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SUMMARY 
 
This study examined a pilot program that brought 
together two music learning approaches: Musical 
Futures and the 2018 Trinity College London Rock 
and Pop syllabus and resources.  The aim was to 
investigate how teachers from a range of contexts 

could incorporate the Grades Initial to 3 Trinity 
syllabus and materials into their classroom music 
programs and assessment. Overall, the  23 teachers 
recruited responded very favourably to using  these 
materials within their existing classroom programs.

 
 

Key Findings 
 

• teachers were able to integrate the Trinity 
materials and resources into their established  
Musical Futures-based approach 

• teachers who implemented the materials 
and assessment strategies noted positive 
outcomes for themselves and their students 

• a range of small-group and large-group 
music making activities were implemented 
using the Trinity materials 

• response to the Rock and Pop app were 
overwhelmingly positive.  

• when able, teachers who made use of the 
notated material in the songbooks found it 
useful for a variety of reasons 

• teachers found the Trinity Rock and Pop 
assessment criteria useful, making use of 
them in several ways including rubric 
construction, self- and peer-assessment and 
evidencing progress.  

• the flexibility of the Musical Futures 
approaches combined with the Trinity 
materials and resources embodies many 
aspects of the Victorian Quality Music 
Education Framework.  

 

 

 

Success factors 
• access to the high-quality online materials 
and print songbooks available free to 
participants  

• the collegial community created via social 
media and face-to-face workshops 

• ongoing connection and interaction within 
the online community 

• additional resources created by the 
participants and shared freely  

 

 

 

 

 

Challenges 

• The short timeframe of the project made it challenging for the teachers to comment on progress 
and progression. There are existing examples of best practice in both short-term and long-term 
progression. 

• The different instruments have different repertoire and this presented challenges in a classroom 
context. Students often work in small groups of mixed instruments. Teachers had to supplement 
the materials if they wished to create a whole class ensemble to accommodate this. 
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BACKGROUND 
 

Previous research 
 
Previous research examining Musical Futures 
showed that the program had a significant impact on 
both student outcomes and teacher practice1. These 
studies showed teachers to be more confident about 
facilitating student learning in a range of musical 
genres, teaching instrumental skills and teaching 
music in general. Teacher perceptions of the student 
outcomes were overwhelmingly positive. They felt 
there was a positive impact on students’ attitudes 
towards music, self-esteem in relation to music, love 
of music, group work, on-task behaviour, and 
general behaviour in class.  

 
Many of the schools involved in the 2010 pilot 
became Musical Futures Champion schools, some of 
whom were involved in subsequent research into the 
professional learning model in 20142. The results 

showed that the professional learning through its 
embodied approach in the two-day immersion in 
music making reinvigorated and reacquainted 
teachers with an inner music life that balances 
participation and performance. This reinvigoration 
led to positive engagement and extension of 
students. The online and social media presence was 
a critical link in supporting teachers and maintaining 
ongoing engagement. Likewise, the wide range of 
quality teaching materials available for free 
download and regular sharing of teaching ideas and 
experiences within the community were significant. 
Some of the teachers from the two previous research 
projects were involved in the current Musical 
Futures Australia (MFA)/Trinity pilot and thus have a 
long association with, and deep understanding of, 
Musical Futures approaches. 

 

Musical Futures 
 
The Musical Futures classroom approach is based on informal learning3 and non-formal teaching4 principles 
(Table 1).  
 
 
Table 1. The teacher role and pedagogical principles in the Musical Futures approach 

Informal Learning Non-formal Teaching 
Independent learners  

(use) 
Just Play  

Building musical skills (tools) 
Classroom Workshopping 

Modelling musical skills  
(model) 

• Learners choose the music to play and 
set the direction of learning 

• Emphasis on aural learning 
• Undertaken in friendship groups 
• Performing, composing and listening are 

integrated 
• Holistic learning: approaching whole 

pieces of music, learners finding their 
own way through rather than using 
music that has been simplified and 
structured progressively 

• whole class, large group music making 
• performing as a whole class band with 

opportunity for improvising 
• Aural and visual learning 
• Sound before symbol: experience 

followed by unpacking 
• Building instrumental, musical and 

ensemble skills on a variety of 
instruments 

• Whole class, large group music making 
• Inclusive of varying experience 
• Creative music making, integrating 

performing, composing, improvising and 
listening 

• Tacit music learning acquired through 
immersion in music 

• Aural/oral learning as a starting point 
• Music reflects interests of learners and 

teachers 

Teacher stands back, empathises with 
learner-set goals, acts as a musical model 

and resource 

Teacher as musical leader supported by 
resources 

Teacher as musical leader, music is co-
constructed with learners 

 
 
 
 

                                                        
1 Hallam et al (2010); Jeanneret (2010); Jeanneret et al (2011)  
2 Jeanneret et al (2014); Jeanneret & Wilson (2016a) 

3 Green (2008) 
4 D’Amore (2008) 
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Trinity syllabus and materials 
 
 
The Trinity Rock and Pop graded-exams aim to 
incorporate real-world skills required by 
professional musicians. Session Skills consist of 
improvisation or playback (I-play-you-play or 
echo). Students perform three songs, one of which 

may be the students own composition and another 
is focused on technical aspects. Thus, up to 50% of 
the graded-exam may comprise creative activities 
of improvisation and composition (Table 2). 

 
 
 
Table 2. Trinity Rock and Pop exam structure, resources and assessment [Initial - 8] 

Trinity Rock and Pop exam structure Maximum 
marks 

Supporting resources Assessment 

Song 1  
chosen from the current graded 
Trinity songbook, played with a 
backing track 

25 • Rock and pop app: audio with 
adjustable tempo and 
instrumentation 

• Songbooks: notation and chord 
symbols 

• Downloads from App: backing and 
demo tracks 

• Session skills books 
 

Developmental summative 
assessment with four 
learning outcomes (LOs) and 
one to two assessment 
criteria per LO for each grade 
(Initial to Grade 8) 

Song 2  
Either a different song chosen from 
the current songbook 
Or a song from the additional Trinity 
arrangements 
Or an own choice song or one 
composed by the candidate 

25 

Session skills Either playback or 
improvising 

25 

Song 3 A technical song chosen from 
the current graded songbook, 
containing specific technical 
elements, played to a backing track 

25 

 

 
Victorian Quality Music Education Framework 
 
 
The Quality Music Education Framework was 
released by the Victorian Department of Education 
and Training at the beginning of 2018 and it 
provides a strong research basis for evaluation5. 
The framework identifies six indicators 
(engagement, excellence, creative and active, 
student-centred, progression, authenticity) with six 
supporting factors (environment and resources, 

curriculum and pathways, pedagogy, co-curricular 
provision, leadership and management, community 
links) as a foundation for best practice in music 
education. All the six characteristics and indicators 
have relevance for this study.  
 
 
(See Appendix for further information.)

 
 

 
 
                                                        
5 DET (2018); Jeanneret & Wilson (2016b) 
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RESEARCH APPROACH 
 

 
Delivery 
 
The model of delivery for the pilot consisted of 
teachers participating in an online and a face-to-
face professional learning session and being 
given access to the Trinity Rock and Pop 

materials. They were asked to trial the materials 
over six months in their classrooms in whatever 
way they chose, and be prepared to report the 
outcomes at the Big Gig Teachers’ Conference. 

 

 
Data collection and tools 
 
 

• Observation of a one-day workshop led by 
Anna Gower (Trinity College 
London/Musical Futures International), 

• Tracking the participants’ activity through 
online engagement with: the introductory 
webinar, social media via a closed 
Facebook group, and a Google Drive to 
share resources created to support the 
pilot, 

• Focus groups and interviews (12 teachers) 
conducted in July 2018 at The Big Gig 
Teachers Conference. 

 
The data collection consisted of an observation of 
the workshop on March 16 2018 at Footscray West 
PS, an analysis of the online social media 

community, and interview and focus groups with 
12 teacher participants.  
 
The interviews and focus group questions related to 
the following areas: 

• background information about the teachers and 
school music program; 

• how the Trinity materials and assessment have 
been implemented; 

• the impact on teaching; 
• the impact on students; 
• difficulties and constraints relating to the use of 

the Trinity materials and assessment; 
• the impact on progress and progression; and 
• the impact on co-curricular instrumental and 

vocal activities. 

 

 
Participants 
 
Overall, 23 teachers from 20 schools were involved 
in the pilot with many of the them participating in 
more than one session. The teachers were from a 
mix of government and independent schools, from 
metropolitan and regional areas and represented 

primary and secondary schooling. There was a mix 
of novice and experienced teachers, some of whom 
have been Musical Futures Champion teachers for 
many years. 
 

 
• 18 teachers participated in the introductory webinar session in December 2017.  
• 23 teachers from 20 schools attended the workshop at Footscray West PS on March 16, 2018.  
• 10 teachers participated in the focus groups conducted at the Big Gig teacher conference on June 29, 

2018.  
• Two teachers took part in one-to-one interviews. 
• Two teachers located interstate participated in the introductory webinar in December 2017, one of 

whom attended the March workshop. 
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Table3. Breakdown of participants by school and research participation 
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1. Altona Meadows PS F-6  G M No Yes  

2. Clyde PS F-6  G M Yes Yes  

3. Footscray West PS F-6  G M No Yes Presentation at Big Gig 

4. Heathmont East PS F-6  G M Yes Yes  

5. Mooroolbark East PS F-6  G M Yes Yes  

6. Mt Evelyn PS F-6  G M Yes Yes  

7. Waringa Park School F-6  G M No Yes  

8. Hamlyn Heights PS F-6  G R Yes Yes Focus group 1 

9. Warnambool East PS F-6  G R Yes Yes Interview 

10. Brookside College F-9  G M Yes Yes Focus group 1 

11. Brookside College F-9  G M No No Focus group 2 

12. Point Cook College F-9  G M No Yes  

13. Timbarra College F-9  G M Yes Yes Focus group 1 

14. Timbarra College F-9  G M No Yes Focus group 1 

15. Lalor Nth SC 7-12  G M No Yes  

16. Bayswater SC 7-12  G M Yes Yes Focus group 1 

17. Mt Clear P-9 College 7-12  G R Yes Yes Interview 

18. Chaffey College 7-12  G R No Yes Focus group 1 

19. Chaffey College 7-12  G R Yes Yes Focus group 1 

20. Crusoe College 7-10  G R Yes Yes  

21. Box Hill Senior SC 10-12  G M No Yes  

22. St Paul’s School P-12 Brisbane  NG M Yes No  

23. St Peters’ Woodlands 

College 

P-12 Adelaide  NG M Yes Yes Focus group 1 

 
 

Process 
 

An introductory webinar was held on December 17, 
2017 led by Anna Gower and Ian Harvey to 
introduce the project and provide an overview of the 
Trinity materials and assessment. This provided an 
opportunity for teachers to share their initial ideas of 
how they might use the materials with their students. 
Teachers were able to access the Trinity materials 
following the webinar. The Rock and Pop app is free 
to download and MFA covered the cost of any songs 
the teachers wanted to download for the pilot. 
Teachers were able to order songbooks with full 
notation, songs are for a specific instrument and 
grade. A closed Facebook group was established for 
the project in December 2017. This was used 

extensively throughout the project to share ideas, 
resources, and ask for ideas when challenges arose. 
Through the Facebook group, teachers were invited 
to share their progress so far at the March workshop. 
A full-day workshop was held on March 16 at 
Footscray West PS led by Anna Gower. The 
workshop provided opportunities for teachers to 
experience and share resources and ideas derived 
from the Trinity Rock and Pop materials and 
assessment approach. The workshop focused on 
active music making using whole-class Musical 
Futures approaches and contributions from teachers 
invited via the Facebook group consisted of: 
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• Chaffey College leading a whole-class 

workshop of Billie Jean with Year 10 from the 
Bass Grade 1 using the Rock and Pop app as a 
backing track with the songbook projected on 
a smartboard. The focus was on involving all 
students in music making as quickly as 
possible.  
 

• Warnambool East PS leading a chair drumming 
play-along created using the Rock and Pop app 
as a backing track. This activity was 
implemented with Year 3/4 students. Students 
began with the same instrument and same song 
and were transitioning into musical activities 
with greater levels of student choice. Students 
had filmed themselves on iPads and uploaded 
what they could do to Seesaw as evidence of 
progress. The group then participated in a 
whole-class playalong using Get Lucky. 

 
• Footscray West PS leading a whole-group 

video play-along of riff-based resources based 
on songs from Trinity Rock and Pop Initial 
grade for bass, guitar and keyboards. The focus 
was on developmental skill-building on the 
guitar. For example, beginning with a riff over 
three frets, adding one more fret, then moving 
to a new string. 
 

• St Peter’s Woodlands College presenting the 
rubric created using the Trinity assessment 
criteria and a video of Year 6/7 students. This 
rubric was used for self- and peer-assessment, 
the results of which the students fed back to the 
teacher. This is an example of student-led 
assessment practices that gives some ownership 
to the students supported by the Trinity 
materials. 

 
 
 
The teachers at this workshop were given access to 
the Rock and Pop app. Musical Futures supported 
the purchase of any songs the teachers wanted to use 
with their students, and teachers were able to 
purchase the songbooks if they wished. Teachers  

 
were asked to take the materials and assessment 
approach and use them in whatever way suited them 
and their students. They were encouraged to share 
ideas and videos via the Facebook group and 
Google Drive.  

 
 

FINDINGS 
 
 

The App 
 
 
The Rock and Pop app was very popular. The ability 
for the instruments to be faded was very useful both 
for the classroom and for students to practise at home. 
Teachers frequently used the app along with the 
notation from the Songbook as a lead sheet. The 
participants found the Rock and Pop App 
overwhelmingly beneficial, especially the capacity to 
integrate with existing technology. Being able to 
transpose the songs, change the tempo, loop sections, 
fade different instruments in and out were all useful 
features to scaffold learning. These features were used 
both in large and small groups but were felt to be 
particularly helpful to support small group rehearsals. 

  
The app is the thing that we absolutely love. The kids have 
struggled with the songs because they are older songs and 
they are used to doing the songs that they like right now. 
When we've done stuff that isn't Trinity, they've gone, well 
where's the app? Is this song on the app? But that's definitely 
the winning resource. (St Peter’s Woodlands College) 

 
ability to lower volume of individual tracks 

 
works well with existing technology e.g. HS5 
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Inclusion and differentiation 
 
 
 
 
 
 
The potential of the Trinity Rock and Pop syllabus and 
resources to support differentiation was noted by 
several teachers. For some students who might be 
considered disengaged, the app has supported 
participation in music lessons. Students had a range of 
musical experiences. In combination with student-
negotiated song choice and the teachers creating 
additional simplified resources, at Timbarra College 
all students were able to involved in a class 
performance of Hello. 
 
 

  
I've got a group who we call diversity, low attenders, disengaged 
kids. With those guys, I've had a few who haven't wanted to take 
part in a group session. I take them over into the other room and 
they've chosen a few songs that they've liked. The app is 
awesome. Then on their own, they’ve taught themselves and I've 
given them a bit of assistance and they’ve just played along with 
the app. Some of those kids have stayed in there and not wanted 
to come out. (Chaffey College) 
 

supports inclusion for disaffected learners 
 

songs on the Rock and Pop app were engaging for 
learners 

 
using Trinity materials to support assessment, student 

choice and inclusion 
 
I set up a CAT, a Common Assessment Task6 with a rubric. 
It was student choice and vertical streaming with Year 8, 9 
and 10 because we are a small college and very mixed 
abilities. They selected the instrument and song. I had 
people who had never played keyboard before playing Blue 
Monday, it was a really good experience for them. We used 
both the app and the sheet music. I like to bring a bit of 
music literacy in. I've used it also with my Year 7s in 
ensemble playing. What they like and what I like is how 
flexible the app is, it's a perfect tool for differentiation.   
(Bayswater SC) 

 

 
Progression, assessment and graded exams 

 
Trinity College graded-exams are built on a model
of progress that sees students playing more difficult 
pieces as they advance through the grades. 
Performances are assessed against criteria of 
fluency, technical control, and communication and 
style. For example, the scope and sequence for the 
Own Song option sees required duration increase 
through the grades and rhythmic values become 

more complex. Dynamic range increases from mp, 
mf, f at Initial to pp-ff at Grade 3. Similarly, the 
tempo range increases and time signatures become 
more complex from simple duple and triple at Initial 
through to compound duple and quadruple at Grade 
3. 

 
 
Progression (short term) 
 
Several teachers had used the Trinity Rock and Pop 
syllabus to refine and extend their usual assessment 
practices, thus evidencing progress. There were two 
examples of best practice presented at the 
Workshop. A teacher from St Peter’s Woodlands  

 I put the Trinity criteria into a rubric and gave it to the kids and 
asked them where do you think you fit? And so they had to talk 
in the language of the rubric and so they did all that themselves. 
It was good to have that to throw into a rubric without having 
to think about it. They made bands to do the songs. We used 
that rubric too, it’s fantastic. And that self- assessment was really 
powerful too. (St Peter’s Woodlands College) 

                                                        
6 A Common Assessment Task is a form of summative assessment that all students submit 
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College created a rubric using the criteria from the 
Initial grade exam. This was then used as a basis for 
self- and peer-assessment.  
 
At Warnambool East PS, Grade 3/4 students video 
themselves using iPads at intervals across a lesson 
to evidence progress. The students then uploaded 
this to Seesaw, a sharing app that their parents can 
also access. The portfolio of videos to supported 
teacher judgements in summative assessments and 
reporting later in the semester. 
 
Other teachers reported using the Scope and 
Sequence implicit within the Trinity Grades as a 
basis for writing developmental rubrics.  

 
criteria supported self- and peer-assessment and 

summative assessment 
 

songs on the Rock and Pop app were engaging for 
learners 

 
scope and sequence implicit within syllabus supported 

summative assessments 
 

We had a scope and sequence for keyboard and we've 
improved it bylooking at the tunes in the syllabus. So we've 
developed the rubrics and exit slips as formative assessment to 
track them. (Timbarra College) 

 
I wrote my own rubrics, I looked at Trinity and then adapted 
them and wrote my own for Victorian curriculum (Bayswater 
SC) 

 

For one teacher the Trinity Rock and Pop syllabus 
and materials supported progress for both students 
who required extension and those who had missing 
group members.  
 
 

  
supports progress and extension 

 
Those students that are aspiring, it's definitely something they 
are considering for independent personal practise, it's great. 
They've gone I've just got to do Grade 2 bass and I've got all 
the books as well. We made the investment to go out and get 
the books. If the student comes in and their group isn't there 
or they are wanting to do their own thing, they can grab the 
book, plug into an HS5 and they are good to go for a double 
session. And they will come back and show me, and go, 
come and check this out. (Chaffey College) 
 

Challenges 

 
 
 
Currently, a challenge for teachers using the Trinity 
exams as a model for progression is the songs and 
arrangements for each grade being different for each 
instrument. Classroom music teachers usually teach 
multiple instruments in small or large groups. Thus, 
the arrangements would need to be for all rock and 
pop instruments to support progression using the 
criteria in the Trinity Rock and Pop graded exams. 

 It’s a huge issue because the kids want to play as a band. So 
the difficulty level across the instruments is important. 
(Chaffey College) 
 
I can understand why it’s done that way but We will Rock 
You for example all you can hear is drums and vocals. And 
we are trying to get the kids to work as a band on keyboards 
and bass, it’s not there for them. (Timbarra College) 
 
arrangements and associated difficulty level for one 

instrument only 

  It's not the original purpose of what the program was 
designed for and it’s for solo performance so I think 
we found creative ways round that, adapting parts 
which is kind of what we already do. (Bayswater SC) 

 
 
Longer-term progression and pathways 
 
When this pilot was conceptualized, one of the 
envisaged outcomes was whether and to what extent 
the Trinity Rock and Pop syllabus and materials 
supported both short-term and long-term 
progression or pathways for multiple outcomes. 
Whilst the timeframe of the pilot was too short to 
ascertain any change in longer-term progression, an 
existing example of large numbers of students 

choosing post-compulsory music emerged in the 
interviews. Mt Clear College is currently delivering 
both VCE and VET music and they have five classes 
of Year 9 music. This represents extraordinary 
retention from eight classes of Year 8 music, of 62%. 
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Graded exams 
 
 
 
Given the short six-month timeframe of the pilot, 
teachers were not able to trial the implementation of 
graded exams. Using their experiences in the pilot, 
they speculated on whether graded exams in 
classroom music might be possible. The general 
consensus was that it was possible to acquire the 
knowledge and skills for graded exams in classroom 
music given a longer time frame. However, the 
current structure of the Trinity Rock and Pop graded 
exams for individual instruments were a barrier. The 
teachers generally taught classroom music in small 
and/or large groups of different instruments. The 
logistics of organising and rehearsing for an individual 
exam on a single instrument with different songs for 
different instruments precluded graded exams as a 
viable option. 
 
For some teachers, the benefit of the Trinity Rock 
and Pop exams for their instrumental music programs 
were clear. 

  
I see graded exams as a possible long term thing. The Grade 
5/6s could potentially undertake a graded exam at the end of 
the year. I can’t figure out how it would work in practice 
because it is an individual instrument and exam and in the 
classroom they work in groups of mixed instruments. 
(Warnambool East PS) 
 
 

graded exams are possible in classroom music 
although the current exam structure is a barrier 

 
 
 
 
I would much rather my instrumental teachers used Trinity 
Rock and Pop exams rather than AMEB for those students 
and parents who want to do exams. (Mt Clear College) 
 
 
It’s a great alternative to AMEB because AMEB don't have a 
rock and pop syllabus. (Chaffey College) 
 
 

 
 
 
Teachers had a range of perspectives about whether 
exams were possible. The views range from 
providing an opportunity for extension, it being 
possible for the more experienced high school 
students, to the range of experiences in the 
classroom being a barrier.  
 
 

  
If I was trying to extend a student who was really advanced. 
(Hamlyn Heights PS) 

 
range of perspectives expressed about graded exams  

 

Most of our instrumental students don't do exams because 
the teachers have found learning the same songs for the 
whole year is not a good thing. And there's a lot more 
composing in the instrumental lessons than there used to be 
and it seems that society is moving away from exams in 
general. (St Peter’s Woodlands College) 

 
 
Implementation, preparation and developing additional 
resources 
 
The timing of the project was significant. The webinar 
at the end of the school year and having time over the 
January school holidays to explore and plan to 
incorporate the Trinity syllabus and materials was 
helpful. 
 
Many of the teachers developed additional resources 
to support the aural app and the single instrument 
notation in the songbooks. Charts or lead sheets 
modelled on the Little Kids Rock format 
(www.littlekidsrock.org) were mentioned several 
times.  
 
 
 

 We developed some of our own charts but we've looked at 
the Little Kids Rock charts too. I've uploaded onto the Google 
Drive the one we made for Hello. So there's a chart for 
keyboard, for bass, one for guitar and one for drums. And not 
all our kids need the support of that but having five brand 
new kids that have never played an instrument to having ones 
who have had lessons, it's really helpful. (Timbarra College) 
 

teachers found solutions to initial barriers to 
implement the pilot 

 
teachers developed additional resources to support 

the pilot 
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Repertoire 
 
 
For some teachers and students having a selection of 
songs to choose from was different to how they were 
used to working following principle of student-chosen 
songs7. The students at Chaffey College discovered 
that after listening to the songs that they were familiar 
even if the song titles were not. 
 
 

  
Again the song choices have been a little bit difficult because 
they are not familiar with the songs. Just giving them that 
choice and the opportunity to go away and listen to the songs 
with the iPads and Youtube. Because they are all popular 
songs, they are all well-known songs. The kids have heard 
them, they just don't know the names. (Chaffey College) 
 

materials provided an approach to unfamiliar 
repertoire 

 

Classroom and cocurricular 
 
Even with the short timeframe of the pilot there were 
positive indications for some participants that the 
Trinity syllabus and materials were helpful for 
building connections between classroom (curricular) 
and instrumental (co-curricular) music, one of the 
supporting factors of the Quality Music Education 
Framework.  
 
Mt Clear College preferred the instrumental teachers 
to use Trinity Rock and Pop exams rather than AMEB 
for those students who chose to take graded-exams. 
This was more closely aligned with the Musical 
Futures’ inspired classroom music program. Similarly, 
Bayswater SC had introduced the Trinity Rock and 
Pop syllabus into instrumental music. 

  
I've also introduced the Trinity Rock and Pop app into our 
instrumental program so it’s a sequential program and 
Victorian Curriculum. It's been good to build rapport with the 
one instrumental teacher I have. Sometimes we are on totally 
different pages and I've been going, Trinity here's my answer. 
(Bayswater SC) 
 
 

 
supports connections between classroom and 

co-curricular music 
 

 
 
Scope for creativity and composing 
 
The teachers focused on small and large group 
performances of songs from the app and songbooks. 
The Trinity syllabus allows for up to 50% of graded-
exams to comprise composition and improvisation 

(Table 1). The teachers did not explore these options 
in the pilot, although they may have given a longer 
period of time. 

Music literacy 
 
 
 
 
For some teachers, the Songbooks provided a way into 
notation in a Musical Futures context. 

 I think what's fantastic about having the sheet music is we've all 
come from an approach that puts sound before symbol, if you're 
preparing students for Year 11 and 12, students need to be able 
to read music. I like the marriage of the two approaches to 
learning and teaching. (Bayswater SC)  
 
It sets up a pathway for those aspiring students. (Chaffey College) 
 

 
Combination relates to the concept sound before 

symbol 
 

Easily enables a pathway to traditional notation 
 

Time saving device for teachers preparing charts 
 

As a teacher in a primary school where the kids probably aren't 
going to be reading the notes, the notation is helpful for us to 
make the cheat sheets. (St Peter’s Woodlands College) 

                                                        
7 Green (2008) 
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The online community 
 
The online community (a closed Facebook group) 
and the online resource sharing via Google Drive 
were significant to the success of the pilot. These 
were used extensively, particularly at the beginning 
of the project. Teachers posted, liked posts and 
commented.  Teacher online interactions also 
included: sharing videos of their students making 
music, rubrics, asking questions in response to 
difficulties. Key to the success of the online 
community was the active facilitation of Anna 
Gower. Regular events such as the introductory 
webinar (December), and face-to-face workshop 
(March) saw an increase in interactions. The 
decrease of interactions over time was impacted by 
the school year. Feedback from teachers was that 
they were very busy towards the end of Term 2 with 
report writing. 

 
The online community connects with two of the 
supporting factors identified in the Quality Music 
Education Framework: community links and 
environment. The resources that were created and 
shared freely on both the Facebook group and 
Google Drive connect with Environment and 
Resources. The high level of online engagement by 
the teachers in the study and the benefits of the 
online community is consistent with our earlier 
research8. This research that found the social media 
presence of Musical Futures and wide range of 
quality teaching materials available as free 
downloads was critical to the positive experiences 
of the teachers. 

 
 
 
Challenges  
 
The challenge with implementing the Trinity Rock and 
Pop materials in a classroom music context stemmed 
from the graded-exam structure with different songs 
for different instruments. The teachers created 
additional resources for other contemporary 
instruments so they could teach using their preferred 
approach of large and small contemporary ensembles, 
which was time consuming.  
 
The app was a useful resource for supporting all 
instruments but if students were not able to learn by 
listening and copying, the teacher then had to prepare 
supporting resources and this was time consuming. 
Related to this was songs that had been arranged to 
align with the parameters for the grade and had the 
key changed. This was a challenge for students who 
wanted to play along at home on YouTube or access 
chord charts online. 
 
Cost to students was one barrier to using the app in 
class. Whilst the app is free the songs needed to be 
purchased. If students were using their own devices 
this was problematic. Some of the participants had 
school iPads with school iTunes accounts and were 
able to purchase songs.   
 

  
We did Little Talks, which I think is Grade 1. We did that and I 
aimed at that one because I wanted the bass guitarist to build his 
skills and the rest of the group joined in. It would have been good 
to have songs that had resources for everyone (Hamlyn Heights 
PS) 
 
The challenge has been about having different song lists for all the 
instruments, that's been tricky and that's why we've been using 
resources I've had with Little Kids Rock and singing songs where 
I've had that. I think I've made that resource available, the songs 
that had song charts from Little Kids Rock too (Chaffey College) 
 
No ukulele option is a big issue for classroom and primary 
(Warnambool East PS) 
 

 
challenges of different songs for different 

instruments and no ukulele 
 

songs in different keys to original recorded 
version 

 
 
I spent a whole day downloading all the songs and listening to 
them and trying to figure out what key they were in and I had to 
get out my guitar and play them. I ordered three keyboard 
books and had to wait three or four weeks. Some of the songs 
aren't in the original keys so I had to listen to the songs, play 
them, and then with the app change the key and it was a 
guessing game. And I just wish there was a chart that said, this 
has got C G Am F. (Timbarra College) 
 

 
 
 
                                                        
8 Jeanneret et al (2014) 



 13 

 
 
 
References 
 

D’Amore, A. (2008). Musical Futures: an approach to 
teaching and learning, teachers’ resource pack (2nd 
ed.). Retrieved from 
www.musicalfutures.org/resource/musical-futures-
an-approach-to-teaching-and-learning 

Department of Education and Training (DET) (2018). 
Quality music education framework. Retrieved 
from 
https://www.education.vic.gov.au/school/teachers
/teachingresources/discipline/arts/Pages/QMEF.as
px 

Fautley, M. (2010). Assessment in music education. 
Oxford: Oxford University Press. 

Georgii-Hemming, E. & Westvall, M. (2010). Music 
education – a personal matter? Examining the 
current discourses of music education in Sweden. 
British Journal of Music Education, 27(1), 21-33. 

Green, L. (2008). Music, informal learning and the 
school: a new classroom pedagogy. Farnham: 
Ashgate.  

Hallam, S., Creech, A. & McQueen, H. (2010). 
Survey of Musical Futures: A report from the 
Instituate of Education, University of London for 
the Paul Hamlyn Foundation. Retrieved from 
musicalfutures.org.uk/resource/27229 

Hallam, S., Creech, A. & McQueen, H. (2017). Can 
the adoption of informal approaches to learning 
music in school music lessons promote musical 
progression? British Journal of Music Education, 
34(2), 127-151. 

Jeanneret, N. (2010). Musical Futures in Victoria. 
Australian Journal of Music Education, 2, 148-
162. 

Jeanneret, N., McLennan, R. & Stevens-Ballenger, J. 
(2011). Musical Futures: An Australian 
perspective. 
http://www.musicalfuturesaustralia.org/uploads/1/
2/0/1/12012511/musical_futures_an_australian_p
erspective.pdfJ 

Jeanneret, N., Stevens-Ballenger, J., & McLennan, R. 
(2014). Teachers Application of Arts Rich 
Practice: Musical Futures Professional Learning 
and Online Mentorship Program (Report for the 
CASS Foundation, Melbourne). 
http://www.musicalfuturesaustralia.org/uploads/1/
2/0/1/12012511/cassmusicreport_final.pdf 

Jeanneret, N. & Wilson, E. (2016a). Musical Futures 
and informal music pedagogy: Historical 
perspectives and factors of success. In R. 
Wright, B. Younker and C. Beynon (Eds.), 21st 
Century Music Education: Informal Learning and 
Non-formal Teaching Approaches in School and 
Community Contexts (pp. 301-324). Canada: 
CMEA. 

Jeanneret, N. & Wilson, E. (2016b). Creating a quality 
music education framework. In H. Chen and P. 
Schmidt (Eds.), Proceedings of the 18th 
International Seminar of the ISME Commission on 
Music Policy: Culture, Education and Mass Media 
(pp. 212-231). Birmingham: ISME. 

Turino, T. (2008). Music as social life: the politics of 
participation. Chicago: University of Chicago 
Press. 

 
 
 
 
 



 14 

Appendix 
 
 
The Quality Music Education Framework 
 
Developed with MGSE academics, the Quality 
Music Education Framework was released at the 
beginning of 2018 and provides a strong research 
basis for evaluation9. The framework identifies six 
characteristics (engagement, excellence, creative 
and active, student-centred, progression, 
authenticity) along with six supporting factors 

(environment and resources, curriculum and 
pathways, pedagogy, co-curricular provision, 
leadership and management, community links). 
Whilst all six characteristics are of relevance to this 
study, examining progression in this context was a 
primary aim.  

 

 
Figure 1. Quality Music Education Framework 

Progress and progression 
 
Progress and progression have been conceptualised 
in different ways. Sometimes the terms are used 
interchangeably or one is used to define the other. 
Hallam et al10 contend musical progression might 
include short term goals such as working towards 
meeting a short term learning goal or improving a 
range of musical skills. Progression in the longer 
term might involve taking an examination or 
pursuing a specific career path. For the purposes of 

                                                        
9 DET (2018); Jeanneret & Wilson (2016) 
10 Hallam et al (2017) 

this report progress is understood as visible 
improvements over time (shorter term) and 
progression is concerned with pathways (longer 
term)11. Informal learning in music has sometimes 
been criticised for a lack of evidence of progress 
(improvements in performing, composing and 
listening) and questions over progression 
(pathways). This is thought to occur because 
teachers design curriculum to in response to the 

11 Fautley (2010) 
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needs of their students, subsequently there is large 
variability between schools12. In addition, some 
teaching may be “short-term, unplanned and 
populist with many one-off activities which 
contribute to a lack of continuity”13. One of the aims 
of the pilot project was to ascertain if the sequential 

and developmental curriculum of graded music 
exams such as the Trinity Rock and Pop syllabus 
may assist teachers to support progress and 
progression. 
 

 

Pathways 
The Quality Music Education Framework calls for a 
model of progression that sees multiple pathways 
(Figure 2) open to students that are both participatory 
and presentational14 in nature15. Multiple pathways 
support lifelong learning in participatory music 
making on the one hand and in contrast, 
opportunities for musical excellence and further 
study at senior secondary and tertiary level  
 
 

 
 
 
(presentational music making). Trinity exams are 
well positioned to provide pathways for musical 
excellence and to post-secondary formal music 
education. In contrast, Musical Futures has been 
associated with participatory music making with a 
focus on encouraging lifelong engagement as music 
producers (as opposed to consumers)16.  
 
 

 

 
Figure 2. Model of progression that supports multiple pathways 

                                                        
12 Georgii-Hemming & Westvall (2010) 
13 Hallam et al (2017, p. 133) 
14 Turino’s (2008) model of participatory and presentational music 
making is helpful when thinking about progression and pathways. 
He argues that the ultimate goal of participatory music making is on 
involvement and holding learners’ interest rather than musical 
excellence. The quality of the sound is important to the extent that 

it encourages participation. Furthermore, it is necessary to have an 
expanding ceiling of opportunities because learners tend to return 
to musical activities that they find enjoyable and as they do so their 
skill increases. 
15 Jeanneret and Wilson (2016) 
16 Jeanneret et al (2014) 
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