during their highostlyears and were more mature than
elementary children in coping with the situation.

On the other hand, the two astronaut families (Mfso and Mrs. Ho) who

participated in this study commented on the impéthis absence in their lives. Both
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Mrs. Woo and Mrs. Ho claimed that it was very @it to be a single parent for most of
the year. As Sheppard (1998) described, these wiveé<hildren talked to their
husbands/fathers by e-mail, telephone, MSN, angh&Kihey reported on and discussed
school life and daily routines through this “satefl system (Sheppard, 1998; Shih, 1999).
Mrs. Woo said that her husband inquired about tttaldren on a daily basis. Therefore,
despite the fact that her husband was physicaliyaraund and she was sometimes tired
from running all the errands, she did not feel aloared. Mrs. Ho, on the contrary,
thought she was left alone to face all the chaksngf raising children.

While some immigrants choose to be astronauts seaailthe secure income, the
Chens, Chois, and Yangs were adventurous segrShih (1999) reported, these
settlers had difficulty finding jobs when they firmoved to Canada. Mrs. Choi
mentioned that even though her husband has a risadtgree from a university in the
United States, it took her husband one year todijab. Although Mr. and Mrs. Chen
had retired early before they moved to Canada@¥len also talked about the difficulty
of finding a job in Canada. Only Mr. Yang did n@tve any difficulty finding a job when
his family first moved to Canada. Moreover, alemwives became full time housewives
after immigrating to Canada, and the previouslyld@inousehold incomes became
single incomes. Taking private music lessons reguong term physical and financial
support. Socio-economic status, thus, was an irapbmdicator in the context of private
music lessons. The fact that these families cdtillchfford private music lessons

suggests that these settlers were successful araférg financial support in Canada.
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Theme 1. Obedience or Independence

Taiwanese cultural values have a strong but unacledged influence in private
music lessons. A theme that permeated this res@astan underlying contradiction
between traditional values of obedience to authatd the appeal ahdependence
available to new immigrants to Canada. Culturdligrices were deeply rooted in the
private music teaching and learning experiencdanvanese Canadians; they permeated
almost every aspect of private music lessons irstugty. Confucian values, especially,
had a significant impact on the private music t@aglnd learning experiences of
Taiwanese Canadians.

Rather than seeing people as individuals, Confisnawiews people as a collective
organized in a hierarchically oriented system. Higgarchical system is based on five
virtues and their corresponding relationshipsalFpiety — father and son;
faithfulness — husband and wife; brotherhood — reédhel younger brother; loyalty —
monarch and subject; and sincerity — between fad@han, 1999). Reciprocity,
obligation, duty, security, tradition, dependeritamony, obedience to authority, and
equilibrium are the values shared in the collecsiveiety (Brand, 2002).

One of the Confucian influences identified in thigdy was obedience to authority.
In Taiwanese society, authority is attributed tgare in a higher position in the
hierarchy. Elders, teachers, and parents are @tes of authority. Obedience is expected
of those in a lower position in the hierarchy. éturn, individuals in higher positions
assume responsibility for those below them in tieeanchy (Pratt et al., 1999). Therefore,
younger people respect older people, while oldepjeetake care of the young. Students
follow teachers’ words because teachers provideviaage, and children obey their

parents who raise, educate, and financially sugherh. Although most of the student
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participants came to Canada at a young age andimarersed in Western values in
school, they were reared with traditional values@ahe. When parents and teachers
described their children and students, they ofs&dihe wordsduai’ and “ting hua” A
“guar’ child is well behaved.Ting hud literally means following the word; it refers to
someone who is obedient. It was clear that Taivepasents and teachers expected their
children to be obedient. An obedient child iggaidi’ child. All student participants

except Jack could be described as obedient childrére traditional way. These children
have learned to be obedient. They obeyed theinpsi@ecisions regarding instrumental
lessons and practiced when ordered (although Ealikatl to call these orders
“reminders”).

Although the teacher-student relationship is n& ohthe five relationships
described in Confucianism, Chinese people have leggrded the role of a teacher as
the role of a father (Pratt et al., 1998). Accogdio Shi Ji(The Records of a Grand
Historian), a Chinese classic history book written by MarQ&a (1994) from the Han
dynasty, Confucius’s student Zi Xia said the fampreverb i ri wei shi zhong sheng
wei fu’ [Even if someone is your teacher for only a dapy should regard him like your
father for the rest of your life]. Another Confugi€hinese classic for young children
from the Song dynast$an Zi Jing(The Three Characters Clas}igy Ying Ling Wang
(n.d.), paired these two sentences togethéan(j bu jiao, fu zhi guo; jiao bu yan, shi zhi
dud’ [If the child is fed and left uneducated, thetfat is at fault; if the child is educated
but left undisciplined, the teacher is at faultheTwords from these classic books
reinforce the important status of teachers in Gdersociety. As the teacher is often
treated as a fatherly figure, the teacher-studsationship is similar to that of a parent

and a child. In addition, Pratt et al. (1999) sumipeal Chinese people’s definition of an
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effective teacher:

Effective teachers were often characterized asligaaviclose, protective
relationship with students, similar to that of @cl or even a parent. As with
parents, effective teachers were portrayed ag,sirith high expectations. In
addition, they were portrayed as having an appatgrneasure of [affection]....
Effective teachers were expected to care abouestads individuals, to
understand their difficulties and to guide thentheir learning and personal
development. (p. 247)

During my four observations, the teachers wereoties who initiated all the action
while most students obeyed their teachers’ ingost Like West and Rostvall’s (2003)
research of Western private music lessons, tegarécipants dominated all lessons.
Student participants did what they were told tolen though younger student like Leo
appeared to be distracted with the presence afairera, he listened to his teacher when
she called him and returned quickly to his usuakilver. Even Jack, who was described
as a bu guaf [misbehaving] child by his mother, acted obedigduring his lessons.
Furthermore, when asked why they participated érésearch, most students claimed
that they did not know anything about the studylusthowed them the participant
consent form. Apparently, their teachers and threrga had not thought of asking the
children’s permission. Just as expected, the staddreyed decisions made for them by
authorities.

Respect for and obedience to authority was firmiglanted during childhood and
carried into the adulthood of participants. Theaski®s remained unchanged after they
moved to the West. Instead of pursuing a subjenttefest to her, Sally followed her
father’s wish to study business in her early calggars. Similarly, Judy obeyed her
mother by accepting the musical path which her erodeliberately created for her.
Instead of staying with her friends, she went ton@ey alone because her mother
thought it was a better place for her to studyy3uchother further added: “I am a very

stubborn person. If | insist on something, she reifipect my wishes. She complains at
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times but does not contradict my decisions.” Tikaneple shows the power of authority
and the expected obedient behavior of Taiwanedérehi an expectation of parents,
teachers, and largely, of students. Obedience lactiemnects with another Confucian
value — the avoidance of challenging authority.

Authorities such as teachers and parents are th@eoeho provide wisdom,
knowledge, and expertise. Confucianists believerbachallenging authority is the
proper way to respect authority. “The pressurerégsgrve harmony, to conform, to avoid
loss of face and shame” (Chan, 1999, p. 298) &redhcepts which Chinese apply on a
daily basis including in teaching and learnings Ihot surprising, therefore, to find that
certain teaching and learning styles are prefarré€thinese society. The student
participants rarely asked questions of their tees;heor did they question their judgment.
Asking questions sometimes can be considered adbohallenging authority. A simple
“yes” or “no” were the most frequent words spokerstudents during their lessons. The
student participants only spoke when asked. Tloérin the teacher-student interaction
seemed passive. The only exception was Judy whoneas self-determining in her
musical learning; she approached Frank with questamd was not afraid to chat with
him. Her response might also be because Judy dithimx of Frank as a teacher. She
described Frank as “a teacher who is like a fri¢wmidn’t think of him as an [authority]
who is high up and [hard to approach].” The baretween the authority and follower
was broken, resulting in Judy feeling comfortalaliing with her teacher.

Not only do students generally respect teacheas iobedient fashion, but students’
parents also treat teachers as authorities. Tlebgeparticipants indicated that they
rarely talked to parents about music lessons utiesstudent did not meet the practice

requirements. Parent participants, on the othed haaimed that they communicated
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well with teachers. What they meant by good commation usually was that the
teachers informed them about how their childrenevaing during the lessons. However,
they did not challenge the teacher when a corflgipened. For example, when Leo had
a problem with his first piano teacher, insteadistussing the issue with his teacher,
Mrs. Choi solved Leo’s problem by finding him anetiieacher. In the other words, Mrs.
Choi saved the teacher’s face by not confrontimg &bout the way he taught.

As the participants were teaching me about th@eggnces, | considered them to
be authority figures in our relationships. Neveleks, because of my status as a teacher,
parent and student participants saw me more likeugimority figure. As a Taiwanese
Canadian who is also influenced by Confucian valtrese were many times when | felt
uncomfortable asking challenging questions. Itisimon for Taiwanese people to
conceal their true feelings and opinions to avondbarrassing and offending themselves
and others (Chan, 1999). Because most of my irg@erqguestions were directly related to
teacher participants’ teaching experience, | thotigdt some of my probing questions
(e.g., why did you say this or why didn’t you datP) might be perceived as judgmental
in a negative sense. | had to phrase my questeme$utly so participants would not feel
that | was intruding in their professional realmvds not aware of that | was avoiding
challenging authority until my supervisor pointédut. It was then that | switched my
thinking into a Western mode and resumed my roke i@searcher. This avoidance of
challenging authority influenced my data collecttorsome degree. | was unable to get
some of my answers in the first interview becaus@d afraid to ask probing questions.
To avoid embarrassment, | cleared some of the ipmassthat arose while | was analyzing
the data in the informal interviews through e-maiiline message exchanges, or

telephone conversations. By this time, teacheigiaants and | knew each other better
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SO my uneasiness diminished.

Interestingly, | did not have the same uneasyrigelhen | talked with students and
parents as | did when | talked with the teachetigipants. Since | am also a private
music teacher, | knew how to communicate betteln w#rents and students. The
interview questions | prepared for parents andesitglwere more related to their daily
living experiences as opposed to the more profealiorelated questions for the
teachers. As a result, | worried less about hutiiegr pride.

In addition to the traditional value of obedienescribed by the participants and
observed in the private music lessons, a contr@gictalue also emerged in the study —
the valuing of independence as observed in the.\Westtrary to the Confucian
collectivism of the east, Western individualism dragizes independence and
achievement. Self-governance, individual autonandiyvidual effort, and an
ambivalence towards authority are valued (Xiao,9)99

As described at the beginning of the chapire of the reasons for Taiwanese
immigrants to move to Canada was to provide thHaideen with a better education.
Taiwanese generally believe that Western educ&ibetter than the current education
practiced in Taiwan as evident in Mrs. Yang’s iatew: “Canadian education provides
students [necessary skills for daily living.] Theiwanese tend to push students to be
elitists in specific areas.” Life skills are thesmaskills for people to live independently.
Mrs. Yang's words revealed that the notion of inelegience for living was what appealed
to her.

All the participants identified the intense acadepriessure in schools in Taiwan.
Ever since a Chinese emperor introduced the wdiildsexamination system in the Han

dynasty (¥ century), the Chinese have been known for thesngtemphasis on
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academic performance. In addition, the Chinesebelihat striving for academic
achievement and hard work are the main ways tooctine social ladder (Chan, 1999).

Although educational policies in Taiwan are alwaanging, from the descriptions
of the participants, the way teachers transmitsindents acquire knowledge has
remained unchanged. All participants who had sckapériences in Taiwan related their
school experiences with terms such as “test” amdrtenation.” As Pratt et al. (1999)
explained, Chinese/Taiwanese teachers use a Tresismieaching style based on
passing on knowledge from textbooks and assessioglkdge by examinations.
Therefore, the goal for the teachers was to prakentontent of the texts correctly. Frank,
for example, taught music history and theory inaywvhich heavily relied on textbooks.
Although he was largely unaware of his pedagogtdé, Frank recapitulated the
teaching style he had experienced — a so calleaois{ied education” (Kember, 2000;
Wong, 2004).

The participants also reported that memorizatios tha ultimate way to acquire
knowledge in Taiwan. This is what Lily said aboet kearning in Taiwan: “The teacher
teaches; | absorb. The teacher says somethingnlomze. The teacher wants you to do
something. | do it.” The teacher and his wordstheeabsolute authority, and
memorization is the way to master knowledge. Rtadil. (1999) talked about the two
functions of the memorization: “First, it is a $&gy for coping with a great deal of
material and the high expectations from family &gathers. Second, through drill and
repetition (as a means of memorizing) studentdaginning the process of
understanding and, hence, initiate the second stidigarning” (p. 253). According to
Pratt et al., understanding, application, and qomeistg or modifying what is learned are

the three learning stages after memorization. Hewen Taiwan, respect for teachers
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sometimes makes the last learning stage, “questignimpossible because it is
disrespectful to challenge authority. Thereforedents who rely on the memorization
and are not guided into the next three stagestteddvelop fewer critical thinking skills
(Chan, 1999).

Contrary to Chinese learning, which is dominateadig memorization and
examinations, Canadian education, in the view efstiudy participants, gives more
freedom for student development: “The teacher doedhyou what to do. S/he provides
you with suggestions, then you make your own clsitigly said. Instead of students
being given facts to memorize, projects are assigm€anadian schools. Instead of
receiving information like a sponge, students ai@earaged to be explorers of
knowledge. Judy further added: “School here isging us the skills which we can
[apply] to our daily lives.” According to Wong (28)) the Western education system
tends to emphasize a student-centered approactatas critical thinking and
speculative questioning. In addition, Western teaglprovided general directions rather
than step by step procedures. Western educatietexptudents to challenge the content
of the text rather than following it blindly (Chat®99; Pratt et al., 1999). In other words,
Western education promotes independence in thinking

Teachers also have a different role in CanadianadshThey are facilitators rather
than the sole source of authority (Pratt et al99)9According to Pratt et al., Western
teachers “sought to engender a more egalitariatioakhip with their students, while
also carrying on with their professional role aadponsibilities” (p. 247). The
participants described their Canadian teachergipelsiin contrast to the more negative
stories of their Taiwanese teachers. They usedsvaurdh as “nice” and “friendly” when

describing Canadian teachers as opposed to thet"stind “mean” descriptions of the
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Taiwanese teacher.

With less academic pressure in Canadian schodldyem have more time to
participate in and acquire knowledge in other ghlsees. Sally and Lauren resumed their
piano lessons after coming to Canada because “satasomore relaxing.” While
students the same age as Heather were studyimgivedy for high school entrance
examinations in Taiwan, she had time to develogrterest in music on three
instruments. The participants’ perception of a mmaknced education in Canada might
be the reason behind Taiwanese immigrants’ vie@asfadian education as better.

Interestingly, even when they were from the samalfa children’s behavior
differed depending on where they received thempry education. Both Mrs. Yang and
Mrs. Woo have three children. The two older chifdweent to school in Taiwan, and the
youngest came to Canada before school age. Thedatiddren, who assimilated
Taiwanese values, were obedient and less aggreSshey were shy about showing
their true feelings and afraid of putting themsslf@ward in school,” Mrs. Woo stated.
The youngest child, however, was the opposite ®bhothers and sisters. Instead of
following orders and doing as told, the youngesidolvas encouraged to explore and
learn on his own; he was more open and more aggedasshis learning. Nonetheless,
Mrs. Yang felt that the youngest child was not issiglined as his siblings. We can also
suggest, however, that the youngest child has addptthe Canadian culture and is
influenced by the value of independence in expngskimself as an individual.

Despite the fact that parent and teacher partitspareferred Western education
over the Taiwanese culture, a clash of culturesevagent in the participants’
descriptions. Even though the teachers were tegdNestern art music, Confucian

influences could be found throughout their less@visile thinking that Western
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education is “relaxing” and less pressured, themarand teachers still valued
“discipline” and “good grades.” It seems that tezrcéind parent participants wanted to
keep what they perceived to be the advantagesdidth cultures — the “independence”
of the West and the “obedience” of the East, ehengh these values are not necessarily
compatible. In another words, while the particiganere absorbing Western values, they
did not deny their roots. In fact, the participamésl somewhat limited themselves by
staying within the Taiwanese community instead eftimg into the mainstream

Canadian society.

Although the teacher participants were all educatediorth America, spoke fluent
English, and had lived in Canada for several yeansyral barriers still existed in their
teaching. Most of the student participants wer@sdageneration Taiwanese immigrants.
Others came from China, Hong Kong, Singapore, aath&m. These students were all
of Chinese ancestry. Lily, Patricia, and Frank &lad experience teaching “true
Canadians.” They defined “true Canadians” as thigewdeople from mainstream society.

Cultural differences may have influenced teachetigpants to select Chinese
students instead of students from the mainstreametyoLanguage was one factor that
encouraged teacher participants to stay with stsdesm their own ethnic group. After
moving to Canada, Patricia advertised only in an€&e newspaper: “| feel more
comfortable teaching in Mandarin.” All teacher papants used Mandarin mixed with
English in their lessons. The instructions andalives were mostly given in Mandarin
while more technical words like musical dynamicseverovided in English. Teachers
said that they could express themselves better whieig their mother tongue: “It is
easier to express myself in Mandarin. | need tonaigee sentences to explain what |

really mean in English” (Sally). Lauren expresdael $ame view: “English is not my first
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language. Sometimes when | need to express a wianaitifind the right English
vocabulary. | have to change direction to explaimaid mean.” Lily was the only teacher
comfortable with English; she used more Englisimttinee other teacher participants.
The other reason that teacher participants prefearéeach students from Chinese
backgrounds was that they shared cultural valuesase of the Confucian value that
promotes high academic performance, Chinese paemdso push their children to do
their best when learning is involved. Teacher pgodéints thought that Chinese parents
were more willing to cooperate with them in ternisnmnitoring children practicing. Lily

provided an example:

When | taught white kids, their parents did nottptieeir children to practice. But
no matter how motivated they are about learninggddn tend to be lazy about
practicing and need to be reminded. | felt thaséhevhite] students progressed
more slowly than my other students. | tried to camioate this problem to their
parents without success. The parents do not uraersthy they need to help their
children practice. They think it is the teachegsponsibility to motivate children.

In addition, these teachers are accustomed to ebeglirom Chinese students. They
noticed the differences in their students’ respsnseheir instructions in the lessons.
Patricia explained: “I ask more from my Chinesealstus. | give specific orders about
how much they should practice. | am more direchwliem. The [white people] on the
other hand, they whine more. They are not afraigijiect my instruction. | don’t pressure
them [in the way | do Chinese students].” When dskRy she treated the students
differently, Patricia made a point: “The way thenh[@ese children] are brought up
matches my teaching style. The children don’t acogpteaching if it is too different
from how their family educates them.” In other wgrtkachers felt safer teaching
Chinese children because they share similar clitataes. It was also easier to
communicate with others who held similar beliefse examples given by the teacher

participants might have been based on stereotypebiased views because they had not
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taught enough students from the mainstream soteatyake a valid comparison.

The examples show that cultural values are deaphedded in the teaching of
Taiwanese Canadians even though there is a clastdesirable ends — obedience or
independence. | have also noticed this culturahcla my own teaching. Xiao (1999)
explained that parental control and child confoynarte an expected norm in the
Taiwanese/Chinese society. Therefore, contempdiavyanese/Canadian parents have
attached greater importance to the value of indégece while still expecting the
traditional value of obedience. As the result, ghesntradictory values coexist with

varying degrees of comfort in the world of Taiwam€anadians.

Private Music Teaching and Learning

Proceeding from an understanding of the undeglguitural beliefs in the teaching
and learning of Taiwanese Canadian private musebles, | will next discuss the actual
teaching and learning experiences, beginning vatitext of the private music lessons.

The activities revolving around private music lessof Taiwanese Canadian
included weekly lessons, recitals, music competstiand festivals, and music
examinations. Students saw their private musidieaconce each week from 30 minutes
to 2 hours depending on the playing level and thgets studied (e.g., a second
instrument, theory and history lessons). The lessook place either at the teacher’s
studio or at the student’s home.

Among the five teacher participants, Lily taugbttbin her basement studio and at
students’ homes weekly. All of Lauren’s studentd lessons at her home studio. Sally,
Patricia, and Frank organized student lessons dicgpto geographical locations and

drove door to door. Teaching at their home studias most convenient for teachers. The
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physical settings of their studios were similagrand piano was a must, and a chair was
placed to the right of the piano bench for the heacDuring my observations | noticed
that all piano teachers sat to the right of thepiahether they were right or left handed.
One explanation may be that the piano is designtdtie higher pitches on the right
hand side, and our ears can identify higher pittetter than the low ones to the left of
the keyboard. In my observations, | noted that pigachers demonstrated or played
along with students in the higher registers fotdyettudent comprehension. Other studio
essentials included shelves that contained teachatgrials such as music prints, history
books, and music CDs; a desk for theory studentipeequipment such as a CD player
and MD recorder to play examples for students conek students’ performances; spare
chairs for parents; and other accessories suchmetranome and a music stand.

The teachers who traveled to teach had to be feexibd adjust quickly to a
changing teaching environment. The piano was uguathe living room of students’
homes. Therefore, the ambience was not as prigateaa of a music studio. Family
members walked in and out during lessons. AlthdhgHatter tried to keep quiet,
occasional conversations could be heard in thedraokd. In addition, teachers could
not access teaching materials immediately. Thdyeehad to plan ahead and ask students
to buy the music books, bring the teaching matemath them, or use whatever was
available in students’ homes (e.g., used booksegagswn from siblings).

Driving to students’ homes one after another caexteusting. Although teacher
participants arranged their students to reduceltawe, Sally mentioned that she had to
teach until 11 pm without any meal breaks. Patrgiaried about her children while she
traveled around to teach: “I am afraid that sonmgthwill happen to my children while |

am away. And | am always tired from the drivinge$h often affect my mood.” It
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seemed that teacher participants had a negatiweabeut teaching in students’ homes. If
there was so much inconvenience, why did they ahtmgo to students home instead of
teaching at a fixed location as do many of thelleegues?

Private music teachers teach at students’ homaemf®simple reason: they can get

more students. Sally explained her situation:

| thought | could get more students this way. Iswat easy to get students when
| first began teaching, especially since | am iohfRiond where there are many
piano teachers. You can only get students to gowo studio when you are a well
known teacher with an established reputation.

Sally’s words about students going to teachers witbputation are further reinforced by
Patricia. As a new immigrant, Patricia had no t@aglexperience in Canada. In order to
get more students, she traveled to students’ hodwes. the years, Patricia gradually
built up her reputation. Currently she teachesatdbecause students come to her
asking for lessons. Lily also started teaching bing to students’ homes during her
university years. Although Lauren never traveletetch, she slowly built up her name
as a piano teacher. The teacher participants’fgrivaisic teaching experiences are
indeed like any other business. They start frombthtéom and advertise themselves to
get clients. Once they have built up a good repnatlients come to them. How do
these private music teachers advertise themselewdo they obtain students?

Referrals were the most common way for teacherggaaints to get students. Lily
began teaching when her schoolmate introduceddastiio her. Lauren’s mother
referred a friend’s child to Lauren. Although Salfyank, and Patricia began their
teaching career by putting ads in a Chinese nevespapst of their subsequent students
came from referrals. Agreeing with teachers’ sta&ets, all parent participants said that
they relied on friends’ recommendations when trayght a private music teacher.

The working hours of private music teachers axilfile and irregular. Instead of
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teaching during regular school hours, these priwaisic teachers begin their teaching
after school hours, usually working through thergng. Teachers like Sally and Patricia
who go to students’ homes arrive home at a late. Wost teacher participants also teach
on Saturdays and Sundays; it was a more convetmeatfor working parents to drive
their children and for busy high school teenagdrs did not have time for lessons on
weekdays. The irregular private music teaching setere inconvenient for the family
members of the married private music teachers:silysband, for example, prepared
meals because Lily usually taught during dinneetiBoth Patricia and Frank taught at
students’ houses; they had to arrange their schexduthat one of them could be at home
with their young children while the other was cedi¢hing. In addition, because teacher
participants worked after school hours, they spesd time with their own children after
school. Patricia explained her situation: “When children need me the most, | am not
around. Instead, | spend time with other peopleikloen.” This is a dilemma that the
married female teacher participants faced. Withuwuaterstanding and support from other
family members, it is difficult to teach such ircégr hours.

The lesson fees charged by my five teacher paatitgoranged from $25 to $55 per
lesson. The fee is set according to the profeskexperience and educational level of the
teacher. Some teachers charge differently accotdistudents’ playing level. All teacher
participants believed that their lesson fees weasanable. In fact, because Sally did not
go through university music education and did reotehas much performance experience
as the others did, she had to charge less thacplleagues. She thought that her low
lesson fee attracted parents with economic conc&Fhgy come to me because | am
cheaper than others.” Interestingly, all the teaglagticipants experienced bargaining

with parents. “The parent wants me to give a disttecause she sends three kids to
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study with me,” Lauren stated. The teachers dei#it these requests in various ways.
Some teachers acquiesced and allowed the disceome teachers did not budge. A
pattern emerged. Students’ parents tended to lmavgti novice teachers. After teachers
gradually built up reputations, the bargaining disesared. As Lily explained, students
who came through referrals already knew aboutebétfore they called. They were less
likely to ask or haggle about the money.

In addition to weekly lessons, recitals were aapthart of private music lessons.
Annual recitals were mostly held in May/June befuemer vacation and in December
before the Christmas break. Churches, rented réuilis in music stores, and cafés were
the places teacher participants held their recifdle teachers were the main organizers
of the events. They booked the venues, prepareemstyperformances, put together a
program, directed the event, and sometimes organineereception afterwards. The
primary purpose of recitals, according to the teagarticipants, was to provide students
who did not participate in examinations or musatifels with performing opportunities.
Recitals also served as achievements report fdests’ parents.

As there is currently no literature available atitve context of Taiwanese Canadian
private music lessons, | have used the researamtiie Western world as my references
(Araujo, Santos, & Hentschke, 2009; Duke et al97tBosniak, 1985). After a
comparison, | found that the context of Taiwaneaaddian private music lessons is
similar to that of Western private music lessdngill next discuss the Taiwanese

Canadian private music teachers and their privatsierteaching experiences.
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Theme 2. Removing Doubt

The Confucian scholar, Yu Han (n.d.), from the Tdggasty wrote this famous
sentence in his artichi ShudSayings about Teachershi zhe, chuan dao, shou ye,
jie huo zhe ye(p. 382). [Teachers are those who propagate mhastrimpart professional
knowledge, and remove doubt.] This sentence surastithe role of the teacher and the
purpose of teaching in my study. The student dowbtisis case are the what, why, and
how of private music learning. The beliefs and pssfonal knowledge are the solutions
to student doubts. In this section, | will expl#ne beliefs and professional knowledge
and skills which are being propagated and howdhehers imparted the knowledge to

remove students’ doubts. First, a context for daehers is presented.

Who the Teachers Are

All the private music teachers in this study weoenbin Taiwan and immigrated to
Canada in 1992 (Lily, Lauren, and Sally) and 2(@at(icia and Frank). Of the five
teachers, Lauren and Sally came as teenagers artdhsaugh high school in Canada.
Lily received her high school education in Taiwaw @ompleted post secondary and
degrees in Canada. Patricia and Frank spent thetmasin the Taiwanese education
system. They obtained high school and undergradateations in Taiwan and received
their graduate degrees in the United States. ¥l feachers had performance
backgrounds, a finding supported by the researeimftdell, 1991; Kennell, 2002; Nettl,
2002; Ward, 2004). Lily and Patricia were speclificaained in the Music Talent
Program in their early years. All teacher partiaifsareceived advanced music training at
universities or colleges. The teacher participagdsicational levels might seem atypical

because they all received higher education. Howeser discussed earlier,
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Chinese/Taiwanese value academic achievement, aiggher level of education is
believed to be the path to success (Chan, 199%ctnafter talking to my classmates
from the Music Talent Program in Taiwan and my radisends from UBC, | found that
most of them had obtained at least a master’s degreither music education or music
performance. It may be evident that acquiring &&igeducation degree is approaching a
norm among the Taiwanese community.

As described previously, the teacher participargsevirom upper-middle class
families. Their parents were highly involved inariety of musical activities as amateurs.
As the research indicates (Borthwick & Davidso)2uke, Flowers, & Wolfe, 1997;
Sosniak, 1985), parents who have had positive ralskperience tend to play a key role
in their children’s musical development. For examihlily indicated that the reason she
started piano lessons was that her mother alseglpyno. Lauren’s mother sang in a
choir. Lauren always went to choir rehearsals Wwe&hmother and listened to people
singing when she was young. Sally’s parents lovegirsg Karaoke as a hobby. Sally
might have picked up her love of singing from hargmts. Patricia’s mother listened to
classical music extensively while Patricia playidaddition to listening, she told music
stories to young Patricia. Although Frank did remhember his parents being involved in
any particular music experiences, he was musiaallyenced by his sister while
listening to his sister practice. Furthermore,dasents had provided their children with
individual audio devices so they could listen tosiowhen they wanted. High music
achievers like the teacher participants in thislgtgseem to come from families where
parents enjoyed and supported musical activitiésair daily lives, a conclusion
supported by Davidson et al. (1996), Orsmond anteMil999), and Sosniak (1985).

Like their studentsall teacher participants except Frank had an estaly at private
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music lessons. It was at age 4 that most teachgcipants began their piano lessons; the
exception was Frank who started to take trumpsbles at 15. The teacher participants
also took other instruments as they progresselkein musical learning. Lily studied flute;
Lauren playedEr-hu (Chinese fiddle) and clarinet; Patricia playedimi@andEr-hu; and
Frank took group keyboard class in university. ybaihs the only one who did not play a
second instrument. The teacher and student paatitspexperiences supports Jgrgensen’s
(2001) finding that the starting time for piano atdngs is earlier than that for
woodwinds and brass. Teacher participants’ st@lss revealed that the private music
students are more likely to become professionalcrars when they begin their music
lessons early.

Besides private music lessons, the teacher paatitspivere enthusiastically
involved in school music activities during theieglentary and high school years. It was
mandatory for Patricia and Lily to participate arde music ensembles after they entered
the Music Talent Program in Taiwan. However, badfriia and Lily had choral
experiences before entering the program. Lily wahe school choir that represented the
school at competitions, while Patricia sang in & Ww®own children’s choir outside
school. Before moving to Canada, Lauren was irsti®ol Chinese ensemble, and Sally
participated in the school rhythm band. High schmemories in Canada for Lauren and
Sally were still related to music. Sally sang afad/ed piano as an accompanist for the
school choir; Lauren participated in both choir &aahd. Although Frank did not have as
much musical experience as other teachers, hedjdieeschool band when he began
learning trumpet and French horn. Summing up, ébetter participants demonstrated a
broad interest in music even before they startedt grofessional music training at

universities or colleges.
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Unlike performer musicians whose personality trares usually introverted because
they engage in more private activities such astjging alone and immersing themselves
in music (Kemp & Mills, 2002), music teachers imgeal are more extroverted because
they are consistently interacting with students pawnts (Wubbenhorst, 1994).
However, private music teachers combine introversidh extroversion. Because of
their teaching environment, private music teackeed with people individually. There is
no school administration above them. They are hbgated to attend meetings and go to
conferences during professional days as do schosicnteachers. They do not grade.
They do not deal with 50 parents at parent nigbtsmust they calm 70 teenagers during
choir and band rehearsals. Private music teaclseialy teach one-on-one. Even when
they teach group lessons, the group is small. Bneyheir own bosses. They work
according to their own schedule and teach their owriculum. There is a reason why
the research of private music teaching and learhaggnot been undertaken until recently:
“Practitioners in studio teaching simply do notstror value knowledge generated from
systematic research” (Kennell, 2002, p. 253). “Unfartable for you to watch me” and
“I have no time” were the two common refusals wheras searching for participants.

Differing from the many teachers who refused tg@hg of my research, the five
teacher participants were open and outgoing. Thexg wot afraid of sharing their
experiences. Lily and Lauren had completed Mastekusic Education. Patricia had
obtained a Doctor of Musical Arts. Both Lily anduran indicated that their view of
research changed as a result of higher educaliegp;were aware of the importance of
the systematic research. Frank and Sally lovedrplput by sharing their experiences.
Furthermore, all five participants were not surpgdy interested in the research topic.

Their desire to understand more about the fielgrivfate music teaching and learning
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prompted them to say yes.

Bringing out the Best

Teachers have the potential to bring the best Diltedr students. A mentor can have
a significant impact on their pupils’ lives: “Membog is a mutuality that requires more
than meeting the right teacher: the teacher must the right student” (Palmer, 1998, p.
21). But how do students define the “right” teacher

Teacher characteristics and behaviors play an itapbfactor in student motivation,
especially for beginning students (Davidson etl&98; Gembris & Davidson, 2002).
From the descriptions of both teacher and studarticgpants, | found that negative
private music learning experiences are usuallyedlto teachers’ personalities and
attitudes toward teaching. Lily remembered het fitano teacher as a “strict” person.
Her brother could not take the teacher’s “meannasd’therefore quit. Lauren’s first
piano teacher had a “bad attitude” and compareavtierother students. Her motivation
to practice decreased after hearing her teachrexgsiént complaints. Instead of
interpreting their first teacher’s “strictness”lagh expectations, Lily and Lauren both
had negative memories about their beginning piaaotter when they were young.
Agreeing with Sosniak (1985), Lily and Lauren’s ex#des served as an indication that
beginning or young students tend to prefer teachbrsare affectionate.

There was a relationship between the teacher gaatits’ personality and the level
of students they taught. Among the five teachetippants, Lauren, and Sally displayed
a warm, sweet natured personality. They taught imgeting, beginning, and early
intermediate students. The more experienced LitiyRatricia, though still full of

personal warmth, were more serious when they taddjety accepted more piano
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students who were beyond the intermediate leveD&sgdson et al. (1998) found, the
relationship between teacher personality, studexying level, and student age suggests
that personal warmth is more important for youniddedn and beginning students
whereas older and more advanced students arecathigtinguish personality from ability
and require more competent teachers.

Lastly, when asked to describe their ideal teadherstudent participants’ answers
matched researchers’ definitions of an effectiaeler (Costa-Giomi, Flowers, & Sasaki
2005; Davidson et al., 1998; Gembris & DavidsorQ20Using their words in summatry,
a good teacher must listen and talk to studenitee &lres about students’ feelings and is
always encouraging. A good teacher has a warmmtatge humorous, and friendly
personality. Furthermore, a good music teacher doeenly give interesting lessons but
also demonstrates good musical knowledge and tealhatbility to bring out the best in

students.

Lessons for Enjoyment

According to Reimer (2003), a philosophy of musiadhing gives “grounding for
our professional lives, both in explaining our \v&hs a field and in giving direction to
our actions” (p. 1). As there is currently no reshditerature that addresses the
philosophical views of private music teachers, swderested in knowing about the
teaching beliefs of my teacher participants.

Most teacher participants thought that the purmdseusic education is to bring an
enjoyment of music into students’ lives. Througa teaching of the performance
techniques, music theory, and other necessary letumglto interpret music, private

music teachers are nurturing a skill as well ateddng interest. It seems that the teacher
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participants’ teaching philosophies were basedherutilitarian values described by
Reimer (2003). Lauren believes that music educdtaps to cultivate children’s moral
character as well as foster a desirable temperar8alty thinks that music fosters one’s
patience and helps release stress. Patricia satidniisic helps to train children’s
persistence and consistency. The teacher partisigagliefs coincide with Elliot’s (1995)
idea that the primary purpose of music making isstdf-growth and self-knowledge.
Rather than describing a philosophy, the teacheiicpEants identified advocacy issues
surrounding music teaching. The values that tegeheicipants identified were, however,
as Reimer pointed out: “[W]ithout a clear senséhefspecial values of music, and the
pursuit of them as our primary professional oblmatwe are left with no foundation for
our presence in education” (p. 65).

As Lily and Patricia were specifically trained etMusic Talent Program, | wanted
to know if their teaching philosophies differedrfirdhose of the other teachers. Patricia
shared an interesting view when asked about thgogarof music teaching. She had
spent her entire life in an environment steepeaudussic, obeying and accepting her
mother’s plan about music study. From the timeesitered the Music Talent Program,
her destiny was to become a musician. “Learniragheng, and performing music have
become part of my life, like eating and drinkingiig Patricia. She had not given much
thought to the values of music before giving btdhher children. Patricia’s response
paralleled Reimer’s (2003) words that many musiecatbrs are unaware of the
philosophical meaning of their profession (p. 9).

Lily was the only one who stated a clear teachielgeh Her belief was similar to
Suzuki’s philosophy that musical ability is nurtdnather than inherited. Although she

was educated in the Music Talent Program, whichhersgzed talent, she thinks that
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everyone is able to do music given the proper ingirfMy experiences in the master of
music education program have reinforced my befiat music is for everyone. It is not a
subject for a select few.” As Reimer (1989) desatiformalist assumptions encourage
teaching the talented few, so that in the MusiedaProgram, music education focused
on performance programs for the obviously able va#is given to general music
programs for the rest. Duke et al. (1997) pointetitbat although people advocate
“music is for every child,” many piano teacherdJnited States believe that musical
study is for the musically talented. This view gigevails in Taiwan. As a product of the
Talent Program, Lily stated a need to balancedwstting.

To conclude, the teacher participants’ valuing ok teaching forms the basis of
their teaching philosophy. Elliot's (1995) wordsrsmarize the philosophy presented by

the teacher participants:

Music education is not merely desirable but esaktdithe full development of
every student because the primary values of mularausic education overlap the
essential life values that most individuals andetges pursue for the good of each
and all: personal growth, differentiation, comptgxenjoyment, self-esteem, and
happiness. (p. 130)

Teaching Styles

Pratt and Associates (1998) explained that a teggberspective is “an interrelated
set of beliefs and intentions which give meanind gpstification for our actions.” Gumm
(1991) proposed that personal learning experiehkeesyledge of music and music
teaching and learning, philosophical beliefs in iImeslucation, and personality traits are
the elements that contribute to a teacher’s tegcstiyle. As only a few studies have
examined the teaching styles of private music teagh based my analysis on Pratt and
Associates’ (1998) five teaching perspectives (FadiD.1) and Gumm’s (1991) eight

dimensions of music teaching style (Figure 10.2attRand Associates’ five teaching
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perspectives provided a solid and comprehensiveshaddeaching perspectives for
teaching adults. On the other hand, music teadkiagpecialized area that should be
studied in more detail. Therefore, in additionhe teaching perspectives, | also looked at
the teacher participants’ teaching behaviors amdpawed them to Gumm’s eight
dimensions of teaching styles. The teaching petsfscare the beliefs behind teachers’
intentions and actions while the dimensions areatiieal application of the teaching.
Among the five teacher participants, Frank’s teaglperspective was the easiest to
identify. As he taught solely music history anddhe there were no performing aspects
in his lessons. His teaching behaviors represe@tedm’s (1991) Music Concept
Learning dimension in which the music conceptshebty or history are the focus of the
lesson. As earlier described, Frank employs thdittomal “spoon-fed” teaching style
which is similar to Pratt and Associates’ (1998arismission perspective. Transmission
teaching emphasizes the effective presentatioomieat to the learners. Knowledge and
skills are viewed as objects that can be impanetiteansmitted from teacher to student.
In this case, contradicting the theme of teachesponsibility to remove students’
doubts, the teacher decides what the student dotiscontent is the presumed answer
for student doubts. Frank’s words clearly expreseedapproach: “I need to do
everything to make my students swallow all thelimfation that | give them. The
important thing is that they learn and understaAdttiough Transmission teachers
recognize that students’ individuality affects tHearning, students’ personal issues are
placed second to efficient course delivery. WhasKed if Frank remained in contact
with his past students, he said: “I don’t know. Arabn’t care.” He did not interest
himself in his students after his job was done. {Haehers in this teaching perspective

consider themselves experts in what they teacmkArad great confidence in his
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teaching specialty. His response to reading pradeatliterature demonstrated his
perceived his confidence: “I don't read them. | wnihat these articles are available but |
don’t need them.” In order to preserve this confitke “transmission teachers do not
have to become involved in areas beyond their ctenpe. Especially in formal settings,
there are other experts whose role it is to detd widividual difficulties” (p. 63). Frank’s

low interest in teaching counterpoint is an exangblthis attitude.
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Teaching Teachel Learners Content Context Ideals
Perspective
Transmissior- Teachers ar | The focus o | The Large formal Teacher:
The purpose of | experts. the learning is| presentation of institutional settings assume the
teaching is to Their job is | on learning subject matter | such as universities,ideology of
effectively to efficiently | the content. | is colleges, and their
transmit deliver the | Personal well-organized| industrial training | employer,
knowledge and | content to student issues and easily centers are mostly | unless the
skills to students | the students.| are placed structured. likely to foster a subject
from a content second to Knowledge or | transmission matter
expert (teacher or efficient skill is broken | teaching being
text). Thisis a course into small environment taught is
teacher-centered delivery. segments, related to
approach structured, ang “creating a
(pp. 57-82). delivered to better
learners within society.”
an allocated
course time
Apprenticeship- | Teachers ar | The focus o | Teachers an | The contextisth | N/A
The purpose of | master learning is to | content are community of
teaching is to practitioners | learn through | fused as one. | practice.
enculturate who model | observing Community can be
learnersinto a | real life teachers, a family, a trade or
specific practice. practicing vocation, a
community They are an | with teacher’s profession, or a
(pp- 83-103). extension of | assistance, cultural group.
the values | and eventually
and becoming
knowledge | independent ir
in their practice.
community
of practice.
Their job is
to bring the
students into
the specific
commutity.
Developmental- | Teachers ar | The focus 00 | Content is the | Dominant in the N/A
The purpose of | responsible | learning isto | medium North American
teaching is to for building | develop new | through which | science education
cultivate a bridge knowledge, preferred waysg
students’ ways of| between the | skills, or of thinking are
thinking. This is | learners’ attitude based| developed.
a student present ways on the existing
centered of thinking | cognitive
approach and more structures and
(pp. 105-149) desirable revising or
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ways of replacing
thinking those
within the structures.
area of
practice.
Their job is
to help
learners
think like
experts in
the area of
learning
Nurturing - Teacher: Learning is Content is the | Variations of this N/A
The purpose of | help nurture | affected by a | means through perspective are
teaching is to their learner’s which found in Singapore,
facilitate students’ self| self-concept | individuals China, Hong Kong,
self-efficacy confidence | and achieve their | U.S. and Canada.
(pp. 151-172). self-efficacy. | goals and
Learners must build up
be confident | confidence.
about their
learning
Social Reforr- | Teachers ar | Learners arc | Content is The focus ison th | The
The purpose of | teaching overshadowed secondary to | collective —society| ideology is
teaching is to ideals to by ideals. the ideal. based on a
seek a better their students core or
society in order to central
(pp. 173-199). achieve a system of
better beliefs that
society. strive for a
better

society.
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Figure 10-2 Gumm'’s (1991) Eight Dimensions of Musiteaching Styles

Dimensions

Most representative teaching behaviours

Student Independence

Teach students to define and comg
how they feel about music.

Help students rate and characterize h
they feel about music.

Ask students what is important to the
Encourage students to be creative an
imaginative in the class.

Use discussion and dialogue (instead
one-way lecturing) (p. 96

ow

Teacher Authority

Verbally demand sharp attention
tasks.

Communicate an awareness of stude
behaviour.

Monitor student behaviour closely.
Communicate that students should
carry out the teacher’s decisions (p. 9

8).

Positive Learning Environment

Clarify information that students a
uncertain about.

Allow for complete answers by
students after you ask a question.

Be sensitive and accommodate to
student fatigue or frustration.
Support and care about students’
opinions and feelings.

Praise students whenever you see th
do a good job (p. 9¢

Time Efficiency

Try to accomplish several things &
time.

Try to get as many things done within
the rehearsal period as possible.
Require students to act quickly to yoy
directions or questions (p. 1C

=

Nonverbal Motivation

Use facial expressicas a primary wa
to communicate with students.

Use eye contact as a nonverbal way |
communicate to students.
Purposefully change the pace of
activities in class.

Use body stance or body movement :
a primary way to communicate to
students (p. 101

1S

Aesthetic Music Performance

Describe musical events by compar
them to kinesthetic terms (energy,

growth, gravity, or specifi
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movements.

Describe musical events by comparing

them to visual terms (color, shape, siz
or more specific objects).

Describe musical events by comparin
them to feelingful terms (angry, gentle
peaceful).

Teaching performance skills through
use of physical manipulation (flopping
bending, raising).

Have discussions with students about
the musical sound images in their
memory (p. 103

Group Dynamics

Have students separately rehearse

music in groups (sections, quartets...).

Have students working separately on
music (on their own).

Have students in small groups
discussing the music.

Have individuals or small groups
perform for their peers.

Allow an individual student to make

presentations or lead the rehearsal (p.

104)

Music Concept Learning

Ask questions requiring students
recall or recognize musical terms and
facts.

Ask students to diagnose problems in
their own rehearsal performance.
Teach music concepts of theory or
history.

Ask questions requiring students to
choose a rule of music that applies to
particular situations.

Ask questions requiring students to
draw comparisons between different
musica examplis (p. 105

Note: The teaching behaviours presented abovénarertes most evident in my study.
More teaching behaviours listed under each dimensam be found on pp. 167 -171 of

Gumm'’s research.

=T Q
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As the goal of the transmission teaching is tipprly present the content, the
presentation of the subject matter must be wekmiiged and easily structured (Pratt &
Associates, 1998). Frank chose his teaching m&daamusic theory and history
according to the organization of the text: “Chogdine right text book is important. Take
the book of Barbara Mackin for example, the 17 ¢éapin the book are well organized
and edited. [l plan my lessons] according to thaeoof the chapters.” Frank identified
the goal of his teaching as having his students thestheory requirements of RCM
examinations; he needed to cram in all the infolonainto students’ brain in a short time.
Furthermore, although Frank expressed a negatexe &bout his learning in Taiwan, his
teaching perspective was directly influenced bywhg he had learned. Pratt and

Associates explained this phenomenon:

Part of the reason for this perspective’s popularitand notoriety — can be
attributed to its extensive use within public sds@nd other institutional settings.
It is understandable that if, first as children #imeih adults, we experienced
transmission teaching throughout our formal edocative would then embrace it
as a perspectives on teaching for ourselves wheveaeme teachers. And when
we now find ourselves in teaching positions buk lather teaching perspectives
with which to compare and contrast, we draw on pleispective since it is the
only one with which we have familiarity. Since wavie experienced its use
extensively, or perhaps exclusively, it becomeara @f our perspective of what it
means to teach. (p. 60)

The second teaching perspective that surfacedsrstiidy was Apprenticeship. In a
traditional apprenticeship, knowledge and skills l@arned through observation,
modeling, scaffolding, and coaching (Pratt & Asates, 1998). Lily and Patricia both
taught from this perspective. Lily and Patriciaa¢hing behaviors were similar — a
possible consequence of their experiences in th@dviialent Program. Their teaching
showed strong characteristics from the dimensid#gsthetic Music Performance and
Music Concept Learning. According to Gumm (199h)Aasthetic Music Performance

teacher guides students to compare musical examle&inesthetic, visual, and
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feelingful terms: “The beauty of the music is brbtigut through the translation and
manipulation of students’ musical thought and actip. 102). During her lessons, Lily
demonstrated music examples and asked Heathankoahout and describe the
differences. Musical expression was highly empleasia both Lily and Patricia’s
lessons. Lily’s use of Monet’s painting to descrilmpressionism and Patricia’s hanging
of music related paintings and crafts on her stwditis are examples of teaching
students to compare musical and visual eventst@dwhing characteristics from the
dimension of Music Concept Learning included aslghglents to recognize musical
terms (Patricia), asking students to diagnose their performance (Lily), requiring
students to compare music examples (Lily and Raj}riand asking questions such as
when to use crescendo that require students toseh®moule of music that applies to
particular situations (Lily and Patricia). If “hosdo we learn music” refers to student
doubt, stressing the conceptual aspects of musinilegy while still trying to develop
students’ ability to create an aesthetic music Bgpee are Lily and Patricia’s answers to
removing student doubts. These two teacher paaitgdteaching behaviors showed the
strong influence of their rigorous musical traininghe past.

Lauren also expressed the Aesthetic Music Perfocm#aching traits mentioned
above. In addition, her musical teaching style naged the dimension of a Positive
Learning Environment. This dimension emphasizeslézaning should occur in a
positive manner: “The teacher sets a positive matidmpts to be clear, allows time to
assure clarity, and offers positive feedback caeim on student learning” (Gumm, 1991,
p. 99). Teachers in this dimension are sensitivaudent frustration and care about
student feelings. These descriptions suitablydmiden’s words: “I don’t like to push.”

She believes that when the students are learniagsitive environment, the motivation
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to learn will increase. The perspective behind kaisrteaching is the Nurturing
Perspective, where the purpose of teaching iscibtéde student’s self-efficacy (Pratt

and Associates, 1998). Students must be confidenttaheir learning. In this case,
student doubt is removed by having a positive iegrexperience. Lauren’s words
contradict the previously discussed cultural valtiebeying authority. Lauren talked
about her unpleasant experience of being pushadaglent. She did not want her
students to be treated in the same way. Therefuseing away from the tradition,
Lauren’s teaching style showed the most traits sttident-centered approach among the
five teacher participants. Evidently, Lauren’s exégronce again revealed that personal
experience is one critical contributor to a teatshiraching style.

Sally teaches from the Transmission Perspectiveshwiieatures the dimensions of
Teacher Authority, Time Efficiency, and Music Coptéearning. From a pure
Transmission Perspective which emphasizes pregectintent, Teacher Authority
presents “the teacher’s attempt to assert and anaititeir controlling role in the music
classroom (Gumm, 1991, p. 97). This dimensioneasclbsest music teaching dimension
to traditional Chinese/Taiwanese teaching in wisitidents obey teachers’ decisions and
follow the goals set by their teachers. Sally spoke tone that demanded sharp attention
to tasks. She wrote elaborately on students’ natelbm communicate that students
should carry out her decisions. These are all elasgf teaching behaviors in the
Teacher Authority dimension. In addition, Sallyesftexpected Jack to give her quick
answers. She also mentioned that she tried to @Meer materials within the lesson
time. And Sally “confused herself” by trying to acaplish several things at one time.
These teaching behaviors all suggest the Timei&ffoay dimension. Total teacher control

in both time and classroom interaction was Salghition to removing student doubt.
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Teaching Strategies

As described earlier, most teacher participantd aseApprenticeship approach.
Apprenticeship is similar to a parent and chilatieinship. Like parents who raise
children in their own unique ways, private musiacdters have their own teaching
approaches. Teaching strategies are the procedamasd out by teachers in order to
remove student doubt. Some of the teaching stegegere shared among the teacher
participants; some varied.

The teaching strategies observed in this study baee identified in the literature
(Ward, 2004). The Confucius quotation at the beigmof the chapter stresses that
wisdom is obtained through imitation, experience] eeflection. The wisdom of how to
teach is obtained in a similar way. First, the bes@articipants learned to teach by
imitation; they taught as they were taught. Thelegs indicated that the following
teaching strategies were influenced by their owwape music teachers: the use of
materials, musical interpretations, and rewardssda organization, performance
technique, and practice strategies; and attitusleards music. “Of course you only teach
the stuff that you have learned and are familidh\wiLily explained. Patricia added:
“You preserve what you feel good about your tedstieaching and pass that on to your
students.” Secondly, the teachers developed thathing strategies through their own
past teaching experiences. Lily had learned talditine lesson time effectively over her
years of her teaching. Like all the other learnihg, teachers learned to teach by trial and
error. Thirdly, the teaching strategies came fromgirtdesire to solve students’ problems.
Lauren looked for ways to ear train her studentswihey could not identify intervals.
Lily developed methods to help her flute studenésntain good air support for the right

sound quality. The teacher participants all clairtted they “develop their own teaching
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ideas” in order to “make things work.” Lastly, tteacher participants acquired their
teaching ideas from reading professional literatweh as method books, newsletters,
and journals. “l always get interesting ideas fritv@ method books,” Sally stated. Lily
also indicated that she had more ideas about tegetmd learning once she started to
read and reflect on music educational journals.eéNafrthe teacher participants
mentioned that they obtained their teaching strasefjom attending professional
workshops.

None of the teacher participants teach accordirggvtoitten lesson plan,
corresponding with Haddon’s (2009) finding abow ganning strategies of private
music teachers. Lesson planning is one teachiatpgly taught to music education
majors in university method classes (M. Schmidg30However, it seemed that the
teacher participants had never been introducedigadea when they were music
students. Instead of a written plan, the teachercgzants directed their lessons towards
their students’ goals such as passing a certain Bf@dle examination, advancing to the
next method book level, and attending a particoiasic festival. Although the teacher
participants did not follow a particular lessonrplthey organized their lessons in a
similar pattern: technique, studies/etudes, repertand ear training/sight-reading or
music theory—at least as a stated ideal. Teachers had diffeegntences of the latter
events, but the content, however, remained similar.

As the research supports (Colprit, 2000; Duke &r8ons, 2006; Gholoson, 1998;
Kennell, 2002; Pratt & Associates, 1998; Wiggin302), the teacher participants
unconsciously applied Wgotsky’s scaffolding theoryheir lessons (Vygotsky, 1934).
They taught according to students’ zone of proxidealelopment. They discovered the

students’ problems (e.g., Lily found the wrong chbieather was playing). They
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diagnosed the students’ problems next (Lily hypsitted that Heather kept playing the
wrong chord because she used the wrong fingeritpr the problems were identified
and diagnosed, the teacher participants assisiddrgt with solving their problems (Lily
marked down the correct fingering patterns on thisimand demonstrated them on the
piano). And finally, the teachers stepped awaylahdtudents work and learn on their
own (Heather played the chord progression untilgaged it correctly). Colprit (2000)
calls this strategy of applying scaffolding thearyehearsal frame. The frame begins
when the teacher identifies the problem and endswitie problem is solved or another
new problem is found. The teacher participants istestly applied this strategy in their
lessons. According to Heather and Lily, they ledrties rehearsal frame from observing
their own private music teachers.

In summary, the teaching styles and strategies meaiely developed from and
based on the past learning and teaching experi@fitbs teacher participants.
Nevertheless, most teacher participants continoiel@évelop their professional

knowledge after they became teachers.

Professional Development

The teacher participants in this study startedhiegceither in their junior years of
university or immediately after they graduated viattchelor degrees in music. Unlike
school music teachers, private music teacherswedess professional information once
they leave school because they act individuallgdkding to Mullins (1998), it is music

teachers’ responsibility to remain active in th@iofession:

Music teachers should make every effort to keeptetves active professionally.
Stay aware of opportunities and innovations inrtusic field by joining
professional organizations, subscribing to perialdicand attending conventions,
clinics and workshops. Keep performing at a profess level by continuing to
study. Practice and play in public. (p. 86)
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Among the activities listed above, going to gradusathool was a common path for the
teacher participants who chose to pursue furthesieraiudies or improve their teaching
skills.

After teaching music privately for a few years,tbatly and Lauren went back to
UBC for a Master of Music Education degree. Thersesl in the master’s program
focused on school music education so it did naatiy meet the pedagogical needs of
piano teaching for Lily and Lauren. Instead, high@ucation broadened their thinking:
“My thinking changed. | started to relate the kneelde | learned from the courses to my
own teaching” (Lauren). The research methods talught the graduate program also
opened a door for the teachers: “I didn't know ti@re are [journal] papers like these
out there. Now that | know where to look for infation, | search for the topics that | am
interested in.... The reading more or less affectgimking” (Lily). The changes in Lily
and Lauren’s thinking once again revealed the calldifferences in education.
Confucianism states that it is the teachers’ resibdity to remove doubts for students.
Lily and Lauren came from a background where theyewised to being told and they
obeyed; memorization was the main way to becomditarwith the learning materials
in school (Pratt et al., 1999). On the contrargtead of removing doubtsr students,
Western education encourages students to find dheiranswers. Teachers are there to
assist students by giving general directions (W@0§4). The fact that both Lily and
Lauren started to relate their reading and appliedt they had learned from the graduate
program and even noticed the differences showedtbg have become more
independent in their thinking after the graduategpam.

Unlike Lily and Lauren who did their master’s deggen music education, Patricia

and Frank continued their graduate studies in npesiformance. They stated that their
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supervisors (i.e., private music teachers) weretites who most influenced them. Frank
said: “It's not the degree that helped my teachitigthe teachers who influenced me
greatly.” Patricia further explained: “The most ionfant gain is the impact that my
teachers had on me.... | gained teaching strategabuailt a lot of repertoire.” Patricia
and Frank’s words add credence to Ward’s (2004)jiricpthat they tended to teach as
they were taught, reinforcing the powerful impaichmdeling and apprenticeship.

Reading is another way to get new ideas. Goinglioa seems to motivate
teachers to read. Lily and Lauren indicated thay thegan reading professional journals
and books after they entered graduate school.cRastiso said that she read more when
she was doing her doctoral degree. Besides profesdbiooks and magazines, Sally
founds new ideas by going through method books.di&dters from the Royal
Conservatory of Music were another source thahallteacher participants read.

Attending professional workshops and conferencesyeaanother way to help
teachers’ self improvement. Teacher participardgated that they attended workshops
held by the RCM or music stores when time permifféae teacher participants, however,
expressed that they were busy most of the timejtamals difficult to fit the workshops
into their schedules: “I want to go. But the timisgalways not right,” Sally said. “I just
can't find time to go,” added Patricia. Furthermdrauren described that many
workshops seemed to be organized for commerciglgses: “The workshops are okay. |
went to one that was supposed to talk about hashdose and maintain pianos. But it
turned out the organizer of the workshop was trymsell his pianos. Another time it
was an accountant talking about how to preparestaxe

None of the teacher participants had joined anyierteachers’ associations; the

large annual membership fee was one of the reaBased on her friends’ experience,



320

Lily did not think joining the association wouldreit her career: “| don’t need it to get
students. It's a waste of money.” Lauren, Patriarad Frank did not know much about
any associations so they wondered how the assmtiabuld benefit them. Sally wanted
to join but she was too busy to send in the docusndine teachers’ responses revealed
that these Taiwanese Canadian private music temeahnelisolated and often teach without
a support system. Recruiters of music teacherstcesson might need to develop
strategies of reaching out to these teachers te nietn aware of the importance of
joining a support group. These participants alsbndit mention collaborating with other
private music teachers.

Lastly, the teachers continued to grow as perfogmiusicians once they left school.
Lauren continued to take private music lessonalalt student. Lily, Patricia, and
Frank were actively involved in concerts and rdsitAnd Sally performed in cafés.

| have talked about different areas related tqtioéessional lives of private music

teachers in the above sections and proceed to caration.

Communication

The research has indicated that teacher verbal concation takes up the majority
of time in the private music lessons (Colprit, 20D0ke, 1999; Speer, 1994; West &
Rostvall, 2003). My research supports West anddst (2003) findings about teacher
talk; teacher talk dominated the studio music teachf my Taiwanese Canadian
participants. | observed the following exampleseaicher verbalization: testing/inquiring
(e.g., testing students about the definition oaenfonic minor scale), accompanying
student performance (e.g., counting to give a stéadt), giving directives/instructing

(e.g., telling students what to do), giving infotioa (e.g., explaining the whole and half
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steps in a scale), analyzing (e.qg., talking ableitghrasing and shaping of a melody),
using analogies (e.g., story to explain paralletiom), and providing positive and
negative feedback (e.g., praising or pointing owtrang note).

Corresponding to research by Benson and Fung (2084ng directives and
instructions occupied most of the private lessoretiAlthough all teacher participants
talked as if they have adopted a Western appraatieir teaching, traditional values can
be still seen in their teaching. Because teachrerawthority figures who propagate
values, impart knowledge, and remove doubts fatesits, students must respect teachers
by showing their obedience. As a result, challeggeachers is avoided; the student
participants rarely talked during the lessons. Tetmymunicated with their teachers by
obeying their instructions. The only exception aced when Lily asked Heather to
compare music examples and Heather gave her ifeatent participants rarely asked

guestions.

| observed both positive and negative feedbaakuhd more positive than negative

feedback, possibly a Confucian influence, with kesis trying to preserve harmony and

save students’ face. When negative feedback was gitvdirectly addressed specific

musical performance effects, as Duke and Simmadd@6)2also found.

As in Duke’s (1999) study, my teacher participatgsonstrated for and asked more
guestions of younger students. They used differecabulary to ensure that younger
students understood. | also found that more pesféedback was offered to younger
students; general unspecific encouragement likedfooften followed a student

performance. On the other hand, the instructiomergto older students were more
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concise and to the point. More technical feedbaa& provided to older students. In
addition, positive feedback tended to be more $ipdor older and more advanced
students, for example, “I like your tempo” or “ké your tone color.”

Metaphors and analogies were used to present &ahitka or painting an image to
assist interpretation. They were, however, usae@guently during the lessons, in
agreement with Benson and Fung’s (2004) finding.

Because the teachers were the authority, they detodialk in a polite and
emotionless manner. Student participants were smtesl to obeying. They were able to
interpret the functions of teacher verbalizatiod eesponded immediately and
appropriately to meet their teachers’ expectations.

The non-verbal communication found in the privatgsio lessons of Taiwanese
Canadian in this study included teacher modelingjent performance, and interactive
behaviors. Teacher modeling can be further dividemlinstrumental modeling and the
use of singing as a modeling medium.

As all teacher participants except Frank were ptaachers, piano was used for
instrumental modeling. Modeling is an effective iaydemonstrate both playing
technique and musical interpretation (Woody, 2008acher participants played to
demonstrate new pieces, phrasing, tone color, nmgtpatterns, pitches, and style. They
demonstrated and exaggerated the identified prabterhelp students learn. They also
played with students to accompany and guide theoug/n repeated practice. Besides
piano playing, | also observed the use of bodyumsénts. Teacher participants clapped
to show rhythm or keep the beat. In addition, boghvements such as conducting with
their hands or moving their body to express phrasge all forms of non-verbal

modeling observed in the teacher participants’istud
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A second form of teacher demonstration was theotisenging. Consistent with
Rose and Buell’s (1998) study, singing was usetebgher participants to model pitch,
articulation, timing, rhythmic patterns, phrasiegntrasting versions, and musical
interpretation. Singing was also applied when idgnty problems and demonstrating
alternatives, thus providing immediate feedbaclkaillguluring student performance. The
singing consisted of non-verbal syllables. Teaglaeticipants either hummed the melody
or sang in solfége. In these ways, singing wasvadgnt to instrumental modeling.

Unlike instrumental modeling which was usually iatéd by students on their
instruments, the students did not sing after ttegichers. Instead, teacher singing was
followed by instrumental performance. Student sigdiehaviors were neither
encouraged nor observed during the lessons. Mashée participants indicated that they
had received choral education in elementary scl@wbir and sight singing were two
mandatory subjects taught in the Music Talent Rnogrit is also a cultural phenomenon
that Taiwanese people enjoy singing Karaoke asarkeactivity. Therefore, singing was
a familiar activity for most teacher participantghy was singing not being used by
students in the private music lessons?

Singing helps students feel and understand thessbiag melody. When Jiao (2007)
interviewed 50 pianists around the world, piarike Dacques Rouvier said that he always
made his students sing in his private music lesséhgnan voice is the foundation of all
instruments. Nevertheless, music cannot be sepfrat® singing” (p.41). Similar to
Rose and Buell’'s (1998) finding, although the teagarticipants unconsciously applied
singing in their lessons, they did not think ofrtieelves as singers. “It would be a big
problem for me if you asked me to sing,” Patriam® said jokingly. It might also be that

the teacher participants were not taught to singnathey took private music lessons.
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Perhaps that is why they did not think of usingsig for ear training or sight-reading
with their students. So the answer to why singimg wot encouraged in the private
music lessons | observed is simple: the teachachtas they were taught, and singing
wasn’t introduced as part of the lessons when Werne students.

Because of the camera angle, | was unfortunatedplerto have a clear view of the
participants’ facial expressions. | sometimes hadoblem seeing their body movement
because of the limited space. | was only ablefter itheir behavior from the volume and
modulation of their voices. Both teacher and sttighnticipants used medium loud
voices when they spoke to each other. The tea@récipants tended to use a louder
voice when they were speaking while students playkdy also adjusted their speech
and singing voice when they were addressing anprggtion issue. The modulation of
the voice was generally even, but teacher partitgpaccasionally raised their voices to
give a warning or show disapproval. Their tone bezavarmer when giving specific
encouragement. Other than that, the interactiotvedas teacher and student tended to be
polite and focus on the practical aspects of plgyin

In conclusion, both verbal communication and norbakecommunication were
initiated by the teachers. Student performanceth@®nly time that students became
more active. Nevertheless, verbal and non-verbainconication were the methods
which teachers consciously or unconsciously appgbadansfer knowledge and skills to
students. It is through these verbal and non-vdrbhaviors that teacher participants

were able to communicate with students and moremmove students’ doubts.
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The Western Canon

Musicians, along with the general public, alwaysalie taking private music
lessons as “taking piano lessons” or “taking viddissons.” The word “piano” or “violin”
is emphasized. This implies that the focus of ttiregpe music lessons is on learning to
play an instrument. When asked about their motwettd start music lessons, acquiring
an “ability” and nurturing a “lifelong skill” weréhe reasons which teacher, parent, and
student participants identified. Taking these idegether, these words convey that
instead of focusing on the aesthetic aspects ofmftie music itself) or on social roles,
the participants viewed their instrumental lessose from a technical perspective. The
private music lessons | observed were piano les$tatber than the oral approach which
is favored by the jazz or rock music teachers, mimsithese piano lessons means notated
music, which promotes the importance of the abibtyead the music (Nettl, 1995). An
emphasis on technique dominates private musichegsee also Young et al., 2003).
Regelski (2009) critiques instrumental lessonssdiplined practice of technique, music
reading, and literature from instrumental methoalskis, and a focus on the next concert
are the norms for performance instruction” (p.71).

Similar to Nettl (1995) and Regelski’s (2009) carstbns, teacher participants
emphasized Western art music when choosing repartéormed during their own music
education, the teacher participants’ personal musferences were classically oriented,
and the music taught was mostly works from the #estanon. Although Lauren and
Sally claimed that they taught selections from papand movie music, | heard none
during my observations. | was interested in stuslentisical preferences as they were
playing mostly classical repertoire. | found tHa blder and more advanced students

expressed stronger musical preferences than yoondeginning students. Heather, Judy,
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and Natalie both stated that they liked classiaasio Influenced by media and peers,
Heather and Judy had also learned to appreciatdarapusic. The older students were
able to describe and identify the music styles threyerred. On the other hand, perhaps
because they had not yet acquired enough musibutarg, Jack and Leo only gave
vague answers such as liking “piano music” or “jaarsic” when asked about their
musical preferences.

According to Cooper (2001) and Siebenaler (1998 choice of music in private
music lessons affects student motivation. The teraparticipants chose repertoire
according to students’ learning goals, playing lepersonality, areas of interest, and the
areas that needed improvement — but from the Westaron. The choice of music
repertoire is a subject that is extensively disedsturing the meetings of registered
private music teachers. However, the repertoiraddiscussed often focuses on Western
art music such as new works by Canadian composé¢he mew examination syllabus.
There are occasional workshops on the improvisatigazz chords. The emphasis,
however, is still on the teaching of notated mursstead of an oral approach.

The teacher participants tended to start beginnergethod books. When students
or parents expressed an interest in taking a nexsimination, the teachers switched their
students to the RCM system. All the teacher pgaicis used the piano and theory
syllabus from RCM. The reason for using the sylsatas straightforward: to prepare for
examinations.

The teacher participants seemed to misunderstanabk of the piano syllabus and
the piano books published by RCM. A syllabus i®arse outline; it provides a guide for
teachers with requirements for each level to fiatdi lessons planning. A selection of

music from the syllabus is put into a series ohpidooks for the convenience of teachers
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and students. In other words, the piano books danctude all repertoire listed in the
syllabus. When teacher participants talked abarit tinderstanding of RCM system,
they tended to talk about the books rather tharsyiseem. Lily and Patricia both talked
about the organization of the selections in thekbohily noticed an improvement in the
inclusion of more contemporary music styles. Atsaene time, Patricia said that she was
still exploring how to present the materials in bu®ok appropriately. They were mainly
concerned about the content of the piano booksn Ehvaugh Sally and Patricia both
explained that they did not fully understand theMR§y/stem, they were teaching it and
sending students to examinations. The message sedimaghat as long as students could
play the content of the books, their goal (pasiiregexamination) would be achieved. In
addition, Sally mentioned that she also used thiema¢s available at students’ homes.
She taught without studying the repertoire and“&#n[ed] from the materials” as she
taught them. Furthermore, she added: “the choieceatérials is [one way of getting
students to learn.] How you teach the materialsjgse important]. | teach whatever is
available.” Her words reinforced my earlier poibbat the emphasis on the technical
aspects of teaching and playing in music lessons.

Although teacher participants emphasized techiogity, musical interpretation
was also evident in their lessons. Technically,imeaspression is defined as “the
systematic variations in timing, dynamics, timkaegd pitch that form the microstructure
of a performance” (Juslin & Persson, 2002, p. 2R@)sic students must achieve a
certain mastery of their instrument before theytachnically capable of performing all
the elements of music expression listed above.€fbes, private music teachers have a
tendency to delay teaching musical expressivityl tin¢ students are more advanced in

their playing technique (Duke & Simmons, 2006; 5u&l Persson, 2002). It is true that
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Lily and Patricia spent more time talking about a@edhonstrating musical expression in
their lessons for advanced students like HeatheéMNatalie, while Lauren and Sally were
more concerned with getting the correct rhythmsgagiing the right notes. Although
both Lauren and Sally claimed that they talked &lbousic expression in their lessons, |
did not observe enough students to determine ifdraand Sally addressed expression
with their more advanced students. It might alspaesible that Lily and Patricia
emphasized artistic expression because that istheywere taught.

The traditional strategies of teaching music intetgtion mentioned in Juslin and
Persson’s (2002) article were evident; the teaphgicipants applied aural modeling in
their lessons. Teachers, however, have to be esmusibout modeling with little or no
verbal description especially when demonstratingimunterpretation (Woody, 2000). A
teacher’s performance is subjective. Students ntigheé difficulty understanding what to
listen for and what specific skills are neededteripret the music (Juslin & Persson,
2002; Woody, 2000).

Experiential strategies such as the use of metagiwbimagery were also
occasionally present. The experiential strategieewot used to express an emotional
state in the music. Instead, these strategies uss@ to describe the technical skills
required to express a certain emotion. For exangaby asked Jack to imagine the
feeling of playing basketball when he was learramassage of staccato notes. In
addition, contrary to Woody'’s (2000) finding thatvatte music teachers tend to use more
verbally based instruction regarding music expxégsiaural modeling with some aid of
verbal instruction seemed to be the favored wagl@mnonstrating music interpretation

among the teacher participants.
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Teaching experience influenced how teachers tamgistc interpretation. More
experienced teachers like Lily and Patricia weile &b explain the technical skills
required for certain musical emotions. In otheragthe subjective world of the
performer (that is, of course, the teachers’ imegiion of the music) and the objective
features of performance (the technique) are coedgduslin & Persson, 2002). Students
are able to learn the cause and effect of creatingjcal emotion. On the other hand, less
experienced teachers like Lauren and Sally relieceron the notated music. They
mostly followed the expression marks in the musioks and called out “soft” or “loud”
during student performances. Students might no¢ fiel the emotion generated by the
music; rather, they obeyed the printed sign. Tspaase to emotional cues was missing.
At the same time, it might also be that the stusiéobserved in Lauren and Sally’s
lessons were beginners. As a result, their teagladsmore attention to their technical

skill development.

The Power of Examinations and Festivals

As mentioned previously, most teacher participgfdaned their curriculum
according to the RCM examination requirements. @&srepertoire, technical exercises,
sight-reading and ear training, and music theorseve¢so included to varying degrees in
the lessons. Although the teacher participanteeatignized the importance of learning
the above skills or knowledge, they tended to dewodre lesson time to repertoire and
leave little or no time for other important compotse

Technical exercises are used by instrumentalistevelop and enhance motor skills
and by pianists as a way to master their fingerenwent (McPherson & Gabrielsson,

2002). In contrast to the animated and vivaciowdities of the repertoire, technical
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exercises are often regarded as mechanical andBahalks of technical exercises often
consist of drills, scales, chords, and rhythmid¢gras without melodic interest. The
benefit of these exercises is achieved throughatepeoractice. This often mindless
practice tends to lower student motivation angpsctlly labeled as “boring” and
“uninspiring” by students.

While it is mandatory for students who are takingsim examinations to fulfill the
technical requirements, student participants dysgalaa negative view towards playing
technical exercises. “I don't like playing scalkss boring,” Heather said. Natalie stated
that “there is no passion in technique. The piecegnore interesting.” It was two
months before the examination period when | didatgervations. Teachers and students
were at the end of their preparation. | did nottgeibserve how teachers taught
technique. Instead, | observed how teachers testel@nts on technique. For a 60
minutes lesson, approximately 45 minutes were spemépertoire, leaving
approximately 15 minutes for technique, sight-regdand ear training. Sometimes no
time was left at all. When it was time for the teicfjue, teacher participants named a key
and the technique category (e.g., F major sca& minor harmonic chord), and students
performed. Students were asked to repeat the tdlpassage when a problem (e.qg.,
wrong notes; incorrect fingering) occurred. It wad until students got the correct finger
pattern or played the passage flawlessly that Weyt on to the next task. As McPherson
and Gabrielsson (2002) described, repetition sedmbd the only way to teach
technique.

While the technical exercises are considered gartusical performance,
sight-reading and ear training are categorizedibskills of musical performance.

Western art music uses notated music rather thiah @ansmission (Nettl, 1995) so the
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ability to read music is significant in music leugp of the kind described in this study.
Lehmann and McArthur (2002) defined sight-readiasg@aomplex skill that involves
“perception (decoding note patterns), kinesthggegcuting motor programs), memory
(recognizing patterns), and problem-solving sKiltsprovising and guessing)” (p. 135).
It is an ability that allows people to perform nwsiith little or no rehearsal. Ear training,
on the other hand, is the process of developinigiabifor pitch discrimination, pitch
matching, and instrument tuning (Morrison & Fyk02). As there is an ear test and
sight-reading test as part of the technical requémats in the RCM music examination,
teacher participants prepared their students’ siggating and listening skills following
the RCM guidelines. The RCM sight-reading testudels performing a musical excerpt
and clapping a short rhythmic pattern using siglading skills. Identifying intervals,
rhythm clap back, melody play back, and cadencecaodd identification are part of the
listening test.

Although | was unable to observe how sight-reading listening were addressed
during my short visits, teacher participants plaaddgh value on sight-reading skills in
general. Lily and Sally thought that the abilitysight-read is the basis of independent
musicianship. “Sight-reading is the most importdumg for music students,” Lily said.
“One has to know how to play without the assistawice teacher,” added Sally. Patricia
thought that sight-reading was trained by consiltentroducing stimulus (in this case,
new music) to students. On the other hand, whillebstieving that having a good ear is
critical to successful music learning, teacheripgdnts seemed to have a more hesitant
view about ear training, especially the conterthefRCM ear test.

Unlike sight-reading skills which can be nurturktly believes that listening skills

are an inborn ability:
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Honestly, | wouldn’t do ear training if it were niatr the examination. | wouldn’t
teach them “this is a perfect fifth” and ask themmtemorize the sound.
[Listening skill] is related to talent. | have wiear training with a student for a
long time. But he just couldn’t get it. Does tha¢an he cannot play piano? Of
course he can still play and enjoy musiithout having a good eatr. If that’s the
case, why do we include ear training in our teaghin

Lauren held a similar view towards having ear iragrn her lessons: “I think if it
weren’t for the examination, teachers might not paach attention to ear training.”
Patricia identified the advantages of good listgrskills. She taught ear training with or
without music examination requirements: “Good lhsteg skill make you learn faster and
play better.” Patricia also mentioned, however,difeculty of the ear test requirements
for the RCM examination: “Intervals and chords aeey difficult to identify. If we don’t
practice often during lessons, it is hard for stugéo jump into the system all of a
sudden.” Patricia was not the only one who expiedgéculty in teaching listening
skills. Lauren said that “I have to think very hafgbut how to teach them intervals.”
That teachers found it difficult to teach listensiglls may suggest a lack of the
pedagogical knowledge required for ear training ameliance on their own past learning
experiences. Teacher participants reported inctuttie ear training in their lessons
mainly for examinations. Maybe ear training is g@allt to teach because of the strong
emphasis on music notation in Classical music,kanl teachers and students are not
aware of the connections between the notated nansi¢he musical sounds being

produced. Green (2008) explains this situation:

In instrumental or vocal tuition a great deal ofi¢iis spent trying to get learners
to produce a ‘correct’ or conventional tone qualityThus young musicians who
are brought up through notation none the less tekskten to a range of music,
played on the instruments that they are learnimgrder to be able to transform
notation into sound qualities that are acceptedraocdgnized within the social
practices surrounding the relevant style of theimidany approaches to
instrumental and vocal training have tended to sema¢ overlook that
necessity...relying mainly on the teacher to transmith knowledge through
relatively brief demonstration as well as verbgblaration. Thus young
musicians can grow up without expert ears for tiheskof sounds they should be
aiming to produce. (p.71)
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Furthermore, the ear test requirement of the messaeninations are related to technical
knowledge such as naming intervals or identifyingéhant ' chords, which require
prior theory knowledge relying heavily on notatiés. a result, “learners may be able to
acquire technical knowledge through notation whiady are then unable to use
effectively when actually making, or listening tousic” (p. 69).

There are many ways that sight-reading and eamigacould be integrated into the
repertoire. For example, teachers could give stemtions from an unknown piece for
students to sight-reading and could implement sticliegies as avoiding looking at
hands and maintaining the rhythm and meter witkkoutecting mistakes (Lehmann &
McArthur, 2002). They could play unlearned melodmsstudents to echo back as part
of training for auditory sequencing (Haines & Gerl2900). The purpose of this training
is so students can find a connection between wghatiiten and what they hear.

There were two ways music theory was being taugttie private music lesson |
observed. The first was to treat music theory asmdependent subject thus further
isolating it from the actual music; students tooe&dry lessons in addition to their
instrumental lessons. Frank’s teaching is an examfplhe latter. This form exists to
prepare for music examinations. The second isdorporate theory in instrumental
lessons. Elementary music rudiments are usualbyhtathis way. Most method books
integrate music rudiments into lessons. Teachgrlaexthe fundamentals such as key
signatures, note values, and intervals along wittlent performance for beginning
students. For more advanced students, teacherars$yre the harmony, style, form, and
voicing of the pieces.

All teacher participants included music rudimemtsheir lessons. They believe that

integrating music theory into their lessons helpeients practice and interpret music
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better. “It is easier for students to practice teghe when they understand the structures
of the scales and chords,” Lauren explained. Rataicalyzed and explained the structure
of a new piece before her students sight-readiripwant her to hear the harmony in the
music. Analyzing the different voices makes herarathnd what is going on. Once she
understands the structure of the music, she witepate the piece more. She will
understand that the harmony is very important argdriot just the accompaniment of the
melody.”

Of the five teacher participants, Sally spent tlesitime talking about music theory
in her lessons. She thought that music theory @&mbgerforming should not be treated
like two separate subjects. The theory requiremienthe music examinations might be
the reason that music theory is generally vieweaneadditional subject. “It would be no
fun if we treated music theory as a course. Unfately, when you take RCM
examination, you must also take music theory exatian. You must take music theory
as a [separate] course,” Lily explained. Studetudysmusic theory as they would
prepare for a mathematics test. They memorizeules eand write the exercises for the
examination. In other words, student doubts regardiusic theory are removed by
correctly presenting the content of music theohe Tusical aspect is missing in this
approach. Nevertheless, Lily asserted the impoetahteaching music theory: “Music
theory has to be learned. Otherwise [students]tdm@w music.”

Participating in music festivals and taking musiaminations were the two forms
of external student assessment used in the priwasgc lessons in my study. Among the
five student participants, only Heather and Judy &igended music festivals. It was
usually the teachers who provided information almusic festivals and encouraged their

students to participate. However, Lily indicatedttteachers should be cautious about
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sending students to festivals: “Some children @&ny ¢ompetitive. They feel upset when
they do not win a place. As a result, motivatiocdatinue might decrease. Good
communication before sending students to festigalequired.” Mullins (1998)
suggested that giving students the option to séhectcomment only” option instead of
having their performances graded helps avoid dsiapment. Lily’'s sensitivity towards
individual students’ feelings about festivals sorhatwcontradicts the traditional authority
value in which students absolutely obey a teacltktssion to take an examination. The
latter is an example of adapting to the Westertucall value of respecting students as
individuals. All teacher participants indicatedttdaspite the competitive nature of music
festivals, they viewed them as opportunities foistage experience and a chance for
students to listen to others. They also providedhers with objective feedback to
student work and identification of previously unoetl flaws or successes.

All student participants except Jack took musicnaxations. The purpose of taking
music examinations, according to the teacher ppaints, was to provide learning goals
for students. As in the resear@avidson & Scutt, 1999; McCormick & McPherson,
2003; McPherson & McCormick, 2000), music examioragi were treated like a
motivational aid for student learning. The teagbemticipants identified the examination
system of the Royal Conservatory of Music (RCMjresmost popular examination
system among the Taiwanese Canadian community.bogw access to the curriculum
materials, using the same system, and prestige tivertiree main reasons given by
teacher participants for choosing RCM over othsteays.

In order to prepare students for examinations htelaparticipants chose their
teaching materials from the RCM syllabi. Davidsow &cutt (1999) discussed the

positive and negative effects of the examinatistey:
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On the one hand, the system ensures that leanmenstiedduced to a varied
repertoire and specific technical tasks, suchg#-seading, scales and technical
exercises. On the other hand, students can beraomest by the particular
demands of the examination system. An archetype\ueuld be of a child who
could only play the examination pieces, scalestaaldnical exercises and who, as
a consequence, would be unable to engage in imgatoon.... If teachers work
from the examination syllabus alone, they are @akihg other aspects of

musical experience for development. (p. 81)

Although the teacher participants claimed that areg students for examinations was
not their only goal, they taught solely from thamnation syllabus with students who
chose to take examinations. Listening skills agtitsieading skills were included in
lessons mostly because of the examinations. Thetage was prepared according to the
requirements of the examination. Student singing raeely encouraged during lessons.
Moreover, although some piano method books inctustepositional and improvisational
activities, | did not observe any of these actagtin the RCM curriculum. Green (2008)
commented that the examination systems and theafarmasic teaching practices of the
present time have put a strong emphasis on thdagement of linguistic concepts, theory,
and notation. The lack of compositional and impsational activities corresponds with
my earlier point about the emphasis of the notateadic in the classically oriented
private music lessons.

As Davidson and Scutt (1999) found, parent andestugarticipants indicated that
teachers were the ones who suggested taking anreatgon. Respecting and obeying the
teachers as the authoritative figures, parent ardeat participants often accepted
teachers’ suggestions without objection. On themolttand, teacher participants all said
that they “asked” or “discussed” with students #malr parents whether or not to take an
examination.

The results of music examinations can influencdestts’ self-efficacy (McPherson

& McCormick, 2000). Similar to what Lily mentionebout sending students to
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competitions, teachers have to pay special attemttten sending young children to
examinations. Indeed, teacher participants alltfielt students should not take music
examinations at an early age. Teachers identifiedral 9-years old as the appropriate
age. Sally worried that the pressure of preparatight lower children’s motivation if
examinations were introduced too early. Patricipl@red that she waited until students
achieved a certain technical level before sendiegitto examinations. “When they can
interpret music a little,” she said.

Student participants generally had positive ateégitbwards music examinations.
“[The music examination] more or less helps inceeay music knowledge,” Judy
explained. Heather said that she had undergoneraLifph preparation for her
examinations yet she did not mind doing it. Natakeressed her stage anxiety and how
she always played better at home, yet she enjdyeethbment when she got to see her
scores: “so | know that all my hard work paid &fhd if | [get a good mark], | know that
| have improved each time.” Overall, student pgrots saw examinations as
opportunities for self improvement. It may be tegaminations are another form of
authority that students obeyed, followed, and usqutove themselves.

None of the parent participants in this researctewweshy. They supported teachers
and their children’s decision to take music exarmms: “We don’t know much about
music. We listen to the teacher’s suggestions miote time” (Mrs. Woo). Mrs. Cho,
Mrs. Chen, and Mrs. Woo believed that taking mesiaminations was a way of proving
their children’s ability: “It's a qualification” (Ms. Chen). On the other hand, Mrs. Yang
was not a big fan. Since Judy was going to pursugicras a career, Mrs. Yang did not
care about grades: “What'’s the use of the gradas8acher wanted her to take an

examination so she went. But | personally don’ecout this examination system.”
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Their words stressed my earlier point that teache¥the main reason why parents send
their children to examinations.

To conclude, music examinations were one of themneaarning and teaching goals
for most teacher and student participants. Thehneramrganized their lesson content
around these events while most students practaeitiém. Only a few studies have
explored the role of music examinations in privatgsic lessons (McCormick &
McPherson, 2003). This is definitely an importargaathat requires more attention.
Nevertheless, music examinations and festivalssassaedents’ musical learning. They
assess how successfully student doubts have bewmved. Regardless of the different
views held by participants, the music examinatiamg festivals figured prominently in

the private music lessons of these Taiwanese Camadi

Students and their Learning

In my literature review chaptdrdescribed students as inexperienced apprentices
learning from experts. Private music students areigque group of people who share
similar characteristics and experiences. In thisiee, | share my discoveries about
private music students, including my student pgodicts and their teachers, when they
were students.

The five student participants (Heather, Leo, Jaldtalie, and Judy) were all born in
Taiwan and came to Canada during their primaryed@chentary school years. Heather,
Jack, and Judy had a few years of elementary scigoiol Taiwan. Natalie and Leo began
their school education in Canada. Among the thteerstudents who went to school in
Taiwan, Judy studied in the Music Talent Prograuh sgrent the longest time in the

Taiwanese school system. According to their paretitstudent participants but Jack
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were high school academic-achievers, consisteint Buitke et al. (1997).

Corresponding with Duke et al. (1997) and Jgrgeag2001) research, all five
students started their private music lessons aady age. Heather started taking piano at
6, and Leo, at 5. Both Judy and Natalie startesh¢akusic lessons at 4. Jack, who
started taking lessons at 10, was the late stameng this group of children. Three
students (Heather, Natalie, Judy) started to tak&ge music lessons when they were in
Taiwan; two (Jack and Leo) began their lessonsana@a. In addition to piano, all
student participants were learning a second orddestband instrument either through
school band or string programs or private musisdas. Three students played violin
(Judy, Jack, and Leo); one played trumpet (Jacig;ce played flute (Heather). Besides
Natalie, who is an only child, the other studentipgants all have siblings who had or

were currently taking private music lessons.

Theme 3. “Putting into practice what you have leared”

Confucius once saidxtie er shi xi zhi, bu yi yue RU[ls it not a pleasure to acquire
knowledge and, as you proceed, to put into praetitat you have acquired?] (Ku, 1984,
p. 1). This saying corresponds with what the teapheticipants told me. The purpose of
music learning was for students to enjoy music &ipgithe knowledge and skills they
had acquired. The only way to master the musicaledge and skills learned in private
music lessons is through practicing. But what nadgg students to endure the long hours
of practicing and continue with their lessons?

The reasons my Taiwanese Canadian student partisip@ok private music lessons
were mostly extrinsic. Similarly to Duke et al.5907) study of piano students in the

United States, all student and teacher participstated that they took instrumental
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lessons either because their parents suggesteddhsy or made the decision for them.
Other extrinsic reasons in this study included:dbevenience of having an instrument at
home (Lily & Sally), the convenience of having @pte music teacher coming to teach
at home (Jack), the possibility of becoming a glesue music performer (Sally), the
influence of siblings (Frank), the influence of pe@_auren), and the usefulness of a
hobby (Frank). Sally was the only one who cleahgwed intrinsic motivation from the
beginning: “I always like singing as a young childThat’s why | said yes to piano
lessons.”

Although the majority of the student and teachetigpants began their private
music lessons externally motivated, it is intrinfsictors that helped students persist with
their lessons and practicing (see Pitts et al.0DBRGAgreeing with Davidson et al. (1996),
based on my interviews of both student and tegoasrticipants, | found that the students’
extrinsic motivation for learning gradually becamginsic once they became teenagers.
Heather, for example, explained that although shesl piano to satisfy her mother, her
liking of music grew as she played. This love ofsiedurther motivated her to study
flute and violin. Judy said that she practiced amdtinued to take lessons because “my
mother forced me in the beginning. Now | have ma@eticing a habit. And | have
gradually cultivated an interest in music.” Thegalents have put their acquired music
knowledge into practice and, further, more findaslare in it. The other example is
Patricia who at first practiced to obey her motwed teacher. According to Patricia, she
did not become self-motivated until she was preygafor a piano competition in Grade 8.
Although performing in the piano competition wasresically motivated, this
motivation was reinforced by a desire for achievehasd competence. This need to

achieve success and avoid failure became inteath(idallam, 2002).
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A desire for self-efficacy appeared to be anothgirisic reason for students in this
study to pursue their musical learning. Accordimdttllam (2002), feelings of
competence in music promote intrinsic motivationvde music students continue to
take lessons and practice or even make a caremednanusic because they believe that
music is one thing they can do successfully. Jady that she liked playing violin
because it made her feel special. Lauren and Saildlythat they “don’t have anything
that helps them excel” except music. Although Retrand Lily both indicated that they
sometimes felt they had limited their learning tosie, they both thought that music was
the only path where they felt secure and confidenbther words, that they played an
instrument made the students shine and standamttfre crowd. The feeling of being
able to do a task well is a pleasure. The pleastbeing capable of putting what they
have acquired into practice leads to increasedvaiidn (Bandura, 1989).

Students’ attributions of success and failure plag a big part in their intrinsic
motivation (Dweck, 2000; Legette, 1998). Underittfeience of the Confucian values,
both student and teacher participants attributett Huccess in private musical learning
to effort rather than ability. Although Lily, Patia, and Judy were labeled as “talented”
when they were young, they ascribed their musichilesvement to “practicing hard.”
Consistent with C.P. Schmidt’s (2005) finding, thder and advanced students like Judy
and Heather attributed their achievement to inicins mastery orientations. Judy
attributed her achievement to her efforts and sh€tiappy when [I] overcome a
problem” while Heather identified practicing asde® to her “enjoyment” of music. On
the other hand, the younger and beginner studiget&¢o, Jack, and Natalie related
success to extrinsic, ego, and failure avoidanmmtations. Leo defined success as

“getting them right” (failure avoidance) while Jaitiought “getting the stickers”
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represented success (extrinsic reward). FurtherNa&lie related her achievement to
“getting a good mark” (extrinsic reward) and “te@ther says | do a good job” (ego
involvement).

Jack was the only one who permanently dropped fopiaao lessons right after my
observations of his four lessons. As mentionediptesly, the tense mother-son
relationship made practicing a negative experi¢acaim. Intrinsic motivation never
developed over the one year that Jack studied pidr®purpose of practicing for Jack
was to obey the authority of his teacher and mottiierdon’t practice then | don’t know
the stuff and the teacher will get mad of me farpracticing.... And my mom gets mad
because | am spending her money.” His words cooresgd with research that children
and teenagers often try to fulfill the expectatiohseachers and parents (Brand, 2002;
Jordan-Decarbo & Nelson, 2002; O’Neill & McPhersgf02; Persson, 1995). As Pitts et
al. (2000b) predicted, as Jack relied mainly omiesic factors for motivation, when the
external motivation diminished (i.e., his motheapgied pushing him), Jack’s desire to
learn faded. When students’ goal orientation towamehcticing and music learning are
for extrinsic reasons, they will be more likelytithdraw from music lessons (Smith,
2005).

Both Duke et al. (1997) and Williams (2002) stateat balancing music lessons
within other activities is another reason childgent private music lessons. Jack, for
example, was facing increased academic pressune entered junior high school. He
gave up piano because he had difficulty findingetitm practice. Natalie also stopped
taking piano lessons for six months soon afteiotheervations; she was preparing for the
entrance examination for a Transition program. \idgnter to concentrate on her studies,

Natalie’s mother called her teacher and asked feak from piano. Although Natalie
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resumed her piano lessons after her examinatieralibve examples clearly reveal the
value that Taiwanese parents place on academiorpehce; they support their
children’s decision to quit when the choice is begw school work or private music
studies.

Although the teacher participants continued theirgte music learning in order to
reach where they are today, two of the teachersththat they had temporarily
interrupted their musical studies. Like Jack antbBNe Lauren and Sally took breaks
from their lessons when facing academic pressunggim school in Taiwan. They did not
resume their lessons until they moved to Canadalendcademic pressure decreased. In
addition, Lauren also remembered that she had tsdwesral short breaks when she was
younger. Interestingly, Lauren and Sally’s pareatk different approaches when dealing
with their daughters wanting to quit piano lessdr@iren’s mother did not try to push or
persuade Lauren to continue her lessons. Lauree thaddecision to stop or resume her
lessons herself. Lauren’s mother also never fohezdo practice. Lauren believed that

this freedom increased her intrinsic motivation:

People think that if a mother does not insist andmdd’s instrumental learning,
the child will quit easily. But sometimes forcinghild to continue learning may
have negative results. The child might turn agaimstiearning because of
pressure from the parents. Music is something terpeyed. In the case when the
child is still interested in music, giving her sotimrae to think about what [she
wants] over the breaks might be a good idea. At l#as is how my mother dealt
with me.

In another words, Lauren was implying that intringiotivation (interest in music) might
be negatively affected by extrinsic motivators guds’ persistence) when extrinsic
motivators are not properly implemented. Laureo aislicated that her interest in music
was her own and that “she never likes to be pusliést. mother’s understanding of her
daughter’s personality and ability to deal with daughter accordingly provided the

needed motivational factors. On the other handy'Sahother encouraged and persuaded
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Sally to stay with her piano lessons when Sallytedo quit. Although her mother
encouraged Sally to continue her lessons, it wig'Senterest in music that kept her
going. Lauren and Sally’s stories demonstrate\alie extrinsic motivators such as
support from parents can positively affect studetdsisions to stay with their lessons,
intrinsic motivators such as enjoying and havingraerest in music are actually what
made the students persist with their private migsisons.

Student participants seemed to have a clear viewtathy they practiced: to
improve their skills. Heather, Judy, and Natalsoadtated that they practiced to entertain
themselves, somewhat supporting their teachergfiibht the purpose of music lessons
is enjoyment. Apparently, the older and more adedrstudents were starting to realize
the pleasure of applying knowledge, finding meritnihat Confucius said that it is a
pleasure to put knowledge acquired into practice.

Besides the learning time spent on the weekly lessmost learning happened
during practice time. Student participants practitem 10 minutes to two hours per day
depending on their playing level and age. Olderahdhnced students tended to have
longer practice times than younger and beginningesits. As Coffman (1990) confirmed,
although the student participants understood teaithers’ expectations about practicing,
they typically invested less time than their teaslexpected. For example, Patricia
expected her advanced students to play more thanwarper day. Her student Natalie,
indicated that “sometimes | don’t practice. Somesnmplay 10 to 30 minutes.” Jack said
that he understood the practice expectations dehisher and mother yet he skipped
practice because he “lost interest in piano andedto do something else.”

Regulated practice schedules are a common prattategy that instrumental music

teachers sometimes impose on their students (Diukie €997). Despite the fact that
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teachers have different expectations about studaaisice time, none of the teacher
participants used this strategy explicitly withitheudents. As Hallam (2001) and
Jargensen (2002) found, Lily and Sally believe thatquality of practice was more
important than the quantity of time. Effectivelyapticing the acquired knowledge from
lessons is valued by the teachers. “Students aewith their own lives. | don’'t expect
them to practice every day. If they meet my exfdemta, | do not regulate them on how
much time they should spend on practicing,” Lilyds&ally also explained: “I don’t
force them to practice for a certain time periodt Bpressure them so that they have to
present the good stuff to me when we are havirgples If it's not good stuff, then |
won’t want to listen [to their playing].” Althoug8ally did not assign a specific practice
time to her students, she expected her studeptabtice at least five days a week. She
asked students to put down a checkmark after thegtiped each day. By counting the
checkmarks in the lessons, she was able to mdmtwroften her students practiced.
Sally’s use of check marks to record practice tisr@milar to the practice time records
that are a popular strategy for younger studentsxél®t al., 1997).

Teachers’ expectations of practicing were someticoeseyed to students in subtle
ways. Sally was the only one who gave specificiesdout what she expected for the
next lesson. She wrote down everything she wargedtindents to do in a notebook and
relied on the notebook to record students’ progrélse notebook served as a written
record of the acquired knowledge. For other teapheicipants, practice expectations
were embedded in the lessons when strategies nteoeliiced. These were delivered as
hands-on experiences to students. In another wibrelseacher participants practiced
practicing with students during their lessons.

As described earlier, teacher participants unconsty applied scaffolding theory in
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their teaching. They located the problem, analyzddund a way to solve the problem at
hand, and assisted students with practicing umgijgroblem was resolved. The goal was
to solve a specific problem. The process of solarmgpal-oriented problem is the
“deliberate practice” mentioned by McPherson andvirek (2001). Deliberate practice
could be found throughout the 20 lessons | obse’dr identifying a problem, teacher
participants broke the music into appropriate sedmand practiced with students until
they had overcome their difficulty. When teachingeav piece, teacher participants
taught students to play hands separately and slgwdgually increasing the tempo.
Repetition was a practice strategy that all teapheticipants showed their students
in their lessons. Hallam (2001) and Pitts et @0() found that repetition is the most
common strategy applied to obtain physical motdiss&uch as getting right fingerings
or increasing the speed. In my study, repetitios alao used as a trial and error method
when students were exploring dynamics, tone calad, articulations. Teacher
participants asked their students to play a phuasiethe desired result was achieved.
Uszler (2003) indicated that repetition is an absotequirement to develop motor skills.
Once the motor skills are developed, students beamare of how skills can affect the

sound they produce. Uszler categorized how studeats through repetition:

Stage 1 — “Become aware of what'’s to be done amdtbalo it” (p. 22).
[Teachers find and analyze the problem and shoudestis how to solve it.]

Stage 2 — “Provide support while skill is beingrtead” (p. 22). [Students learn
through repeated trial and error with their teashgumidance and feedback.]

Stage 3 — “Develop an inner awareness” (p. 22udé&its learn through trial and
error and transfer their teachers’ comments imeilrieedback.]

Stage 4 — “Repeat skill, refining it” (p. 25). [8&nts continuously use the skills
learned during the lesson and refine the skilloahé.]

Stage 5 — “Skill becomes second nature” (p. 29)e[3kills become automatic
and continue to be refined throughout studentsicalitearning.]
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Stage 6 — “Awareness of what can affect skill’Zp). [Inner awareness is finally
achieved, arriving at the goal of deliberate praci

While advocating the importance of repetition, @salso suggested that teachers should
be cautious about using repetition in the beginsitages because “the heart of motor
learning is inner feedback” (p. 21). Without deyeihg inner awareness, “blind”
repetition can reinforce behaviors without awarer@ghe appropriateness of the
behaviors (Johnston, 2002). When this happens)erabcan be practiced instead of
solutions.

Student participants tended to practice scalescises, and repertoire in a routine
way paralleling their lessons. As mentioned presigustudent participants expressed a
dislike of practicing scales and technical exeigg/en though the teacher participants
showed their students how to practice during lessthre student participants did not
necessarily follow their teachers’ strategies, afpalso noted by Hallam (2001). And
teachers could only infer how their students pcactiat home: “Honestly, | don’t know if
they follow my practice strategies at home. It i masponsibility as a teacher to show
them [how to practice] though. But what they arend@at home is really beyond my
control” (Lily). Self regulators like Heather anddy established good practice habits
through self instruction and self guidance so tlveye able to select strategies to match
their goals (see also Nielsen, 2001; Hallam, 2004¢y both indicated that they used the
practice strategies demonstrated by their teacershe other hand, playing through and
repeating the entire piece seemed to be the omaiegty that younger students like Jack,
Natalie, and Leo used. As cognitive psychologistscated that metacognitive skills do
not develop until children grow older (Lutz & Stearg, 1999), these examples suggest

that time is needed for young instrumentalistsita into self-regulators (Hallam, 2001,
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McPherson & Renwick, 2001).

Overall, the confidence of being able to put acegiimusical knowledge and skills
into practice and further find pleasure from whregtyt had learned was the intrinsic
motivation for student participants to continuehatheir private music lessons and
practicing. Students practiced what they had aeguiirom the lessons) in order to put
into practice what they had acquired (thus becomioge independent musicians). It is
through this process of practicing the known araypessing through the unknown to a

new known that true learning takes place.

Gender Differences

While gender issues may not be as prominent a3 othitural issues in this study
and are not directly related to either “removingibii or “Putting into practice what you
have acquired” themes, there are still severalsaitest | would like to address because
these areas are directly related to student madivat

First, instrumental choice was related to studeggnhder (Conway, 2000; Elliot,
1996; Harrison & O’Neill, 2000; Ho, 2003). For expl®, singing and piano playing are
usually viewed as female music activities whereaglocting and large orchestral
instruments are for males (Ho, 2003). Supporting indings, the girls in my research
tended to choose indoor instruments such as viblite, er-hu (Chinese fiddle), and
piano while the boys favored brass instruments sgdinumpet and French horn. In
addition, as it was Taiwanese parents who madeidesi about their children’s
instrumental choices, the latter also chose theumsents according to the gender
stereotyping (Dibben, 2002). For example, Lily’'sther thought that the flute was more

appropriate for girls: “It is elegant for girls pday flute.” The Taiwanese parents in my



349

study show a strong tendency to support gendegatigring in their instrumental
choices.

Secondpased on the gender of most of the teacher andrgtpdrticipants, music is
considered a feminine activity in the Taiwanese womity. Taiwvanese Canadian private
music teachers’ career choice was also influengatidir gender. Frank talked about
how his wife had studied music yet was againstlbigsion to pursue music as a career:
“Taiwanese parents wouldn’t want a musician daugdiotenarry another musician
because [musicians] do not make a lot of moneyemegal.” Sally explained her parents’
attitudinal change towards her career choice afterswitched from business to music:
“They did not fret too much because they thought #s a girl, it was not necessary for
me to fight in the business field.” These examplesent traditional Taiwanese values
that link a career in music to women. This findoggresponds to Hallam, Rogers, and
Creech'’s (2008) findings that female instrumentslgedominate in Asia.

Lastly, parent participants noticed different atliés to learning between Taiwanese
Canadian boys and girls in this study. Girls wemerattentive and tended to practice
voluntarily without reminders. Boys tended to héess patience and needed more
parental supervision when practicing. Girls weraerective and showed more interest in
their musical learning whereas boys were more passid appeared less interested.
Boys lost interest in music easily while girls wenere persistent in their musical studies.
Girls were more obedient whereas boys needed nootdisg from their parents. This is
consistent with the findings of Whiting and Edwar(1L974) cross cultural study of sex
differences in children’s behaviors. Moreover, Tangse Canadian girls practiced longer
and responded more to teachers and parents whigedpent less time practicing and

were less likely to respond positively to encouraget or pressure from teachers and
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parents. Similar differences were noted by HallaB0@) in her study of sex differences
of school aged students’ music attainm@tthough most of the references | used in this
section discuss Western students, the genderdliifes are similar between Taiwanese
Canadian studentbB) conclusion, gender had an impact on the chdigestruments,
career direction, and the attitudes towards privaisic learning of Taiwanese

Canadians.

Theme 4.Pei— Keeping Company

All five parent participants in this study are niedrwomen in their late thirties and
early forties living with their children. Four di¢ women claimed that they are the
primary caregivers and hold the primary responsgytibr nurturing and educating their
children (Mrs. Woo, Mrs. Choi, Mrs. Ho, and Mrs.ngg. Only one, Mrs. Chen, indicated
that her husband shared equal responsibility ism@ their child. In addition to the
parents that | interviewed, the five private musiachers also stated that their mothers
were the ones who decided they would take privatsieriessons.

Contrary to Duke et al.’s (1997) findings aboutguds of private music students in
United States, none of the Taiwanese parent paatits received formal music training
when they were young. One started taking pianmtesfor a short term after her
children began piano lessons in order to help hidren learn better (Mrs. Yang).
Instead of having positive attitudes towards miessons as children as Duke et al.
described, three parents did not have positive miesiabout their school music
education in Taiwan. Because of the pressure ¢f itpool/college entrance
examinations, the emphasis on academic subjecte n@adacademic subjects such as

music and art less important. It is a common phesr@n that teachers of academic
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subjects such as Mathematics and Chemistry bolewime of music classes for
examinations or additional lessons for those acadsubjects (Ministry of Education
Taiwan, 2008; Xiao, 2007). However, music teaclséisneeded to submit the students’
grades to the school, and the easiest way to gtadents was through tests. As not
enough time was given to music training, those wiwd not afford private instrumental
lessons outside the school received low gradesatisfesctory grades lowered confidence.
As a result, the parent participants’ negative egpee of school music education was
often related to not being able to identify theasofior the music tests or not being able to
sing in front of their classmates.

As Orsmond and Miller (1999) mentioned, despiteftot that these parents did not
have a good impression of their school music edutathey enjoyed all kinds of music
activities as amateurs. Among these music acts/isaging and listening to music were
most enjoyed. Karaoke singing, singing in choird aimging religious music were the
three singing activities parents identified. Pasemiusical preference varied from
religious to popular music.

In addition to the above music activities, teachgasents seemed to have been
involved in more musical activities than the paneatticipants. For example, Lily’s
mother played piano; Lauren’s mother sang in threroanity choir; and Patricia’s
mother collected records and listened to classmaic extensively. From the teachers’
descriptions of their parents’ musical listeningfprence, | found that classical music
was the predominant music style played in the te@cfamilies. The above examples
coincide with Sosniak’s (1985) findings that mogtthmusic achievers are from families

interested in avocational music activities.
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Research indicates that high parental involvenetiie key to successful musical
learning in children (Barry & McArthur, 1994; Dawdn et al., 1996; Duke et al., 1997,
Macmillan, 2004; McPherson & Davidson, 2002; McRBober& Renwick, 2001; Pitts et
al., 2000a; Pitts et al., 2000b). When | first abitee parent participants about their role
in private music lessons, their immediate respovee“l pei him/her.”Peiis a verb that
literally means to keep someone company. This respehows that the parents believe
that their primary role in the private music less@to stay with their children
throughout the whole process of private music liegrriPei’ can be further divided into
the following functions: finding a teacher, prowiditransportation, providing financial
supports, acting as a coach, communicating withgheher, being an audience,
reminding the child to practice, attending whiléldten practice, and providing support.
Among these activities, involvement with childremisisical practice has a direct impact
on children’s learning (Zdzinski, 1996).

Consistent with Duke et al. (1997) and Barry anccAtéhur (1994), the parent
participants provided more supervision for theiugg children early on. In contrast to
Duke et al.’s (1997) finding that parents of piatadents in the United States usually did
not sit in their children’s lessons, all five Tamese parents indicated that they sat with
their children when they first started their lessso they would be aware of what
happened in the lessons in order to help themratehtn fact, it is mandatory for parents
to be present in group music class such as the Wamagram and the Suzuki method so
they can assist their young children (Colprit, 200@randa, 2000). The differences
between Taiwanese and American parents stem frdiffeaence in cultural values
addressed in the first theme. Taiwanese parerasthsrity figures are responsible for the

well being of their children. They also sit in dretlessons to make sure that their
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children are being obedient.

Besides attending their children’s lessons, somensitook further steps to broaden
their own musical understanding in order to enhdhe# children’s learning. Mrs. Yang,
for example, realized that she could not monitordi@est daughter’s piano practice
because she did not have any musical training. Wetgoal of developing her second
daughter Judy into a professional musician, shgestéaking piano lessons herself when
Judy started. “I needed to know about music soolhkwhen Judy made mistakes in her
playing,” Mrs. Yang explained. Similarly, Mrs. Chalso took adult piano class after she
found that her son was struggling with his firsinm teacher: “I could only be patient and
pei him in the beginning [without knowing about pian8p | took piano lessons myself.”
Besides taking lessons, Mrs. Choi borrowed bookgiano instruction from the library
and studied them extensively: “| wanted to know hownotivate and assist my son in
his piano learning.” Again, the authority aspeatvglent. These Taiwanese Canadian
parents felt that they were obligated to assist ttteldren in learning, consistent with
Ying Ling Wang's (n.d.) saying that parents argooesible to feed and educate their
children in his famouSan Zi JingThe Three Characters Classics].

The parent participants were involved in their dtgh’s practicing in various ways
of Pei. The first obviougpeiis that they all have to be there to occasiorfadiynind”
their children to practice (Duke et al., 1997; MeRon & Davidson, 2002). Although
older and self motivated students like Julia andther understood that practicing is a
necessary commitment and they practiced voluntdhgir mothers mentioned that there
were still times when they needed to prompt thaurghters to practice when they were
younger. This behavior is consistent with Dukelé&t §1997) findings that parents of

younger students “remind” or “make” their childneractice more than the parents of the
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older students. Nevertheless, “reminding” and “mgkior “motivating” their children to
practice was a difficult task for some parentsorder to convince her daughter to
practice, Mrs. Chen used a point reward system whenwas very young. Immediate
rewards such as chocolate bars or playing time frighds were given after certain
reward points were achieved. These are the in@nthat parents of young private music
students tend to apply when making their childreaciice (Duke et al., 1997). Mrs. Ho
also had trouble getting her son to practice. Algfol did not spend much time
observing the parenting style of Mrs. Ho, | couleiaely see that the way she educated
her son fits Davidson and Borthwick’s (2002) dgstion of the traditional authoritarian
style in Chinese culture; she was strict, highlgtoolling, and expected her son to obey
and do as he was told. Since Mrs. Ho did not hagpgy musical training and could not
assist Jack during his practice, she asked Jagikitofront of the piano and practice for a
certain time. When Jack did not act as his motkpeeted, she yelled, scolded, lost
patience, got angry, and eventually gave up on mgakack practice. Practicing thus
became a recurring negative experience for botthen@nd son. As McPherson and
Davidson (2002) said, there are “mothers who apgaetr have little idea about how to
support their children’s practice, and therefotevaéd them to do very low levels of
practice” (p.147). Poor practice habits lead torgearning outcomes. Seeing the
tensions and the unhappiness between the mothesoand was not surprised to find that
Jack quit his piano lessons soon after the intenaed observations. It is hard to say if
Jack would have had a more pleasant piano leagxpgrience if Mrs. Chen had applied
a more encouraging parenting style. One thingeyli Jack’s intrinsic motivation to

play the piano did not develop.
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Listening to children practice is the second forfinp@ (Duke et al., 1997;
McPherson & Davidson, 2002; McPherson & Renwicl)DOAIl five parent
participants listened to their children practichisllistening can be further divided into
listening attentively while guiding and assistihg thild and a less active listening while
doing other activities such as household choreseading. Consistent with McPherson
and Renwick (2001)’s study, most parent participalgicreased the time of the attentive
listening after their children passed the begirmtege. However, they still monitored
their children’s practice through less active ligtg. In fact, four families placed their
piano in the living room where the piano sound agréaroughout the entire house. Mrs.
Yang’s house was the only one that had a music réddithout special soundproofing,
however, practicing could still be easily heard.aNludy was younger in Taiwan, Mrs.
Yang used to listen to Judy practice upstairs atdsdence while she worked in her
breakfast eatery below. Her purpose was to maleethat Judy had fulfilled her daily
practice requirement. “I also listened for the @ksts she made during practices [and
later told her to correct them],” Mrs. Yang addatthough Mrs. Woo had consistently
mentioned that she did not have enough musical leune to understand what her
children were learning, she acted as an audiendsefadaughter: “My daughter would
specifically ask me to listen to her play. | wositlon the couch, just listen to her, and
compliment her afterwards. That made her happysidss serving as an audience,
parents also listened to their children’s pracise&eompanions: “[My daughter] gets
bored [easily]. So | am always around reading anglbhousework when she practices,”
Mrs. Chen said. Mrs. Choi agreed: “I want him t@Wnthat he is not alone. It was torture

when he needed to face the piano all by himself.”
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Guiding or assisting children’s music practice & gnother form of parental
involvement (Duke et al., 1997; McPherson & Davids?002; McPherson & Renwick,
2001). As mentioned previously, parents tend tolgwuir assist their children in the early
stage of musical learning and gradually step aier &hildren have established a positive
practice habit or when children become more selfhrated as they get older (Davidson
et al., 1996). Given that young children usuallyénahorter attention spans and require
more adult supervision in their learning, it isyldgical that the parents tended to
supervise their children when they were younges.Nbhoi, for example, avidly assisted
and guided her son Leo in his piano practice irfitlsetwo years of his piano lessons: “I
spent one to two hours everydaypi him. | drew the notes [on the flashcards] aed
him [to get familiar with the notes]..I sang with him when he practiced.... Even my
mother-in-law understood that [she had to take dwehousehold chores] whepéi
Leo to practice.” When | asked Mrs. Choi if shdl &eelped Leo now, she said: “Not
anymore. He is older now. And he is more [knowledie about piano] now.” Mrs. Choi
and other parent participants’ words about how #tepped back after their children
matured a little revealed their level of knowled@ge.described previously, the parent
participants in this study had received little ormusical training. They were able to
assist their children in the beginning stages wdigple musical concepts such as notes
and basic fingerings are learned. Neverthelessicaiuastruments need to be learned
through the actual playing. Therefore, by the tshelents reached the level beyond the
basics, these parents could no longer keep upthegih progress so they backed away
from their role of assisting their children.

As Pitts et al. (2000b) found, the parents’ corgohmoral support and the positive

attitudes towards private music learning were atgaortant to children’s learning.
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Encouragement such as Mrs. Woo's verbal praisdvasdChen’s use of rewards are
examples from their stories. In addition, implennegipositive attitudes such as Mrs.
Woo’s encouraging her daughter to attend examingt@md festivals and Mrs. Yang's
ambition and eagerness for her daughter Judy tonbe@ musician all greatly influenced
their children’s attitude towards learning musid deing musicians.

To conclude, it is the different forms péi of Taiwanese Canadian parents that
create an effective musical learning environmenthteir children. Research indicates
that these different forms of parenpali can also be found in the Western private music
lessons (Duke et al., 1997; McPherson & Davids0022 McPherson & Renwick, 2001;
Pitts et al., 2000b). Similar to Macmillan’s (20G#)ding, offering assistance, providing
encouragement, reminding their children to practaeel listening to their children’s

music are the kinds of parental involvement idésdifn this study.

The Importance of Positive Relationships

Students’ parents were the ones who reinforcecestudarning at home. They often
made decisions about issues related to studemtatpmusic learning such as their
participation in examinations and scheduling less@ood communication between
teachers and students’ parents plays a vital nodeiccessful private music teaching and
learning (Bobetsky, 2003).

Teacher participants identified that they had pessitelationships with their
students’ parents. The fact that Lily, Lauren, &adly have spent more time in a Western
society, has led to alterations in their traditioredlues and the adoption of some,
sometimes contradictory Western values. For exammdead of seeing themselves as

authorities, Lily, Lauren, and Sally viewed themesl as equal in status to their students’



358

parents. They said that they eventually becamadsavith their students’ parents over
the years. Their relationship started with disaussiabout the children’s learning. As the
teacher and parent became better acquainted, tdntgdsto exchange more personal
conversations. Lily described her relationship viién students’ parents: “We are not the
type of friends who would go out and have a cupadfee. We don’t go out for dinner.
Our conversations usually revolve around the candbut the conversations have shifted
to other topics such as where | am going for vacdtiLauren said that her students’
parents were not afraid to communicate with hef:¢@urse we are not close friends, but
we communicate well. They feel free to call me angt It's mainly discussions about
their children, but sometimes they gossip and asstipns like if | have a boyfriend.”
Sally claimed that she treated students and tlaeers as partners in a team: “It is
important to treat students’ parents like friendd.don’t want to be the teacher who
thinks of herself as an authority. We three areaat” On the other hand, Frank and
Patricia’s relationships with students’ parentsev@iore traditional. Following the
Confucian value of respect for authority, Franldghat his students’ parents “respect”
him. Patricia thought that she and students’ pareoinplemented each other: “We help
each other to make children learn pleasantly. pecate with parents’ request. At the
same time, they cooperate with me.”

Teacher participants communicated with their sttglg@arents in person or by
phone. Casual chats after lessons were the moghoarform of communication. In
order to avoid hurting students’ feelings, teachaat parent participants tended to discuss
children’s problems by phone. A change of lessme tiwvas another reason for teachers

and parents to call each other.
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Overall, teacher participants and their studerasepts supported each other to
provide the best learning environment for studdBtgh teacher and parent participants
indicated that they kept an open communicationraathtained a positive and friendly

relationship.

Valuing Private Music Lessons

Previously, | discussed the traditional culturdues of Taiwanese Canadians and
how these values influence private music teachimgl@arning. Here, | want to discuss
how private music lessons are valued, beginning haw Taiwanese students’ parents
value private music lessons — their reasons fadisgrtheir children to private music

lessons.

Theme 5. Status Symbol

Several reasons contributed to parents’ decismssiid their children to private
music lessons. First, was the decision to fulfilemf their childhood dreams. As
Williams (2002) described, these parents wantegive their children something they
had missed. Perhaps because some parents didvecd Ipgeasant memory of school
music, they did not want their children to expecethe same helpless feelings: “Itis a
way to compensate myself for what | missed as la.clly family could not afford music
lessons when | was young. | was good in singind didn’t have the ability to play an
instrument. This has been my biggest regret until,hexplained Mrs. Choi. Mrs. Ho
wanted to provide more options for her childrendéh’t know much about music. |
could not read the notes [in my high school mudidpn’t want my children to be like
me. That’'s why | send them to lessons.” Mrs. Yalsg described: “My family was poor.

| used to envy children who took instrumental lessd herefore | sent my children to
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lessons when | was financially able.” Mrs. Chertlar admitted that she was trying to
grasp what she missed as a child: “It is my dreamectrue seeing my beautiful daughter
performing on the stage!”

Secondly, Taiwanese parents believe that takingaessons promises their
children a better life. They think that music isecessity to cultivate children’s
temperaments and personalities. They see musigvay to express feelings and cope
with emotions. They also view music as a life skikt their children might be able to use
as an alternative way of earning a living. In aiddit they read and hear about how music
helps brain development in the media. Since tagimgte music lessons has become a
societal norm, most parents are afraid that tHelden will fall behind because
“Everyone is doing it!” (Mrs. Choi). Thus, they déed to send their children to private
music lessons at an early age. As Borthwick andd3aw (2002) described, this is a
“hothousing” technique in which parents delibenat@ntrol, plan and push their
children towards maximum potential. Mrs. Yang'sadd constructing Judy’s musical
career path is just one example of this “hothousiaghnique.

Third, sending children to music lessons represgstatus symbol for the parents; it
is an indicator of parental success (Jordan-Dec&rNelson, 2002). Of the five parent
participants, four parents indicated that the redkey did not receive proper musical
training is that they came from a poor economidkiemunds. Being able to afford
private music lessons for their children meant thay were doing better than their own
parents financially. For these parents, their cbilés education is sometimes regarded as
an investment, as Sheppard (1998) mentioned. Téng was strongly emphasized in Mrs.
Yang and Judy’s story when Mrs. Yang said thatveteld not allow her daughter to quit

music because she and her husband had alreadyedwsssmuch money and time. Her
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statement about how her daughter’s study of musiadht her family’s social class up
the social ladder from blue collar class to a stathich was capable of supporting and
nurturing a musician suggests that taking musdes is prestigious. Mrs. Chen
expressed the same view when she talked about i@Wwaped her daughter would be a
musician. In Mrs. Chen’s view, a professional miagias an ideal job that brings out
human “beauty” and “righteousness” in comparisontter professions. Music,
according to Mrs. Chen, is a discipline that bebotgpeople with highwen hua shui
ping.” In other words, music belongs to people of higbmcial class who are well
educated and affluent both culturally and finargidlhus, vanity may be satisfied by
sending children to music lessons (Jordan-Decarib&ei&on, 2002).

Lastly, other reasons such as the influence ofdisethe convenience of a teacher
coming to the house, being fair to all the childmrethe family by providing the same
opportunities for learning, and keeping childreteeiained or busy are other motivations
for sending their children to private music lesstivag surfaced during my conversations
with the parents. Regardless all these other resasloa desire to fulfill a childhood dream
and to achieve a higher status symbol were theebiggotivations for Taiwanese

Canadian parents to send their children to privaisic lessons.

Teaching as a Fall Back Alternative

While looking at student motivation regarding bewgitg, continuing, or stopping
lessons, | also took an interest in why teachecsiine teachers. Private music teachers
usually come from a performance background (Wab@42 Many music graduates
become studio instrumental teachers or begin tagahiring their college years (Haddon,

2009). However, there is always a cause behindfteet. Why do some music students
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choose private music teaching as a career?

Several reasons surfaced in this study. Similarlsttdent motivation for learning,
motivation for teaching can also be categorized @xtrinsic and intrinsic categories. The
first motivational factor is related to self effaga The teachers indicated that music
teaching was the only career they could pursug.felt that she had “no choice” after
she graduated because she could not think of gihemwithin her capabilities. Lauren
said that she was interested in being a music ézaetd did not “have other specialized
skills.” Sally thought that “music teaching is thely profession | can rely on.”
Furthermore, Patricia explained that music teachsrspmething into which she can “put
in her greatest efforts” and “do her best.” It isvtan nature to avoid feelings of
inadequacy by choosing a job where we feel mostpebemt (Stipek, 1988). It is their
perception of ability that impacted on the teagbeaticipants’ decision to teach.

A secure and stable source of income is an impbetaninsic reason for becoming
private music teachers (Araudjo, Santos, & Hents@@9; Haddon, 2009). When asked
why they teach, most teacher participants’ answedased to income: Lauren indicated
that private music teaching brings a “stable incgi8ally said that teaching “earns
bread”; Patricia was “trying to make a living”; akRdank taught to “make some bucks.”
These words demonstrate a reality; many privategrieachers begin by teaching for the
money. However, despite the fact that teachertestéeaching for extrinsic reason, their
teaching motivation often became intrinsic aftée\a years of teaching — should they
persist. Lily’'s experience provided the best exanfildidn’t want to be a teacher in the
first place.... | [later] felt accomplished becau$¢eaching.... | gradually developed an
interest in teaching.” In other words, Lily has mtat she has acquired from teaching

into practice and started to find pleasure in teeghn addition, the simple personal
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relationship in the working environment and fleeilbbork schedule were other extrinsic
motivations identified by the teacher participants.

Nevertheless, the words of teacher participantseagiith Haddon (2009) and
Araujo et al.’s (2009) conclusion that private neusiaching is valued as a fall back
career because it is difficult to earn a stableme as performing musicians. Private
music teaching is the only way they know to mamtasocial status which their parents

have purposefully built for them.

| have highlighted the topics and themes that eatefigpm the private music
teaching and learning of Taiwanese Canadians snctimpter. | will answer my research
guestions and discuss the implications of my reseas well as directions for future

research in the following chapter.
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Chapter Eleven: The End of the Journey

“It does not matter how slowly you go, so long as ¥o not stop.”
Confucius

| began this study as a Taiwanese Canadian pninagec teacher with many
guestions. It was my desire to understand the rutitiprivate music lessons among
Taiwanese Canadians that motivated me throughrtieegs of writing this dissertation.
The purpose of my ethnographic study was to des¢hie private music teaching and
learning culture of five Taiwanese Canadian privatesic teachers and five of their
students and students’ parents who all lived ina@rmeVancouver, British Columbia at the
time of the study. The main data collection methadse observations of video-recorded
private music lessons, formal and informal intemseand journaling. In this final
chapter, | answer my research questions. The &gnife for teachers, students, and

parents and directions for future research areiatdoded.

Further Limitations of this Study and Possibilitiesfor Bias

Before proceeding to the findings, it is importemteview limitations noted earlier
and expand on a few additional points. First, thdifigs apply to the five triads
identified in this study, immigrants residing irsecific geographical area and sharing a
historical experience of a particular kind. Thengferability (Lincoln & Guba, 1985) of
the conclusions depends on the judgement of thieress to their wider applicability.
The teacher participants in my study may not baedy tepresentative of the broader
pool of Taiwanese Canadian private music teackeliéyg as they were to be a part of
my study. Despite my attempts to be impartial aratket my biases, that | knew some of

the participants prior to the study, even if | dt know them well, may have impacted
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on the findings. The teacher participants’ methbaeoruiting parents and students could
have biased the results as they chose willing pareith no explanation of the nature of
this willingness. The videotaping of the lessons wat without its own difficulties.
Variations in the placement of the camera andithmg of the taping, although a
pragmatic necessity, were not the same acrossoferations. Also the lessons were all
videotaped over a 2-month period towards the entleomusic teaching season, before
examinations. This fact limited the kinds of lesstimat | observed (mostly rehearsals of
known materials rather than new teaching).

Finally, most of the interviews were originally Mandarin. It was challenging to
translate the texts into English. Because it iBadift to translate errors of speech and
idioms, the English quotations seem more polishad they were in the original and |

had to fill in words that were implied in the Chaseoriginal.

The Findings

This study was based on four research questior®yIpresent my findings in a
guestion and answer format which directly addredsese research questions.
What is the context of the private music lessonsTaiwanese Canadians?

Despite the fact that the ethnic origin of my pap@nts was Taiwanese, the context
of the private music lessons of these Taiwanesadians was similar to the context of
private music lessons in the Western world as dssdin the literature (Aradjo et al.,
2009; Duke et al., 1997; Kennell, 2002; Pitts et2000b; Sosniak, 1985). That is,
Taiwanese Canadian private music teacher partitsganght in a private setting either in
their studio or at students’ homes, usually onepne- Weekly lessons, annual recitals,

music festivals, and examinations were all pathefr private music lesson activities.
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Piano was the instrument taught in these privatsieriassons. The curriculum
emphasized Western art music.

These Taiwanese Canadian private music teacHeranaé from a performance
background. They started their musical trainingraearly age and received formal
musical training from universities or colleges. Mari them continued with graduate
school and got advanced degrees in music perforenanmusic education.

The parents of the Taiwanese Canadian private nstgitents in the study all had
high levels of education (college and above) anceveéher business owners,
professionals such as doctors, or working in therination Technology related field.
The fact that they were able to continue to supibait children with the expense of
taking private music lessons suggests that thegesgéully maintained their financial
stability after they moved to Canada. None of theept participants had received formal
musical training as children. They, however, engbyarious musical activities such as
listening to music and singing as amateurs.

The student participants of this research werergkgeneration Taiwanese
Canadians. All of them were born in Taiwan and cém@anada during their elementary
school years. Most of them started their privatesimlessons at a young age in
accordance with their parents’ decisions. Mosheke student participants were high
academic achievers, and they all played more thanrstrument.

Further research could determine if the many aspEdhis context are typical of
the private music lessons of Taiwanese Canadianssathe country. Do Taiwanese
Canadian music teachers come in general from pedoce backgrounds? How does this
musical background impact on their teaching? Davdaese Canadian private music

teachers typically pursue higher education? lirdoy? Do only economically successful,
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middle class parents support private music lesgartteir children and why? Will the
third generation of Taiwanese Canadians followestablished pattern in regards to
music lessons? If not, how does the pattern chaogess generations? Then, there is the
possibility of cross-cultural research by compatimg contexts of Taiwanese Canadians
with those living in Taiwan to determine differes¢similarities and their consequences.
Do the changing cultural belief systems undermmsupport teaching practices acquired

in Taiwan?

What are the cultural beliefs underpinning privat@usic lessons for Taiwanese
Canadians?

Traditional Taiwanese values had a strong but umagledged influence in the
private music lessons of the Taiwanese Canadiamy istudy. Obedience to authority
and avoiding challenging authority were major Caidu values that surfaced. Teachers
and parents were viewed as authoritative figureshrerarchical system. Students and
children were expected to obey their teacherstilesibn and fulfill their parents’
expectations. As a result, children obeyed thaiemia’ decision to send them to private
music lessons, and students often played a geypeaskive role in the private music
lessons while trying to follow their teachers’ wendithout questioning.

In addition to the traditional value of obediencetthority, a desire for Western
independence was also identified. Participantscatdd that they preferred Western
education over Taiwanese education because ohtpbasis on critical thinking,
individual creativity, personal development, arekfifom of expression. Some parent
participants even changed their parenting styler aftoving to Canada because of the
Western influence. Nevertheless, despite the Fattteachers and parents seemed to be

advocates for Western education, traditional valuere maintained in homes or private
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music lessons. The frequently contradictory behaviound in teachers and parents
served as evidence for this clash.

Overall, the main cultural belief underpinning @i® music lessons for Taiwanese
Canadians was an apparent clash of cultural belisssems that the participants were
trying to cling to and preserve aspects of bottuces or were unaware of the conflicting
values they were experiencing. There is, howeveonmection between “independence”
and “obedience.” The literal translation of “indegence” in Chinese means
self-sufficient or self-reliant, which is not thpmosite of “obedience” (Xiao, 1999). The
desire for children to be independent is the wasttliem to have the ability to support
themselves. In another words, it is possible toliedient and independent at the same
time. Using this explanation, some of the contrialicbehaviors can perhaps be
explained to a degree. Do parents realize thanttependence they favour may differ
from the Western understanding of critical thinkargd independence? In conclusion,
after moving to Canada, these Taiwanese Canadasformed a culture in which
different cultural values are emerging. These nalues are being formed from
perceived desirable aspects of both cultures.

The nature of these emerging values and their ilmpadaiwanese Canadians as
well as on mainstream Canadian culture is a rield fior future research beyond private
music lessons. How do Taiwanese Canadian paredtstadents negotiate the Canadian

educational system? How do the conflicting valuregact on family life?

What kinds of teaching and learning experiences acen Taiwanese Canadian private
music lessons?

The teaching and learning experiences that occlaiwanese Canadian private

music lessons in my study are not much differeminfthose in traditional private music
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education in the West (Colprit, 2000; Costa-Giotrale 2005; Duke et al., 1997; Kennell,
2002; Young et al., 2003; Pitts et al., 2000asRittal., 2000b; West & Rostvall, 2003;).
Similar to the Western private music teaching, nfesivanese Canadian private music
teaching followed an apprenticeship model. Theexeeption was that Frank taught in
the Transmission perspective, perhaps becauseilhecs(i.e., music history) is content
oriented.

Taiwanese Canadian private music teachers teagmiove student doubts. The
teaching styles, teaching philosophy, teachingeggras, the use of teaching materials,
teacher-student communication, and the focus oncnexaminations in these Taiwanese
Canadian private music lessons were all comparaitihe\Western private music teaching.
There are several reasons for this similarity.tFire instrument being taught in the
lessons was piano — a Western instrument. Secoaltitgacher participants were
trained in the Western canon. Their teaching sules@ty mirrored their own learning
experiences. Nevertheless, some of the music tesaalgge exploring more
learner-centered (constructivist) approaches tchiag (Reimer, 2003) even though they
were unaware of the literature underpinning themaeStudents encultured in the
Canadian school system may be encouraging changlesir teachers’ teaching styles.
The music teachers’ voiced different attitudes @athing behaviors towards
mainstream Canadian students (e.g., lower expentatind assigning less homework),
preferring to work with Chinese students who wepgarobedient. A number of potential

areas of research surfaced:

1. What are the similarities and differences amongehehing styles of Taiwanese
Canadian, Taiwanese, and Canadian music teachegdAdse similarities and
differences in teaching styles also found in Casa@ind Taiwanese schools?

2. Do Taiwanese Canadian private music teachers feaalanese Canadian
students and Canadian students differently? Ihew, and why?

3. Do Taiwanese Canadian music teachers prefer tbitep€hinese students?
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Why or why not? If so, how?
4. Do Taiwanese Canadian parents choose Taiwanedeteaghen possible. If so,
why?

The pleasure of being able to put knowledge antsskequired from the private
music lessons into practice was the main reasothéraiwanese Canadian students in
this study to continue taking instrumental less@wngruent with other research
(Davidson et al., 1996; Hallam, 2002; Pitts et2000b), intrinsic motivation was the key
to successful instrumental learning. Students gkihe ability of “putting the acquired
into practice” through practicing their instrumersactice strategies were introduced
implicitly during private music lessons though miaaig Repetition and deliberate
practice were two common practice strategies thpeared in this study. In addition,
gender also had an impact on students’ learning\bets such as instrumental choice
and practice habits. These gender issues provide opportunities for research. All of
these issues could be studied in both Taiwan amédza Is there a gap in the
achievement of boys and girls in private musicdes® Why? Who teaches private music
lessons— males or females? Why? Who studies music privatege? Girls or boys?
Why?

Lastly, parental involvement was also an importart of the Taiwanese Canadian
private music teaching and learning in my studyw&aese Canadian parents were
involved in their children’s musical learning thgiudifferent ways opei. Coaching,
providing encouragement, reminding children to pcag and listening to children’s
performances were the various formgefthat surfaced in the study. Although the
literature indicates that similgei behaviors can be also found in the parents of &iest
private music students, parents of Taiwanese Canatiudents seemed to assume greater

authority in theimpei. If or howpeiis changing among Taiwanese Canadians as well
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Taiwanese is an area for future research.
How do Taiwanese Canadians value private music ¢tes®

According to my teacher participants, the purpafgerivate music education is to
provoke students’ enjoyment of music by teachiregrtperforming techniques, music
theory, and music interpretation. Teacher partitipahared a belief that music learning
promotes utilitarian values such as helping toastepressure and foster a desirable
temperament. In fact, rather than value the aastagpect of music, Taiwanese
Canadians tend to value private music lessongnactical way.

Taking private music lesson represented a stgtubal for these Taiwanese
Canadians. Private music education is expensivenBawho are capable of affording
children’s private music lesson must have achiaretimaintained a certain social
economic level. Fulfilling parents’ childhood dresuand the vanity of being able to send
children for private music lessons were examplgwiofite music lessons as status
symbols.

Moreover, for the Taiwanese Canadian teachers istagy, private music teaching
is perceived to be a fall back job that providesficial security in a world where being a
musician is a financially risky proposition.

Do Canadian and Taiwanese private music teachtedergs, and parents hold
similar views about the value of private music tes? Given the strong valuing of
academic achievement among Taiwanese Canadiansinayg@tance do they place on

school music?

Significance of this Research

| started my Doctoral program as a frustratedgieumusic teacher who had many
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guestions about teaching music to young childrerer@y years of study, | have learned
how to think more critically, ask questions, fingsaers, and report my findings.
Unfortunately, most private music teachers are@st¢archers. Many of them may share
the frustrated moments | once had. | hope thisygtwavides insight into the world of
private music teaching to help these teachers thindut and understand their own
experiences more fully. Hopefully, they will findd identified issues and themes
beneficial to their teaching and personal develagnAdthough the participants of my
study belong to the Taiwanese Canadian culturerqhvate music educators might find
similarities across cultures. | know that thereraeny Taiwanese Canadian students who
study with private music teachers from other caltgroups. This study describes the
experiences of the children taking lessons witlwdaese Canadian teachers and
provides a better understanding of the roles afesits and their parents. Hopefully, the
study will help both classroom and studio musicoadiors develop a deeper
understanding of music teaching and learning aguebater sensitivity to cultural issues
that may impact on learning. A study similar to engould be undertaken of Taiwanese

Canadians studying music with non-Taiwanese pritegehers.

Future Research Direction

Although there is some published research on giwaisic teaching, this body of
work is small compared to the vast research onrgénaisic education. Moreover, most
of the research | encountered on private musioteswere studies from the United
States, England, and Australia. | also cited agapers in this area from Brazil, Sweden,
and Taiwan. Surprisingly, | did not find any systgio research about private music

education in Canada. Throughout this chapter | lradieated a number of rich
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possibilities for future research.

Last words

| have taken a slow approach in writing this dits@n. As a novice researcher who
came from a performance background, | faced ditiesiin analyzing and writing but |
never stopped. There were times that | doubted linysel never stopped. What kept me
going was the pleasure of putting what | was aaggiirom this study into my own
practice. Being able to discover knowledge and¢onbve my doubts” through my own
thinking rather than based an external authorigylbeen a pleasure. Thus even though |

am going slowly, 1 will not stop.
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Appendix 2

Participant consent form (Teacher)

Participant Consent Form

UNIVERSITY OF VICTORIA

DEPARTMENT OF CURRICULUM AND INSTRUCTION
FACULTY OF EDUCATION

An Ethnographic Study of Private Music Teaching and_earning among Taiwanese
Canadians in Vancouver, British Columbia

Dear private music teachers,

My name is Kim Hsieh. Like you, | am a Taiwanes&&i#an private music teacher. | am
also a Ph. D candidate at the University of Vidotiam writing to invite you to be a
participant in my doctoral research titldd Ethnographic Study of Private Music
Teaching and Learning among Taiwanese Canadians Wancouver, British

Columbia.

Over my years as a private music teacher, | hatieetbmany things about my teaching.

| have become curious about what happens in Tase@@anadian private music lessons.
Unfortunately, there is no research about the privausic teaching and learning of
Taiwanese Canadians. | feel that it is importabad into this culture because it is only
by studying or examinationining our culture clostigit we will understand ourselves
more fully. The purpose of my study is to provideescription of the culture of private
music lessons of Taiwanese Canadians in VancoB@er|n order to get a better
description of the culture, |1 would like to studhetexperiences of Taiwanese Canadian
private music teachers, their students, and statieatents.

If you agree to participate in this research, herehat would be involved.
® | would ask you to distribute an information letterall your students/parents age
between 9 to 12 years old. If your students/parargsnterested in the research,
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they will contact me. Five students/parents dyailldw selected randomly from
those who are interested in the research. Agesistity criterion for student
selection because children in this age group shoellchature enough to provide a
clear description of their experiences of privatesio lessons.

® The research period will be two months startingpnil. During these two months, |
will video-tapefour of your music lessons with the consenting studédeo-taping
will be used to minimize disruptions of the lessans to make it easier for me to
analyze what occurred. Before each lesson | wall/jgle you with a summary of my
observations. You will be invited to clarify anyasanges and add any additional
information. If you are interested in watching theeo, it will be made available to
you. We can watch it together, or you can watehane. | will be interested in your
thoughts as you observe your teaching.

® Besides observing your lessons, | will need to talitou so | can have a better
understanding of your views about private musichesy. Two interviews will be
needed — one before the observation period anéfv@ethe observation period.
While | developed questions for the first intervibased on my own experiences
and the literature, questions for the second irgerwill be related to observations
of the videotapes and your first interview. Bottemriews are going to last
approximately one- to two-hours long. The internsevan be held in quiet places
such as your music studio, home, or a quiet cafergver you feel most
comfortable about sharing your experiences. Ba#rwews will be audio-recorded
for later transcription.

® Because your thoughts and feeling about privatdaneissons are important, during
the research period, | encourage you to to comtadby telephone or e-mail
whenever you have questions or want to chat albeutesearch. You are also
welcome to show me any objects related to your otigsiching such as your notes
or thank you cards from your student.

® The language used in the research will be both Manénd English, whichever
you prefer.

® | will ask you to read transcripts of interviewsddessons so you can check their
accuracy. | hope to discuss with you emerging tiseseeyou will have opportunities
to clarify what has happened, expand on ideaspamdde new insights about my
analysis.

During the interviews, you may decline to answey guestion. You can withdraw from
the study at anytime without any reason or expengnnegative consequences. If you
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decide to withdraw from the study, | will ask yaudllow me to use the information |
have collected so far. If you do not consent, | natt use your data and will destroy it
immediately. There are no known or anticipatedsigkyou by your involvement in this
research. However, this study may cause some ingavees to you including the extra
time needed for the two interviews, informal dialegand discussion about emerging
themes. You will likely not be accustomed to havengdeo-recording device in the
studio and someone observing your teaching.

As a researcher, | will have to protect your privegince | am the researcher and | will
be talking and observing you in person, | will knetvo you are so you will not be
anonymous to me. However, | will try my best to fxgeu anonymous to anyone else.
No one but | will be able to relate the persorhia tesearch with you. | will use
pseudonyms (made up names) in my dissertation alplicptions. Your name will
remain confidential.

All information | get from you including video-tapehandwritten notes, audio-tapes,
e-mail print outs, and artifacts will be lockediapa cabinet in my private study. Data
which | key-in into the computer will be saved ipassword protected file. Only my
supervisor and | are able to see the data. Afiarsh writing the dissertation, | will
return the video- and audio- tapes to you and dgsitit other data.

| will be discussing emerging themes with you ardfying the accuracy of my
interpretations and narrative. The results of #search will be written as a dissertation.
After | complete my dissertation, | will give youcapy as a thank you. | also plan to
present the dissertation in scholarly meetingsthfeumore, | anticipate publishing the
results of this study.

This research may benefit you by providing a desiom of the world of private music
teaching to help you to think about and understana experiences more fully. You
might find the issues from this research benefimiglour teaching and personal
development. If you have any questions, pleasefffieelto contact me or my supervisor.

My contact information is:
Phone: 604-931-6438 cell phone: 604-306-8569  e:mmsiihchih@uvic.ca

My supervisor’'s name is Dr. Betty Hanley. Her cahiaformation is:
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Phone: 250-721-7835 e-mdihanley@uvic.ca

You may verify the ethical approval of this studyraise any concerns you might have,
by contacting the Associate Vice-President Resealr¢p50) 472-4545 or
ovprhe@uvic.ca

Yours truly,

Kim Hsieh

Please sign below as an indication that you haae amd understand the role of the
participant in this study and agree to particigege volunteer in this research.

l, agree, to participate img¢bearch study titledn
ethnographic study of private music teaching and krning among Taiwanese
Canadians in Vancouver, British Columbiabeginning in [time]. | understand that the
participation is voluntary. | understand that | nvathdraw from the study at any time
without any negative consequences.

Signature: Date:

| agree to be video taped during the private lessord audio recorded during the
interviews.

Signature: Date:

Please keep the pink copy and return the white copyp me. Thank you!
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Appendix 2A

Participant consent form (parents)

Participant Consent Form

UNIVERSITY OF VICTORIA

DEPARTMENT OF CURRICULUM AND INSTRUCTION
FACULTY OF EDUCATION

An Ethnographic Study of Private Music Teaching and_earning among Taiwanese
Canadians in Vancouver, British Columbia

Dear parents of private music students,

My name is Kim Hsieh. Like you, | am a Taiwanes&&i#an private music teacher. | am
also a Ph. D candidate at the University of Vidotiam writing to invite you to be a
participant in my doctoral research titldd Ethnographic Study of Private Music
Teaching and Learning among Taiwanese Canadians Wancouver, British

Columbia.

Over my years as a private music teacher, | hatieetbmany things about my teaching.

| have become curious about what happens in Tase@@anadian private music lessons.
Unfortunately, there is no research about the privausic teaching and learning of
Taiwanese Canadians. | feel that it is importabad into this culture because it is only
by studying or examine our culture closely thatwiié understand ourselves more fully.
The purpose of my study is to provide a descriptibthe culture of private music
lessons of Taiwanese Canadians in Vancouver, BGrder to get a better description of
the culture, | would like to study the experienoé3aiwanese Canadian private music
teachers, their students, and students’ parents.

If you agree to participate in this research, herehat would be involved.
® The research period will be for two months starthpgil. During these two months,
| will observe four of your child’s private musiedsons. Although many parents do
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not come into the music studio while their childreave lessons, some parents sit in
with their children during lessons. That will badi Since want to disturb the
lessons as little as possible, | will video-tape fbur lessons and watch the lessons
later.

® Besides observing your child’s music lessons, I mekd to talk to you so | can have
a better understanding of your view of private radsssons. Two interviews will be
needed—one before the observation period and dteretlae observation period. |
have developed questions for the first interviesdahon my own experiences and
the literature; questions for the second interwaivbe related to observations of
the videotape and your first interview. Both iniews are going to be
approximately one to one and half hour long. Therinews can be held in quiet
places such as your teacher’s music studio, hormeegaiet café, wherever you feel
most comfortable about sharing your experienceth Baerviews will be audio
recorded so | can transcribe the discussion angletheck it afterwards for
accuracy and an opportunity to add any furtherildeta

® Because your thoughts and feeling about privatdanieissons are important, during
the research period, | encourage you to communifozseééy with me by telephone or
e-mail during the research period.

® You can speak in Mandarin or English.

During the interviews, you may choose not to ansavgrquestion. You can withdraw
from the study at anytime without giving any reasomxperiencing any negative
consequences. If you decide to withdraw from thestl will ask you to allow me to use
the information collected so far. If you say navill not use your data and will destroy it
immediately. Your participation in this study wilave no impact on your child’s music
lessons or your or your child’s relationship witbuy music teacher. There are no known
or anticipated risks to you if you are involvediwis researchHowever, this study may
cause some inconveniences to you since you ngaavae extra time for two
interviews. You also need to get your child to éess15 minutes early to discuss their
previous lesson.

As a researcher, | have to protect your privaayc&i am the researcher and | will be
talking and observing you in person, | will knowewou are so you will not be
anonymous to me. Your music teacher also knowsyehicare. | will, however, maintain
confidentiality. No one will be able to identify yon my dissertation or articles. | will
use pseudonyms (made up names) to refer to ydurimyawriting.
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All information | get from you including video-tapehand-written notes, audio-tapes,
e-mail printouts, and artifacts will be locked mpa cabinet in my private study. Data
which | keyed-in into the computer will be savediipassword protected file. Only my
supervisor and | will be able to see the data.rAftenish writing the dissertation, | will
return the video- and audio-tapes to you and dgsite@ther data.

| would be pleased to discuss the progress ofebearch with you during the data
collection and analysis period. The results ofrésearch will be written into a
dissertation. After | complete the dissertatiowjll give you a copy. The dissertation will
be presented in my dissertation presentationol @glsn to present the dissertation in
scholarly meetings. Furthermore, | anticipate mibhg the results of this study.

This research may benefit you by providing a desiom of the world of private music
teaching to help you think about and understand gaperiences more fully. You might
find the issues from this research beneficial toryahildren’s learning and your personal
development. If you have any questions, pleaseffeelto talk to me or my supervisor.

My contact information is:
Phone: 604-931-6438 cell phone: 604-306-8569  e:mmsiihchih@uvic.ca

My supervisor’'s name is Dr. Betty Hanley. Her cahiaformation is:
Phone: 250-721-7835 e-madihanley@uvic.ca

You may verify the ethical approval of this studyraise any concerns you might have,
by contacting the Associate Vice-President Resealr¢p50) 472-4545 or
ovprhe@uvic.ca

Yours truly,

Kim Hsieh
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Please sign below as an indication that you haae amd understand the role of the
participant in this study and agree to particige volunteer in this research.

l, , agree to participate irr¢ébearch study titledin
Ethnographic Study of Private Music Teaching and Larning among Taiwanese
Canadians in Vancouver, British Columbiabeginning [date] and ending [date]. |
understand that the participation is voluntaryndlerstand that | may withdraw from the
study at any time without any negative consequences

Signature: Date:

| agree to be video-taped during the private les¢dn am there) and audio-recorded
during the interviews.

Signature: Date:

Please keep the pink copy and return the white copyp me. Thank you!
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Appendix 2B

Participant consent form (student)

Participant Consent Form

UNIVERSITY OF VICTORIA

OFFICE OF THE VICE-PRESIDENT, RESEARCH
HUMAN RESEARCH ETHICS COMMITTEE

The world of private music lessons of Taiwanese Cadians in Vancouver, British
Columbia: An exploration of the culture

Dear boys and girls,

My name is Kim Hsieh. | am a doctoral student frdmversity of Victoria. Like you
have to write homework from school to have gradegaur report card, | have to do a
research project so | can graduate from the urityeMy project is calledrhe world of
private music lessons of Taiwanese Canadians in Maouver, British Columbia: An
exploration of the culture.

When | was a little girl, | took private violin anpdano lessons just like you did. My
experiences as a private music student make meusuaibbout how other private music
students learn. So | was wondering if you coulgmeé with my research project by
sharing your experiences of private music lessatis we.

If you are interested in helping me, you will b&ed to do the following:

® The research period will be two month starting angtafter March. During these
two months, a total of four private music lessorlslye observed for each
teach-student-parent triad. | want to disturb yslitde as possible. Therefore, | will
come to your teacher’s studio before a lesson ahdpsa video recorder. | will
video record all four lessons and later observddbsons from the video tapes. |
will give and check with you a summary of my obsgion of each lesson before the
next lesson.

® Besides observing your lessons, | need to tallotosp | can have a better
understanding of your private lesson experiencedl! talk to you twice. Once
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before the observation period, and the other #iteobservation period. Both
talking sessions are going to be approximatelytorane and half hour long. We can
talk in quiet places such as your teacher’s musidis, home, or a quiet café
wherever you feel most comfortable about sharing yxperiences. Both talking
sessions will be tape recorded.

® Because your thoughts and feeling about privataaniessons is important to me.
During the research period, you can always talkédby telephone or e-mails
whenever you have something to say about your grivausic lessons.

® The language used in the research will be both lanénd English. We will be
speaking in the language that you feel most coraibbet

During the talking sessions, you may decline tonamsany questions. You can withdraw
from the study at anytime without any reason ardidmnsequences. If you decide to
withdraw from the study, | will have to ask youdive me the permission for using the
information | collect so far. Otherwise | will nase your data and will destroy it right
after you withdraw from the study. There are nowna®r anticipated risks to you by
involving in this research.

As a researcher, | have to protect your privacydlg, no one would be able to identify
who you are after a research is completed. Siare the researcher and | will be talking
and observing you in person, | will know who yoe ap you will not be anonymous to
me. Your teacher is the one who introduce you tpthexefore, you will not be
anonymous to your teacher either. However, | wilimy best to keep you anonymous to
anyone else. After | finish writing my dissertatjoo one but me will be able to relate the
person in the research with you. | will use madeames in all my writings.

All information | get from you including video tapehand writing notes, audio tapes,
e-mail print outs, and artifacts will be lockediapa cabinet in my private study. Data
which | key-in into the computer will be saved ipassword protected file. Only my
supervisor and | are able to see the data. Afiarsh writing the dissertation, | will
return the video and audio tapes to you and desitather data.

This research will benefit you by providing a charar you to share your experiences. If
you or your parents have any questions, pleasdréseto talk to me or my supervisor.
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My contact information are:
Phone: 604-931-6438 cell phone: 604-306-8569  e:mmsiihchih@uvic.ca

My supervisor's name is Dr. Betty Hanley. Her cahiaformation are:
Phone: 250-721-7835 e-madihanley@uvic.ca

You may verify the ethical approval of this studyraise any concerns you might have,
by contacting the Associate Vice-President Resealr¢p50) 472-4545 or
ovprhe@uvic.ca

To participate in this research, you and your parenguardians need to read above and
sign the bottom formPlease keep the pink copy and return the white copyp me.

: agree:

U to participate in the research study titldte world of private music lessons of
Taiwanese Canadians in Vancouver, British ColumbiaAn exploration of the culture
beginning in March. | understand that the partittgrais voluntary. | understand that |
may withdraw from the study at any time without ar@gative consequences.

U to be videotaped during the private lessons adibaecorded during the interviews.

, give consent for my child ,

U to participate in the research study titldte world of private music lessons of
Taiwanese Canadians in Vancouver, British ColumbiaAn exploration of the culture
beginning in March. | understand that the partittgrais voluntary. | understand that my
child may withdraw from the study at any time witlh@ny negative consequences.

U to be videotaped during the private lessons adibaecorded during the interviews.
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dix 3

Example of coding chart for video transcriptions

400

Time | Person Spoken Music | Facial Changes Changes Gestures/spatialOther
in language expression in in Gaze | movement actions
action Prosody

11:00| S None none| Plain N/A Look | Taking out coughing

into the | music books
bag and put them
on the music
stands.
Head down
T (to None | Smiling, | N/A Look at | Taking out her | none
student)How cheerful the violin
have you student
been this
week?
11:01| S (pause)not | None | Tired face| N/A Look at Finding the N/A
bad. Very the rosin and apply,
tired violin to the bow.
because of box and
school tests then
gaze
turn to
the bow
T none None| concerned N/A Look atSit down on theg Waiting
the chair
student
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Appendix 4

Interview questions for the initial interview before observation (arranged in
correspondence with the research questions) —

What is the context of the private music lessons daiwanese Canadians?
Teachers

1.

Tell me about your educational and musical backaguGu

2. How did your family support your music studies?

a s w

Can you tell me what the tuition fee that you cleasy
How do you communicate with your parents?
Why and how did you select the student for thisigtu

Students

© ©® N g~ wDNRE

. Tell me about yourself? Where did you go to school?

How would you describe yourself to someone you wamheet?
Tell me about your family?

Are there other people who play music in your fgfil

What do you do in your free time?

What are your favourite things to do?

What do you want to be when you are a grown up?

What do you like the best about school?

What is your favourite kind of music?

10.What is your favourite piece that you are playiogv@

Parents

1. Tell me about yourself? Prompts: growing up, edooaimoving to Canada, hopes,
etc.

2. What is your music background? Prompts: Do you playnstrument yourself? Did
you take lessons, attend concerts, etc.

3. What is your favourite genre of music?

4. How do you participate in the private music les§ons

5. What is your role in your child’s private music$ess?

6. How do you communicate with your private music tea@
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What value do Taiwanese Canadians attribute to priate music lessons?
Teachers

1.

© N O~ WODN

What do you think is most difficult in teaching yate music? What have you gained
from teaching private music?

Why did you start taking music?

Why did you decide to become a private music te&che

What was your greatest success in music? Who or edmdributed to your success?
When did you feel least successful? Why?

What was your greatest success in music teaching?wW

When did you feel least successful in music teaghWvhy?

What is your expectation of students?

What do you think your parents expect you to be?

Students

© N g~ wODdRE

Why do you start taking lessons?

What have you learned from your private music teaslo far?
What do you think your parents expect from you umsia lessons?
What do you think your private music teacher expettyou?

Do you like taking private music lessons? Why oryibt?

What do you think is hard in taking private mugsdons?

What do you think is easy in taking private musissions?

When do you feel happy in private music lessons$3Wh

When do you feel upset in private music lessons92Vh

Parents

1.

Why do you send your children to private music ées®

2. What do you expect from your child’s private musiacher?

a bk w

What do you expect from your child’s private mugarning?
What have you gained from participating in youddhkiprivate music lessons?
What do you think is the most difficult in privateusic lessons?

What are the teaching and learning experiences in@adian Taiwanese private
music lessons?
Teachers

1.

Tell me about your musical experiences?
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When did you start learning music?

When do you think is a good time to start takirgstn?

How do you see yourself as a musician and a tedcher

Discuss your beliefs about teaching music.

What do you think is the purpose of music educé&tion

Do you discuss practicing strategies with your stu@ What are these strategies?
How many hours of practice do you expect of youdshts

How many hours did you practice when you were desitf?

Can you tell me the materials you use in your lessmd why you use them?

. Do you find that you teach music the way you wexeght?
. Which private music teacher had the most impagtau? Why?
. How do you plan your lessons? How is your lessgamized?

Students

1.

© N O~ ODN

10.

Tell me about your musical learning experienceselvtlid you start taking music
lessons?

How long have you studied [instrument]?

Do you take music examinations? If so, what do fgali about it?
Why did you choose the instrument you are playing?

How much time do you spend practicing?

How much time does your teacher expect you to jmet

What do you do when you practice?

Why do you practice?

Do you like practice?

Who is your favourite private music teacher? Why?

Parents

1.
2.

How do you encourage your child to practice?
How do you involve in your child’s music practice?

What are the cultural beliefs underlying private music lessons for Taiwanese
Canadians?

Teachers

1. When did you move to Canada? Please describe sioulyf

2. Where did you go to school in Taiwan? Tell me abauir experiences. (in school; in

music)
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Where did you go to school in Canada? Tell me apout experiences. (in school; in
music)

What has changed since you came to Canada?

What is your favourite musical genre in Canada?

What was your favourite musical genre in Taiwan?

Do you find that you act differently towards Taivese Canadian and non Taiwanese
Canadian students?

8. How would you characterize your education in Taiwad in Canada?

What are the similarities and differences?

Students

1.
2.
3.

When did you move to Canada?

Did you go to school in Taiwan? Which one?

Can you describe the differences between the sc¢hdaliwan and the school in
Canada?

Did you take private music lessons in Taiwan?

Do you think music teachers teach differently invea and in Canada?

Parents

1.

a bk b

Why do you decide to move to Canada?

If you had music lessons when you were Taiwan,yoandescribe your experiences?
What are the differences in education that youcedtin Taiwan and in Canada?
What do you expect from your children?

What do you hope your child will become?



