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CHAPTER 1
INTRODUCTION

1.Research background

Faced with the challenges of the artificial intelligence era, the World Economic
Forum's third edition of the Future Jobs Report describes the employment skills needed
for the future (Whiting 2020). Such as analytical thinking and innovation, proactive
learning and learning strategies, complex problem-solving, critical thinking and analysis,
creative creativity and initiative, leadership and social influence, technology usage
monitoring and control, technology design and programming, resilience and flexibility,
and problem-solving and ideas (Whiting, 2020). Today, there is a need for experts with
flexible thinking, criticality, systematic thinking, the ability to creatively apply skills,
analyze information, and solve problems in multiple ways. For students in the 21st
century, creativity and innovation are undoubtedly important skills that students should
possess (Patphol, 2020). Kaplan (2019) argues that creativity is necessary for creative
thinking in any field, but it is not fully valued in many formal educational environments
(Patphol 2020). China has issued a document emphasizing the importance of cultivating
students' awareness of problems and innovation, proposing to "promote diversified
training, explore innovative talent discovery and training methods, and strive to improve
students' innovative spirit for exploration and practical ability to solve problems" (China,
2010)

The current situation of music creation ability education in primary and
secondary schools in China is not optimistic, and the music creation ability of music
teachers is also relatively lacking. Most teachers lack theoretical knowledge and
teaching strategies for music creation ability education (Dou, 2020). Students majoring
in music education in normal universities have a tendency to prioritize skills and
techniques over innovative education to some extent in the past. Therefore, it should be
advocated to cultivate well-rounded, comprehensive, and innovative talents (Wang,
2002). Yang Ruimin (2003) believes that it is necessary to accelerate the reform of music

education and teaching in normal universities, in order to cultivate high-quality teachers



for basic education. As a talent cultivation work for future music teachers in universities,
there is currently a lack of clear training orientation and connection with the reform of
basic music education, especially in terms of curriculum system, teaching model, and
practical teaching related to music creation education. This has led to music education
majors being unable to adapt well to their job positions and effectively adapt to future
practice in basic music creation education, especially lacking in music creation ability
and quality (Li, 2015). From this, it can be seen that the reform of basic music education
and the new social demands and situations have put forward practical demands for the
talent cultivation of college music education students, especially in terms of innovation
ability and quality.

Innovation refers to the ability to create music and inspire and promote the
development of creative spirit through music teaching. As future music teachers,
students should pay attention to learning and mastering modelrn innovative education
theories, creative music education theories, and advanced teaching methods, in order
to explore ways to promote the development of creative abilities through music
education (Wang 2002).

The "modelrnization of Education in China 2035" clarifies the long-term goals of
China's education in the future, aiming at the forefront of innovative countries in the
world, making comprehensive plans for the construction of a high-quality education
system, and putting forward high-quality requirements for the development of education
in the new era of socialism with Chinese characteristics. The main task of music
education majors in universities is to cultivate high-quality teachers for the promotion of
music education and social aesthetic education in various levels and types of ordinary
schools in the country. In the face of new situations and missions, it is imperative to
cultivate high-quality music teachers with innovative abilities.

The development of music education in primary and secondary schools has put
forward requirements for the training of future music teachers. As a teacher education

for cultivating future primary and secondary school music teachers, it is necessary to



master educational theories and teaching methods that are oriented towards all
students, develop individuality, focus on practice, and advocate creativity(Wang 2009).
Jiangxi Province is located in the central region of China and is in an
economically underdeveloped stage (Liu, 2007). There are a total of 8 higher normal
universities in Jiangxi Province, all of which have established music education majors.
Just like the economic situation, the level of music education in Jiangxi universities is
relatively low in China, with prominent problems such as outdated teaching concepts,
poor teaching content, outdated teaching methods, and weak teaching staff (Liu, 2012).
Compared with economically developed regions, there are still many problems in music
teaching in normal universities in Jiangxi Province, such as slow progress in teaching
reform, outdated teaching concepts, and insufficient student music creativity (Lin, 2009).
People mistakenly believe that music education in universities is only about simple
activities such as singing and dancing, lacking a profound understanding and
recognition of music education in universities. Some universities have monotonous
music teaching content arrangements. Most music teachers in universities prioritize
lectures over experiences, with a single teaching method and a lack of necessary
communication and interaction with students. Teachers engaged in music education
have a significant lack of awareness of teaching students music creativity (Liu, 2012).
The cultivation of music creation ability can be achieved not only through
school education, but also through education in social, family, and other environments.
However, school education is the most important and the main battlefield for improving
music education for college students majoring in music education. In school music
education, classroom teaching is the main channel, and effective teaching models have
a strong guiding role in teaching practice. Traditional teaching methods suffer from
outdated and singular teaching methods, a disconnect between theory and practice,
and outdated teaching methods (Chen, 2007). Students' understanding of educational
philosophy only stays at the theoretical level, lacking practical cognition and
understanding (Li, 2015). Li Wei (2015) believes that music education courses in

teacher training programs can break away from the theoretical teaching method of



teachers lecturing and students listening, and teach students the initiative in the
classroom. In music teaching, teachers should pay attention to students' subjectivity,
guide them to actively participate in music learning activities, and cultivate strong music
abilities, expand divergent thinking, and engage in creative learning (Tao, 2019). It is
necessary to cultivate music education students with music creation ability and develop
teaching models that can enhance the music creation ability of college students in
response to the lack of music teachers with music creation ability in China. This paper
conducted a series of studies in order to develop effective teaching models to address
this issue.

The cultivation of music creativity requires the accumulation of certain basic
knowledge and skills in music, in order to better engage in higher-level music creation
and enrich music creation. Third grade students have gone through the learning of
basic music knowledge and skills in the first two grades, which is more suitable for the
teaching objects of this study. After improving their music creativity through the teaching
model developed by this research institute, students are about to enter their fourth year
of university education internship, and their music creativity can be applied to music
teaching in primary and secondary schools. Therefore, the research object selected for
this study is the development of a teaching model for music creativity among third year

students in higher education music education universities.

2.Research questions

2.1 What is the teaching model be developed to which enhance the music
creation ability of students majoring in college music education?

2.2 |Is the teaching model designed to improve the music creation ability of

students majoring in college music education effective?

3.Research objectives
3.1 To develop teaching model designed to enhance music creation ability

among third-year students majoring in music education.



3.2 To evaluate the effectiveness of the teaching model developed to enhance

music creation abilities among third-year students majoring in music education.

4.Scope of study
4.1 Population
The research object of this study is Jiangxi Province, which has 8 normal
universities, each of which has a music education major. The reason for choosing
Jiangxi Province as the research population is that Jiangxi Province is an
underdeveloped region in central China. According to data from the education
department of Jiangxi Province, there are 2400 third-year students in music education in
this province, providing a sufficiently large population for sample extraction.
4.2 Sample
The sample for this study comes from students majoring in music education
at the School of Science and Technology, Gannan Normal University, Jiangxi Province.
The researchers used a multi-stage sampling method to select samples. In the first
stage, a simple random sampling method was used to conduct a survey in 8 normal
universities in Jiangxi Province, and two normal universities in Ganzhou City were
selected. In the second stage, a simple random sampling method was used to select
the School of Science and Technology at Gannan Normal University. In the third stage, a
designated sampling method was used to select 32 third-year students from the music
education major at the School of Science and Technology, Gannan Normal University.
There were two classes in this grade, and then a simple random sampling method was
used to determine the A class of the music education major at this university. The
students in this class are aged 22-24, with 7 males and 25 females.
4.3 Variable
Independent Variable: The enhancement of the teaching model for music
creation ability among college students majoring in music education.
Dependent Variable: The Music creation ability of college students majoring in
music education.

4.4 Research hypothesis



After the implementation of the teaching model, students' posttest scores for
music creation ability were significantly higher than their pretest scores, with the

difference reaching statistical significance at the 0.05 level.

5.Research significance

This study aims to clarify the connotation of music creation ability by reading
relevant literature, understand the current situation of music creation ability among
students majoring in music education in universities, and explore the relevant theories,
principles, and strategies for cultivating music creation ability. In depth research on
constructivist teaching theory mainly focuses on the issue of music creation ability in
music education students, namely future music teachers, and constructs a teaching
model for cultivating music creation ability, which can enrich theoretical research on this
issue and have certain positive significance for promoting the study of music teachers'
music creation ability. Updating the traditional educational concepts of teachers,
improving traditional teaching methods, and guiding teachers to use teaching models to
cultivate students' music creation ability have important theoretical significance and
practical value..

1. This study can not only enrich the theory of music creation ability and
practical materials for measuring music creation ability, but also provide theoretical
guidance for changing traditional classroom teaching, promoting teaching reform,
innovating teachers' teaching methods, and enhancing teachers' teaching abilities.

2. It has certain practical value for cultivating music creation ability among
students majoring in music education in universities.

3. It has certain practical significance for the creative education practice of

basic music education and the on-the-job training of creative music teachers.

6.Definition
6.1 Creation ability
Creativity is a psychological quality reflected by the human brain in

response to the objective world. It is the ability of individuals to engage in creative



activities and achieve creative results in a certain social environment. The process of
creativity is the creative process, which is essentially the process of creative
psychology. The core of this process is thinking, that is, creative thinking. Creativity
refers to the ability of individuals to think creatively during the creative process. Creative
thinking refers to the cognitive activity of reorganizing existing knowledge and
experience, proposing new solutions or procedures, and creating new results. Creative
thinking is the dialectical unity of divergent thinking and convergent thinking, with
divergent thinking playing a very important role.
6.2 Music Creative thinking
Music creation ability is the unity of divergent and convergent thinking,
forming a comprehensive ability of music creative thinking. It is a comprehensive ability
that people must possess to successfully complete music creative activities. It is a
unique cognitive process based on sound, time, and emotion, and the unique logic of
music language. In music activities, it is the ability to express one's emotional
experience smoothly, flexibly, and uniquely through various means. The music creation
ability referred to in this study is the ability of students in the process of music creation,
such as the ability to improvise rhythm and melody, rhythm, and rhythmic movements.
The evaluation is mainly based on three dimensions of students' divergent thinking in
creation, namely fluency, flexibility, and uniqueness.
6.3 Divergent thinking
Divergent thinking is a thinking process that unfolds from multiple
directions, angles, and levels, capable of thinking about a problem from different
perspectives and imagining multiple solutions to solve it. Divergent thinking has the
characteristics of fluency, flexibility, and uniqueness, which are the main features of
creative thinking.
6.4 Fluency
Fluency is the ability to produce many different ideas and solutions. A fluent
thinker can produce a variety of interpretations, rhythmic accompaniment and

movements when contact with a piece of music. The fluency referred to in this paper



refers to the dimension of fluency in musical creative thinking, which is the number of
music freely created by subjects within the specified time and the number of fixed vocal
patterns created.
6.5 Flexibility
Flexibility is the ability to develop a different idea or approach to a particular
problem or situation. The flexibility in this paper refers to the flexibility dimension in
music creative thinking, that is, the type of different styles of music works created within
a certain period of time as the standard, the richer the type, the higher the flexibility of
thinking.
6.6 Uniqueness
The measure of the uniqueness dimension in musical creative thinking is
whether the musical works created or the musical creativity produced is novel and
original.
6.7 Constructivism
Constructivism is the process in which learners construct new ideas and
concepts based on their existing knowledge and experience through cognitive learning
theory, advocating for a student-centered approach. Throughout the teaching process,
teachers are not providers of knowledge, but organizers, guides, helpers, and
facilitators.
6.8 Music teaching model
On the basis of combining certain music teaching theories with practice, a
teaching paradigm is constructed to achieve specific teaching objectives, with a
relatively stable and concise teaching structure framework and operable procedures.
The music creation ability teaching model is a relatively stable teaching paradigm
formed in a certain environment around the goal of music creation ability under the
guidance of certain teaching ideas and theories. The music teaching model in this
article is developed under the guidance of constructivist theory. It includes six parts:
teaching principles, teaching objectives, teaching process, media resources, learning

evaluation, and teaching content, ensuring the accuracy and authenticity of data during



the measurement process. In the research process, teacher evaluation, student
interviews, expert interviews, music creation ability measurement forms, self-evaluation,

and student peer evaluation were used.

7. Conceptual framework
According to the above definition of the concept, the investigators reviewed the

conceptual framework of this study as shown in the figure below:

Fluency

Create education
Divergent thinking Flexible <:|
(Novelty)
7~ Creative Thinking Uniqueness Creative teaching model
( Creation ability) Convergent Thinking
(Appropriateness) Teaching model
Fluency Music teaching model
Divergent thinking Flexible <:I . . o
(Novelty) Cultivate musical creativity
N~ Mucical Creative Thinking Uniqueness
(Musical Creation ability) Convergent Thillking

(Appropriateness)

FIGURE 1 Conceptual framework

The definitions in this study primarily encompass three main concepts:
creativity (creative thinking), music creation ability (musical creative thinking), and
teaching models. Creative thinking includes both divergent thinking and convergent
thinking, with an emphasis on divergent thinking. Divergent thinking is characterized by
three dimensions: fluency, flexibility, and originality. Similarly, musical creative thinking
also includes both divergent thinking and convergent thinking, with a focus on divergent
thinking. The dimensions of divergent thinking in this context are also fluency, flexibility,
and originality. The main issue addressed in this study is the development of a teaching
model to enhance music creation ability. Therefore, the definitions in this paper also
cover the concept of teaching models, including explanations of creative education,
creation ability teaching models, music creation ability, and music creation ability

teaching models.



CHAPTER 2
LITERATURE REVIEW

The main purpose of this study is to develop a teaching model to enhance the
music creation ability of students majoring in music education in universities. Based on
the research objectives, independent variables, and dependent variables, this study
mainly conducts literature review, analysis, and organization on ‘“creativity", "music
creation ability", "the connotation of music creation ability’, "teaching models", etc.,
laying a theoretical foundation for this study. The literature review related to this is
divided into the following five parts:

1. Creativity

1.1 Research on creativity in CNKI
1.2 Research on the concept of creativity
1.3 Historical review of research on creativity
2. Music creation ability
2.1 Research on music creation ability in CNKI
2.2 The scope of music creation ability
2.3 The structure of music creation ability
2.4 The measure of music creation ability
2.5 Development of musical creative thinking measures in this study
3. Create education
3.1 Creating the history of education
3.2 Creative education research in CNKI
4. Research on the teaching model of music creation ability cultivation
4.1 Research on the teaching model of cultivating music creation ability in
China
4.2 Research on teaching models on cultivating music creation ability in
other countries

5.Teaching theoretical basis
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1. Creativity
1.1 Research on creativity in CNKI

A search for "creativity" in the China National Knowledge Infrastructure
(CNKI) database revealed 45,543 Chinese documents and 14,781 foreign documents.
Analysis of annual publication trends indicates that interest in creativity research among
Chinese scholars surged around the turn of the 21st century and has remained
consistent since then. Post-2013, there was a peak in foreign literature publications, with
interest stabilizing at a high level (see figure).

In terms of research focus, Chinese literature primarily addresses general
creativity and its cultivation, with music teaching creativity ranking 26th. In contrast,
foreign literature predominantly explores creativity within the contexts of enterprise
economics, psychology, and other disciplines, with creativity in higher education
ranking fourth. Publications related to music and dance numbered 395, ranking 14th
and accounting for 2.49% of the total.

Overall, the past decade has witnessed an increasing trend in research on
creativity and its citation frequency, highlighting its growing prominence as a significant
topic in academic research.

4k

Publish annual trends
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FIGURE 2 Annual trend of "creativity"
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FIGURE 4 "Creativity" literature discipline distribution

1.2 Research on the concept of creativity

The concept of creativity is defined in various ways across different fields. In
the context of human creativity, "sea" refers to the capacity of individuals engaged in
creative activities to generate new concepts, knowledge, and ideas through the
processing and creation of existing knowledge and experiences. This process typically
involves perception, memory, thinking, and imagination, and represents a fundamental
quality for human self-realization (Xia, 2010).

In the field of pedagogy, creativity is understood as the ability of students to

produce both novel and appropriate works within a specific domain (Sternberg &
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Lubart, 1996). Some scholars define creativity as the ability to utilize all known
information for specific purposes and tasks, engaging in active thinking to produce
novel, unique, and intellectually valuable products with social significance (Sun, Mi, &
An, 2000). This perspective emphasizes the development of individual initiative, rich
creativity, and the pursuit of personal value and significance.

The New Dictionary of Contemporary Western Psychology defines creativity
as the collective ability to innovate across various activities. It refers to the novel and
unique capacity to solve problems, generating new ideas, theories, products, or
technologies that have social value (Che, 2001).

Throughout history, there have been numerous definitions of creativity, and
no single, unified definition exists. The understanding of creativity evolves over time,
influenced by varying social, cultural contexts, and historical figures. Currently, creativity
remains a complex and often debated concept. As such, the human understanding and
interpretation of creativity require ongoing exploration.

Despite the diversity in definitions, there is a broad consensus on two core
characteristics of creativity: novelty and appropriateness. Creativity encompasses four
primary dimensions: human creation, the creative process, creative product
development, and the creative environment.

1.3 Historical review of research on creativity

The study of creativity dates back to 1869 when British psychologist Francis
Galton published Genetics and Genius, laying the groundwork for understanding
creative genius by analyzing the thinking characteristics of 977 eminent individuals
(Dou, 2020). In 1920, M. Wertheimer, a pioneer of German Gestalt psychology, explored
creativity from an overall structuralist perspective in his book Creative Thinking.
Wertheimer examined the creative processes of children, adults, and Nobel Prize
winners, contributing significantly to the understanding of creative thinking and
methodology (Hu, 2000).

In 1950, J.P. Guilford, often regarded as the "father of creativity," delivered a

seminal address on creativity as President of the American Psychological Association
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(APA). He introduced the theory of creativity centered around "divergent thinking" and
pioneered methods for measuring creativity (Shi, 2006). Following this, numerous
scholars, including Torrance, Webster, Aabbel, Hiszantmihigh, Sternberg, Weisberg,
and Gardner, have significantly contributed to the field.

Since the turn of the 21st century, research on creativity has increasingly
focused on the generation, formation, development, and cultivation of creative abilities,

reflecting a trend towards greater diversification and complexity.

2. Music Creation Ability

Following Peter Webster's systematic theoretical and practical decomposition
of Music creation ability and the formulation of evaluation methods, numerous scholars
have conducted extensive research to define and measure Music creation ability from
various perspectives, including cognitive attributes, personality traits, and environmental
factors. The literature on Music creation ability includes the following studies:

2.1 Research on Music creation ability in CNKI

A search for the theme "Music creation ability" in the CNKI database yielded
474 Chinese documents and 119 foreign documents. Analysis of annual publication
trends reveals that scholarly interest in Music creation ability began to increase in 2010
and has remained significant since then. Interest peaked around 2016, with a
subsequent stabilization at a high level (see figure).

In terms of disciplinary focus, Chinese literature predominantly covers
music and dance, primary education, and secondary education, with only 46
publications in higher education, accounting for 8.24%. Conversely, foreign literature
primarily addresses music and dance, enterprise economics, and psychology, with 11
publications in higher education, representing 6.3%.

Overall, the trend in research on Music creation ability and the frequency of
literature citations have shown a rising trajectory, reflecting growing academic attention
to the field. Despite this, research on Music creation ability in higher education remains
relatively underexplored, indicating substantial opportunities for further investigation in

this area.
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2.2 The scope of music creation ability

While the study of general creativity dates back to the early 20th century,
research specifically focused on creativity within music education is a relatively recent
development. Balkin (1990) initially proposed a framework for understanding Music
creation ability that includes three dimensions: the creator, the process, and the
product. Webster later expanded this framework to the 4P model, incorporating the
dimensions of people, process, products, and places (Hickey & Webster, 2001).

Historically, Music creation ability was often viewed as a specialized ability
exclusive to professional composers and performers, focusing primarily on the "product"
of creativity. However, contemporary academic perspectives recognize that creativity is
a fundamental aspect of human nature, with varying degrees present in everyone
(Richards, 2007). This distinction has led to the differentiation between "capital C"
creativity, signifying major creative contributions, and ‘lowercase c" creativity,
representing everyday creative activities.

In general music education, the emphasis is on developing well-rounded
individuals rather than producing outstanding musicians. Consequently, Music creation

ability in this context focuses on everyday creative engagement with music. This
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includes all aspects of music practice and permeates the entire music education
process.

The research in this study targets students majoring in music education at
normal schools. As future music teachers for primary and secondary schools, these
students would play a crucial role in providing quality music education and fostering
creativity among younger students. Therefore, the Music creation ability referred to in
this study pertains to the everyday creativity that future educators should possess to
effectively engage in music teaching and enhance the creative abilities of their students,
rather than the exceptional creativity of professional musicians.

2.3 The structure of music creation ability

The process of creativity is intrinsically linked to creation itself and is
fundamentally a psychological process, with thinking as its core component. Webster
(2002) defines musical creative thinking as "a dynamic psychological process
alternating between divergent and convergent thinking, driven over time by internal
musical skills and external conditions, leading to the production of a final musical
product."

Chinese scholar Cao Li (1993) adds that Music creation ability is primarily
grounded in divergent thinking, characterized by unique insights into musical activities
and expressed fluently.

There is broad consensus regarding the essential characteristics of Music
creation ability, which include novelty and appropriateness. Mazzola (2011) emphasizes
that Music creation ability involves the ability to create works within the field of music
that are either thoughtful or original, as well as appropriate or valuable. This perspective
aligns with Dou Junhong’s (2020) findings on the implicit structure of Music creation
ability among pre-professional music teachers, which confirms this fundamental
agreement.

2.4 The measure of Music creation ability
Measuring Music creation ability presents a challenging and intricate task.

To assess the impact of teaching methods and patterns on Music creation ability,
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researchers have increasingly focused on developing measurement approaches. The

predominant approach in the study of Music creation ability has been influenced by the

broader trends in creativity research, which typically employ quantitative evaluation

methods rooted in psychological frameworks. However, some scholars also utilize

qualitative research methods to gain a deeper understanding of Music creation ability.
2.4.1 Quantitative measurement

Quantitative measurement is the primary evaluation method
employed in Music creation ability research. This approach aims to assess the
effectiveness of various strategies for enhancing creativity and to explore the
relationships between creativity and other variables. Existing evaluation scales
predominantly focus on the characteristics of creative products, such as fluency,
flexibility, and uniqueness, and utilize quantitative statistical methods for scoring. Many
of these creative tasks for measurement are centered on improvisation.

Due to the inherent complexity and elusiveness of the creative
thinking process, which poses challenges for psychological experimentation, Gilford
proposed utilizing divergent thinking as a tool for measuring creativity. He assessed
creativity through the dimensions of fluency, flexibility, and uniqueness in creative
thinking. Building on this framework, Torrance developed the renowned Torrance Tests
of Creative Thinking (Torrance, 1974). Similarly, "Fine" introduced the "Creative Thinking
Test" as a means to evaluate creativity. Webster, leveraging these foundational methods,
proposed a thinking structure model of Music creation ability and developed a
prominent measure for Music creation ability, which remains one of the most widely
recognized tools in the field.

The model delineates the process of Music creation ability with its
core components and interactions. At the top of the model is the intention behind
creating a musical product, while at the bottom lies the actual composition of musical
creative outputs, which encompass activities such as composition, improvisation,

performance, listening, and analysis. Central to the model is the thinking process,
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encompassing both divergent and convergent thinking, interconnected through
Wallace's four-stage theory: preparation, incubation, illumination, and verification.

On the left side of the model are the reinforcing skills utilized by the
creator, including talent, conceptual understanding, craftsmanship, and aesthetic
sensitivity. These skills are influenced by the conditions on the right side of the model,
which encompass personal motivation, personality, maturity, socio-cultural environment,
tasks, interpersonal relationships, and past experiences.

The model illustrates the fundamental process of Music creation
ability: when a creator embarks on creating music, their mind typically begins with an
intention related to the musical product (whether composition, improvisation,
performance, listening, or analysis). As this intention is established, the creator employs
the requisite skills, influenced by various conditions, and navigates through the stages
of divergent and convergent thinking. This process ultimately culminates in the

production of innovative musical products.
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Drawing from established methods of creativity assessment,
contemporary Music creation ability evaluation scales frequently utilize Webster's "Music
creation ability Thinking Measurement" as a foundational framework. This measurement
encompasses several key test elements:Musical Fluency: This refers to the duration of
time spent on producing musical feedback.Musical Flexibility: This measures the extent
of variation in musical elements, such as pitch (from low to high), dynamics (from soft to
loud), and tempo (from fast to slow).Musical Originality: This assesses the uniqueness of
the musical output.Musical Systematization: This evaluates the degree to which musical
events are organized logically and cohesively, emphasizing the overall coherence of the
music rather than isolated components.

Additionally, Wald's "Music Problem Solving Measurement" scale
categorizes creative thinking tests into two primary dimensions:Fluency: This dimension
assesses the volume and diversity of musical outputs produced within a set timeframe
using various musical materials (e.g., sand hammer, triangle, microphone) and fixed-
type improvisations.Flexibility: This measures the range of variations in musical
dynamics, tempo, and pitch, reflecting the adaptive use of musical elements and their
transformations.

The measurement of Music creation ability can be approached from
several perspectives:Thinking Attributes:Webster defines musical creative thinking as "a
dynamic psychological process that alternates between divergent and convergent
thinking. Over time, this process, driven by internal musical skills and external
conditions, results in the creation of musical products.” In this view, cognitive processes
play a central role in Music creation ability.Cao Li, a Chinese scholar, posits that Music
creation ability is grounded in divergent thinking. This type of thinking provides unique
insights into musical activities and can be expressed fluently (Cao, 1993).

Personality Traits:Frank Williams suggests that if creativity is a
psychological quality, personality traits are significantly influential. He argues that
cognitive behavior and personality traits are interrelated and mutually reinforcing

(Williams, 1979).
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Environmental Factors:Pamela Burnard introduces the concept of
"diverse music creation ability" from a socio-cultural perspective. She asserts that
creativity is influenced not only by cognitive processes but also by the social and
cultural environment. According to this view, the diverse aspects of music creation,
including social, family, and school environments, should be considered in the
measurement of Music creation ability (Burnard, 2015).

2.4.2 Qualitative assessment

As guantitative measurement methods have become more prevalent
in assessing Music creation ability, their inherent weaknesses and limitations have
become increasingly apparent. Criticisms have emerged regarding the efficacy of
purely quantitative approaches, prompting scholars to explore and integrate qualitative
evaluation methods as a complementary research path.

Quantitative assessments often focus on measurable attributes such
as fluency, flexibility, and originality of creative outputs, but they may fall short in
capturing the nuanced, subjective aspects of creativity. These methods may not fully
account for the context, individual differences, and the complex cognitive processes
involved in Music creation ability.

In response to these limitations, researchers have begun to advocate
for qualitative approaches that offer deeper insights into the creative process.
Qualitative evaluation methods emphasize understanding the context and experiences
of individuals, capturing the richness and diversity of creative phenomena. By
combining quantitative and qualitative methods, scholars aim to provide a more
comprehensive and nuanced assessment of Music creation ability, addressing both
measurable outcomes and the underlying processes and experiences.

Coulson and Burke's study, from the perspective of student
assessment, involved 118 second- to fourth-grade students who evaluated Music
creation ability after listening to various pieces of music. The study identified nine
categories that students used to assess creativity in music: rhythm changes, types of

instruments, melody variations, engaging lyrics and content, captivating melody and
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rhythm, timbre of sound or instruments, appealing style, rhythmic dynamics, and
musical harmony.

In addition, Thomas described several elements based on the quality
of student evaluations, including: complexity, variety of pitches, melodic appeal or
contrast, melodic range, overall melody outline, sound quality, beat, rhythmic diversity or
appeal, pleasantness of sound, singability or song-like melody, coherence, flexibility,
use of metaphor, minimal performance errors, originality, steady rhythm, and musical or
performance skill, among other factors.

The gualitative assessment methods mentioned above offer a more
comprehensive and detailed approach compared to those considered in quantitative
measurement. These methods have the advantage of evaluating both the characteristics
of the created work and the process of creation. They avoid the rigid constraints of
quantitative evaluations by incorporating descriptive terms and various indicators,
making them more aligned with the unique attributes of Music creation ability.

However, these qualitative methods have limitations. They are well-
suited for evaluating works that have been thoroughly developed and are relatively
stable. In contrast, they are less applicable for assessing improvisation due to the depth
and complexity of the evaluation criteria.

In general, research on Music creation ability in the West began in
the 1980s. In China, however, there is a relative scarcity of research on Music creation
ability, including its definition, measurement, education, teaching, and influencing
factors. Current research on the connotation and measurement of Music creation ability
predominantly follows psychological methods used for creativity studies and lacks a
definition rooted in music ontology. Additionally, the measurement research tends to be
technical, narrow, and one-sided, focusing on a limited range of creative tasks.

Any standard for measurement and definition must be contextualized
within the relevant knowledge background and cultural framework. Thus, research on

the connotation and measurement of Music creation ability in China must be grounded
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in specific practical activities and creative tasks, taking into account particular situations
and creative behaviors.
2.5 Development of music creative thinking measures in this study

Music creation ability is based on divergent and convergent thinking, the
ability to hold unique insights into musical activities and express them in a fluent form.
Music creative thinking is a dynamic psychological process that alternates between
divergent and convergent thinking. As mentioned earlier, the process of creative
thinking is mysterious and unpredictable. The structure of music creation ability in this
study is mainly based on Webster and Cao Li's understanding of the structure of music
creation ability, using divergent thinking as a tool to measure specific indicators of
music creation ability. The three dimensions of divergent thinking - fluency, flexibility,
and uniqueness. In this study, fluency refers to the ability to generate many different
ideas and solutions. A fluent thinker can produce various interpretations, rhythmic
accompaniments, and movements when exposed to a piece of music. Flexibility is the
ability to generate different ideas or methods for specific problems or situations.The
unigueness is novel, unique, whether there is originality.

However, measuring the three dimensions of divergent thinking (fluency,
flexibility, and uniqueness) still lacks operability. Therefore, based on the reference to
the Torrance Creative Thinking Test and Webster's music creation ability Measurement
Method, this study further developed a music creation ability measurement table by
using externally observable and operable "products" as specific measurement
indicators. The structure of music creation ability (music creative thinking) and

corresponding indicators at each level are shown in the following table:
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TABLE 1 The structure of music creative thinking and indicators at each level

Data Resource Music creation Dimensions Behavior indicators
ability aspect

(Creative thinking)

fluency Time used to create music

(in seconds)

flexibility The number of different
(Webster ,2003) Divergent Thinking musical works created in a
(Torrance,1974)  (Novelty) certain period of time

unique Whether the music works

created are novel and

original

As a research experiment focusing on the development of teaching models,
this study mainly uses the core part of creative thinking in music, divergent thinking, as
the measurement indicator, and corresponds to three operable and measurable
indicators for the three dimensions of divergent thinking. The measurement of fluency
dimension in music creative thinking is based on the time used for music creation,
specifically the number of music pieces freely created by participants within a specified
time frame, as well as the number of fixed patterns created. The measurement of
flexibility dimension in music creative thinking is based on the types of music works
created in different styles within a certain period of time, and the richer the types, the
higher the flexibility of thinking. The measurement of the unique dimension in music
creative thinking is whether the created music works or the generated music creation
ability are novel and original.

Based on the above content, researchers have refined specific behavioral
indicators for measuring music creative thinking. The specific indicators are shown in

the following table:
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Test Measure Indicater Level5 Level4 Level3 Level2  Levell
project ment (5point) (4point) (3point)  (2point)  (1point)
index
Creative Fluency The number of 210 8—9 5—7 2—4 <1
Thinking works created
in Music within a specified
(Diverge time.
nt Flexibility ~ The number of 210 8—9 57 2—4 <1
Thinking) works created
within a specif
ied time that can
change different
musical styles,
forms, and
structures.
Unique Whether the music Very Very General More Very
works created are unique and unique unique ordinar  normal
novel and original perfect y

Researchers would use this measurement table to design corresponding music

creation ability test papers, and test students before and after the experiment. Based on

this measurement table, students would be scored to compare their music creation

ability levels before and after the experiment.

Researchers would use this measurement table to design corresponding music

creation ability test papers to test students' music creation ability (music creation ability

thinking), including pre-test and post test, comparing students' music creation ability

levels before and after the experiment. The table takes fluency, flexibility, and

uniqueness, which are the main dimensions of divergent thinking in music creative

thinking, as the main measurement dimensions, and designs corresponding operational

indicators that are easy to operate and measure. There are three aspects to
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measurement. Measure the fluency of students' creative thinking in music by 5 points,
based on the number of music pieces freely created by the subjects within a specified
time and the number of fixed pitch patterns created. If 10 or more works are created
within the specified time, they would receive a Level 5 score. If 8-9 works are created
within the specified time, they would receive a Level 4 score. If 5-7 works are created
within the specified time, they would receive a Level 3 score. If 2-4 works are created
within the specified time, they would receive a Level 2 score. If 1 or less works are
created within the specified time, they would receive a Level 1 score.

Measure the flexibility of students' creative thinking in music by 5 points, and
evaluate the score based on the types of music works created by students in different
styles within a certain period of time. If more than or equal to 10 different types of works
are created within a specified time, a Level5 score would be obtained. If 8-9 different
types of works are created within a specified time, a Level4 score would be obtained. If
5-7 different types of works are created within a specified time, a Level3 score would be
obtained. If 2-4 different types of works are created within a specified time, a Level2
score would be obtained. If less than or equal to 1 different type of work is created
within a specified time, a Level1 score would be obtained.

Measure the uniqueness of students' creative thinking in music by 5 points, and
evaluate the score based on the uniqueness of the music works created by students
within a certain period of time. The score was assessed by all students and teachers
sharing all their subjective qualitative ratings. If the work created within the specified
time is very unique and perfect, it would receive a Level 5 score. If the work created
within the specified time is very unique, it would receive a Level 4 score. If the work
created within the specified time is relatively unique, it would receive a Level 3 score. If
the work created within the specified time is more ordinary, it would receive a Level 2
score. If the work created within the specified time is very ordinary, it would receive a

Level 1 score.

3. Create education

3.1 The history of creativity education



27

Creativity education is a branch of creatology, a new discipline that
emerged in the 20th century, dedicated to studying the laws of human creative activities
and their application. Creativity education began in 1916 when American educator John
Dewey first proposed the theory of cultivating creative talents in schools. In 1939,
General Electric in the United States introduced the "Creative Engineering" course to
enhance employees' creative abilities. Since World War |l, creativity education has
gained attention worldwide and has gradually formed a theoretical system. The United
Nations Educational, Scientific and Cultural Organization (UNESCO), in its 1972 report
"Learning to Be," provided a comprehensive and dialectical explanation of the tasks of
creativity education. It stated that education has the power to cultivate creative spirit as
well as to suppress it. Education's complex task within this scope includes maintaining
an individual's originality and creative power while addressing the needs of real life,
transmitting culture without stifling it with ready-made patterns, encouraging the
development of genius, abilities, and personal expression without fostering
individualism, and paying close attention to each person's uniqueness while recognizing
that creativity is also a collective activity (UNESCO, 1979).

In China, the first person to clearly propose the concept of creativity
education was the renowned educator Tao Zhixing, a pioneer in the field. He not only
proposed systematic theories and methods for creativity education but also engaged in
extensive practical applications. In the 1930s, he published the "Creativity Manifesto," in
which he stated, "Every place is a world of creativity, every day is a time for creativity,
and everyone is a person of creativity." He believed that creativity is an activity in which

everyone should participate (Tao, 2021).

3.2 Creative education research in CNKI
Due to historical reasons, creativity education in China did not develop until
the early 1980s. By searching the CNKI database with the keyword ‘"creativity

education," a total of 7,724 Chinese documents and 720 foreign documents were found.



28

Analyzing the annual distribution, the trend chart of Chinese literature shows that
scholars began to pay more attention to creativity education research around 2000, and
this attention has remained at a high level since then, as shown in the chart.

A comprehensive analysis of existing research results reveals that, in terms
of thematic distribution, Chinese literature mainly focuses on themes such as creativity
education, Tao Xingzhi, and the ideology of creativity education. Regarding discipline
distribution, the majority of research is found in educational theory and management,
secondary education, and primary education, with 856 papers (10.96%) related to
innovation education in higher education.

According to the annual publication trend, foreign literature on creativity
education also showed an upward trend after 2000, peaking in 2016, and then declining
to about 20 papers per year. The disciplinary distribution of foreign literature indicates a
significant focus on creativity education in higher education, ranking second and

accounting for 15.18%.
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Overall, scholars both domestically and internationally have paid significant
attention to the study of creativity education, especially around the year 2000. Chinese
literature has consistently maintained an annual output of over 200 papers, peaking at
400 papers in 2000. Foreign literature has averaged over 20 papers annually, reaching
a peak of over 50 papers in 2016. This indicates that scholars have maintained a close

focus on creativity education since 2000.

4. Research on the teaching model of music creation ability cultivation
4.1 Research on the teaching model of cultivating music creation ability in
China
In terms of teaching models for cultivating music creation ability, Tong He
constructed the Generative music creation ability Teaching model (Tong, 2014), and Yu
Yi proposed the "5C" music creation ability Teaching model (Yu, 2017). The research
subjects for these two teaching models mainly focus on the practical teaching of music
creation ability in primary and secondary schools. Dou Junhong proposed the Reflective
music creation ability Teaching model aimed at cultivating the music creation ability of
pre-service music teachers (Dou, 2020). Overall, since China entered the 21st century

and incorporated music creation ability into the content and core philosophy of primary
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and secondary school music curricula, scholars have paid attention to the study of
music creation ability. However, research outcomes have been relatively weak, with
more focus on the relationship between music and creativity rather than on music
creation ability itself. There has been considerable research on the practical teaching of
music creation ability in primary and secondary schools, but much less on cultivating
the music creation ability of students majoring in music education at higher education
institutions.

4.2 Research on teaching model on cultivating music creation ability in other
countries

Research on music creation ability education practice oriented towards
cultivation is quite rich. Such studies emphasize case studies and practical activities to
summarize experiences and provide methods and strategies for fostering music
creation ability. There are studies focusing on educational practices aimed at
developing music creative thinking (Hickey & Webster, 2001; Menard, 2013) and those
exploring curriculum and teaching strategies for fostering music creation ability
(Addessi, 2014). These studies are cultivation-oriented, offering concrete measures at
the operational level for ways to cultivate music creation ability, course design, and
teaching methods.

In the field of higher music education, Stavrou (2013) focused on pre-
service teachers, using project-based approaches to cultivate their music creation
ability. Chenette (2016) emphasized the importance of fostering music creation ability in
higher music education by reviewing literature from psychology, neuroscience, and the
study of creativity within music itself, and provided suggestions for curriculum
integration in higher music education. These studies offer valuable insights for research
on cultivating the music creation ability of students majoring in music education at

higher education institutions.
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5.Teaching theoretical basis
5.1 Bloom cognitive goal classification

Bloom classified cognitive objectives into six levels: remembering,
understanding, applying, analyzing, evaluating, and creating. The first three are
considered lower-order cognitive processes, while the latter three are higher-order
cognitive processes. Higher-order cognition develops higher-order thinking skills, which
are characterized by the ability to solve complex problems or complete complex tasks.
Higher-order thinking involves mental activities at a higher cognitive level, including
innovative thinking and cognitive abilities.

To address the limitations of traditional teacher-centered, lower-order
teaching methods, this study aims to develop a learner-centered teaching model
designed to enhance the music creation ability of students majoring in music education.
The design of teaching and assessment would focus on the students, ensuring that the
educational approach is centered around their learning needs and creative
development.

5.2 Constructivism

Constructivism represents a revolutionary contemporary learning theory and
is a significant influence on the development of teaching models. Originating from
Piaget's theory of structures and construction, constructivism posits that cognition is an
active process where individuals construct knowledge based on their existing
knowledge and experiences. The constructivist view of teaching requires individuals to
construct knowledge through a series of processes including observation, experience,
perception, cognition, and understanding within their unique contexts, growth
environments, and social backgrounds (Zheng, 2008).

Bruner further advanced the development of constructivist teaching models
through his cognitive learning theory. Constructivism asserts that the activity of
knowledge is constructed rather than passively received and transmitted. It emphasizes
the agency of individuals as cognitive subjects, highlighting a process where learners

build new ideas and concepts based on their existing knowledge and experiences
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through cognitive learning theories. Constructivism advocates for a "student-centered"
approach, where teachers are not mere providers of knowledge but act as organizers,
guides, helpers, and facilitators. Utilizing the elements of context, collaboration,
conversation, and meaning construction, constructivist teaching encourages students to
construct meaning through interaction with their environment. Within the social
construction of practice communities and contexts, individuals form their knowledge
systems and abilities.

Teachers guide students to actively acquire knowledge and through internal
processes such as analysis, judgment, internalization, and absorption, students develop
their perspectives on issues and construct their knowledge structures. This approach
leads them to higher levels of thinking and exploration.

When applied to education, constructivism necessitates a thorough
redesign of educational goals. The focus should not be on merely increasing students'
knowledge, but rather on the activities students can perform within the content domain.
Students should not only acquire information but also be encouraged to put what they
have learned into practice. By doing so, they can develop respect and confidence in
their cognitive abilities and extend this power to a broader consideration of themselves
as cultural subjects and their relationship with their surrounding environment (Bruner,
1996; Cole, 1996).

The concept of music creation ability defined in this study views it as the
psychological quality of constructing novel and appropriate musical practices within a
specific socio-cultural environment. This concept emphasizes that music creation ability
is a constructivist process. Therefore, the teaching model developed in this study
adheres to the fundamental principles of constructivism, focusing on student-centered
approaches, scaffolded teaching that emphasizes the process, and fostering
autonomous learning driven by motivation.

5.2.1 Be learner-centered
Through literature review and diagnosis of issues in music education talent

cultivation in Chinese higher education institutions, it is recognized that improvements



34

are needed in both students' music creation ability and the teaching process. The focus
of teaching reform should be on making instruction more learner-centered, connecting
with students' realities, and emphasizing higher-order thinking skills. The developed
teaching model advocates for a learner-centered approach, utilizing various teaching
methods to enhance students' music creative thinking and build their cognitive
frameworks. The teaching process encourages active student participation through
diverse learning activities, promoting collaboration and interaction. Students improve
their communication skills by engaging in discussions and teamwork.

A learner-centered approach refers to an instructional method where
learners are closely involved in the decision-making process regarding the content and
methods of teaching. This approach involves collaboration between teachers and
learners through ongoing dialogue to determine course content and learning objectives.
It emphasizes addressing learners' real-life needs, with learners taking responsibility for
setting personal and practical goals and determining the steps to achieve them. In a
learner-centered approach, learners have opportunities to explore, gather, and derive
meaning from their educational experiences, while teachers act as guides and active
participants in the learning process.

In a learner-centered model, students play an active role rather than being
passive recipients of knowledge. They use the information provided by teachers or
textbooks in new and creative ways, engaging in activites such as discussion,
communication, analysis, and evaluation. Students are also responsible for collecting
information from their surroundings, systematically recording, discussing, comparing,
analyzing, drawing conclusions, and sharing their findings.

The role of the teacher in a learner-centered model differs significantly from
traditional methods. Teachers are not only providers of information but also facilitators
who organize activities for students to collect and use information. They guide students
through these activities, help them find additional sources of information, ensure that
students are genuinely thinking and analyzing, regularly check their progress to ensure

all students are learning, and provide support when students encounter difficulties.
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5.2.2 Cooperative learning

Cooperative learning involves using small groups in teaching, where
students work together to maximize their abilities and learn from one another.
Researchers have found that cooperative methods can positively impact student
performance, foster critical thinking skills, enhance higher-order thinking abilities,
develop metacognition, encourage a sense of responsibility for learning, improve
memory, and build self-esteem (Slavin, 1990). Additionally, cooperative learning is a
valuable approach for assessing understanding and teaching various learning
strategies.

Cooperative learning involves working in mixed groups, where the teacher's
role shifts from being a transmitter of knowledge to a facilitator of learning, and the
responsibility for learning transfers from the teacher to the students. When students work
together, they have the opportunity to critique and revise each other’'s ideas and
respond to guidance. Through interaction, they can mimic each other's thinking,
reasoning, and problem-solving skills, and receive feedback, thereby constructing new

understanding, knowledge, and skills socially (Ashman & Gillies, 2003).

5.3 The Construction of the teaching model

The teaching model in this study is grounded in Bloom's cognitive development
theory, learner-centered constructivism, and cooperative learning. It consists of four
stages: curriculum learning, task-driven activities, assignment presentation, and
assignment evaluation.

Curriculum Learning: In this stage, the teacher prepares relevant materials in
advance and provides online instruction or assigns online courses for students to learn.
This allows students to acquire the knowledge and skills necessary for specific music
creation tasks. The focus here is on students individually accumulating music creation
material through lower-order cognitive processes such as memory and understanding.

Task-Driven Activities: The teacher provides students with specific music

creation tasks, and students work in groups to collaboratively explore and complete
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these tasks. This stage emphasizes higher-order cognitive processes, including
analysis, application, and creation.

Assignment Presentation: Students present the collective creations from the
previous stage in class. This stage focuses on applying and creating higher-order
cognitive processes as students showcase their work.

Evaluation and Reflection: Students evaluate and reflect on their created works,
which provides insights for future tasks. This stage emphasizes higher-order cognitive

processes such as application and evaluation.



CHAPTER 3
METHODS

To enhance the music creation ability of university music education students,
the researchers developed a teaching model aimed at improving music creation ability.
The goal of this study is to construct a teaching model that enhances music creation
ability in university music education students and to evaluate the effectiveness of this

model.

1. Research Method
The construction of the teaching model to enhance music creation ability
follows a four-phase research and development methodology.
1.1 Phase One: Research on Foundational Information

In this stage, relevant literature would be consulted, sorted, and
reviewed, teachers and students would be interviewed, and students would be surveyed
to collect basic data and information required for the development of this research
project. The purpose is to understand relevant educational concepts, learning theories,
the requirements for talents in the 21st century, the importance of creativity in talent
cultivation, the measurement and evaluation of music creation ability, and relevant
literature on teaching models to improve music creation ability; Investigate the opinions
and existing problems of teachers and students on improving music creation ability and
constructing teaching models to enhance music creation ability; Using semi-structured
interviews created by researchers on music creation ability related issues, conduct
interviews with research subjects and analyze the results using content analysis.

This phase includes four steps:

1.Research on the theoretical foundations and relevant literature related
to this teaching model.

2.Teacher interviews.

3.Student interviews.

4.Conducting surveys with students.
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1.2 Phase Two: Teaching model Design

This phase includes six steps:
1.Develop the first version of the teaching model.
2.Experts evaluate the teaching model for suitability, consistency, etc.
3.Experts assess the tools for measuring music creation ability.
4.Revise the teaching model to create the second version.
5.Pilot the teaching model.
6.Revise the teaching model to create the third version.

After understanding the foundational data and basic information from Phase
One, the researchers designed the first version of a teaching model aimed at enhancing
music creation ability. This version is based on constructivist theory, encouraging
students to actively apply the learning process and knowledge themselves. The
teaching model consists of several components: principles, objectives, teaching
process, media and resources, learning evaluation, and teaching content.

Five experts in the field of education evaluated the first version of the
teaching model for suitability, consistency, and the Index of Consistency (I0OC) of the
music creation ability measurement scale. A five-point rating scale (highest, high,
medium, low, lowest) was used to assess the quality of the teaching model. Data was
collected by presenting the teaching model to the experts, who then assessed its
suitability and consistency using the rating scale. Based on the experts' suggestions,
the researchers revised the initial draft of the teaching model to create the second
version. Simultaneously, the experts evaluated the consistency index of the music
creation ability measurement. The researchers piloted the updated second version of
the teaching model. Based on the results of the pilot study, the researchers observed
and recorded any issues and further revised the teaching model to create the third
version.

1.3 Phase Three: Implementation of the Teaching model

The researchers implemented the third version of the teaching model

with the target students, measuring music creation ability before and after the
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implementation. Throughout the implementation process, the researchers conducted
continuous observations of the students' performance. The teaching model, developed
based on constructivist theory, focused on nurturing music creative thinking through
activities centered on creativity, including music listening (exploring sounds and music),
improvisation, and music composition.
1.4 Phase Four: Evaluation of the Teaching model
The effectiveness of the teaching model was evaluated in June 2024,
after its implementation. The researchers assessed the model's effectiveness using the
criterion: "Students' music creation ability after the implementation of the teaching model
is higher than before the implementation." Based on the results of the implementation
and data analysis, the researchers revised the teaching model to create the final
version.
1.5 Research Method Flowchart
In summary of the above steps, the researchers created a flowchart for

the research method, as shown below:
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2. Procedures for Each Phase
2.1 Phase One: Research on Foundational Information
The purpose of this phase is to investigate the basic data and issues related
to teaching models that enhance the music creation ability of university music education
students.
This phase includes four steps:
1.Research on the theoretical foundations and relevant literature related
to this teaching model.
2.Teacher interviews.
3.Student interviews.
4.Conducting surveys with students.
Step One: Research on Theoretical Foundations and Relevant Literature
Related to the Teaching model
The purpose of this step is to study and investigate literature relevant to
the research subject, including educational concepts, learning theories, the demands of
creativity in the 21st century, the measurement and evaluation of music creation ability,
and all related literature on teaching models that enhance music creation ability. This
would provide foundational information for developing the teaching model in this study.
Step Two: Teacher Interviews
Conduct interviews with 5 teachers to understand their views on the
music creation ability of students majoring in music education in universities and their
suggestions for improving students' music creation ability. The researchers developed
an interview outline (see Appendix 1) to engage in dialogue with experts on the music
creation ability, curriculum or teaching content, teaching methods, teaching evaluation,
and other issues of music teacher trainees in universities. The interview content was
analyzed and summarized as the basic data for designing teaching models to enhance
students' music creation ability.
The researchers would select 5 music education teachers and

innovation and creativity education teachers from universities such as the School of
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Science and Technology of Gannan Normal University and Gannan Normal University
for interviews. The age of teachers is between 25-45 years old, and their work
experience ranges from 5-20 years. Prior to the interview, obtain the personal consent of
the teacher and record the interview content.

Step Three: Student Interviews

Five students would be interviewed to understand their views on music
creation ability and their attitudes and suggestions for enhancing students' music
creation ability. The researchers prepared an interview outline (see Appendix 2) to
discuss topics with the students, including music creation ability, curriculum or teaching
content, teaching methods, and teaching evaluation. The interview content would be
analyzed and summarized as foundational data for designing the teaching model to
enhance students' music creation ability.

The researchers would select five students from four grade levels of the
music program at Gannan Normal University College of Science and Technology,
including two males and three females: one first-year student, one second-year student,
two third-year students, and one fourth-year student. The students range in age from 17
to 22 years. The interviews would be recorded with the students' consent.

Step Four: Conducting Surveys with Students

The purpose of this step is to collect basic information on the music
creation ability of university music education students and to understand the issues in
schools related to cultivating students' music creation ability. This would provide a basis
for developing the teaching model in this study.

The survey would be conducted at Gannan Normal University College of
Science and Technology, with a random sample of 100 students from first-year to fourth-
year, with an appropriate gender ratio and age range of 19 to 24 years.

The research tool is a self-designed "Survey on University Music
Education Students' Cognition of music creation ability" (see Appendix 3), using a Likert

five-point scale.
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2.2 Phase Two: Teaching model Design
This phase includes six steps:

1.Develop the first version of the teaching model.

2.Experts evaluate the teaching model for suitability, consistency.

3.Experts assess the tools for measuring music creation ability.

4.Revise the teaching model to create the second version.

5.Pilot the teaching model.

6.Revise the teaching model to create the third version.

1.Develop the first version of the teaching model.

This phase involves designing a teaching model to enhance the music
creation ability of university music education students based on the information
collected from surveys and interviews in the first phase. This phase includes six steps:

2.Experts evaluate the teaching model for suitability, consistency.

Based on the literature review, expert and student interviews, and
surveys conducted in the first phase, the first version of the teaching model to enhance
the music creation ability of university music education students was developed. The
teaching model consists of several components: principles, objectives, teaching
process, media and resources, teaching evaluation, and teaching content.

The study consulted and evaluated the teaching model via email with
five experts in the fields of primary and secondary education as well as higher
education. The experts' research areas cover music education and pedagogy. The
suitability and consistency of the initial draft of the teaching model were evaluated.
Experts used a five-point rating scale (highest, high, medium, low, lowest) to assess the
suitability and consistency of the teaching model. The rating scale was assigned values
from 1 to 5, representing lowest to highest, respectively. The mean, standard deviation,
and coordination coefficient of each indicator's scores were calculated based on their
importance. The researchers collected this data and used software for data entry,

analysis, and statistics.
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3.Experts assess the tools for measuring music creation ability.

While evaluating the teaching model, the experts also assessed the
consistency of the music creation ability measurement tools. The researchers collected
the data and used software for data entry, analysis, and statistics, analyzing the Index of
Consistency (I0C) of the test items. The quality of the tests was determined by the IOC
for the item objectives.

The formula used to calculate the I0C index is:

TR
loc = ¥
Where IOC: Objective Consistency means Index of Item

>~ R: means Summation of experts’ opinion marks
N: means A number of experts
If the Index of Item Objective Consistency (IOC) of each item of the test is

higher than 0.5 that means it can be used in the test.

4.Revise the teaching model to create the second version
Based on the evaluation data and experts' suggestions, the first version
of the teaching model was revised to create the second version.
5.Pilot the teaching model
The researchers piloted the second version of the teaching model. Ten
students were selected for a pilot study to test the effectiveness of the teaching model.
The teaching model and teaching plan developed by the researchers were
implemented. If, after implementing the model, the pre- and post-tests of students'
music creation ability showed improvement, this would indicate that the teaching model
is effective. The researchers observed and recorded issues with the teaching model
during the pilot study to use as a basis for further improvements.
6.Revise the teaching model to create the third version
Based on the results from the pilot study, the researchers made further

revisions to the teaching model, resulting in the third version of the model.
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2.3 Phase Three: Implementation of the Teaching model

The purpose of this phase is to determine the effectiveness of the revised
teaching model for enhancing music creation ability and to test the feasibility of using
the revised model in real-world situations.

The implementation of the teaching model involves both qualitative and
quantitative research. Qualitative research focuses on analyzing text data collected
through observations, interviews, and other methods during the case study. Quantitative
research involves testing students' music creation ability before and after the
implementation of the teaching model using a music creation ability measurement scale.

The teaching model would be implemented from April to May 2024, with a
total of 8 sessions, one unit per week, and each unit consisting of two class periods. At
the end of each unit, students would conduct self-assessments and peer assessments
based on their performance, while the teacher would provide qualitative evaluations of
each student's performance.

The students participating in the experiment would be selected through
multi-stage sampling. The students are aged 22-24, including 7 males and 25 females.
In terms of experimental design, the researchers used a single group pre - and post
tests to test the effectiveness of the teaching model in improving students' music
creation ability. This study would evaluate students' music creation ability based on
three criteria: 1. fluency of music creative thinking; 2. The flexibility of creative thinking in
music; 1. The uniqueness of creative thinking in music.

2.4 Phase Four: Evaluation of the Teaching model

After the implementation of the teaching model, evaluation would be based

on the following criteria:

1.The experts' evaluation standards for the suitability and consistency of
the teaching model before implementation.

2.The teaching evaluation standards for the implementation of the

teaching model, which include:
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Comparing pre- and post-test results of music creation ability among
students who participated in the teaching model.
Revising the teaching model based on data analysis from the third version, and

completing the final version of the teaching model.



CHAPTER 4
RESULT

This chapter presents the data analysis results of the teaching model. In this
study, as described in Chapter 3, the development of the teaching model involved four
stages. The data analysis results for each stage are as follows:

4.1 Results of the Basic Information Research
4.2 Results of the Teaching model Development
4.3 Results of the Teaching model Implementation

4.4 Results of the Teaching model Evaluation

4.1 Results of the Basic Information Research

The results of the basic information research are divided into the following
sections:Theoretical Research and Relevant Literature Results on the Teaching
model,Results of teacher Interviews,Results of student Interviews,Results of student
Surveys.

4.1.1 Results of Theoretical Research and Previous Studies

The research results of relevant literature reveal the necessary
information for the development of teaching models. Collect and analyze data from
relevant literature to obtain a draft design of teaching model, including ideas for
developing teaching model. Through domestic and foreign literature search platforms
such as China National Knowledge Infrastructure (CNKI), Google Scholar, and the
Library of Srinagar University in Thailand, we searched for relevant literature on "music
creation ability" and "teaching model", attempting to understand the situation and
existing problems of music creation ability cultivation in university music education
majors in terms of literature.

Through literature review, it was found that the one-way nature of
classroom teaching activities in universities is quite common, such as "indoctrination
style" and "cramming style". In the teaching process, there is an excessive emphasis on

teacher centeredness, knowledge transmission as the main characteristic, and a focus
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on students' acceptance and mastery of knowledge, neglecting discovery and
exploration (Chen, 2007). The curriculum and teaching content set by schools are
disconnected from the actual classroom situation in primary and secondary schools (Li,
2015). The teaching of music creation ability has not received corresponding fidelity in
specific implementation, and only general theoretical teaching forms are used in the
teaching process (Fang, 2005).

China has implemented quality education, but the tendency towards
exam oriented education with the college entrance examination as the command still
exists. Students in primary and secondary schools before entering university study
under traditional teaching models, with a relatively single, fixed, passive way of thinking
and weak awareness of active innovation (Hu, 2017). Teachers consider themselves as
core authorities and impart knowledge to students, while students passively listen and
have less classroom interaction (Li, 2022).

4.1.2 Results of Teacher Interviews

In order to collect information before developing teaching models,
researchers conducted interviews with five teachers in music education and innovation
and creativity education in universities to understand their views, existing problems, and
suggestions for improving students' music creation ability in music education
majors.The researcher used a semi-structured interview method, which included 5
questions: 1. Music creation ability of university music education students; 2. Curriculum
or teaching content; 3. Teaching methods; 4. Teaching evaluation; 5. Other comments
and suggestions.

The results of the expert interviews are summarized as follows:

1.Music creation ability of University Music Education Students
The interviews revealed that the cultivation of music creation
ability among university music education students has not received sufficient attention.
The curriculum and teaching content in universities primarily focus on developing

students' knowledge and skills, with a lack of emphasis on core competencies,
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including music creation ability. There is inadequate understanding of music creation
ability, and the concepts are not aligned with actual talent needs.
2.Curriculum or Teaching Content
Universities lack courses specifically focused on creativity. There
are no relevant courses or teaching content related to music creation ability in the
existing curriculum.
3.Teaching Methods
The teaching methods in universities are primarily lecture-based,
with insufficient emphasis on student-centered and practice-oriented teaching
philosophies.
4.Teaching Evaluation
It was found that most evaluations are quantitative, based on final
exam scores, lacking assessments of the learning process and self-evaluations by
students. There is a lack of qualitative evaluation.
5.0ther Comments and Suggestions
Experts mentioned that in some courses, the student numbers
are too large, with some classes exceeding 100 students, which is detrimental to
teacher guidance, student group presentations, and overall teaching effectiveness.
4.1.3 Results of Student Interviews
To collect information before developing the teaching model, the
researcher randomly selected 10 university music education students for interviews to
understand their views on music creation ability and their attitudes and suggestions for
improving students' music creation ability. Among the 10 students, there were 5 males
and 5 females, including 3 first-year students, 3 second-year students, 2 third-year
students, and 2 fourth-year students.
The researcher used a semi-structured interview method, with 5
questions: 1. Music creation ability; 2. Curriculum or teaching content; 3. Teaching
methods; 4. Teaching evaluation; 5. Other comments and suggestions.

The results of the student interviews are summarized as follows:
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1.Music creation ability
The interviews revealed that students lack awareness of music
creation ability, including its connotations, importance, and methods of cultivation.
2.Curriculum or Teaching Content
Students reported that universities lack courses focused on
creativity. There are no specific courses or teaching content related to fostering music
creation ability in the existing curriculum.
3.Teaching Methods
Most teaching is confined to the classroom, with a focus on
lectures and little use of interactive learning activities. Students hope that teachers
would use various teaching techniques to make classes more engaging and diverse.
4.Teaching Evaluation
Students expressed dissatisfaction with using final exams as the
sole method of evaluation. They believe exam scores do not fully reflect students'
learning situations. They hope for a more comprehensive evaluation system that
assesses effective learning and genuine improvement in competencies.
5.0ther Comments and Suggestions
Students expressed a desire for universities to place greater
emphasis on cultivating music creation ability. They suggested developing effective
teaching models, providing more opportunities for practical experience, and
encouraging creativity.
4.1.4 Results of the Student Survey
In addition to interviews with experts and students, this study also
employed a survey to collect information before developing the teaching model. A total
of 97 students participated in the survey, which was administered and collected online.
The researcher distributed 120 questionnaires and received 105 completed responses.

After statistical analysis, 97 questionnaires were deemed valid.



The results of the survey are summarized as follows:

1.Gender Distribution:
Males: 34
Females: 63
2.Age Range:
Ages range from 19 to 24 years old.
3.Academic Year:
First-year students: 17
Second-year students: 60
Third-year students: 15
Fourth-year students: 15

4.Future Career Aspirations:

84 students (86.6%) aspire to become music teachers.

13 students (13.4%) aim for other careers.

5.Self-Assessment of music creation ability:
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FIGURE 15 The bar chart of students' self-assessment of their music creation ability
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68.04% of students believe their music creation ability is average, while

only 22.68% consider their creativity to be very high or high, and 9.28% of students feel
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their music creation ability is low. This indicates that students have a low self-
assessment of their music creation ability and a lack of confidence, not believing they
possess strong music creation ability. Therefore, developing a teaching model to
enhance students' music creation ability is necessary.

6.Do you think music creation ability is innate?
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FIGURE 16 Bar chart showing students' views on whether music creation ability is innate

48.45% of students believe that music creation ability is innate, while
51.55% think it is not. This indicates that students do not have a clear understanding of
music creation ability and its development. However, slightly more than half of the
students believe that music creation ability is not an innate ability, showing a potential

need for enhancing their music creation ability
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7.Do you want to improve your music creation ability through

learning?
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FIGURE 17 Bar Chart of Students' Willingness to Improve music creation ability Through

Learning

96.91% of students expressed their desire to improve their music
creation ability through learning, while 3.09% did not. This indicates that almost all

students hope to enhance their music creation ability through learning.
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8.Which educational methods do you think are more conducive to

developing music creation ability?
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FIGURE 18 Bar Chart of Students' Perceptions of Educational Methods Conducive to

Developing music creation ability

5.15% of students believe that traditional classroom teaching is more
conducive to developing music creation ability, 29.9% think that personalized tutoring
and guidance are more effective, and 64.95% believe that practical teaching methods
are the most beneficial for fostering music creation ability. This indicates that most
students hope for an effective teaching model to enhance their music creation ability.

To prepare for the development of the teaching model, this study
undertook extensive preliminary work. This included the collection and organization of a
large amount of research theories and relevant literature on teaching models, detailed
and in-depth interviews with five experts in music, education, and music education,
thorough interviews with ten randomly selected students from various grades in the
university's music education program, and comprehensive surveys of 97 randomly
selected students across all grades in the university's music education program.

Based on the comprehensive investigation of the above fundamental

information, the researcher has compiled a table summarizing the main issues identified
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through various survey methods and their application in the developed teaching model.

The content is as follows:

TABLE 3 The main issues identified through various survey methods

Method of

investigation

Result

Application to teaching model(how to use

for develop your teaching model)

Interview with

the teachers

The university's  curriculum  and
teaching content still primarily focus
on developing students' knowledge

and skills.

The development of the teaching model
should place more emphasis on training

and enhancing students' creative thinking.

There are no corresponding courses

for cultivating students' creative

thinking, nor do existing courses cover
to music creative

content related

thinking.

The development of courses or teaching

models to enhance students' music

creation ability is very necessary.

The teaching methods in universities

are mainly lecture-based.

The developed teaching model should
shift the teaching methods to be student-
centered, and

adopting  cooperative

inquiry-based learning methods.

The current teaching evaluation is a

quantitative summative evaluation.

The teaching model should diversify
evaluation methods, focus on the learning

process, and encourage students more.

Class sizes are too large, sometimes
exceeding 100 students, which is not
conducive to teacher guidance and

student group presentations.

Small class teaching and grouping should
be implemented to facilitate presentations

and cooperation.

Interview with

the students

Students lack awareness of music

creation ability, including its essence,

importance, and ways to cultivate it.

The teaching content should include learning
about the basic concepts of music creation

ability.

There are no courses specifically for
developing creative thinking, nor is

creative musical thinking incorporated

into existing courses.

Developing courses or teaching models to
enhance students' music creation ability is

very necessary.
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Interview with

the students

There are no courses specifically for
developing creative thinking, nor is
creative musical thinking incorporated

into existing courses.

Developing courses or teaching models to
enhance students' music creation ability is

very necessary.

Most teaching is classroom-based,
with universities primarily using lecture

methods.

The classroom teaching format should be
diversified by using various teaching
methods, centering on the students, and
adopting cooperative and inquiry-based

learning approaches.

They dislike using final exams for

teaching evaluation.

The evaluation methods in the teaching
model should be diversified, focusing on
the learning process and encouraging

students.

Questionnaire

Many students have low self-efficacy

regarding their music creation ability.

Teaching should aim to boost students'
confidence in their music creation ability
through encouragement and try to alleviate

their fear of musical creation.

Many students believe that a practice-
oriented teaching model is the most
beneficial way to cultivate music

creation ability.

Teaching should create more opportunities

for students to practice.

4.2 Results of the Teaching model Development

Based on the information collected in the first stage, which included reviewing

relevant literature, interviewing teachers and students, and conducting surveys with

students, a draft teaching model aimed at enhancing the music creation ability of

university music education students was developed. The specifics are as follows:

4.2.1 Results of Teaching model Development
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The initial draft of the teaching model was written by the author and
includes six elements: Teaching principles, Teaching objectives, Teaching process,
Teaching media and resources, Learning evaluation, and Teaching content. The
teaching model consists of four steps: course learning, task-driven, work presentation,
and work evaluation.

Course Learning:The teacher prepares relevant materials in
advance.Students learn through online lectures or assigned online courses.The focus is
on individual students accumulating musical creation materials through lower-order
cognitive skills such as memory and understanding.

Task-Driven:The  teacher  provides  specific  music  creation
tasks.Students work in groups to explore and complete the given tasks.This step
emphasizes higher-order cognitive skills such as analysis, application, and creation.

Work Presentation:Students present the collectively created works from
the second step in the classroom.This step continues to focus on higher-order cognitive
skills such as application and creation.

Evaluation and Reflection:Students evaluate and reflect on the created
works.This reflection serves to inform the next creation task.The focus here is on higher-
order cognitive skills such as application and evaluation.

The initial draft (Version 1) of the teaching model, written by the author,
includes seven elements: introduction, teaching principles, teaching objectives,
teaching process, teaching media and resources, learning evaluation, and teaching
content. The teaching model is divided into four steps: course learning, task-driven
activities, work presentation, and work evaluation.

A teaching model is a program (Joyce, 2014) that constitutes the
curriculum, selects teaching materials, and guides teaching activities in the classroom
or other environments. It is constructed based on the combination of certain teaching
theories and practices to achieve specific teaching purposes. It features a relatively
stable and concise teaching structure framework and an operable teaching paradigm

(Shi N.Z. & Yin A.Q., 2006). In this study, the teaching model refers to the teaching
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paradigm with a relatively stable structure, formed under a certain environment, and
guided by specific teaching ideas and theories. According to the requirements of
teaching model construction, relevant theories and ideas must serve as the theoretical
foundation for the teaching model construction.
1.Teaching Principle
1.1 Constructive principle

The teaching model in this study is grounded in the theoretical
framework of constructivism, with the aim of nurturing students and constructing
experiences for further learning. Constructivism is a leading theory in contemporary
education and plays a crucial role in shaping teaching models. Originally derived from
Piaget's concept of structure and construction, which posits that knowledge is an active
process built on existing knowledge and experience, constructivism emphasizes that
learners actively construct knowledge rather than merely receiving and transmitting it.
Teachers facilitate this process by asking questions, evaluating, and providing feedback
to support and enhance students' learning development. Building on this, Vygotsky
introduced the theory of social construction and the concept of the "zone of proximal
development," while Bruner contributed with cognitive learning theory, both of which
have advanced the constructivist teaching model.

In this study, music creation ability is defined as the
psychological quality of constructing novel and appropriate musical practices within a
specific social and cultural context. This concept underscores that music creation ability
is a constructed process. Therefore, the implementation of this teaching model should
adhere to constructivist principles, focusing on student-centered learning and fostering
social construction.

1.2 Practical principles

Music is both a social and artistic activity that emphasizes the full
engagement of the human body. Music creation ability involves the practical application
of music and encompasses music creative thinking. According to Elliott, music

fundamentally represents a variety of human practices. He argues that the best way to
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understand music is to approach it as a form of human practice—one that is creative,
participatory, competitive, and evolving (Elliott, 2009). Furthermore, Elliott posits that
music creation is multidimensional, involving specific forms of production and action,
and that the realization of creative outcomes occurs within a particular practical context.
Music creation is thus a synthesis of "doing" and "thinking," and the integration of these
two processes. Music creation ability is manifested in this purposeful behavior—
specifically, through the process of music practice (Bowman, 2014). Consequently, this
teaching model emphasizes practical principles, integrating the concept of practice
throughout music education activities such as listening (sound and music exploration),
improvisation, and music composition and creation. This approach ensures that music
creation ability is internalized through active engagement, ultimately forming students'
music creation ability.
1.3 Student-centered principle

According to constructivist learning theory, teaching should be
student-centered, with students serving as active constructors of knowledge and
meaning. In this approach, teachers transition from being mere providers of information
to becoming facilitators, organizers, and supporters of the students' learning process.
Teachers must emphasize the central role of students within this teaching model,
enhancing their creative motivation by presenting challenging tasks and actively
incorporating student feedback.

1.4 Principles of creative environment

In the process of generating creativity, the environment plays a
crucial role. A relaxed, democratic, and free creative atmosphere can significantly
enhance the effectiveness of the creative process. Both the physical and social
environments are essential for fostering creativity. The physical environment includes
classrooms, desks, and chairs, while the social environment is shaped by the
interactions between teachers and students during teaching activities. Teachers should

strive to cultivate an atmosphere that promotes creativity by providing a relatively free
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and relaxed space, thereby creating a conducive environment for developing students'
music creation ability.
2. Teaching objectives
To enhance the music creation abilities of students majoring in music
education and to emphasize the development of their creative thinking in music.
3. Teaching Process
The draft teaching model is divided into four steps: Course learning,
Task-Driven Activities, homework demonstration, and homework evaluation.

Step 1:Course Learning,teachers prepare relevant information in
advance and facilitate online learning through digital platforms or network courses. This
enables students to acquire the necessary knowledge and skills for specific music
creation tasks. The focus here is on low-order cognitive processes, such as
memorization and understanding, to accumulate materials for music creation.

Step 2:Task-Driven Activities, teachers provide specific music
creation tasks, which students complete through group collaboration. This phase
emphasizes high-order cognitive processes, such as analysis, application, and creation.

Step 3:Production prsentation.Students present their group-
created works in class. This phase focuses on high-order cognitive processes, including
application and creation, as students showcase their completed tasks.

Step 4:Evaluation and Reflection.In this phase, students evaluate
and reflect on their created works to prepare for subsequent tasks. This phase
emphasizes high-order cognitive processes, such as application and evaluation, to

enhance the learning experience and guide future creative endeavors.
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Course Learning

anline and offline learnin __ Memory, Understandin
g ry g
Task Driven
(group creation) Analysis, Application,Creation

Production Presentation

{Concentrated presentation) Application, Creation

Evaluation Reflection

(Self-evaluation, Mutual evaluation) — Application and evaluation

FIGURE 19 Teaching model (Version 1)

4. Media and resources

Utilize individual media and learning resources available within
schools and for students, as well as online media, resources, and experts that are
appropriate for addressing the specific innovative problems learners aim to solve.

5. Learning evaluation

Based on the literature collected in the preliminary stage, a music
creation ability measurement scale was developed. This teaching model would use a
criterion-referenced approach for learning evaluation. This evaluation method, proposed
by Robert Glaser (1963), emphasizes that educational evaluation should be based on
clear behavioral objectives.

The assessment of learners' individual or collective music creation
ability involves observing their performance. Scoring criteria are based on accurate
evaluations and are conducted alongside the learners' activities. Feedback is provided
through encouragement, confidence-building, and guidance, aiming to help learners
apply effective thinking and learning processes.

Music, as an art form that unfolds over time, often involves the
creation of musical products. These products may result from composition or emerge as
"real-time products" during performance and improvisation. Although all musical

practices have the potential for creativity, only those characterized by "novelty" and
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"appropriateness" contribute to the development of music creation ability. Therefore,
music creation ability products are generally evaluated based on two fundamental
characteristics: "novelty" and "appropriateness.”

Novelty: This refers to the unprecedented and unique aspects of the
music. Each performance or listening experience throughout the music practice activity
embodies the subject's "novelty." When music functions as a sound system, it represents
a genuine creative activity infused with the creators', listeners', and performers' thinking
and insights. Novelty is a core feature of music as a creative art form.

Appropriateness: This pertains to the purpose or value of the creative
activity. Music creation must be a purposeful act. In this study, appropriateness is
assessed based on the precise expression of music in terms of both musical technology
and content.

The psychological structure of music creation ability integrates music
creative thinking with music creative personality. Music creative personality includes
non-intellectual factors such as emation, will, attitude, character, and temperament, all of
which significantly influence and develop music creation ability.

Given the abstract nature of music creation ability, which is
challenging to observe directly, Webster focuses on the process of musical creation and
defines music creation ability as "music creative thinking." Music creative thinking is
categorized into divergent thinking and convergent thinking. Divergent thinking, which is
especially valuable for cultivating creative thinking, is manifested through fluency,
flexibility, and uniqueness in music. This study primarily measures music creative
thinking through divergent thinking, emphasizing fluency,flexibility and uniqueness.

Fluency: In this study, fluency refers to the ability to generate
numerous different ideas and solutions. A fluent thinker can produce various
interpretations, rhythmic accompaniments, and movements when engaging with a piece
of music.

Flexibility: This involves the ability to generate diverse ideas or

approaches to a given question or situation.
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Based on the above content, researchers have refined specific

behavioral indicators for measuring music creative thinking. The specific indicators are

shown in the following table:

TABLE 4 Music creative thinking measurement standard

Test project  Measure Indicater Level5 Leveld Level3 Level2 Levell
ment (5point)  (4point)  (3point)  (2point)  (1point)
index

Creative Fluency  The number of 210 89 57 2—4 <1

Thinking in works created

Music within a

(Divergent specified time.

Thinking) Flexibility =~ The number of 210 8—9 5—7 2—4 <1

works created
within a specif
ied time that can
change different
musical styles,
forms, and
structures.

Unique Whether the Very Very General More Very
music works unique unig  unique ordinary  normal
created are and ue
novel and perfect
original

Researchers would use this measurement table to design corresponding music

creation ability test papers, and test students before and after the experiment. Based on
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this measurement table, students would be scored to compare their music creation
ability levels before and after the experiment.

Researchers would use this measurement table to design corresponding music
creation ability test papers to test students' music creation ability (music creation ability
thinking), including pre-test and post test, comparing students' music creation ability
levels before and after the experiment. The table takes fluency, flexibility, and
uniqueness, which are the main dimensions of divergent thinking in music creative
thinking, as the main measurement dimensions, and designs corresponding operational
indicators that are easy to operate and measure. There are three aspects to
measurement. Measure the fluency of students' creative thinking in music by 5 points,
based on the number of music pieces freely created by the subjects within a specified
time and the number of fixed pitch patterns created. If 10 or more works are created
within the specified time, they would receive a Level 5 score. If 8-9 works are created
within the specified time, they would receive a Level 4 score. If 5-7 works are created
within the specified time, they would receive a Level 3 score. If 2-4 works are created
within the specified time, they would receive a Level 2 score. If 1 or less works are
created within the specified time, they would receive a Level 1 score.

Measure the flexibility of students' creative thinking in music by 5 points, and
evaluate the score based on the types of music works created by students in different
styles within a certain period of time. If more than or equal to 10 different types of works
are created within a specified time, a Level5 score would be obtained. If 8-9 different
types of works are created within a specified time, a Level4 score would be obtained. If
5-7 different types of works are created within a specified time, a Level3 score would be
obtained. If 2-4 different types of works are created within a specified time, a Level2
score would be obtained. If less than or equal to 1 different type of work is created
within a specified time, a Level1 score would be obtained.

Measure the uniqueness of students' creative thinking in music by 5 points, and
evaluate the score based on the uniqueness of the music works created by students

within a certain period of time. The score was assessed by all students and teachers
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sharing all their subjective qualitative ratings.If the work created within the specified time

is very unigue and perfect, it would receive a Level 5 score. If the work created within

the specified time is very unique, it would receive a Level 4 score. If the work created

within the specified time is relatively unique, it would receive a Level 3 score. If the work

created within the specified time is more ordinary, it would receive a Level 2 score. If the

work created within the specified time is very ordinary, it would receive a Level 1 score.
6. Teaching content

Chinese music aesthetician Zhang Q. posits that music creation
encompasses not only the formal acts of creative behavior but also improvisation that is
not recorded. This includes both explicit authorial acts of creation and creative
behaviors involving processing and adaptation, such as performance and appreciation
(Zhang, Q. 2002). Music appreciation is not merely a passive reception of musical works
but an active creative process, contributing positively to the generation of musical
meaning (Zhang, Q. 2006). This appreciation involves conceptual and spiritual
products, characterized by plurality, multiple solutions, and uncertainty, thereby offering
more creative space and imaginative potential, highlighting the unique charm of music
as an art form. Active listening, in particular, is a creative activity where the listener
constructs a unique personal music experience through rich associations and
imagination based on sound perception (Kratus, 2017). Active listening involves both
perceptual knowledge derived from divergent thinking and rational analysis associated
with aggregated thinking. Consequently, music listening stimulates music creation ability
and produces novel "conceptual products."

Since the 1990s, both the United States and Japan have integrated
composition and improvisation into general music education. In the U.S., composition
and improvisation have been incorporated into comprehensive music education
programs, while in China, the "Compulsory Education Art Curriculum Standard" includes
four types of artistic practices: "appreciation," "performance," ‘"creation," and
‘connection," covering 14 specific learming contents. Among these, the "creation"

component includes "sound and music exploration," "improvisation," and "music
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compilation and creation." The curriculum tasks are designed to cover music discovery
for grades 1-2, compilation and display for grades 3-9, and exploration of music in daily
life. Future primary and secondary school music teachers must possess the ability to
complete these tasks, which requires a corresponding level of music creation ability.

This study includes various aspects of improvisation such as
impromptu singing and improvisational activities, emphasizing that music improvisation
is characterized by real-time and irreversible processes, and requires spontaneous
creation. Therefore, cultivating creative thinking, especially divergent thinking, is of
significant value. Enhancing the music creation ability of music education students is
fundamental for improving music improvisation education for future primary and
secondary school students.

To develop qualified primary and secondary school music teachers,
this research would focus on building a specific teaching model based on "listening to
music (sound and music exploration)," "improvisation," and "music creation." It would set
learning tasks for students, such as "create and display" and "explore the music of life,"

to enhance the music creation ability of music education majors.



TABLE 5 Teaching content

Unit Learning Content Periods

Unit1 The cultivation of creative thinking in music 2
listening: Naughty Little Alarm clock

Unit2 The Cultivation of Creative Thinking in Music 2
Listening: <<Anima| Carnival))

Unit3 Music rhythm compilation ((Hunter Chorus>> 2

Unit4 Music rhythm compilation ((Turkish I\/Iarch>> 2

Unitd Music rhythm and creation << cuckoo >> 2

Unit6 Music rhythm and creation <<In the Palace of the 2
Mountain Devil>>

Unit7 Musical instrument accompaniment compilation 2
and creation <<Spring Festival Overture>>

Unit8 Musical instrument accompaniment compilation 2

and creation <<The golden snake dance))

4.2.2 Experts' Evaluation Results of the Teaching model Quality
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The quality inspection results of the teaching model proposed by

experts are divided into two parts: 1. Evaluation of the appropriateness of the teaching

model. 2. Evaluation of the consistency of the teaching model. The results of the data

analysis are as follows:

Evaluation of the Appropriateness of the Teaching model

The average score, standard deviation, and the degree of appropriateness of

the evaluation checklist are shown in the table.
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— Appropriate
No. ltems X S.D.
degree

1 Teaching model principles

1.1 Reasonable 4.80 0.45 Very high

1.2 Theoretical concepts used to support 4.80 0.55 Very high

1.3 Lead to practice 5.00 0.00 Very high
2 Teaching model objectives

2.1 Clear and concrete 5.00 0.00 Very high

2.2 Can be measured and evaluated 4.80 0.45 Very high

2.3 Suitable for the target group 4.80 0.45 Very high
3 Teaching model content

3.1 Meet the teaching model objectives 4.40 0.42 High

3.2 Academically correct 4.40 0.42 High

3.3 Suitable for the target group 4.20 0.55 High
4 Learning activities

4.1 Meet the teaching model objectives 4.40 0.55 High

4.2 Suitable for the target group 4.20 0.45 High

4.3 Interesting and possible 4.20 0.42 High
5 Teaching model materials

5.1 Meet the learning activities 4.20 0.42 High

5.2 Suitable for the target group 4.40 0.45 High

5.3 Interesting and possible 4.40 0.42 High
6 Teaching model evaluation

6.1 Meet the teaching model objectives 4.20 0.45 High
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6.2 Suitable for the target group 4.20 0.45 High
6.3 Possible to practice 4.20 0.45 High

In the table above, the results of the evaluation of the appropriateness of
the teaching model show that the average scores range from 4.20 to 5.00, with standard
deviations ranging from 0.00 to 0.55. This indicates that the teaching model is deemed
appropriate at high to very high levels. The appropriateness of the components of the
teaching model is rated at a very high level, supporting the principles and objectives of
the teaching model, while the remaining parts are rated at a high level.

2. Evaluation of the Consistency of the Teaching model
The draft teaching model was assessed by five experts to check
the consistency of its components. After data collection, the evaluation form of the
teaching model was analyzed. The results of the Index of Consistency (IOC) for the

items assessing the consistency of the teaching model are shown in the table:

TABLE 7 Evaluation of the Consistency of the Teaching model

No. ltems IOC Meaning
1 Learning problem with the principles of the teaching model  0.80 Consistency
2 Teaching model principles and teaching model aims 1.00 Consistency
3 Principles of teaching model and learning activities 0.80 Consistency
Teaching model aims and Teaching model content 1.00 Consistency
Teaching model aims and learning activities 0.80 Consistency
6 Teaching model content and learning activities 1.00 Consistency
7 Teaching model content and learning materials 0.80 Consistency
8 Teaching model content and learning resources 1.00 Consistency
9 Teaching model content and learning duration 1.00 Consistency

10 Teaching model assessment with teaching model aims 1.00 Consistency
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The Index of Consistency (IOC) scores for the project objectives range from 0.8
to 1.0, which is above the standard threshold of 0.5, as shown in the table above. This
indicates that each component of the teaching model, as evaluated by the experts, is
consistent with one another.

4.2.3 Results of Teaching model Revision (Version 2)

After analyzing the data and based on expert recommendations, the
draft of the teaching model was revised to form the second version. The steps of the
teaching model were optimized, changing the original sequence of course learning,
task-driven approach, assignment presentation, and assignment evaluation to four
stages: task-driven approach, self-construction, practical demonstration, and reflective
evaluation.

1. Regarding the Teaching Steps

Experts provided feedback that the first step being course
learning, where teachers initially provide designated learning content to students,
violates the student-centered principle. This step can be adjusted to the second step to
enhance learning efficiency. After understanding the tasks, students can begin learning
and choose the content with the help of teachers, making their learning more targeted
and autonomous. This adjustment aligns with constructivist theory, which posits that
knowledge is actively constructed based on learners' existing knowledge and
experiences. Teaching should be student-centered, with students as active constructors
of knowledge. Teachers should not act as mere providers of knowledge but as
organizers, guides, facilitators, and helpers in the students' cognitive construction
process. Each step of the teaching model should emphasize the students' active role.

Experts suggest moving the task-driven step to the first position.
According to constructivist theory, teachers should create motivation for students by
providing challenging tasks. Teachers design the teaching content as specific creative

tasks, using task-driven methods to guide students' thinking. Students learn and do to
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master the teaching content and complete the creative tasks. This step embodies a
student-centered, competency-based teaching approach.

Experts believe that for the issue of musical creativity addressed
in this study, it is more appropriate to change the third step of "product display" to
"oractice display" in the teaching model. Firstly, according to the teaching plan, the final
creations by students may not always be tangible "products" in a strict sense. They
might be stories created after listening to musical works, selected musical pieces for a
specific theme or situation, or improvisational performances, small plays, and fixed
rhythm patterns. These require students to complete the final presentation of musical
creation through practical display. Secondly, changing to practice display aligns with
the principle of practicality in the teaching model. Music creation ability involves
concrete musical practices and processes, including creative thinking. Music is
essentially a collection of various human practices, not merely a collection of objects or
works to be appreciated. This includes music creation, performance, teaching, learning,
and listening (Elliott, 2009). Finally, product display focuses on the created products
rather than the students, not reflecting a student-centered approach and neglecting
students' subjectivity. "Practice display," however, highlights the students' active
participation.

Similarly, experts suggest changing the corresponding fourth
step from product evaluation to reflective evaluation. The British educational thinker
Locke first proposed the concept of "reflection," stating that all human thoughts and
ideas originate from or reflect sensory experiences, specifically the ideas of sensation
and reflection, with reflection coming from the mind observing itself (Locke, 1959).
Dewey considered reflection as an active, persistent, and careful consideration of any
belief or supposed form of knowledge in light of the grounds that support it and the
further conclusions to which it tends (Dewey, 1991). Therefore, reflection is a higher-
order thinking activity. Music creation ability involves constructing novel and appropriate

musical practices within a certain socio-cultural context, a process that is also reflective.
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This study emphasizes constructing a teaching model guided by the theory of reflective

practice.

The researchers summarized and organized the expert feedback

on the teaching steps of Version 1 of the teaching model into the following table:

TABLE 8 The revised content of teaching model(Version 2)

The first version

Revise

Course Learning

Course learning is adjusted to the second step, which is

included in the autonomous construction step.

The task-drive adjusts to the first step, with the task-driven

Task Driven guidance, guiding the following steps.
The second step is adjusted to becourse Learning.
Production The production presentation is adjusted to a practice
Presentation Presentation.
Production
Production evaluation is adjusted to reflective evaluation.
Reflection

The revised teaching model (Version 2), adjusted based on the above

suggestions, is illustrated in the figure below:
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FIGURE 20 Teaching model (Version 2)

2.Regarding Teaching Evaluation

In Version 1 of the developed teaching model, the evaluation
method used is a criterion-referenced evaluation, with the researcher-developed music
creation ability measurement scale as the standard. Experts suggest using the music
creation ability measurement scale for both pre-test and post-test to compare the
changes in students' music creation ability. During the teaching process, formative
evaluation, self-evaluation, and peer evaluation should be used to focus on process-

oriented evaluation methods.

4.2.4 Results of Developing the Music Creation ability Measurement (IOC)

The measurement scale for music creation ability was evaluated by five
experts to examine the consistency of the components of music creation ability. After
collecting the data, an analysis of the evaluation of the music creation ability
measurement scale was conducted. The results of the Index of Consistency (IOC) for
the items in the music creation ability measurement scale are presented in the table

below.

TABLE 9 The Consistency (IOC) of the music creation ability measurement scale
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Test Content Measurement index 0C Meaning
project

Creative  Students improvise the Fluency of mental 0.80 Consistency
Thinking melody responses

in Music Students have improvised Flexibility in thought 0.80 Consistency

(Novelty)  rhythm creation responses

The Index of Consistency (IOC) score for the music creation ability
measurement is 0.80, which is above the standard of 0.50, as shown in the table above.
This indicates that each component of the music creation ability measurement assessed
by the experts is consistent with one another.

The scale is mainly adapted from Webster's "Measurement of Creative Thinking
in Music" and Dou Junhong's "Empathy Evaluation Scale for Musical Creative Thinking,"
ensuring its content validity. The adapted "Measurement of music creation ability" has
undergone reliability testing, with an internal consistency coefficient of 0.901.This
indicates that the adapted scale has good reliability and validity and can be used to test
musical creative thinking.

4.2.5 Results of the Pilot Test of the Teaching model

After revising the teaching model based on expert suggestions, the
feasibility of implementing the teaching model in actual teaching situations was
assessed. A pilot study was conducted with 10 third-year students from the School of
Science and Technology at Gannan Normal University to test the effectiveness of the
teaching model. The teaching model and plan developed by the researchers were
applied in the instruction, and the results showed that after implementing the teaching
model, students' music creation ability improved, with a statistical significance level of
0.01. Subsequently, the researchers observed and recorded issues encountered during

the use of the teaching plan and model throughout the teaching process, which were
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used as a basis for further improvements. The teaching model was then revised once
again.

The main modification this time is the description of the second step of
the teaching model. The researcher believes that the description of the second step,
"course learning," is very limited. During the trial of the teaching model, it was found that
in the second step, students are not only learning methods of creative thinking training
and basic knowledge and skills related to the unit tasks. In fact, in this step, students
primarily engage in a targeted selection of knowledge and skills related to the unit tasks
and a comprehensive process of autonomous construction to complete the unit

tasks.Therefore, this step is changed to "Independent construction"”.

TABLE 10 The revised content of teaching model(Version 3)

The second version Revise The third version
Task Driven - Task Driven
. The second step is adjusted to be Independent
Course Learning . .
an autonomous construction. construction
Practice display _ Practice display
Reflection evaluation _ Reflection evaluation

The adjusted teaching model is shown in the figure below:
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FIGURE 21 Teaching model (Version 3)

The results of the pilot study revealed issues in the teaching and learning
process. The data collected from the pilot study were used to revise the teaching model,
teaching plan, and teaching materials on the following points:

1.Readjusted the Teaching Plan's Content
Based on the trial implementation of the teaching model, the researchers
adjusted the teaching tasks and integrated all tasks comprehensively. Units 1 and 2
focus on music listening (exploration of sound and music), including tasks such as
creating stories after listening to works and matching music pieces to themes or
situations. Units 3, 4, and 5 involve improvisational creation, including tasks like
improvising fixed patterns (rhythmic patterns) for works, creating rhythmic movements
for works, and composing melodies for themes. Units 6, 7, and 8 involve music
composition, including tasks such as creating accompaniments for Chinese classical
poetry, composing rhythmic movements for classical music pieces, and creating small
integrated musical dramas.
2.Modified Some of the Pieces
Used in Teaching Through the trial implementation of the teaching

model, researchers found that some pieces did not align well with the unit tasks,
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prompting adjustments. For instance, "The Naughty Little Alarm Clock" in Unit 1 was
replaced with "In the Hall of the Mountain King" from Edvard Grieg's "Peer Gynt" suite
because the task of Unit 1 is to create stories after listening to music, and the latter's
music is more dramatic and conflictual, better stimulating students' imagination and
creativity. In Unit 6, "In the Hall of the Mountain King" was replaced with another piece
from "Peer Gynt," "Anitra's Dance," because the task is to create rhythmic movements for
the music. The music should have a more regular melody, stable rhythm, and
symmetrical structure. "Anitra's Dance" is in 3/4 time and follows an ABA ternary form,
making it more suitable for students to create rhythmic movements in a regular pattern.
3.0Optimized the Time
Arrangement of the Teaching Plan During the trial implementation of the
teaching model, researchers encountered issues with time management. Some tasks
required students to find extensive materials and engage in thorough group discussions
outside of class. For such cases, task content and requirements need to be
communicated to students before class. Additionally, it is essential to specify the
duration of students' creative works when assigning tasks to avoid excessively long
presentations during class, which could impact subsequent group presentations and
the implementation of reflection and evaluation steps.
4.3 Results of Implementing the Teaching model
This teaching model implemented in the first semester of 2024 among 32
students in Class A, Grade 3 of the Music Education major at the School of Science and
Technology, Gannan Normal University. The researchers used a multi-stage sampling
method to select samples. In the first stage, a simple random sampling method was
used to conduct a survey in 8 normal universities in Jiangxi Province, and two normal
universities in Ganzhou City were selected. In the second stage, a simple random
sampling method was used to select the School of Science and Technology at Gannan
Normal University. In the third stage, a designated sampling method was used to select
32 third-year students from the music education major at the School of Science and

Technology, Gannan Normal University. There were two classes in this grade, and then
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a simple random sampling method was used to determine the A class of the music
education major at this university. The students in this class are aged 22-24, with 7
males and 25 females.

This study developed an analysis scoring standard to evaluate students'
music creation ability. The analysis scoring standard for evaluating students' music
creation ability consists of three items, each with a maximum score of five. 1. The
fluency of creative thinking in music; 2. The flexibility of creative thinking in music; 3. The
uniqueness of creative thinking in music. Each project is evaluated by 5 experts based
on the objective consistency index of the project, with an objective consistency index of
1.00 and a reliability coefficient of 0.93 for all projects. In terms of experimental design,
the researchers adopted a single group pre-test post test design to test the
effectiveness of the teaching model in improving students' music creation ability.

4.3.1 Basic Information of the Sample

During the experimental phase of the teaching model, a random sample of
32 students was selected from two third-year classes in the Music Education major in
the first semester of 2024. Among these students, there were 7 males and 25 females.

4.3.2 Results of Implementing the Teaching model

The researchers implemented the 'PCPR' teaching model to enhance
students' music creation ability with 32 students from the third-year Class A in the Music
Education major at Gannan Normal University. The implementation lasted for 8 weeks,
with sessions held once a week, each consisting of two class periods.

The first step, task-driven approach, involved students determining specific
learning tasks under the guidance of the teacher. The second step, self-construction,
included activities such as material accumulation, exploration, and imitation, guided by
the teacher and through self-directed learning, to foster students' autonomous inquiry
and effectively improve their music creation ability. The third step, practical
demonstration, required students to showcase their self-constructed or improvised
creations from the second step in class. The fourth step, reflective evaluation, involved

both the teacher and students evaluating and reflecting on the created works, providing
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feedback for the next creative task, thereby promoting the improvement of music

creation ability."

Pretest

1.Task-driven construction

[O O ] = 2.Independenlo

=l =) =) =]

Music Creation

aiblity
E) E) o =)
4 Reflection - 5
o 3 Practice display
o ) o )
Protest

FIGURE 22 The process of implementing the teaching model

Before and after the implementation of the teaching model, the researchers
conducted a music creation ability test with the 32 students. The participation rate was
100%, with 32 test papers distributed and 32 collected, all of which were valid, resulting
in a 100% validity rate.

The 'PCPR' teaching model was implemented a total of 8 times, once a week for
two class periods each time. Each session followed the four steps of 'task-driven
approach,' 'self-construction," 'practical demonstration,' and 'reflective evaluation' as a

teaching cycle.
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After the completion of each unit, students would organize self-evaluations and
peer evaluations based on their performances, and the teacher would also provide
qualitative assessments for each student's performance.

Unit 1: Music Listening and Exploration of Sound and Music

Task and assessment: :

This unit's teaching content is music listening, with a focus on exploring
sound and music. The specific learning task is to listen to the work "In the Hall of the
Mountain King" and then create a story based on the listening experience. The
assessment would evaluate whether students can fluently create a story, if the story is
creative and unique, and if it aligns with the musical logic.

Teaching objectives:

1.Master the basic methods of music composition, foundational knowledge,
and basic methods of creative thinking training.

2.Students should possess a positive listening attitude and display an active
thinking state. They should be able to use basic methods of creative thinking training,
boldly imagine by combining elements of musical expression and overall sound effects,
to develop musical creative thinking.

3.Be able to fluently create a story (which can be presented through text,
drawing, movement, etc.) to express the feelings, content, artistic conception, and
emotions perceived from listening, in order to develop creative thinking. The created
story should be unigue and creative, with a plot that aligns with the musical
logic.Teaching objectives:

Student Learning Feedback .

In this unit, students attempted to apply basic methods of creative thinking
training while listening to music and creating stories, which enhanced their creative
abilities in practice. Students reported that they were able to imagine more freely and
break through fixed thinking patterns. They successfully created stories within the
allotted time, with some students uniquely crafting stories like forest adventures,

wilderness escapes, and space explorations based on the music.

Unit 2: Music Listening and Exploration of Sound and Music
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Task and assessment: :

This unit's teaching content is music listening, with a focus on exploring
sound and music. The specific learning task is to select background music for a video
with the theme "Autumn." The primary objective is to train students' musical creative
thinking. Students are required to accumulate a large number of music pieces and
materials, and to boldly use their imagination based on the theme provided by the
teacher, fully engaging their divergent creative thinking to select suitable music pieces
that match the theme.

Teaching objectives:

1.Students accumulate a wide range of music works in various themes,
genres, styles, and emotions, demonstrating an active thinking state. They are able to
use basic methods of creative thinking training and boldly imagine based on the
"Autumn" theme video to develop music creation ability.

2.Students are able to select music works that match the theme or context
based on the theme or situation.

Student Learning Feedback .

Students also improved their ability to create soundtracks for videos or
scenarios in this unit, once again using the basic methods of creative thinking training.
Their soundtracks became more creative, and they reported enjoying the creative
process and feeling increasingly confident in their creativity. Students were able to
grasp the style and characteristics of the video within the given time and successfully
chose appropriate music pieces for the soundtracks.

Unit 3: Improvisational Creation

Task and assessment: :

This unit's teaching content is improvisational creation. The specific learning
task is for the teacher to provide the music pieces "The Train is Running" and "Little Red
Riding Hood," and for students to improvise fixed rhythmic patterns and motifs as
accompaniment for these works. The assessment would evaluate the number of works
created by students in the shortest time, as well as their ability to change different

musical styles, forms, and structures.
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Teaching objectives:

1.Students should be able to analyze the songs and apply common
rhythmic and melodic creation techniques to flexibly combine various rhythms and
notes, improvising suitable accompaniment rhythms and patterns for the songs.

2.Students should be able to demonstrate the improvised accompaniment
rhythms and patterns for both songs through clapping, singing, or other appropriate
methods.

Student Learning Feedback :

In this unit, students learned the basic methods for arranging
accompaniment rhythm patterns and accompaniment textures for songs. They were
able to combine various rhythm and melody writing materials they had accumulated
previously and use creative thinking training methods for their compositions. Students
reported that they couldn't have imagined completing such composition tasks before
and now feel more confident in their music creation ability. Most students could arrange
accompaniment rhythm patterns and textures according to the style and characteristics
of the piece and demonstrate their work fluently.

Unit 4: Improvisational Creation
Task and assessment: :

Unit Four's teaching content is improvisational creation, focusing on
creating rhythmic movements for a work. The specific learning task is for the teacher to
provide the music piece "Where is Spring," and for students to improvise rhythmic
movements based on the piece. The assessment would evaluate whether students can
fluently create rhythmic movements and the richness of the movement elements used.

Teaching objectives:

1.Students should be able to master basic body movements, including
classic rhythmic movements from the eight fixed sets.

2.Students should be able to listen carefully to the song, analyze its
structure, and improvise rhythmic movements based on the melody and rhythm

characteristics of the song, using rich body language.
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3.Students should be able to present their improvised rhythmic movements

with enthusiasm, confidence, and accuracy.
Student Learning Feedback .

Additionally, students mastered basic body percussion movements and the
eight classic body percussion routines. They could improvise rhythmic movements for
songs based on the style and characteristics of the pieces and demonstrate them
confidently. Observations showed that the time required for improvisational creation
varied among students, with some completing faster than others. Overall, the fluidity and
flexibility of students' creative thinking responses improved.

Unit 5: Improvisational Creation
Task and assessment: :

This unit's teaching content is improvisational creation, focusing on creating
a context for a work and presenting it with rhythmic movements. The specific learning
task is for the teacher to provide the music piece "Anitra's Dance," and for students to
improvise a context for the piece and create a set of movements to express it. The
assessment would evaluate whether students can imagine unique and creative contexts
and whether they can flexibly use various musical and contextual elements, employing
rich body language to create improvisational rhythmic movements.

Teaching objectives:

1.Students should demonstrate a positive listening attitude and active
thinking, using basic methods of creative thinking training. They should combine
musical expression elements and overall sound effects to boldly imagine and create
scenarios to develop music creation ability.

2.Students should carefully listen to the piece, analyze its structure, and
improvise rhythmic movements based on the melody and rhythm characteristics of the
song, using rich body language to match the song's context.

3.Group members should work together to create scenarios based on the

characteristics of the song and collaborate seamlessly in their presentation.

Student Learning Feedback .
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In this unit, students used basic methods of creative thinking training to
boldly create scenarios after listening to the music. The assignment was completed
through group collaboration, which also exercised their organizational and teamwork
skills. Students created scenarios based on the style and characteristics of the piece
and choreographed rhythmic movements to express these scenarios. For example, one
group created a scenario of returning to the dormitory from the playground on a rainy
day, another depicted the morning routine of getting up and washing, and yet another
showed a scene of playing football on the field. Each group presented their creations in
an engaging manner, and the classroom atmosphere was very harmonious, with evident
enjoyment among the students.

Unit 6: Music Composition
Task and assessment: :

This unit's teaching content is music composition, focusing on creating
instrumental accompaniment for Chinese classical poetry. The specific learning task is
for the teacher to provide a poem "Xi Jiang Yue" by Xin Qiji, a poet from the Song
Dynasty, and for students to create instrumental accompaniment for this poem. The goal
is for students to understand the content and perceive the artistic conception of the
poem, learn the knowledge and techniques of instrumental composition, and create
accompaniment that matches the content and artistic conception of the poem.

Teaching objectives:

1.Learn basic music creation knowledge and accumulate creative materials
for basic music creation.

2.Students should demonstrate a positive creative attitude and exhibit an
active creative thinking state during the creation process, mastering basic creative
methods.

3.Use as many diverse creation techniques and novel approaches as
possible to develop divergent creative thinking.

4.Based on a specific theme and expressive needs, select appropriate

sound materials and forms, and collaborate with peers to create an accompaniment for
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the Song lyric "Xi Jiang Yue: Night Travel on Huangsha Road", ensuring accurate
content and expression of the intended mood, to develop convergent creative thinking.
Student Learning Feedback .

Students also learned how to arrange melodies and instrumental
accompaniments for a classical poetry piece in this unit. This task was also completed
through group collaboration, enhancing their organizational and teamwork skills, as well
as their abilities in melody composition and instrumentation. Each group used the week
before the assignment to arrange the melody and instrumentation according to the
content and mood of the poem. They then presented their creations in class. The
teacher was amazed by the students' ability to utilize their knowledge to complete the
task, with some groups achieving near-professional composition levels, even producing
polished ensemble scores and recording audio samples. The students felt a great sense
of accomplishment, their music creation abilities steadily improved, and they grew
increasingly confident in their music creation ability.

Unit 7: Music Composition
Task and assessment: :

Unit Seven's teaching content is music composition, focusing on creating
lyrics and visual scores for classical music pieces. The specific task is for the teacher to
provide the classical music piece "The Kitten Waltz," and for students to create lyrics for
the piece's main melody and to create a visual score for the piece.

Teaching objectives:

1.Students should have a certain level of musical analysis ability and be
able to analyze aspects of the piece such as rhythm, structure, melody, and
orchestration. Combining musical expression elements and overall sound effects,
students should boldly use their imagination to create lyrics for the A theme melody.

2.Students should choose appropriate graphical representations to create a
visual score for the piece.

3.Students should be able to naturally and fluently sing and present the
lyrics created for the A section theme melody, and also display the musical score

created using graphics and symbols for the entire piece.
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Student Learning Feedback -

The new challenge for this unit was to create lyrics for a theme segment of a
classical orchestral piece, turning it into a singable song, and to create a musical score
for the entire piece. This task was also completed in groups over a week, which honed
their lyric-writing skills and musical score design abilities, while also enhancing their
organizational and teamwork skills. Each group created interesting and cute lyrics
based on the musical elements of the theme segment's melody and rhythm and
compiled clear musical scores, essential skills for their future roles as music teachers.
The groups performed their songs and presented their musical scores in class.

Unit 8: Music Composition
Task and assessment: :

This unit's teaching content is music composition, focusing on creating a
small integrated musical drama. The specific learning task is for students to design and
create a small integrated musical drama, with no restrictions on genre or subject matter.
The assessment would evaluate whether students can integrate all the teaching content
from previous units, flexibly use various music composition methods, and create unique
scenarios to complete and present the musical drama.

Teaching objectives:

1.Integrate all the musical knowledge and skills learned in previous units,
along with music composition knowledge and skills. Using the basic methods of creative
thinking training, students independently choose a theme and design and create a
small-scale integrated musical drama.

2.Flexibly use vocal sounds, instrumental sounds, body language
performance, props, gestures, images, and other methods to create based on the
chosen theme. Plan and arrange the music and performance elements, including
melody, rhythm, instrumentation, actions, and performance.

3.Group members should divide tasks and collaborate in the creation and
rehearsal of the work, and be able to fully present the small-scale integrated musical

drama created based on the chosen theme.

Student Learning Feedback .
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The final challenge of this experiment was a comprehensive music creation
task, integrating all the previously learned content. Each group had to create an original
mini musical theater piece within a week, covering theme, melody, performance,
instrumentation, and acting, and then perform it in class. Despite not being professional
composition students, they approached the task earnestly. While their creations were
somewhat immature, they fully reflected the improvement in their music creation ability.

The researchers conducted measurements of musical creative thinking
before and after implementing the teaching model. By comparing students' music
creation ability before and after the implementation of the teaching model, it was found
that students' music creation ability improved significantly after the implementation, as

shown in the table:

TABLE 11 Comparison of pre- and post-test data of music creation ability

Data Sig.
Mean S.D. Interpret t df
collection (1-tailed)
Pre-test 10.38 1.32 moderate
83.02 14 .01
Post-test 13.21 1.86 high

The table above shows the mean score of students at the pre-test of 10.38 with
a standard deviation of 1.32, moderate grade. In the posttest, the average score of
students increased to 13.21 with a standard deviation of 1.86, high grade.

Additionally, some qualitative data from the implementation process of the
teaching model indicate that the students created many innovative works. For example,
they developed a fixed accompaniment pattern for 'The Cuckoo,' created contextual
rhythmic performance movements for 'Anitra's Dance,' and arranged a comprehensive

artistic performance integrating singing, playing, movement, and recitation for the
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ancient poem 'Moon Over the West River."! These outcomes demonstrate that the
teaching model significantly stimulated and showcased the students' music creation

ability.

FIGURE 23 Group A presented an instrumental ensemble piece composed for the

ancient Chinese poem "Xi Jiang Yue"

Figure 23 was taken during the experiment in Unit 6, where the task was to
create an accompaniment for the Chinese classical poem "Xi Jiang Yue." The image

shows the instrumental ensemble work created by Group A for the poem "Xi Jiang Yue."
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FIGURE 24 Group B presented a musical drama based on the ancient Chinese poem

"Xi Jiang Yue"

Figure 24 was taken during the experiment in Unit 8, where the task was to
create a small integrated musical drama. Group B developed their accompaniment for

the poem "Xi Jiang Yue" into a small integrated musical drama.

4.4 Results of the Teaching model Evaluation
The teaching model was evaluated based on the following criteria:
1.Expert evaluations of the appropriateness and consistency of the teaching
model before its implementation.
2.Teaching evaluation standards during the implementation of the teaching
model, including:
Comparison of pre- and post-test results of music creation ability for
students using the 'PCPR' teaching model.
Students' perspectives on the teaching.
4.4.1 Evaluation Results of the Teaching model's Effectiveness
This step employed quantitative methods. After analyzing the data

mentioned in the third step, the researchers assessed the effectiveness of the teaching
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model according to the standards. The results showed that students' music creation
ability was higher after the implementation of the teaching model compared to before,
with a statistical significance level of 0.01. The results of evaluating the effectiveness of
the teaching model are as follows:

This step employed quantitative methods. After analyzing the data
mentioned in step three, the researchers assessed the effectiveness of the teaching
model according to the standards. The results showed that students' music creation
ability was higher after implementing the teaching model compared to before, with a
statistical significance level of 0.01. The results of the evaluation of the teaching model's

effectiveness are as follows:

TABLE 12 Evaluation Results of the Teaching model's Effectiveness

Effectiveness criteria Results Conclusion

After the implementation of the
After implementing the teaching
teaching model, students' music
model, students' music creation
creation ability was higher
ability was higher compared to Criteria met
compared to before its
before the implementation, with a
implementation, with a statistical
statistical significance level of 0.01.
significance level of 0.01.

4.4.2 Results of the Improvement of the Teaching model (Final Version)

Based on the information collected during the first phase—through
reviewing relevant literature, conducting interviews with experts and students, and
administering surveys to students—a draft teaching model was developed to enhance
music creation ability among university music education students. After experts
evaluated the draft model for suitability, consistency, and other quality measures, the
researchers made revisions to create the second version. Following this, the researchers
conducted a pilot study of the second version with 10 students. Based on the findings

from the pilot study, the researchers revised the teaching model again, resulting in the
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third version. The third version was then implemented. After analyzing the data from this
implementation, the researchers made further revisions, ultimately completing the final
version of the teaching model.

A teaching model is a plan that forms the basis for constructing curricula,
selecting teaching materials, and guiding teaching activities in the classroom or other
environments (Joyce 2014). A teaching model is built on the integration of certain
teaching theories and practices to achieve specific teaching objectives. It has a
relatively stable and clear teaching structural framework and an operational procedural
teaching paradigm (Shi.N.Z. and Yin.A.Q. 2006). In this study, the teaching model refers
to a teaching paradigm formed under the guidance of specific teaching ideas and
theories, aimed at cultivating music creation ability within a particular environment, and
characterized by a relatively stable structure. The development of the teaching model
requires relevant theories and ideas to serve as its theoretical foundation.

1.Principle of model

1.1 Constructivist Principle

The teaching model in this study is built on the foundation of
constructivist theory, aiming to cultivate students by constructing experiences for further
learning through active engagement. Constructivism is a mainstream contemporary
learning theory and a significant force influencing the development of teaching models.
It originally stems from Piaget's theory of structure and construction, which posits that
cognition is an active process based on the subject's existing knowledge and
experience. Teachers encourage, facilitate, and support students by posing questions,
assessing, and providing useful feedback for their learning development. Building on
this, Vygotsky introduced the theory of social constructivism and the "Zone of Proximal
Development," while Bruner proposed cognitive learning theory, all of which contributed
to the advancement of constructivist teaching models. Constructivism holds that
knowledge acquisition is a constructive process rather than a transmission of

information, emphasizing the agency of the cognitive subject. The learning process
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involves learners constructing new thoughts and concepts based on their existing
knowledge and experience through cognitive learning theories.

In this study, music creation ability is defined as the psychological
quality of constructing novel and appropriate musical practices within a specific socio-
cultural environment, emphasizing that music creation ability is a constructive process.
Therefore, this teaching model must adhere to the basic principles of constructivism and
focus on student-centered social construction.

1.2 Practicality Principle

Music is a social activity and an art form that emphasizes the full bodily
involvement of individuals. music creation ability is a process of musical practice that
includes specific practical behaviors of creative musical thinking. Elliott posits that
music is inherently a diverse human practice, and the best way to understand music is
to view it as a model of human practice—it is creative, participatory, competitive, and
evolving (Elliott 2009). He also asserts that music creation ability is multidimensional,
representing a specific type of making or doing, where creative outcomes are realized
within particular practical contexts. Music creation ability is thus a process of musical
practice, integrating "doing" and "thinking," and unifying "thought" and "action," with
music creation ability being embedded in this purposeful activity—musical practice
(Bowman 2014). Therefore, this teaching model emphasizes the principle of practicality,
incorporating the concept of practice throughout the teaching processes of music
listening (sound and music exploration), improvisational performance, and musical
composition. This approach ensures that external activities are internalized into
individual capabilities, thereby fostering students' music creation ability.

David Elliott, based on the philosophy of music education practice,
defines music creation ability as the ability to produce original musical products within a
specific musical context. From the perspective of music education philosophy, Elliott
views music creation ability as an ongoing process generated through education. As a
representative of music education philosophy, Elliott points out that music is

fundamentally a diverse human practice, and the best way to understand music is to
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view it as a model of human practice—creative, participatory, competitive, and evolving.
This practice is essentially process-oriented, with musical behavior being fundamentally
a process of diverse human practices. This study, focusing on the education and
development of music creation ability, defines the concept of music creation ability with
a "practical" orientation, presenting an operational definition aimed at cultivating music
creation ability.

Jin-Hong Dou (2020) proposed a pyramid model for musical creativity
practice in context. Dou believes that music creation ability is the psychological quality
of constructing novel and appropriate musical practices within a specific socio-cultural
environment. Based on this fundamental concept, when constructing the structure of
music creation ability, the following aspects are considered:

The psychological structure of music creation ability should be a unity of
musical creative thinking and musical creative personality. As an ability, the core of
music creation ability is musical creative thinking. At the same time, non-intellectual
factors such as personality also influence music creation ability. Therefore, the basic
psychological structure of music creation ability is the unity of musical creative thinking
and musical creative personality.

Musical creative thinking is the integration of divergent thinking,
convergent thinking, and musical thinking within general creative thinking.

Since creativity is an internal psychological quality that is difficult to
objectively evaluate and measure, its evaluation is typically based on the novelty and
appropriateness of external "products" (musical works or musical behaviors). Thus, the
evaluation of music creation ability should focus on novelty and appropriateness as core
traits and criteria.

Music creation ability is developed through musical practice, which
includes all musical activites such as composing, improvising, performing, and
listening. Musical practice is both a product and an activity, but only musical practices
that are novel and appropriate can be internalized as an individual's music creation

ability.
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Music creation ability emerges during musical practice within a specific
socio-cultural environment, which serves as the fundamental "context" for generating

music creation ability.

Compose,Improvise,

Perform,Llisten

music  creation

Novelty SN

< Appropriateness

Creative thinking
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Divergent |_ —— // thinking
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= 7 Musical thinking

Music is a creative personality

Music practice

Sociocultural environment

FIGURE 25 Pyramid structure model of Music creation ability practice in the graph

context

The pyramid model of music creation ability practice in context represents the
unity of psychological structure and formation mechanism.

The basic structure of music creation ability is the organic combination of
general creativity and the specific characteristics of the musical domain. Music creation
ability is developed within a specific socio-cultural environment and under the influence
of certain task motivations, by integrating general creativity skills with the particularities
of the musical domain. This results in a type of creativity specific to the music field, with
the foundational structure being the organic combination of general creativity and the
musical domain.

The core of music creation ability is musical creative thinking. Creativity is a

psychological quality of the human brain's specific reflection of the objective world, with
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its core being creative thinking. Creative thinking is a dialectical unity of divergent
thinking and convergent thinking, with divergent thinking playing a particularly important
role. In addition to divergent and convergent thinking, musical creative thinking
necessarily involves musical thinking.

The basic traits and evaluation criteria of music creation ability are novelty and
appropriateness. Creative products are generally considered to include two
fundamental traits: novelty and appropriateness. Novelty refers to characteristics that
are unprecedented and unique to the individual. Music inherently begins with creativity,
and novelty runs through the entire process of musical practice, being the most
fundamental characteristic of creativity. Appropriateness refers to the purposiveness or
value, meaning that any creative activity must be purposeful or possess personal or
societal value. As an organized form of sound, musical creation is inherently a
purposeful activity.

The source of music creation ability is musical practice in context. Practice is
the starting point of creativity, and human practice activities are the source of creativity.
Music is essentially a purposeful human activity and a practice within its domain, with all
musical practices potentially being creative. Practice can refer to the result of actions or
actions within a context. Music, as a time-based art, has a process of practice that may
also be the process of generating its musical products. These products might be works
created through composition, ‘“real-time products" formed in performance and
improvisation, or "conceptual products" formed through listening. Music creation ability
is internalized through musical practices that possess novelty and appropriateness.

1.3 Student-Centered Principle
According to constructivist learning theory, teaching should be student-
centered, with students being active constructors of knowledge. Teachers are no longer
providers of knowledge but organizers, facilitators, and helpers in the student's
construction process. In this teaching model, the teacher must reinforce the student's
central role. Teachers can enhance students' creative motivation by providing

challenging tasks and actively utilizing student feedback.
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1.4 Principle of Creative Environment

The environment plays a crucial role in the generation of creativity.
Creating a relaxed, democratic, and free creative atmosphere can yield excellent
results. The creative environment is extremely important in the generation of creativity.
Teaching activities require not only a physical environment but also a social environment
conducive to creativity. The physical environment includes classrooms, desks, and
chairs, while the social environment is formed through the interactions between teachers
and students during teaching activities. Teachers should foster an environment
favorable to creativity, offering relatively free space and a relaxed atmosphere, thus
creating a setting conducive to the emergence and development of students' music
creation ability.

2.0bjectives

Enhancing music creation ability of Music Education Majors in Higher

Education: Emphasizing the Cultivation of Musical Creative Thinking

3.Process of teaching

The teaching model in this study is based on constructivist theory,

specifically learner-centered learning, and employs task-driven and group cooperation
as teaching methods. The model is structured into four steps: Project-driven,
Independent construction, Practical display, and Reflective evaluation.Project -driven: In
this step, students determine specific learning Prohect under the guidance and direction
of the teacher.Independent construction: During this phase, students engage in
activities such as material accumulation, exploration, and imitation through teacher
guidance and autonomous learning. This step aims to cultivate students' awareness and
habits of independent inquiry, effectively enhancing their music creation
abilityy.Practical display: Students present their works created or improvised in the
second step in a classroom setting.Reflective evaluation: Both teachers and students
evaluate and reflect on the created works, providing insights for the next creative task

and thereby promoting the improvement of music creation ability.
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The design of these four steps aligns with psychologist Graham
Wallas's four-stage theory of the creative process (Wallas, 1926):Preparation Stage:
Involves thinking, accumulating, and understanding from various aspects before the
formation of new ideas, with a clear goal and targeted exploration to expand knowledge
and find breakthroughs.Incubation Stage: Based on the accumulation of knowledge and
experience from the preparation stage, this phase involves deep thinking and gaining
inspiration during activities.lllumination Stage: This is the process where new ideas
suddenly become clear and is the presentation phase of creativity.Verification Stage:
This phase involves the examination, supplementation, and correction of new ideas or
inventions, where the thinker evaluates the new ideas or inventions through reasoning,
speculation, and experimentation.

4 .Media and resource

Utilize the school's and students' personal media and learning
resources, as well as online media or resources, individuals, or expertise that are
suitable for the innovative problems learners wish to explore.

5.Learning evaluation

The teaching model primarily employs a combination of formative
evaluation and project-based evaluation methods.

Formative evaluation is a continuous assessment activity conducted
during the teaching process, aimed at improving teaching and learning. Its core
concept is to help students achieve learning goals and enhance teaching effectiveness
through ongoing feedback and adjustments. This evaluation method focuses on the
process rather than the outcome. Sadler (1989) emphasizes the impact of the quality
and use of feedback on learning improvement, stating that effective feedback should be
specific, timely, and provide clear directions for improvement. This study mainly utilizes
formative evaluation methods such as classroom observation, student self-assessment,
and peer assessment. Teachers observe students' classroom behavior and participation
to understand their learning status and needs, providing timely positive feedback and

encouragement to enhance students' self-efficacy, learning motivation, and information
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retention. Students enhance their self-regulation abilities through self-reflection and
evaluation, and peer feedback promotes mutual progress and improves autonomous
learning abilities.

Project-based evaluation assesses students' performance in actual
projects to measure their comprehensive abilities and knowledge application skills.
Dewey (1938) emphasizes "learning by doing," where students demonstrate their
integrated application abilities by completing real or simulated tasks. This approach not
only focuses on the final product but also on the decision-making and problem-solving
abilities exhibited during the process, fostering students' integrative skills and creative
thinking.

Evaluation is conducted by observing the music creation ability of
individual learners or groups. The scoring criteria are based on authentic assessment,
integrated with the learners' activities. Feedback is provided through encouragement,
confidence-building, and suggestions for learners to apply effective thinking and
learning processes.

The teaching model for enhancing the music creation ability of music

education majors in this study is illustrated below.

Project
driven

[ ) sas (Dr»

Music creation

O O

Reflection

: Practice
evaluation

display

FIGURE 26 Teaching model(Final Version)
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6.Teaching content

According to Chinese music aesthetician Zhang Qian, musical
creation not only includes compositional activities recorded in scores but also
encompasses improvisational acts that are not recorded in scores. It involves not only
the creative acts of identifiable authors but also activities such as processing and
adaptation. Moreover, it includes creative behaviors in performance as well as in
appreciation (Zhang Q., 2002). Music appreciators are not merely passive receivers of
musical works but are also creative subjects, playing an active role in the generation of
musical meaning (Zhang Q., 2006). This is the creativity of appreciation, which is a
conceptual and spiritual product characterized by ambiguity, multiplicity of
interpretations, and uncertainty. It provides more space for creativity and imaginative
potential, which is the unique charm of musical art. Listening to music is a creative act,
especially active listening, which is a creative activity where the listener constructs a
unigue personal musical experience (Kratus, 2017). Active listening is a complex
psychological activity where individuals experience music through rich associations and
imagination based on sound perception. Active listening involves both the sensory
recognition of divergent thinking and the rational analysis of convergent thinking.
Therefore, music listening can stimulate music creation ability and result in novel
"conceptual products.

Since the 1990s, countries like the United States and Japan have
included composition and improvisational creativity as key components of general
music education. In the United States, the National Standards for Arts Education
incorporate composition and improvisation-focused music creation ability into
comprehensive music education. Similarly, China's "Compulsory Education Art
Curriculum Standards" outline music course content under four categories of artistic
practice: "Appreciation," "Performance," "Creation," and "Connection," encompassing 14
specific learning contents and setting different learning tasks for each grade segment.
The "Creation" content specifically includes "Sound and Music Exploration,"

"Improvisational Performance,"” and "Music Composition." Related tasks include
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discovering nearby music for grades 1-2 and creating and presenting, as well as
exploring music in everyday life for grades 3-9.

As future primary and secondary school music teachers, students
must be capable of completing these leamning tasks, which requires having
corresponding music creation ability abilities. This study's focus on improvisational
composition refers to all musical activities that involve improvisational performance,
including singing, playing instruments, and creating music. Musical improvisation is
characterized by its real-time and irreversible nature, demanding creators to "improvise"
their creations on the spot, which is highly valuable for cultivating creative thinking,
especially divergent thinking.

Enhancing music education majors' abilities in music composition
and improvisation is foundational for improving the improvisational music education of
future primary and secondary school students. Therefore, to train qualified primary and
secondary school music teachers, this study would construct a specific teaching model
based on the aforementioned content, focusing on "Music Listening (Sound and Music
Exploration)," "Improvisational Performance," and "Music Composition." It would set
learning tasks such as "Creating and Presenting" and "Exploring Music in Everyday Life"

to enhance the music creation ability of university students majoring in music education.



TABLE 13 Teaching content

Unit plan:8 units

class number: Class(40 minutes/Period)

101

Unit

Unit1

Unit2

Unit3

Unit4

Units

Unit6

Unit7

Unit8

Learning Content
Music Listening
(Sound and Music

Exploration)

Improvisational

Composition

Music Composition

Learning Tasks

Creating Movements for Classical Music
Works

Matching Musical Works to Themes or
Situations

Improvising Fixed Patterns and Rhythms for
a Work

Improvising Movements for a Work
Improvising Melodies for a Theme

Creating Accompaniments for Chinese
Classical Poetry

Music creation ability in Listening to Works
Composing Small-Scale Integrated Musical

Dramas

Period




CHAPTER 5
DISCUSSION AND CONCLUSIONS

This chapter summarizes and discusses the research status of the paper and
provides suggestions for the application of this teaching model as well as
recommendations for future research. The discussion is divided into the following

sections:

5.1 Conclusion

The results show that the PCPR teaching model is an effective approach to
improving the music creation abilities of students majoring in music education. It
prepares learners to enter the professional world of primary and secondary school
music teaching, where music creation ability is crucial. As the future would be full of
disruptive innovation (King & Baatartogtokh, 2018) and UNESCO predicts that future
education would focus on developing creative and critical thinking and collaboration
abilities (UNESCO, 2016), creativity and innovation are essential skills for 21st-century
students (Patphol, 2020). Therefore, learning in the new era should cultivate learners'
ability to create and innovate through hands-on experiences (Markham, 2016).

The purpose of this study was to develop a teaching model to improve the
music creation abilities of college music education students. The sample comprised 32
third-year college students, and the study involved developing, implementing, and
researching the teaching model. The first draft of the teaching model was based on the
research of relevant theories and literature, and interviews with 5 experts and 5
students, along with a survey of 97 students. The second version of the teaching model
was refined based on expert feedback regarding its suitability and consistency.
Following a pilot study of the second version, the final version of the teaching model was
established. This model, called the "PCPR model," emphasizes task-driven learning,

construction, practice, and reflection.
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The final version of the teaching model includes :Principles , Purpose,Teaching
Process,Media and Resources,Learning Evaluation,Teaching Content.There are 8 units,
each comprising 4 steps of the PCPR teaching model, totaling 16 class hours. Before
and after implementing the developed teaching model, the researchers tested the
sample population using data collection instruments. After implementing the final version
of the teaching model, the results showed that the music creation abilities of students
majoring in college music education improved significantly, with a statistical significance
level of 0.01. The experimental results support the research hypothesis: after a month of
implementing the developed teaching model, the music creation abilities of third-year
music education students at Gannan Normal University College of Science and
Technology improved, particularly in terms of divergent thinking in music creative
thinking.

This experiment demonstrates the effectiveness of the developed PCPR
teaching model in improving the music creation abilities of students majoring in college
music education. The results support the efficacy of constructivist theory, practical
theory, and student-centered theory in enhancing music creation skills.Interviews with
students after the experiment revealed that they felt the teaching model not only
improved their music creation abilities but also significantly boosted their confidence in
creating and their interest in the creative process. Therefore, this teaching model can be
further promoted and applied, allowing other university teachers to use it directly or

indirectly in their teaching.

5.2 Discussion

The structural model proposed by Webster views music creation ability as
musical creative thinking and is constructed with thinking as the core. However, this
model places too much emphasis on the role of thinking while relatively neglecting
factors such as personality and sociocultural environment. As music is a form of culture,
music creation ability is inevitably influenced by specific sociocultural contexts.
Therefore, in addition to focusing on musical creative thinking as the core, the structural

factors of music creation ability must also emphasize the personality traits associated
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with music creation ability and the sociocultural environment in which music creation
ability emerges.
1. Effective Theoretical Support for the "PCPR" Teaching model.

Consistent with this viewpoint: taking students as the main body of
teaching, cultivating students' autonomy and creativity, guiding students to question,
discover, and explore (Chen, 2007). Adopting the teaching model of "assigning topic
selection - student self-learning - classroom discussion - teacher-student joint
conclusion" and the teaching model of "teaching practice - understanding problems - re
practice - re understanding".

This teaching model emphasizes the cultivation of students' creative
thinking, which also confirms the "thinking based teaching theory" proposed by Chinese
scholars Lin Chongde and Hu Weiping (2010), which regards the cultivation of thinking
as the center of teaching theory.

This teaching model aligns with Sean's concept of reflective practice,
emphasizing the need for both reflection and action, reflection in action, action in
reflection, using action to promote reflection, and combining theory with practice.

The PCPR teaching model has proven effective in improving the music
creation abilities of students majoring in college music education. This model is built on
robust theoretical foundations and comprises four key steps: Project-driven,
Independent construction, Practice-display, and Reflective evaluation.Project-Driven:
This step presents students with challenges that stimulate their creative thinking. By
engaging in tasks that push their boundaries, students are encouraged to generate new
ideas and solutions.Independent Construction: Here, students independently build upon
their knowledge and experiences to create new musical works. This autonomy fosters
deeper engagement and personal investment in the learning process.Practice-Display:
Students practice their creations and present them, which not only reinforces their skills
but also allows them to receive feedback and reflect on their work.Reflective Evaluation:
This final step involves reflecting on the process and outcomes, helping students to

analyze their progress and areas for improvement.
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This model aligns closely with constructivist theory, which emphasizes
the importance of students actively constructing knowledge through interaction with their
environment. According to Bruner (1996) and Cole (1996), learning is most effective
when students engage in social practices that foster the development of individual
knowledge systems and abilities.

The PCPR model prioritizes student-centered learning, where students
are not passive recipients but active creators. They utilize information from teachers and
textbooks in novel and creative ways, engaging in discussions, communication,
analysis, and evaluation. In this model, the teacher’s role is primarily to guide and
support, rather than to directly instruct. This approach ensures that students are central
to the learning process, in line with the principles of constructivist theory.

Moreover, the PCPR teaching model prepares students for a
professional world where creativity is crucial. Loehle (1990) suggests that various
teaching strategies can enhance student creativity, and the PCPR model’s emphasis on
active participation and independent creation supports this view. By engaging students
in a process that encourages creativity and critical thinking, this model effectively
enhances their music creation abilities.

2. Intensive Practice in Cultivating Music Creation Ability

The research results indicate that after implementing the "PCPR"
teaching model, the music creation abilities of students majoring in music education at
colleges and universities significantly improved, with a statistical significance level of
0.01. This improvement can be attributed to the model's emphasis on intensive practice.

Music creation ability is fundamentally a process of music practice,
which includes music creative thinking as a concrete behavioral component. Elliott
(2009) argues that music is inherently a variety of human practices, and the best way to
understand music is through its active and evolving practice. Music creation ability is
embedded in these purposeful practices—the process of engaging with music in a

hands-on, practical manner (Bowman, 2014).
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In the "construction and practice" and "practice-display" stages of the
PCPR teaching model, there is a strong emphasis on student participation and extensive
practice. These stages require students to be actively involved in the creation and
performance of their work, thus providing ample opportunities for training in music
innovation and enhancing their music creation abilities. The model ensures that students
engage deeply in the practice process, which is crucial for developing their creative

skills.

5.3 Suggestions
Based on the findings, the following suggestions are made:
1. Use Suggestions
1.1 Enhancing Understanding of Creativity and Mastering Basic Innovation

Skills

Interviews and questionnaires conducted early in the study revealed that
students lacked a thorough understanding of creativity. It is crucial for students to build
a solid foundation in general creativity and acquire basic innovation skills. This includes
developing an innovative mindset, forming innovative thinking, and training in various
innovative techniques such as brainstorming, enumeration, group discussion,
association, questioning, transplantation, analogy, and forced association. Teachers
should provide MOOCs or materials on general creativity before class and teach
students basic innovative skills. Repeated practice of these skills would significantly aid
in implementing the teaching model effectively.

1.2 Mastering Basic Music Knowledge and Skills

Improving music creation ability requires a solid grasp of fundamental
music knowledge and skills. Students need to build a base of creative skills, music
theory knowledge, and practical skills through learning and accumulating creative
materials. Interviews conducted after the experiment indicated that students were able
to clearly understand methods to enhance their music creation ability and saw
significant improvements using these specific methods. Before applying the teaching

model to enhance university music education students' music creation abilities, students
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should have a certain level of learning in courses such as basic music theory, multi-
voice music analysis, musical forms, harmony, and instrumentation. Mastery of essential
music theory, melody writing skills, harmony skills, form analysis skills, and
instrumentation would expand students' creative space, enhance their divergent
thinking in music creation, and improve the uniqueness and flexibility of their creative
thinking.
1.3 Building a Confident Creative Attitude

Early interviews and questionnaires revealed that students often lacked
confidence in their creativity and had a weak sense of innovation. This lack of
confidence negatively affects their willingness to accept creative challenges and
impacts their active thinking during the creative process. A confident creative attitude is
crucial, as it enables students to generate more unique ideas and fosters more fluent
and flexible thinking. By the end of the experiment, students reported increased
confidence in their music creation abilities, viewing it as an enjoyable and meaningful
activity rather than a difficult task. It is essential to build students' confidence in their
creative abilities throughout the teaching process. Therefore, teachers should
continually encourage and affirm students, enhancing their confidence in music creation
and their sense of achievement.

1.4 Creating a Relaxed, Free, and Positive Creative Environment

The experiment highlighted the importance of providing a relaxed and
positive creative environment for students. A democratic and free environment allows
students to innovate boldly without fear of immediate criticism. Students are less likely to
generate creative ideas in a tense or emotionally low state. To stimulate students'
creativity, teachers should foster an environment that is relaxed and free from negative
evaluations. Encouraging and affirming students' creations, while avoiding negative
feedback, can significantly enhance their creative output and overall engagement in the
creative process.

1.5 Fostering Innovation Consciousness
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Improving creative ability is an ongoing process that requires teachers
to consistently maintain and promote a sense of innovation. Teachers should integrate
and emphasize innovation in their daily teaching practices. Creativity develops
gradually, and students need to cultivate innovative thinking habits. This involves
overcoming herd mentality, authority mentality, prejudice, conservatism, and fixed
thinking. Teachers should continuously remind and encourage students to embrace
innovation throughout the teaching process.

1.6 Applying the PCPR Teaching model to Different Age Groups

The "PCPR" teaching model can also be effective for improving music
creation abilities in students of other age groups, such as primary and middle school
students. However, the teaching content and creation difficulty should be appropriately
adjusted. When applying this model to younger students, teachers should focus more
on developing students' music creative thinking rather than solely on the difficulty of
music knowledge and creative skills. Even if younger students have limited music
knowledge and skills, they can still benefit from training in creative thinking. Teachers
should carefully consider students' existing knowledge and ability levels and design
tasks that are suitable for their developmental stage.

2. Suggestions for Future Studies
2.1 Expanding and Refining the Teaching model

The current study's teaching model is limited by a small sample size, a
narrow scope of sample selection, and a short implementation period, which affects the
generalizability of the experimental results. Future research should aim to broaden the
sample size, expand the range of participants, and extend the duration of the
experiment to verify and enhance the effectiveness of the teaching model. Additionally,
developing a comprehensive course based on this model could further improve the
music creation abilities of students majoring in music education, offering greater

potential for long-term sustainability and impact.
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2.2 Extending Research to Future Music Teachers
This study focused on college students who would become primary and
secondary school music teachers. Future research could track these individuals after
they enter the teaching profession to assess how effectively they can apply the PCPR
teaching model to improve their students' music creation abilities. This would provide
valuable insights into the model's applicability and effectiveness in real-world teaching
contexts.
2.3 Pre-Service Teacher Training
Future studies could extend the application of this teaching model to
pre-service teacher training programs. By enhancing the music creation abilities of
prospective teachers before they begin their careers, these future educators could be
better prepared to foster creativity in their students. This approach aims to maximize the
impact of the teaching model on music education by equipping teachers with the skills

and confidence to effectively nurture creativity in their future classrooms.
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Interview outline on music creation ability of Students in College Music Education
(Teacher)

Part 1: Basic information

1. Work in school

2. Gender

3. Teaching age

4. Take courses
Part two: Interview information

1. What do you think of as the Music creation ability of college music normal
university students now?

2. What is the significance and value of improving students' Music creation ability
for their core qualities?

3. How do you promote students' Music creation ability in teaching?

4. What teaching methods and means do you use to improve students' Music
creation ability?

5. What do you think is mainly reflected in students' Music creation ability?

6. How do you evaluate your students' Music creation ability? And how to provide
targeted education and guidance according to the evaluation results?

7. What do you think you need to improve? What help and support do you need?
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Questionnaire on Students' music creation ability in College Music Education (student)

Part 1: Basic information

1.

Part two:

1.
2
3.
4

5.

2
3.
4

Study in school

. Gender

Age

. Grade

Interview information

What do you think is Music creation ability?

. Do you think it is very important to improve your Music creation ability?

How do you think we should improve our Music creation ability?

. What do you think is the problem with cultivating Music creation ability now?

How to evaluate the current teaching model of improving Music creation

ability? Is there any room to improve on it?

6.
7.

What are you most interested in about Music creation ability?

What difficulties did you encounter in the learning process of improving your

Music creation ability?
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Classroom observation record

Information about the teacher Subject Class and Time
grade
Name Sex Teaching age
Time Teaching link | Observed events Observed events Observer's interpretation
(Teacher) (Student) And question

Interactive communication after class:

Explanation: 1. Research question: How do teachers conduct problem-solving teaching in
elementary school mathematics classroom teaching?

2. The purpose of observation: Through observation, collect teachers' effective, inefficient and
ineffective practices in classroom teaching, organize, analyze and give feedback, aiming to
understand teachers' cultivation of students' problem-solving ability

3. Observation object and content: teacher's behavior and student's behavior in classroom
teaching

4. Observation time: follow-up observation during the teaching guide

5. Observation method: notes

6. Observation point:

(1) Teacher teaching behavior:

a. Handling of teaching materials: observe how teachers choose teaching materials, how to
interpret and analyze teaching materials, how to use teaching materials, whether they can use
teaching materials innovatively, and whether they can adapt teaching materials according to

students' specific situations.

b. Teaching methods and strategies: Observe whether the teaching methods and strategies used

by teachers can help students better understand mathematical concepts and solve problems.

c. Classroom management: Observe the teacher's management ability in the classroom, including

how to control classroom discipline, how to deal with students' problems and challenges, etc.
d. Interaction between teachers and students: Observe the interaction between teachers and
students, including how teachers answer students' questions, the quality of communication with

students, etc.




121

e. Attention to students: Observe whether teachers pay attention to cultivating students' interest in
learning, whether they pay attention to students' participation, whether they pay attention to the
cultivation of students' learning habits, and whether they pay attention to the cultivation of
students' learning methods and learning strategies.

f. Teacher Evaluation and Feedback: Observe how teachers evaluate and give feedback on
student performance, including whether feedback is tailored to each student's learning needs and
abilities.

g. Technology Use: Observe the teacher's ability to use technology in the classroom, including the
use of computers, the Internet, and other learning software.

(2) Students' learning behavior:

a. Students' attitude towards lectures: Observe whether the students listen carefully and pay
attention to the teacher's explanation.

b. Students' classroom participation: Observe whether students actively participate in classroom
interaction, answer questions actively, and communicate with teachers and classmates.

c. Students' thinking ability: Observe whether students can think independently, analyze problems,
and whether they have the spirit of inquiry.

d. Students' cooperation ability: Observe whether the students can actively participate in
cooperation in the cooperation group, and whether they have good communication and
cooperation sKills.

e. Students' problem-solving ability: Observe whether students can skillfully use the knowledge
they have learned to solve problems and whether they have innovative thinking ability.

f. Students' independent learning ability: observe whether students have independent learning
ability and whether they can use various resources for independent learning.

g. Student behavior: Observe students' performance in terms of discipline, classroom etiquette,

and personal accomplishment.
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Music creation in China's National Compulsory Education Art Curriculum Standard

The object of this research is the music education students in colleges and
universities, they are the future would be engaged in the primary and secondary school
music teachers, the goal of this study is to improve their music creation ability, so
understand the national compulsory education Figure of art curriculum standards
especially about the music creation ability requirements and content is very necessary.

China's national Ministry of Education in 2022 issued a new compulsory
education Figure art curriculum standard, the document is the national level for primary
and secondary school art curriculum issued programmatic document, embodies the
national basic requirements of primary and secondary school art curriculum and
minimum standards, to the national primary and secondary school art education plays
an important guiding and guiding role. The curriculum standards stipulate the
objectives, contents and basic teaching requirements of art education, and reflect the
would of the state.

General objectives of the art program:

‘Percve, discover, experience and appreciate the beauty of art, nature, life
and social beauty, and improve the aesthetic perception.

-Enrich the imagination, use the media, technology and unique artistic
language to express and communicate, use the image thinking to create vivid scene,
healthy meaning of art works, improve the ability of artistic expression.

-‘Develop innovative thinking, actively participate in artistic practice
activities such as creation, performance, display, and production, learn to find and solve
problems, and improve the ability of creative practice.

‘We should feel and understand China's profound cultural heritage and the
important achievements of the Party's century-old struggle, carry forward the fine
traditional Chinese culture, revolutionary culture, and advanced socialist culture
strengthen cultural confidence, and forge a strong sense of community of the Chinese

nation.
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‘Understand the history and cultural traditions of different regions, nations
and countries, understand the relationship between culture and building a community
with a shared future for mankind, and learn to respect, understand and tolerate.

The art course of compulsory education includes five disciplines: music,
fine arts, dance, drama (including opera), film and television (including digital media
art). Based on art practice and learning tasks as the starting point, it organically
integrates learning content and builds an integrated content system.

Music courses include four types of art practices: "appreciation”,
"performance”, "creation", "and" contact ", covering 14 specific learning contents, setting
different learning tasks in different learning sections, and embedding the learning
content into heavy learning tasks. Among them, through the artistic practice of
"creation", students explore music and other sounds, comprehensively use the
knowledge, skills and creative thinking, carry out improvisational performance and
music creation activities, express their personal ideas and creativity, and improve their

creative practice quality.

Goals requirements of music creation in the music course

Creative practice is the ability to use multi-disciplinary knowledge, closely
related to real life, and carry out artistic innovation and practical application (China
2022). Creative practices include creating an atmosphere, inspiring inspiration,
exploring and experimenting with the process and method of creation, generating
unique ideas and transforming them into artistic results (China 2022). One of the overall
goals is to develop innovative thinking, actively participate in creation, performance,
display, production, learn to find and solve problems, and improve the creative practice
ability (China 2022).

Learning paragraph goals related to music creation:

Section 1 (grades 1 to 2)

‘Have curiosity and desire to explore music, and can express my thoughts

and feelings in the process of exploring sound and music.
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Section 2 (grades 3-5)

-‘Keep curiosity and desire for music, and can show personality and
creativity in artistic creation activity cabinets such as exploration, improvisation and
editing.

Section 3 (grades 6 to 7)

-Can choose the right music works to express their feelings, create and
display simple music works, with a certain amount of imagination and creativity.

Section 4 (grades 8-9)

‘They can compile and create and display relatively complete short music

works, express their own ideas and emotions, and have rich imagination and creativity.

Content requirements of music creation in the music course

Content requirements related to music creation:

Section 1 (grades 1 to 2)

Study task 1: Fun singing tour

‘Music with simple body movements, momentum, rhythm or dance, use
percussion instruments or choose other sound materials for simple performance or
accompaniment.

Study Task 3: Contextual performance

-Combine nursery rhymes, poems, fairy tales, life scenes, etc., select
appropriate Musical Instruments, props or other materials, and use singing,
performance, momentum, rhythm, dance and other expression forms to perform creative
performances.

Section 2 (grades 3-5)

Learning Task 4: Creation and presentation

-According to the mood and characteristics of the music to create a
rhythm or dance movements. Impromptu accompaniment for recitation, song, dance,

etc. Under the guidance of teachers, purposefully create short rhythm, melody, etc., to
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express their own ideas and emotions. Combined with the life situation, compile, create
and perform simple music stories, music games, short musicals and so on.

Section 3 (grades 6 to 7)

Learning Task 4: Creation and presentation

‘Impromptu singing, playing, momentum, rhythm or dance; improvised
simple rhythm, fixed tone, simple chord, music or accompaniment for recitation, song or
dance. Create repetitive or contrasting rhythmic, short melodies. Create lyrics for
melodies or short lyrics, select appropriate materials and different forms of expression
according to the situational theme, create and perform slightly complex music stories,
musicals, sitcoms, musical games, etc. Use graphic music, music, or other ways to
record the work.

Section 4 (grades 8-9)

Learning Task 4: Creation and presentation

‘Improvising singing, performance, rhythm or dance; improvising life
phrases or poetry sentences; improvising rich rhythm, melody, chord, for recitation,
song, dance music or accompaniment. Create rhythmic, short melodies and simple
songs that reflect personal ideas and originality. Comprehensive art creation and
performance according to specific situational themes and requirements.

Description of the academic quality of music creation in the music courses

The Art Curriculum Standards for the Compulsory Education Stage issued
by China contains the evaluation standards for the academic quality of music courses in
the compulsory education stage, and the academic quality related to music creation is

described as follows:
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Phase of studying

Description of academic quality

The first
paragraph (Grade
1 to Grade 2)

In the singing and swimming activities, they can carry out simple
momentum, rhythm, dance or song performance with music, so
that the body movements are basically consistent with the
characteristics of musical mood, rhythm and rhythm, and can
change the movements according to the music and their own

ideas.

They can choose 2 to 3 different forms to perform the situational
performance, basically showing the theme and content of the
situational performance, the action is in line with the musical
characteristics and role characteristics, and can reflect their own

ideas.

Section 2 (grades

3-5)

In the expression of the mood, emotion and performance of
musical artistic conception and musical image can reflect their own

ideas.

With music improvisation, expression and body movements can
reflect the music mood and music characteristics; the simple
rhythm or melody has certain structure and change, can convey

the corresponding expression intention.

Compilation, performance, simple song and dance plays, etc., to
have a theme, plot, basic structure and logic, proper music
arrangement, performance, natural expression, plot performance is

relatively complete.

In life will use the right music to meet their own needs, and can

explain the reasons for choosing these music.

Section 3 (grades

5-7)

Can use the knowledge and skills learned to sing, perform, in the
emotional expression, accuracy, fluency, integrity and other
aspects to basically meet the requirements of the work, can control

the strength, speed and timbre according to the musical
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performance needs, reflect a certain degree of creativity.

With music improvisation, expression, body movements and music
mood, emotion, movement changes and have certain creativity;
can create a slightly complex rhythm, melody and simple songs,
reflect a certain richness, words, music combined with nature, can
better express their feelings and ideas; can choose according to
the theme, create small song and dance drama, music and the plot
of correlation, vivid, natural performance, can better express the

plot and emotion.

Section 4 (grades
8-9)

The emotion, integrity, fluency, accuracy, harmony and other
aspects of the artistic expression are in line with the work,
reflecting the rich expressive force and personalized creative

expression.

Can use the appropriate creation techniques for music creation
and performance, the works reflect the repetition and contrast of
the rhythm or melody, complete structure, with a certain expression

and originality.
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Music creativity improvement project suitability evaluation table
1. Consistency checking
Using the IOC (Index of item consistency) and evaluating by external expertise (5
people) who have knowledge and experience relevant your curriculum. Consistency
checking form as follows.
Consistency checking form

Direction: Please mark ¥ in the evaluation results according to your opinion.

Evaluation results

ltems Consistent Unsure Inconsistent

(+1) (0) (-1)

6

7

Calculate mean score of each item then interpret the consistency following criteria
> .05 consistency

< .05 inconsistency (improve it before implementation)







Appropriate checking form of the Teaching model
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No.

[tems X S.D.

Appropriate

degree

Teaching model principles

1.1 Reasonable

1.2 Theoretical concepts used to support
1.3 Lead to practice

Teaching model objectives

2.1 Clear and concrete

2.2 Can be measured and evaluated
2.3 Suitable for the target group
Teaching model content

3.1 Meet the teaching model objectives
3.2 Academically correct

3.3 Suitable for the target group
Learning activities

4.1 Meet the teaching model objectives
4.2 Suitable for the target group

4.3 Interesting and possible

Teaching model materials

5.1 Meet the learning activities

5.2 Suitable for the target group

5.3 Interesting and possible

Teaching model evaluation

6.1 Meet the teaching model objectives
6.2 Suitable for the target group

6.3 Possible to practice







Evaluation of the Consistency of the Teaching model
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No. ltems I0C Meaning
1 Learning problem with the principles of the teaching model
2 Teaching model principles and teaching model aims

3 Principles of teaching model and learning activities

4 Teaching model aims and Teaching model content

5 Teaching model aims and learning activities

6 Teaching model content and learning activities

7 Teaching model content and learning materials

8 Teaching model content and learning resources

9 Teaching model content and learning duration

10 Teaching model assessment with teaching model aims
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Expert information

Name Position/University

Xi Zeng Former Director of music Theory Teaching and Research
Section, Professor / Gannan Normal University

Zan Yijun Director of Music Education Committee of Ganzhou Musicians
Association, Professor / Gannan Normal University

Liying Director of the music teaching and Research
Section,associate professor/ Gannan Normal University

Ceng Jie Music teacher at Xingguo Road Middle School in Ganzhou
City

Gu Yiling Head of Music Master Studio of Primary and Secondary

schools in Ganzhou City / Principal of Zhangjiang No.2 Primary
School, Zhanggong District, Ganzhou City
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Music Creation Ability Test

Name Gender Age Class Major

Tipic:
1.Please create a melody starting and ending with the note "do," in 4/4 time

signature, with each melody being 8 measures long. You have 5 minutes to complete

this task.
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2.Please create a rhythm incorporating eighth notes, in 4/4 time signature, with

each rhythm pattern being 8 measures long. You have 5 minutes to complete this task.
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Unit Teaching Design (1)

Class schedule: 2 hours

Title (Teaching Chapter, Section or Topie):Music Listening (Creative Music Making while Listening to Works)

Learning task analysis:

This unit's teaching content 1s music listening, with a focus on exploring sound and music. The specific learning task is to listen to the
work "In the Hall of the Mountain King" and then create a story based on the listening experience. The assessment will evaluate whether
students can fluently create a story, if the story is creative and unique, and if it alipns with the musical logic.

Music analysis:

"In the Hall of the Mountain King" is a music appreciation piece for the fifth volume of the ninth prade corriculum. It is taken from the
poetic drama "Peer Gynt," which Edvard Grieg composed at the invitation of Hennk Ibsen for Ibsen's poetic drama "Peer Gynt." Wiitten in
1874, "Peer Gynt" is a play by the famous Norwegian playwright Tbsen. The drama set in ancient Norwegian legends, features the
protagonist Peer Gynt and uses symbolic techmques to portray the adventurous spint of the Norwegian people while also erttiquing the
pursuit of power and wealth in society. The play consists of five acts and was completed between 1874 and 1873,

The piece is a segment of music depicting a fantastical scene where Peer Gynt is surrounded by trolls in the forest at night Initially, the

trolls entertain him, but then they play tricks on him and torment him until dawn. The music 1z characterizad by a dark and eerie guality. The
plucking of the lower string instruments resembles the heavy steps of the trolls. The constant repetition of the mam theme evokes the trolls’
monotenous and bizarre dance movemants. This composition combinas elements of dance and march forms. Theme A iz played by the
cellos m 2 simster and grotssque melody, accompanied by the haunting fones of the hom. Al plaved by plucked viclins, doasn't miroduce
much comtrast but varies in orchestration and tone color. A2 has the string section powerfully performing the main thame, with the entire
orchastra building up 2 passionata and climacte amotion. The coda strengthens dynamieally, with seale-like melodies ascendmg and the

timpani's tremolo driving the piscs to an intense and dramatic conclusion.

Teaching ohjactives:

1.Master the baszic methods of music composition, foundational knowledge, and basic mathods of creative thinking training.

2.5tudents should possess a positive listenung attifude and display an active thinking state. They should be able to use basic methods of
craative thinking training, boldly imagine by combining elements of musical axprassion and overall sound effects, to develop musical
creative thinking.

5.Be abla to fluently create a story (which can be presented through text, drawing, movement, afe.) to express the feelmps, contant,
artistic conception, and emotions perceived from liztening, in order to develop ereative thinking. The created story should be unique and

creative, with a plot that aligns with the musical logic.

Taeaching procass

Teaching steps Teacher activities Student activities
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1.Task-Dirrven
In this part, the teacher assigns tasks
before the class focusad on ereative music

makmg through music listening.

Tha teacher promptz students to
understand the basic knowlsdge and skills
ralatad to the slements of mmsical expression
and the fundamental methods of creation

The teacher playz the music pisce "In the
Hall of the Mountam King," remmding students
to listen carefully and ancouraging them to use
their imagination to create a story based on the

rusic.

Students understand  the fazk

ragquirement to create a story for the musical

pisce "In the Hall of the Mountain Kmg "
Studentz listan carefully fo the faszk

raguirements.

I Independent construchon

Students repeatadly listan to the piece, use
their imagination to construct content, and
dizeuss and ecreate stories m =mall groups.

Femind students to listen carefully and to write
down any scenarios they hear, think of, or feel
whila listening. At this point, the teachar should
aveld  leadnzg  guesfions  that  promote
convergent thinking and mstead use divergsnt,
open-ended methods to guide and inspire
students. For example: What impression stands
out most in this musical piece? What auditory
expenances did vou have during listenmg?
What emotional resonance did you feal? What
images did vou visualize? Comsider the
categories and charactenistics of what you

Students learn the basic knowledse and
skills related to mmsical expression and
creation matheds through various online and
offline means before the class.

During the class, students listen attentivaly
to the piece. Basad on therr prior leammg
and the pisce thsy are listening to, they
apply basic methods of creative thinkmg
training, aimmmg to stimulate positive
divergent thinking and imagination as much
considering  the muosical

as  possible,

exprassion eolements and overall sound

heard, thought, or falt in the muse.

The teachar obsarves the student:’ leammg and
creation proesss throughout and provides timely
faadback amd guidance, offering assistanca as
neaded.

effect. They can hst each new idea or
scenario that arizes. Simes each person's
musical expenience 1= unique, students may
write down diffsrent aspectz during
listening. Consider ths categories and
characteristics of what vou heard, thought,
or falt in the music.

Students dizcuss in small groups, exchange
ideaz, reach a consensus, and ultimately
complate the story creation,

I Frachice dizplay

Teachers and stodents share  their
understanding of the piece within the
classroom setting.

The teachsr provides a relaxed snvironment
where students can zhare their feelings, content,
artistic conception, and emotions from listening
to the pisce.

Each group of students zands a
reprasentative to present an impromptu story
or performs the story az a group.

4 Fellection evaluahon

Students reflect on their performance of
the task, conduct pasr and
zelf-asseszments, and the teacher providas
feadback on the students' work, The
teacher also qualitafively evaluatas
students' learning atfitudss, cooperation,
and the ecreative procsss throughout the

tazk.

The teacher summarizes the entire listening
process, puiding students to actively share their
faalings, content, artistic conception, and
emotions from the piece.

Students actively share their faslings,
cantent, artistic concaption, and emotions
from the piece and raflact on and evaluate
the story creation process and their
complated stories.
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Unit Teaching Design (2)

Claz= schedule: 2 hours

Title (Teaching Chapter, Section or Topic):Musie Listening (Exploration of Sound and Music, Matchmg Music Pieces fo Specific

Themes or Contexts)

Leaming task analyzis:

Thiz unit's teaching comtant iz music listening, with a forus on explormg sound and music. The specific leaming tazk is to select
backeround music for 2 video with the thema "Autumn " The primary objective 1s to frain students’ musical creative thinking. Students
are raguirad to accumulate a larze mumber of music pieces and materials, and to boldly use their imagination based on the theme
provided by the teacher, fully engaging their divergent creative thinking to selact suitable music pieces that match the thema.

Teaching chjactives:

1.5tudents accumulate a wide range of music works m various themes, genres, styles, and emotions, demonstrating an active
thinking state. They are able to uzs bazic methods of ereative thinking traming and boldly imagine basad on the "Autumn” theme video

to develop musical eraativity.

2 Students are able to selact music works that match the theme or context based on the theme or situation.

Teaching process

Teaching staps

Teacher activities

Student activities

U.Tagedzinven

The teaching content for this umit iz
music listening, sound, and music
exploration. The specific learning
task 1= to choose background music
for a grven theme or context, and this
task iz assizned a week in advance.

The teacher assignz the tazsk a week in
advance, reminding students to lizten to as
music works as possible with
variouz themes, genras, tempos, emotions,

and stvles,

many

Students understand the task requirements and
hsten to 2 wide range of music works to
accumulate materials of different themes, genres,
tempos, emotions, and styles.

Students carsefully listen to the task requirements.

Students form groups, select 2 group leader, and
dizensz collaboration rules.

[ —C———

The teacher azsigns the leammg task,
plays a silent video clip about the
"Autumn" theme, and students salect
backeround music for thiz video.

The teacher reminds studsmtz to  first
understand the charactenistics of the video
clip, such az color, rhvthm, and smotionzl
exprazsion, and them amalyze the mmsie
elements  that can match  these
characteristics. Thev should then select
mnsic works with corresponding slements
to score the " Autumn” theme video.

The feacher observes the students’
learnmg, creation process, and
collaboration throughout, providing timaly
faadback and guidance as needed.

Students watch tha vidao clip attentively during
class.

Students disenss in groups, exchange ideas, and
analyze the characteristics of the video clip, such
as color, thythm, and emotional exprassion. They
then select, edit, and amrange music elements that
match theze characteristics, using the previously
accumulated mmsic materials. After reaching a
consensus, each zroup completes the task of
seoring the video.

3 Prastics displzy

In class, each group presents their
chosen mmsie for the video.

The teachar provide: a2  relaed
environment for students to fully showease
thair work.

Each group sslects a representative to present
their scorad wideo and explain their creative

4.Bsdlection cvalaation

Students reflact on the completion of
the task, conduct pesr and
zelf-aszesemants, and the teacher
provides feedback on the students'

waork, evaluatimg their learning
attitude, cooperation, amd ereation
process  throughout the leamning

eXperiance.

The teacher provides feedback and
summarizes the entita tazk completion
process, gmding students to  actively
raflect on the zuccesses and challanges of
the creation process, and to share their
experiences from the ecreation and
presentation stages.

Students raflact on the successes and challanges
of the creation process and chare their exparisnces
from the creation and presentation stages.
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Clazs schadule: I hours

Title (Teaching Chapter, Section or Tepic)-Improvizational Creation (Improvismg Fixed Patterns and Bhythms for 2 Work)

Leamming tazk anzlysis:

This unit's teaching content iz improvisational creation. The specific leamning task is for the teacher to provide the music places
"The Train i= Bumning" and "Little Fed Ridmg Hood." and for students to improvize fixed rhythmic patterns and motifs as

accompanmment for thess works. The assezsment would evaluate the number of works created by studants in the shortest time, as well

as thair ability to chanpe different musical styles, forms, and structuras.

Musie anabvsis:

"The Train Has Left" and "Little Fed Riding Hoed" ares music textbook pieces for first and second grads, respactively.

"The Tram Has Left" 1= a song m a majeor key with a bmary structure, consisting of four phrases. The thythm 15 simple and lively,
with a mostly stepwise melody that flows smoothly. The song begins with onomatopoeta numicking the sound of the train starting
{"elickety-clack™), uses exact repetition i the second phrase, and featurez a contrasting high register i the third phrase with a more
ralaxed rhythm, evoking the sense of 2 speeding fram and the pride of the train driver. The final phrasze iz charactarized bv a broken

chord progression in a major kay.

"Little F.ed Fiding Hood" is a Brazilian children's zong in 2/4 time and C major, structorad with zox phrases. Each phrase begins

with a scale-liks malodic progreszion of de, r2, mu, fa, creating a memorable imprezsion. The first and third phrases are simuilar, as are
the second and fourth, while the fourth and sixth phrases are identical. The melody alternates between scale-like stepwise motion and
broken chords, creating a unifiad vet vanied musical image that 1= both smooth and hvely, makmg 1t a widely popular children's song.

Teaching ohjectives:

1.5tudents should be able to analyzs the sonzs and apply common rhythmic and melodic creation techniques to flaxibly combine
vanous rhythms and notes, improvizing switabls z2ecompaniment rhythms and patterns for the songs.

2 Students should be abla to demonstrate the improvised accompaniment thythms and patterns for both songs through clapping,

smging, or other appropriate methods.

Teaching process

Teaching steps

Taacher activities

S3tudent activitias

L. Tadedsiven

For the two elementary school mu=ic
smging pieces, students would mprovize
fixed accompaniment patterns and

thythms.

Before the class, tha teachsr requires students to
review and master the baszic writing knowledze
and techniquas for various rhvthmic patterns and

accompannnent melodies.

In clasz, the teachsr plays the songs "The Tram
Has Laft" and "Little Fed Riding Hood" for the
students and dizplays pictures and sheet mu=ic
from the comrespondmz textbooks. The students
are  aszigned the task  of improvizmg
accompaniment rhythms and patterns for the

In class, the teacher plays the songs
"The Train Has Left" and "Little Fed
Fiding Hood" for the students and
dizplays pictures and sheet mmsic
from the correspondmg textbooks.
The studentz are assiznad the task of
improvising accompaniment thythms

and patterns for the songs.

Students review and master the basic
writing knowledge and technigues for
rhythmie patterns and accompanmment
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EONFE.

melodies bafore class.

Students listen carafully to the task
raguiraments.

[ P C——

Students would listen repeatedly to the
plecez and improvize accompaniment
pattems based on what thev hear.

The teacher advizes students to first listen to the
songs carefully and then quickly analyze the zongs
in terms of structure, modsl, melody, thythm, and
other aspects. After analysis, students should use
previously accumulatad rhythmic and melodic
creation materials to mmprovize accompanirent
rhythms and patterns.

The teacher observes the student:’ leaming and
creation process fthroughout, providing tmely
faedback, gmdance, and az=sistance.

During the class, students first listen
to tha pisces, than amalyze the songs

as quekly as possible, and use
thythmic  and melodic  creation
techmiques to improvise

accompaniment rhythms and patterns.

3 Practics dixplay

Thiz activity would take place during
clazs, whare both the teacher and
students would share and demonstrate
their improvised accompaniment
thythms and patterns m tha clazsroom
zetting.

The teacher would provide a relaxsd snvironment
for stodents to share and showcase ther
improvised accompaniment work with each other.

Stodents would zhare and present
their improvised accompaniment
rhythms and patterns for the songs.

4 Brflection cvaketioe

Students would reflect on the complation
of the fazk, conduct peer and
self-assessmeants, and the teacher would
provide feedback on the students’ work,
evaluatinz  therr learmmz  athtude,
cooperation, and  creation process
throughout the learming expenence.

The teachsr would provide feedback and
summarize the entire task complsion process,
guiding stmdents to actively reflect on the
successes and challenges of the creation process
and to chare their experiences from the creation
and presentation stages.

Students would reflact omn  the
suecasses  and  challamges of the
creation procesz and share their
expensnces from the creation and
presantation stages.

Unit Teaching Design (4)

Clazs schadule: 2 hours

Title (Teaching Chapter, Section or Topic):Improvizational Creation (Improviamg Fhythmic Movements for a Work)

Leaming task analysis:

Unit Four's teachmg content 1= improvisational creation, focusing on creatmg thyvthmic movements for a work., The specific
learning tazk 1= for the teacher to provida the music piece "Where iz Sprmg," and for students to improvize rhythmic movements basad

on the piece. The assessment would evaluate whether students can fluently ereate thythmic movementz and the richness of the

movement elements nzed.

Wiusie anakysis:

The song "Where [z Spring™ 1= 2 well-known children's song for third-vear students, composed m 1981, It =ings about the

beautiful sprng 1n 2 naive and lively tone, exprazsme boundlezs jov. The song clevarly uses the call of the onole to showease the
beauty of spring. It is cheerful and lively, with mumerous rasts that make the music sound joyful and neat. In a natoral major key and
binary form, the melody 1= fresh and natural, with the mtegection "di 11 11" frequently appearing, imitating the oniole's clsar call. The

lyrics describe the colorful and splendid scenes of spring in a question-and-answer format.
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Teaching objectives:

1.5tudents should be able to master basic body movements, meluding classic thythmic movements from the sight fixned sets.
2.5tudents should be able to listen carefully to the song, analyze its structure, and 1mprovise rhythmie movements bazad on the

melody and rhythm characteristics of the song, using rnich body languags.

3.5tudents should be able to present theirr improvised rhyvthmic movements with enthusizsm, confidence, and aceuracy.

Taaching process

Teaching steps

Teacher activities

S8tudent activities

i Som—
Improvise rhythmic movements for

the song "Where Iz Spring™

Before the class, the teacher requires student: to
leamm bazic body movements, the classic sight fixed
thyvthmie patterns, and other rhythmic movements
through varions online and offline metheds.

In clasz, the teacher plays the sonz "Where Iz
Spring?” for the students and displavs 1mages and
sheat music from the textbook The students are
azsignad  the tazk of improvising rhythmic
movaments for the song.

Students review and master basic
bedy movements, the classic sight
fixed rhyvthmic patterns, and cther
thythmic movements bafore class,
undarstanding  the fundamental
rules and methods for movement

amangement.

Students listen carefully to the tazk
raquirements.

2.Indeyeadent copractra

Studemts would Listen repeatedly and improvize
rhytirmic movemants based on what they hear.

The teacher advises studemts to first listem to the song
carsfillly, then guickly analyze the song's struchme, modsl,
melady, dovthm, and other aspects. After the ansbysis,
smdents should use previonsly acomoulated rhythenic and
melodic  creation maeterials te  improvize rnthmic

Druring class, studants frst listen to the
piece, then analyze it 2= guickly as
possible. Uzing their kmowledse of
rhytivmic movement matarials and basic
methods for amanzing movements, they

movements for the piecs.

The teacher observes the smdemts’ leaming and creation
process throughout, providing tmasly fesdback, muidance,
and assistance as needed.

improvize rhythomic movemsnts that
match the characteristics of the song.

I Frastics display
Students would share and showeasze
the

thythmic movements they have

creatad for the song.

The teacher would provide a2  relaxed
emvironment for students to share and showcasa

their improvized rhythmic movemeants.

Studentz: would share and
present the rhythmic movements

they created for the song.

[T p———

Stadents would reflect on the completion
of the task, conduct pesr and s=lf-asseszments,
and the teacher would provide feedback on the
smdents’ wark, evaluating their leaming
attiteds, cooperation, and creation process

thrgushout the lesming experienca.

The teacher would provide feedback and summanzs
the entire fazk completion process, pudmg studants
to actively reflect on the succeszes and challenges of
tha creation process, and to share their experisnces

from the creation and presentation stages.

Students would reflect on  the
suecezze: and challenges of the
creation process and zhare their
experisnces from the creation and
presantation stages.

Unit Teaching Design (5)
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Class schedule: 2 hours

Title (Teachimg Chapter, Section or Tepic):Improvizational Creation (Creating a2 Context for 2 Work and Presenting 1t with Bhythmie
MMovements)

Learming task analysis:

Thiz unit's teaching content iz improvizational creation, focusing on creating a context for a work and presanting it with rhyvthmic
movements. The specific leaming tazk iz for the teacher fo provide the music piece "Anitra's Dance,” and for students to improvise a
context for the pisce and create a sst of movements fo axpress it. The aszessment would evaluate whether students can mmagine umgque
and ereative contexts and whether they can flexibly use varous musical and contextual elements, employving rich body language to create

improvisational rhvthmic movements.

Music analy=is:

The prece "Anitra’s Danca" 15 a listenmg piece for ninth grade, selected from Grieg's Peer Gynt smite. It 1z a lively and smeooth
piace with rich and delicate dynamic changes, structured in threa sactions. The pisce daseribas the scens whers the beautiful Anitra
daneces to waleome Pear Gunt in an Arab tent in the dasert oasiz, showeasing Anitra's lively and charming charactar.

Teaching olmactives:

1 5tudents should demonstrate a positive listening attitude and actrve thinking, using basic matheds of creative thinking training.
They should combme musical expression elements and overall sound effects to boldly mmagine and create scenarios to develop musical

2.5tudents should carefully listen to the piece, analyze its structure, and improvise rhythmic movements based on the melody and
rhythm characteristics of the song, nsing rich body language to match the song's comtaxt.

3.Group members should work together fo creats scenarios based on the characteristics of the song and collaborate seamlazshy m
thair prezsntation.

Teaching process

Teaching steps Teacher activities Student activities
[-Task-drrven In class, the teacher plays the piece Before class, students should leam basic body
. . . "Anitra’s D'anca”, dizplays images and sheet | movements, tha clazsic sight fixed rhyvthmic
:!'.Impfm-'l.se * fc&nznn for the P2 usic from the textbook, and assignz a pattarns, and other rhythmic movements
Anitra’s Dance” and create corresponding learmmg task. through vanous online and offline mathods,

rhvthmic movements for the piece. mastering the fndamental rules and method

of movement arrangement.

Students histen carsfully to the task
raguirements.

Students form groups, elact a leader, and
dizcuss collaboration rales.
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< Indepandant construchon The teacher advises students to first listen Dhuring class, students first listen to the piece,
carefully to the piece, then quickly analyze | then analyze it az quickly as possible. Using
the song” s structure, model, melody, and their kmowledze of rhythmic movement
rhvthm. After analveis, students should use | materials and basic methods for arranging

The teacher would provide the
playback and allow studemtz to listen
repeatedly and improvise based on what

thew e plE’i-'.i.ClFI.E]‘_\.‘ a.cc:lm:lulated rh'g.'ﬂ:.?nic a.m:l movements, they Improvise 1'.|13‘.ﬂ1mi|:
- ) melodic creation materials to improvise movements that match the characteristics of
rhythmic movements for the piece. the piece.
The teacher obzarves the students’ leammg
and creafion process throughout, providing
timaly feedback, puidance, and assistancs az
needed.
3 Frachice display The teacher would create a relaxed | Students would present the scenarios they

environment for students to introduce the | have ereated for the szong and demonstrate
scenarios they have created for the song and | their thythmic movements.
showeasa thewr thythmic movements.

Students would imfroduce the scenarios
thay have created for the =zomg and
showeaze  their improvised rhythmic

movements.

4 Hetlechion evaluabion Tha teacher would provide feedback | Studemts would reflect on the successes and
and zwmmarnze the emtire task completion | challenges of the creation procsss and share
process, puiding studants to actively reflect | their experiences from the creation and
on the successes and challenge: of the | presentation stages.

creafion process, and to share ther
experiences from the creatiom and
presentation stages.

Students  would reflect on  the
complstion of the task, cenduct peer and
zelf-azzessmants, and the teacher would
provide feedback om  their work,
evaluating  ther learning  attitude,
cooperation, and  creafion  process
throughout the leaming expanence.

Unit Teaching Design (6)

Clazs schedule: 2 hours

Title (Teaching Chapter, Section or Topic):  Music Compesition (Creating Instrumental 4 ccompaniment for Chinesa Classical Poetry)

Leaming task analysis:

This unit's teaching comtent iz mmsic composition, focusing on creating instrumental accompaniment for Chineze claszical poetry.
The zpecific leaming task 1= for the teacher to provide a poem "1 Jiang Yue" by XHin Qui, a poet from the Song Dynasty, and for
students to create instrumental accompaniment for this poem_ The goal is for students to understand the content and perceive the artistic
conception of the poem, leam the kmowledze and techmaues of instrumental composition, and create accompaniment that matches the
content and artistic concaption of the poem.

Work znalyzis:

Thiz unit focuze: on wsing musical matenals to create mmsic, bazed on the zecond umt of the zeventh-grads texthoock from
Huachenz Education Press. [t involves improvisational creative activitias with interdizeiplinary integration and aims to uncover students'
potential. The piace being stodiad iz 2 lyne by Xm Qi from the Southern Somg Dhvmacty, which describaz the rural night scene at
Huangzha Fidge: the bright moon and clear braszs, sparse stars and light rain, the startled cries of magpies and chirping of cicadas, the
fragrance of rice flowers, and the choms of frops. The lyrie, capturing the baauty of 2 summer night in the comntryside and the author's
heartfelt joy for 2 bountiful harvest, vividly portrays the rural landscape through visual, auditory, and olfactory impressions. [t iz a piace
with beautiful imagery and a clear, vivid scene, making it well-surted for musical expression and evocation.
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Teaching ohjactives:

1.Leam basic music creation knowledge and accumulate creative materials for basie music creation.

2 Students should demonstrate a positive creative attitude and exhibit an active creatrve thinking state during the creation process,

mastering basic creatrve methods.

3.Use as many diverse creation techniques and novel approaches as pozsible to develop divergent creative thinking.

4 Based on a spacific theme and exprazsive needs, select appropriate sound materials and forms, and collaborate with peers to
create an accompaniment for the Song lyric "Xi Jiang Yue: MNight Travel on Hoangsha Foad”, ensuring accurate content and expression
of the intended mood, to davelop convergent creatrve thinking.

Teaching process

Teaching steps

Teacher activities

Studant activitias

L. Tagdiven

Thiz part of the process mvolves
confirmmg the creative fask jointhv
by the teacher and studants before the
clazs, with the teacher leadng and the
studants taking tha central role. Thiz
part mcludes two =tages: pre-class
and in-class.

Guidmg Students to Devalop Learning
Tasks= Based on Therr Situation

The teacher creates a specific comtaxt

to  stimulate  students'  creative
motivation.
The teacher focuses om  specific

problems, mtroducing challenges to
trigger conflicts  among
studants.

cognitrve

Under the teacher’ = gmidance, students clarify their
learnime tazkz=, develop 2 learning plan, and outline the
content, specifically for creating an accompaniment
for the Somg lyme "¥i1 Jiang Yue: MNight Travel om
Huangzha Foad”.

Students enter the comtext of the problem throngh
zehzory percaption, generating inftial metivation for
music creation and preparing for the creative phase.

Students guestion the problems, experience cogmitive
conflicts, stmulate musical 1magmation, and devealop
the main motivation for chaping mmsical imagery,
enterme the incubation stage of music creation.

2 mdcpreseos szermaszon

Pre-Class: Drudents, guided by the
teacher, engage in self-directed leaming
and repeated discussions to gradnzlly boild
a2 Imowledse and ckill framework that
alizns with the creative task.

In-Class: Dhiring, class, stodents work
in groups to focus on creating and refining
their work, making it more mature.

The teacher provides stadests with various
creative materials, lmowledze of nmisic
creation, aad leaming methods, coordinating
and motivating stodents to emzage in nmsic
Creatian.

Smdents engzge in 2 broad accummlation of creative materials
and practice actvites through teacher guidance and
zelf-divected leaming. Thiz nchedes exploration, imitation
and building 2 habit of independent mquiry, which effectively
enhances their mzical creativine

In thizs phase students can freely explore sound, incloding
aspacts like tmbre, range, and performance characteristics.
Eazed on this exploration, smdents, with their group members,
autenamouzly constact 2 mmsical work, refining  their
thinkins and creativity in the process.

3 Fractics diaplay

The teacher and students
observe the studemts ” practical
presentations of their creations in the
classroom setting.

The tesacher provides a relaxed
enviromment for studantz to  fully
express and showcase their created
works.

Each group presents its complsted work thoroughly
and shares the craative ideas and processes mvolved.

4. Erflzction cvaleotice.

In thi= stage, both the teacher
and students conduwct mstrucfional
evaluation: and reflections on the
students' practical presentations.

The teacher summarzes the
enfire  lsarmimz  process, muding
students to analyze and evaluate thenr

own learning and creative proceszes.

Students analyze and evaluate their own learming and
creative processas.
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Unit Teaching Design (7)

(Clazs schedule: 2 hours

Titla (Teaching Chapter, Section or Topic)-Music Compesition (Creating Lyrics and Vizual Scoras for Claszical Music Piages)

Leaming task analyvse:

Unit Seven's teaching content iz music composition, focusing on creating hyrics and visual seores for classical music piaces. Tha
specific task 1= for the teacher to provide the classical music piece "The Kitten Waliz," and for students to create lvrics for the plece's
main malody and to create a visual score for the piace.

Music analv=is:

Tha piece "The Kitten Waltz" is a zecond-grade listening piecs, a charmimg orchestral work that features 2 playful melody
depicting a livelv katten dancmg joyfully to a beautiful waltz. The composition exhibits both anthropomorphizm and realizm, and it 1=
structured m a thres-part form. The four-measure miroduction resemblss a proud kitls kitten steppmng onto the "dance floor” and
preparing to danee gracefully A Section: The main thems is beautiful and lyrical, primarily featuring siring instruments. The use of
violin shdmg techniques vividly mimics the kitten's meowing, emphasizing the thema The melody alternates between fast and slow
paszages, choweasmg the kitten's playful and energetic nature. B Section: The melody iz lively and cheerful with continuous, spirited
music performed by woodwinds, illustrating the kitten's increasing excitement and fast spmming as it dances Ending: The music
suddenly mcludsz 2 dog's barking sound, surprising the dancing kitten. The pisce concludes with a seriez of rapid ascending and
dezcanding scales.

Teaching chjsctives:

1.5tudents should have a certain level of musical analysiz ability and be able to analvze aspects of the pisce such as rhythm,
structure, melody, and orchestration. Combining musical expression elemants and overall sound effects, studants should boldly use their
1mazmation to create lyrics for the A themes melody.

2 Btudents shounld choose appropriate graphical representations to create a visual score for the piece.

3.5tmdents should be abla to naturally and fluently sing and present the lyrics created for the A section theme melody, and alzo
display the musical score created nsing graphics and symbols for the entire piece.

Teaching process
Teaching steps Teachar activitias Studsnt activitias
L Tadedrives The teacher assizas the task of creating hyricz and a | Students ars expectad to study lyric

musical score for the piace "The Kitten Waltz" one writing methods and musical seora
Students work i groups to create lymics | ool in advance. Students are required to learn about | creation technigues through various
and 2 musical score for the piece "The Lyric writing metheds and musical scors creation online and offline channels before
Eitten Waltz" Fach group would techniques through online and offline razourcas. tha lezzon.

compose hyries for the A section of the
theme music and design 2 musical scor2 | The teacher provides students with audic, sheat Students carefully listen to the
for the entire piscs. music, and textbook images of "The Kitten Waltz." aszsignment raguiraments.
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1 Iedzpendces conststion

The teachar advisas students to listen to the song
repeatedly and conduct 2 comprehensive analveis of
the piece, including its structure, modality, melody,
and rhythm, Based on thiz analy=is, students zhould
then procead with lyrie writing and musical score
creation.

The teachar answers students' questions m a fimely
manner and provides assistance and feedback.

Students listen to the song
rapeatedly bafora class, analyvze the
piace from various azpects such as
structure, modality, melody, and
rhythm, and then use this analysis

to create lyries and a musical score.

3 Fractics display

In class, ctudentz would chare and
present the lyrics thev created for the A
section and the musical
designed for the entire composition.

score  thev

The teacher would provide a supportive
environment for students to share their work.

Ztudent= would perform and
present the lyries theyv created for
tha A zection znd the musical score
they dezigned for the entire piece.

4 Brflection cvaketioe

Ztudantz would reflact on the task,
engage in peer and self-azseszment, and
receive foedback from the teacher
regarding their work, leaming attitude,
collaboration, and the creative process.

The teacher would summarize and provids
foedback on the enfire task, guiding students to
reflect on the successes and challenges of the
creative process and to share their experiences and
faelings from the creation and presentation phases.

Ztudentz would reflect on the
succasses and challangas of their
craative proces: and chare ther
experiences and faslings from the
creation and prezentation phases.

Unit Teaching Design (8)

Clazz schadule: 2 hours

Titla [Teaching Chapter, Section or Topic):Music Composition (Crezting a Small Integrated Musical Drama)

Leaming task analysiz:

This unit's teaching content is music composition, focusing on creating a small inteprated musical drama. The specific learning
tazk 15 for students to design and create a small mtegrated mmsical drama, with no restrictions on genre or subject matter The
assezsment would evaluate whether studantz can mtegrate all tha teaching content from previous umits, flexibly use varous music

composition methods, and create unique seenarios to complete and prasent the musical drama.

Teaching ohjectives:

1.Integrate all the mu=ical knowledze and zkalls leamed m previous units, along with music compesition knowladgz and =kills.
Using the basic methods of creative thinking trainmg, student: indspendently chooze a thame and design and create 2 small-zcale

intagrated muzical drama.

2.Flaxibly use vocal sounds, mstromental sounds, body language performance, props, gestures, mmages, and other method: to
create bazaed on the chosen theme. Plan and arrange the music and performance elementz, including meledy, rhythm, mstrumentation,

actions, and performance.

3.Group membars should divide tasks and collaborate in the creation and rehearsal of the work, and be abls fo fullv prazent the
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small-scale intagrated musical drama created baszed on the chosen theme.

Teaching process

Teaching steps

Teachar activities

Student activities

L. Tazk-dsiven

Students mdependently choose a theme
and desizn and create a =mall-scale
imtegrated musical drama.

The tezcher zssigns the tazk a week m
advance, reminding studsnts to disensz and
zelect a theme, and to review and
conschdate all the mmsical knowledze and
skalls, music composibion kmowledze, and
creative methods leamed in previcus onits.
They should use these learned contents to
dezign and create.

Students dizcuss and choose z theme, reviaw
and consolidata zll the musical knowladge,
musie  composition  skills, and  creatve
methods learnad m previous unmits, and
itazrate these lsamed contents mto their
dezign and creation.

Students  carefully

raquiraments.

listen to the tfazk

[T ——

Students chooze a  theme and
mdependantly dezigm and create a
small-scale integrated musical drama.

The teacher answers students’ questionz m a
timaly manner and provides feedback and
assistanca.

Students zelect 2 theme and design and create
a zmall-zeale integratad musical drama bazed
on that thema.

Group membars collaborate and divide tazks
to complete the creation process.

3 Frastice diaplay

In clazs, stodents would fully share
and showeaze the small-scale integrated
musical drama created based on ther
chosen theme.

The teacher provides a supportive
emvironment for studentz to share and
present thair work.

Students fully share and showeaszz the
zmall-seale integrated musical drama created
bazed on their chosen theme m class.

4.Bzdlcsticn cvalmation

Ztudents would reflact on ther
completion of the task, engage in pesr
and self-evaluztion, and the teacher
would provide feedback on the students’
work, evaluating  their  lezming
attitudes, collaboration, and creation
process.

The teachsr provide: feedback and a
summary of the enfire task completion
process, puiding students to actrvely reflect
on the micceszzes and challenge: of the
creation process and to zhare ther
experiences and feelings about the creative
procezs and presantation.

Students reflact on the succezses and
challanges of the creation process and share
their experiences and feelingz about the
creative process and prezantation.
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