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Teaching Band Instruments In Salvador, Bahia 
Joel Luis Barbosa 

Summary 
This study relates a project of teaching band instruments for teenagers who live at social 

risk ih an area of shanties in Salvador, BA, Brazil. It made use of collective instruction, which is 
not common in Brazil. The results showed that the project gave new educational, social and 
professional perspectives to the students. In addition, it demonstrated that collective instruction 
may be more efficient, musically and financially, than the common individualized instruction used 
in the Brazilian community bands. 
Introduction 

This study relates a project of teaching band instruments for teenagers who live at social risk in 
an area of shanties in Salvador, BA, Brazil. All major cities in Brazil have a growing number of areas 
where people live in shanties, and the youth is their major population. One of the difficulties in 
teaching band instruments in Brazil is its price. The instruction is expensive because it is limited to 
individual lessons. Individual lessons are, of course, much more expensive for a student, than group 
instruction. In addition, this study discusses collective instruction as an appropriate way, financially, 
socially, and educationally speaking, for 1) teaching band instruments to teenagers who live in social 
risks, and 2) improving the level of instrumental music in community bands. 

The project related in this study has been conducted at the Sociedade 10 de Maio (May First 
Society) in partnership with the School of Music of the Federal University of Bahia (UFBA). The 
Sociedade 10 de Maio'! is located in the midst of the shanties and has worked with young girls and 
boys from 6 to 18 years old since 1977, offering educational and professional instruction. Its 
students are from very poor families. The teenagers from this place would have very few 
professional and educational prospectives without the presence of this entity. Many of them had 
serious problems with health, nutrition, drugs, and sexual abuse. This was the first time that the 
Sociedade 10 de Maio included instrumental music in its activities. 

Community Bands in Brazil 
One of the most traditional means of learning wind instruments in Brazil is in community 

bands. Bands belong to municipal and religious entities, but the majority are independent 
associations. Since the second half of the last century, band has played a very important role in 
Brazilian Music Education. Usually, they have been the only place where one can learn music in 
hundreds of cities; for Brazilian schools do not include music as a specific discipline in the 
curriculum. They have been very important to professional music also. Most of the professional 
wind instrumentalists started in those bands. For instance, recent research showed that 84% of 60 
professional clarinetists that work in the city of Rio de Janeiro started in community bands (Alves, 
1999). These bands offer instrumental instruction free or at a very reasonable price, but they are 
accessible to only a small part of the population because of their common way of teaching. 

This teaching process can be divided into three phases: in the first phase the band director 
focuses on rhythmic reading skills through a speaking solfeggio technique; in the second, he adds 
the instrument and concentrates on instrumental skills through individual lessons; and in the third, 
the student joins the ensemble and has the first experience within a large group. The aim of the 
instruction is to prepare the students to play in the band. There is a very high drop out rate of 
approximately 70% (Barbosa, 1994). The students expect to learn an instrument and have a 

, May 1st is the Labor Day in Brazil. 



musical experience, but the director spends months working on music reading and instrumental 
skills which is very boring to most of them. 

The Project . . 
After obtaining instruments from the state government, the proJe~t started WI th a teacher and a 

student from the UFBA, teaching 15 students at the Sociedade 10 de MaI<? The teach~rs used a b~~d 
method book written as part of a doctoral dissertation (Barbosa, 1994, w~tten for use In t~e Brazl.han 
Music Education system. It is the only band method in Portuguese and Wlt~ tunes known ~n BraZIl. 

The project is divided into three phases. The first phase ran from mid-August to mld
December, 1998; the second phase from March to June 1999; and the third phases ran August to 
October 1999. In the first month of the first phase, the teachers divided the students into two 
groups to learn the basics of the instruments - breathing, assembling the instrument, posture, 
producing the first tones - and music reading. One teacher taught the brass instruments, and the 
other the woodwinds and percussion. In the third week, the two groups started to play together. In 
the rest of the first phase, there were only a few occasions where the two groups received 
instruction separately. The students had two one-hour classes a week at the end of the day (5 
p.m.); those were the only periods in which they had contact with the instruments during the first 
two months. After this period, the Sociedade was open to them to practice their instruments from 
Monday to Friday, 5 to 6:30 p.m. Only few students were diligent with the practice period. The 
classes attendance was approximately 85%. 

By October, four students had left the program: a French hom, a trumpet, and two flute 
players. The flute students were having some technical difficulties. They were behind the group's 
development. The French hom and the trumpet students were talented, but they missed many 
classes, and had difficulty staying in their chairs and paying attention to the teacher's explanations 
during the lessons. They used to move around and annoy other students. This was the same 
behavior they presented in other courses at the Sociedade 10 de Maio. 

The second phase started in March, after 75 days vacation. The UFBA student was hired as 
a band director by a private school in February. Consequently, he did not participate in the project 
during this phase. A new student started in his place in mid-April, working as student teacher to 
fulfill part of the requirements of the undergraduate program. Only seven new students were 
accepted in this phase because the teacher was working alone during its first two months. The 
teacher continued teaching twice a week, but with a longer period: beginning at 5 p.m. for the new 
students, and 5:45 to 6:00 p.m. for the students from the first phase. The new students received 
almost the same treatment given to the students of the first phase. The difference was that they 
were assisted by some of the old students chosen by the teacher. Because of this assistance, the 
new students could practice everyday (Monday to Friday, 5 to 6 p.m.) from the second week. 

In April, five of the old students had to leave the project Two of them moved from the city, 
and the other three left because of a fight. At the same time, the French hom and the trumpet 
students, who had left the project in the previous phase, came back to it Even though they showed a 
little better behavior in the classes, they still had problems concentrating on the explanations. They 
ended up leaving the program again in June. The teacher prepared music arrangements, to 
supplement the method book, that allowed the old and new students to play together, and to make 
their first public perform~ce a~ the Sociedadefs anniversary, May 1. The new students developed 
faster than the old ones did dunng the first phase. Consequently, from May on, their classes were 
held together, becoming one group. Class attendance in this phase was higher than in the first phase 
at approximately 93%. This positive development and attendance rate may be due to more practicing' 
hours in the beginning and to the contagious motivation they received from the old students. 

The third phase started on August 16, after a 45 day vacation. The project was incorporated 
by the program UFBA em Campo (UFBA in the field) from the PrO-Reitoria de.Extens"o a 
university division that organizes and promotes activities promoting interaction between th~ SOCiety 
and the university. Because of the UFBA em Campo, two other students from the UFBA joined 
the project They received credits and financial help to cover their expenses. The student teacher 
who started in the second phase, continued working in the project in the third phase; also he taught 
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be~inni~g band instruments, with collective instruction, in a course created by himself for non
unIversity students at the UFBAfs School of Music. With more teachers, it was possible to 
providemore classes a week and to start a new group of students. The old group started to have 
three classes a week in this phase. 

In September, nine new students began in the project Some of the old students joined the 
new students and begin to learn a second instrument. The new group had three classes a week too. 
The French hom and flute students of this new group needed individual lessons in order to 
accompany the learning pace of the group. 

During this phase the group gave several public performances in the local communi ty and 
other parts of the city. The students' attendance was even higher in this phase, at 96%. One of the 
old students, from the first phase, had to leave the project because his parents moved from the city. 
One of the flute players who had left a year ago returned interested in learning flute again. 

The method's teaching activities consisted of playing, singing, clapping, listening, 
improvising and completing missing notes of some tunes. Most of the students were not familiar 
with the band instruments before the class. They never had the chance to touch or see an 
instrument so close. At the beginning of every phase, there were two or three students who came 
for a couple classes and gave up. They were not considered in this report. They were just curious. 

Conclusions 
The results show that the project gave new educational, social and professional 

perspectives to the students. Some students, who are 16 to 18 years old, want to become 
professional musicians. They have obtained information on UFBA' s entrance examination to the 
undergraduate music program, and say they want to be prepared to do it. They decided to dedicate 
more time not only to music, but also to other disciplines. 

The students' interest in the instruction grew in every phase, as indicated by an increase in 
class attendance and decrease in the drop out rate of each phase. This may have happened because of 
three factors (noticied during the classes) that motivated the students: 1) a repertoire that includes 
music known by them; 2) public performances; and 3) the feeling of being accepted, needed, and part 
of a group th~t is. developing to be a band, and is respected by the leaders of the local community. 

Consldenng the method book, we conclude that the flute book may be more difficult than 
the o~hers are, for the flute students needed individual lessons to keep up with the group's paceof 
!eaml~g. A!I the French hom students changed to other instruments. It was not possible to 
InvestIgate If the problem was the method book, the teacher, and/or the difficulty of the instrument 
itself. The project served as an apprenticeship period for the UFBA' s undergraduate students. 
They had the chance to train in a pedagogy (collective instruction on band instruments) that is not 
included in the Brazilian music education curriculum. . 

This project was viable because of the collective instruction. If it were limited to individual 
lessons, it would be impossible to teach this number of students and to achieve such good result s 
with the number of classes given, and the short period of practicing the students had a week. The 
results demonstrated that collective teaching is not only cheaper, but may have a lower drop out 
rate than the common instruction used in Brazilian community bands. After some months of 
instruction, it was possible to have a new band while in the ordinary Brazilian instruction only few 
instrumentalists became prepared to join the community band. In addition, the method's activities 
worked on aural and improvisational skills. 

References ® 
Barbosa, Joel L. S. (1994) An adaptation of American band instruction method to Brazilian music 
education, using Brazilian melodies. Unpublished Doctoral Dissertation, University of Washington. 
Alves, Cristiano Siqueira. (1999) Uma proposta de an' lise do papel formador expresso em bandas 
de m(tm)scia com enfoque no ensino da clarineta. (A proposal to analyze the training's role in 
bands with emphasis on clarinet teaching) Unpublished Master Dissertation, Universidade Federal 
do Rio de Janeiro. 



Passing it On: Teaching /Learning Styles in the 
Fiddle Music of Central Texas Communities 

J. Bryan Burton 
"If you' re gonnaplay in Texas, 

you' ve gotta have a fiddle in the band ..... Alabama 

On most weekends and every major holiday throughout the Central Texas summer, the sound 
of fiddle music fills the air of small Hill Country towns- traditional fiddle tunes reaching back to 
the Appalachians and British Isles in origin, current country-western songs and a healthy dose of 
the locally favored genre, "western swing." These string bands from the small farming and 
ranching communities' are not made up of professional musicians, but people from all walks of life. 
Their love for fiddle music brings them together to perform in venues from picnics to civic events 
and "Old Fiddlers' Contests" continuing a tradition spanning over 150 years of Hill Country 
tradition. 

The membership and instrumentation of such groups often is ephemeral and may last only for 
one event, or, in the case of "Old Fiddlers' Contests," perhaps only one or two songs. The joys of 
performing with like-minded members of the community and passing on the songs, dances and 
performance style to others far surpasses even the fleeting fame of "winning" a ribbon or prize in a 
local contest. One or two fiddles, a guitar, mandolin and an acoustic bass comprise the traditional 
instrumentation of the Central Texas fiddle band, but a second guitar, a mandolin, steel guitar and, 
for groups favoring contemporary popular styles, a drum set may be added when available or fits 
the "taste" of the other performers. (For groups whose repertoire focuses on the older tunes from 
Appalachia or Europe, mountain dulcimers, hammer dulcimers and bowed psaltry may be found.) 
Frequently, players in the group play several instruments and change as needed during the 
performance to allow soloists to be featured on specific songs, feature a favored background for a 
melody or to simply allow other performers "a tum" playing different parts. 

A Bit of Geography: 
The Texas Hill Country is often defined more as a state of mind than a location on a map. 

(Wisdom from a bumper sticker on a pick up truck in Johnson City, Texas: "There are two types 
of Texans: those from the Hill Country and those who want to be from the Hill Country. ") For the 
purposes of this presentation, the Texas Hill Country will be vaguely defined as the series of hills, 
valleys, rivers,lakes, ranches and small towns-often fewer than 100 population-found in an 
area lying west of Interstate 35 north from San Antonio to Georgetown (just beyond Austin - the 
self-styled "Live Music Capitol of the World"), south of U.S. 190 from Belton west to Eden, and 
east of U.S. 87 from Eden back to San Antonio. The unique landscape of the Llano Uplift and 
Edwards Plateau surprise those expecting to see the stereotypical flat plains so often shown to 
depict Texas. The Texas Hill Country is home to a rich ethnic mix of peoples and cultures that has 
created a fiercely independent breed of Texan. (For example, thirteen counties in the Hill Country 
seceded from Texas during the U.S. Civil War and there are strong "rumors" that Prohibition 
never reached the banks of the Guadalupe and Pedemales rivers.) The Texas Hill Country has 
produced national leaders such as ~esident Lyndon Johnson and Admiral Chester Nimitz, 
innumerable local "characters" and IS the adopted home of countless artists, writers and musicians. 

Though Austin is considered the "heart" of Texas Hill C<:lUntry culture, it is the small towns, 
crossroads, dance halls, road houses and honky tonks found In the often miniscule communities
Luckenbach, Dripping Springs, Fredericksburg, Johnson City, Llano, Kerrville, New 
Braunfels- that provide its soul. The Texas Hill Country is as old as the billion year old granite of 
the Llano Uplift and as new as the technology of the computer industry in Austin and San Antonio. 
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A Bit of Musical Background: 
Texas Hill Country fiddle music is an amalgam of styles and genres forged from such diverse 

elements as the "expected" traditional repertoire of breakdowns, reels, waltzes, jigs, hornpipes and 
square dance tunes to modem popular musics, with a touch of classical repertoire and ethnic 
elements adding a special flavor to the mixture. The first major element of present-day Texas Hill 
~ountry ~iddle music arrived with Anglo-American settlers brought to Tejas by such land 
Impresanos as Stephen F. Austin in 1821-1835. These immigrants came primarily from 
Tennessee, the Carolinas, Georgia and Alabama and brought with them the Appalachian musical 
style with its strong roots extending to traditional musics of Scotland and Ireland. Fiddle tunes 
were used as entertainment throughout the Anglo settlements and helped reinforce a "non-Spanish" 
cui tural identity during the years leading to the Texas Revolution (1835-1836). One performance 
became a minor footnote in Texas history: on the evening before the fall of the Alamo, the 
besieged Texan forces were treated to an evening of fiddle music and dance by a popular fiddler 
player perhaps better known as a military scout, explorer, author and U.S. Congressmen-David 
Crockett of Tennessee. 

During the years of the Republic of Texas (1836-1845),land grants were settled by diverse 
nationalities, each bringing strong musical traditions to the frontier settlements. Several German 
"societies" settled in the Texas Hill Country forming utopian communities and promoting classical 
musical and literary activities. The chamber music and "Beethoven Hall Society" performances of 
these new Texans contri buted several new elements to the developing musical style. For example: a 
popular fiddle tune "Fischer's Hornpipe" is drawn from a dance suite by J.K.Fischer and the "A" 
theme of another tune, "Redwing," features a melody virtually identical to Schumann' s "The Merry 
Farmer." 

As the nineteenth century passed, more ethnic groups contributed melodies, instruments, and 
dances to what was to become Texas Hill Country music. Both classical and popular styles from 
the Hispanic culture played an increasingly important role in stylistic development because of the 
necessity for musicians at small town social gatherings to be able to perform songs and dances that 
appealed to increasingly diverse audiences. [fhe use of string instruments in New Spain is traced 
to as early as the mid-l500s. The earliest documented performances were masses given in what is 
now Mexico and extending throughout what is'now the American Southwest. The development of 
Mariachi music and other "classically" derived popular styles is beyond the scope of this 
presentation. ] 

Texas Hill Country fiddle music style coalesced into its contemporary form in the early and 
mid-twentieth century. Texas fiddle players and music scholars alike identify James Robert 
("Bob") Wills (1905-1975) as the catalyst for the creation of a landmark performance style and 
repertoire. Ray Benson, leader of the Texas Swing band, Asleep at the Wheel, explains the 
importance of Wills in the development of modem Texas fiddle band music: 

His sound borrowed elements from black blues, Dixieland jazz, fiddle hoedowns, cowboy 
music, Mexican Mariachi, pop ballads, big band swing, medicine show hokum, German 
polkas, and traditional folk melodies. It is a complex hybrid that he virtually defined. It is 
western Swing. He was the first massively popular country artist whose band members 
used electronic amplification prefiguring the rise of rock and roll by twenty years. He 
brought brass instrumentation to the country band. His Texas Playboys taught hillbilly 
pickers to improvise and to swing. he brought drums to the stage of the Grand Old Opry 
and into the country dance halls. 

Wills created a big band in the 1930s and 19408 in which fiddles served as the lead instruments 
and played in tight jazz harmonies with improvised melodies, the equal of other jazz performers of 
the time. Wills and his band played on national tours, broadcast nationally and appeared in several 
"singing cowboy" genre motion pictures. Such was the popularity of this group that important 
popular musicians of the day vied to perform and record with Wills. (Bing Crosby released a 
recording of Wills' composition "San Antonio Rose" with Bob Wills and His Texas Playboys.) 
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Such was the impact of Bob Wills on Texas fiddle music that few, if any, Texas fiddle players do 
~ot i~clude a large number of Wills's tunes in their repertoire. In the words of Waylon Jennings' song 
In tnbute to Bob Wills, "No matter who's playing in Austin, Bob Wills is still the King." 

TeachingILeaming Style: 
Because little of this repertoire (particularly the older melodies) has been transcribed, an aural 

means of transmission has evolved among members of such groups to preserve the music, 
perfo~ance techniques and lifestyle associated with Hill Country fiddle music. Observation of this 
~eaching/learning style may reveal methods adaptable to formal academic teaching, but, more 
Importantly, reveals the community nature of the musical tradition. Although the music may be 
tau~htllearned at any time, it is traditional for the musicians to gather during the weekend and 
hohday events to share music, and stories, and bring new life to the music for another generation. 

Most often, teachingllearning from this tradition takes place in groups of varying size. These 
gro~p~ fluctuate in number of players, often according to the reputation of one or two major 
mUSICians at the core of the group. The musicians informally ask about learning specific tunes or 
dances ~d the person who knows the requested melody or is recognized for his/her rendition of 
the musIc becomes the "teacher. " Those wishing to add the music to their repertoire become the 
~tudents. Although this presentation focuses upon fiddle players, the process is the same for other 
Instruments ~d parts, and often many layers ofiearning take place simultaneously-a fiddle player 
or two leaimng from a fiddle player, guitarists learning from guitarists, etc. 

Quite simply, the piece is performed repeatedly and the learner(s) "pick up" a few notes here 
and a few notes there as the music is played. When the learner is uncertain of how the melody 
goes, he/she plays a simple drone and joins in as learning takes place, gradually mastering larger 
se~ments of the melody with each repetition. Verbal instruction is virtually non-existent with 
gwdance offered through the modeled· performance, supplemented by exaggerated motions by the 
"~cher".to guide the "learner" through segments and encouraging body language including 
~mlles! Winks ~d other move~ents. D.u~ng this phase of teaching/learning, the piece is played in 
Its basiC form Without personalized vanatIons, ornamentations or stylistic traits identified with the 
"~her." (However, a "learner" who already knows the melody, may seek out a "teacher" 
specifically to.learn the version or style ass~iated with that particular performer.) This process is 
also followed If the learner plays a different Instrument from the teacher and is simply learning to 
play "lead. " 

After the piece is mastered, it is not uncommon for the "teacher" and "learner" to change roles 
and for the "learner" to become "teacher" for a new selection. Passing on repertoire is not always a 
clear matter of apprentices learning from a master-it is often a matter of who knows the music 
others wish to learn. Neither age nor social position appear to playa role in this process. (In fact 
the "old" in "Old Fiddlers' Contest" refers more to the style and traditions of the music rather th~ 
the age o~ the performers.) The musicians ~f this genre consider themselves to be part of a 
commuruty of players and an extended family more often than as competitors. 

Some Reflections: 
Music educators observing the teaching/learning process common among Hill Country fiddle 

bands note that the approach resembles aspects of contemporary learning theories with an emphasis 
on (1) child-centered (leamer-centered in this case) instruction; (2) removal of the 
"conductor/stud~o teacher" ~od~l o~ in~tructio~; (3) interc~geabili~ of teaching and learning 
role.s; (~) reductIon of ver~ahzatIon In instruction; (5) reduction of rehance upon notation in 
beglnmng phases of learrung; and (6) whole song approach to learning music. Observers also note 
that the focus sc:ems to be more on the preservation of n;:pertoire and performance styles than on 
production of VirtuOSO performers. Respect for the mUSIC, knowledge of repertoire and style and 
continuity of community traditions appear to be of great importance in the process. 

Lessons for the Academic from the Community: 
Thro~gh obse~ation of and participation in the teaching/learning experience described in this 

presentatIOn, musIc educators and academic researchers may conclude: 

Some of the most effective teaching and learning occurs in 'natural" settings in the 
community, beyond the bounds of the school music program. 

• The learning styles of community music often parallel formal learning theories. ("Good 
teaching is always good teaching.") 

• Teaching and learning styles encountered in community music settings may be effectively 
applied within the school music classroom. 

Skilled performers and teachers may be found in the community in traditions other than the 
"western art tradition" that is the primary focus in college and conservatory settings. 

Such performers and teachers are a valuable resource and should be invited to take part in 
the school music program. 

More importantly, the academic music educator should take an active part in the musical life 
of the community, experience new musics, master new teaching and performance skills and 
honor the musical traditions of the entire community. 

A Vision for the Future: 
It is once again a summer weekend or holiday in a small community in the Texas Hill 

Country and the sound of fiddle music is filling the air. Amateur musicians once again have formed 
ensembles and are entertaining the crowds with a mixed repertoire of ancient fiddle tunes, the latest 
hot hit from the country-western charts and the sounds of Bob Wills and western swing. As is the 
tradition of many generations past, these performers come from all walks of life-a ranch hand, a 
young schoolboy, the manager of a local business, a housewife-- all joined by their love of this 
vibrant, musical style. Joining one of the fiddle bands for the first time, is a new member, perhaps 
strug~lmg as he/she tries to recall those guitar chords from his /her college methods class or 
plunkmg away on a bass amazed at how much music can be made from three chords. Later, this 
latest convert to Hill Country community music joins a group in a picnic arbor or backyard to add 

. new melodies to a growing repertoire and even share a tune or two with new colleagues. 
This new member of the band is the school music teacher who has discovered the richness 

of a communi ty' s musical life beyond the bricks and mortar of the local school building, a person 
who now realizes that music springs from the community and that a melding of academic and 
community teaching, learning and performing is, indeed, the most powerful tradition to bring the 
joy of music-of all musics- to all members of the community. 

"If you're gonua playa fiddle. 
You've gottahavea Texan in the band ... " 

Asleep at the Wheel 

J Bryan Burton 
39 Webb Road 

Chadds Ford, Pennsylvania 19317, USA 
bbcoyote@aol.com 

also ... a Native Texan and part time 
resident of the thriving Hill Country community 

of Cottonwood Shores (pop. 200 if every one is home) 
. on the shores of scenic Lake Marble Falls 

Thank you to Texas Hill Country Fiddle Player 
John Clark Burton, Jr. for the inspiration for this presentation 
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Inside, Outside, And Six Degrees Removed: 
Coming Full Circle On Musical Cultures For 

Classroom Instruction" 

Patricia S. Campbell 

Abstract 
For music teachers entrusted with mandates for teaching music to 

children, or teaching children through music, the issues of their own 
cultural identity come barreling up alongside them when confronted with 
m~si.cal traditions and children of cultural experiences outside their own 
traimng and experience. This session will examine some of the issues of 
who-shoul?-teach-what-to-~hom through actual teaching demonstraJisms 
an~ reflectlon£.about what It takes to get to a point at which the music 
delIvered b~ teachers becomes "believable", that is, "acceptable" and 
representative of a culture. As well, attention will be drawn to the 
disparity between student cultures and teachers of white middle class 
. ba~kgrounds, and how such variances may influence instruction and 
ultimately the school music experience. 
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Older Adult Community Bands: New Horizons 
for Instrumental Music 

Don D. Coffman 

Abstract 
This computer-assisted multi-media presentation describes a rapidly expanding movement of bands 
in the United States designed especially for older adults over the age of 50. The presentation fits 
well with the CMA Conference: 

• 

• 

Title. The words "lived music" and "shared music" reflect the nature of these bands, 
whose members desire to make music with others. Some are novices, while others have 
returned to music making after decades away from their instruments. 
"Heritage"focusarea. These bands not only preserve a long-standing cultural tradition of 
community bands, but indicate an expansion of that concept. Furthermore, they are 
intergenerational vehicles for transmitting culture to younger musicians. 
Questions (Personal Experiences, Theory and Practice, Local Links). I review the state of 
current practice and research in community music programs involving the elderly, 
presenting general principles derived from individual narratives: Lastly, links between 
community music programs and: (a) formal music institutions, (b) local music merchants, 
(c) community senior centers, (d) cultural arts associations are presented . 

This presentation contains anecdotes, relevant theory concerning adult learners, how the bands are 
organized, and a summary of participation outcomes obtained through recent research efforts. 

L Introduction 
A.Anecdote 
Truly, it was a magical moment. The outpouring of genuine appreciation for the band's 

performance was something the director had rarely, if ever, experienced to that degree. Each piece 
had its share of small flaws, yet the concert had received a standing ovation that lasted long enough 
for a couple of curtain calls. Afterwards, one player asked, with an expression of utter 
amazement, "Did they like us because we're good, or because we're old?" It was ajoy to be able 
to reply that the applause had been heart-felt, not merely courteous, certainly not out of sympathy 
or pity, because this band of senior adults had played so musically. 

This delighted amazement is something I regularly observe in the players, their spouses, 
and in almost everyone who comes into contact with Iowa City's New Horizons Band. 
Established in January 1995, this band of senior adult beginners and former instrumentalists has 
nearly tripled in size (from 24 to 65) and musicianship (from grade 1 to grade 2 1/2 band literature) 
in a remarkably short time. 

B. Background 
The "graying of America" has been a steady process for over 100 years, although 

widespread serious study of our nation's elderly has experienced significant growth only with the 
past 25 years. At the turn of the century about 3 million people (approximately 4%) of the 
population were over the age of 65. Current estimates for the year 2000 are that 32 million (13%) 
will fall into that category (Davidson, 1980; Davis, Gfeller, & Thaut, 1992). 

Some music educators and music therapists have urged their music professions to 
recognize the musical potential of our nation's senior citizens (Brown, 1981; Davidson, 1980, 
1982; Forrester, 1975; Gibbons, 1985; Kellmann, 1986; Tanner, 1980), and engaging healthy 
older adults in music making experiences has been occurring with increasing frequency (Bowers, 



1998; Burley, 1982; Darrough & Boswell, 1992; Darrow, Johnson, & Ollenberger, 1994; 
Davidson, 1982; Frego, 1995; Reuer & Crowe, 1995; Wise, Hartman & Fisher, 1992). New 
Horizons Bands (NHB) have gained national attention, welcoming novice and experienced players 
and thus distinguishing themselves from traditional community bands that require players to have 
some prior instrumental music experience (Coffman & Levy, 1997; Ernst & Emmons, 1992). 

c. Description of Program 
The first New Horizons band began in Rochester, New York (Ernst & Emmons, 1992) in 

1991, under the leadership of Roy Ernst from the Eastman School of Music. With the support of 
small grants from the National Association for Music Merchants and National Association of Band 
Ins~ent Manufacturers the movement has expanded to approximately 50 bands throughout the 
Uruted States and Canada. The mission of each band is to provide instruction on instruments as 
well as a performing band. Each band works in concert with a local music merchant who 
typically offers support ranging from rehearsal space, administrative oversight, disc~unts on 
purchases, underwriting printing, and so forth. 

Each band is autonomous. The New Horizons Band movement is a loose affiliation of 
~ds that share a newsletter, website, and national institutes (i.e. band camps). My band meets 
twice a week at the local Senior Center, receiving 45 minutes of small group instruction or chamber 
ensemble coaching and 60 minutes of band rehearsal each time. Music education students from 
The University of Iowa's School of Music provide the small group instruction. Seniors are 
usually organi.zed by ability in~o small groups of similar instruments, but I do combine groups for 
brass, woodwmd, and percussion ensembles experiences as well. Since 1995 the program has 
f~rmed seyeral "spin-off' groups: Polka Dots, Dixie Kids, Antique Brass, Old Post Office Brass, 
Silver Swmg, and a Green Band for "unripe" novice players. These groups lead themselves, with 
the exception of the latter two groups. 

n. Who Participates? 
. . . While early res~h (Gilbert & Beal, 1982) reported that seniors prefer observational 

actl~ltles over more active ones, more recent reports (Gibbons, 1988) suggested that earlier 
findmgs mB;y h~~e only reflected a form <?f self-fulfilling prophecy--Iowered expectations resulting 
fro~.un~va.da~lhty of acceptable al~rnatlves. Older adults are more likely to participate in an 
actiVity m which they have had prevIOus experience (Bowles, 1991: Coffman, 1996; Patchen, 
1986). Women. are more likely than men to join a NHB as novice players (Coffman & Schilf, 
1998). Appro?Omately 60% o~ NHB participants played instruments in high school, while the 
others are nOYlces or.are learrung a new iJ.lStrument Reasons for joining a band can be sorted into 
three categones: SOCial, personal well-bemg, and musical (Coffman & Adamek, 1999). 

A. Theories Related to Older Adult Learners 
Adults parti~ipa~ in I~ng activi~es for a v~ety of reasons. Houle (1961) discovered 

three separate learrung onentatlons: goal-onented partiCipants engage in educational activities to 
achi~~e some other goal, activity~~riented parti~pants are looking for social interaction and 
partI~pate for th~ sake of the actiVity, .and I~ng-oriented participants are engaged for the sake of 
learru~g. MO~Ia!-~ an~ Sm~ (l97~) Iden~fied <:lusters o~ ~~ons that motivate adults to engage in 
educational actl~lties, mcludmg SOCial relationships, cogrutive mterest, escape/stimulation, social 
welfare, ~rofesslOnal advancem~nt and to comply with the expectations of others. Two theories 
that. ~ve mfluenced adult educatiO~ program development ~ activity theory and continuity theory. 
Ac~vlty theory states tha~ m?re active older adults are hapPier and better adjusted to aging than less 
~tive older adults . . CO~ti.nUlty ~tl?ry asserts that a perso~ ~!rieves l~fe satisfaction and well being 
In later years by mamtaJrung a Similar pattern of roles, actlVltles and lifestyle (even passive ones) as 
they did in previous years (Hooyman & Kiyak, 1996) . 

. Recognizing that rewarding social r<:lationships are an important component of adult 
education programs, ~esearche~.hav~ e~anlln~ th~ concept of social support ("inner circle," 
personal network) (Lm, 1986). SOCIal relationships occur at three levels of intimacy: (a) 

belonging to a group; (b) bonding relationships; and (c) intimate bindin~ relationshi.ps. "~uppo~" 
can be instrwnental (the relationship is a "means to an end") or expressIve (the relatiOnship permits 
the sharing of feelings). 

Quality of life, meaning in life, well being, and life satisfaction lI!"e sOI?ewha~ ~ynonymous 
concepts that are potential outcomes of adult education programs . . RelatiO~s~IPS, rehgiOn .or 
beliefs, health, personal growth, service or ~ork, e~ucation an~ le~su~e actiVities are consistently. 
mentioned as factors contributing to the quality of hfe or mearung m .hfe for older adults (Burbank, 
1992; Fisher, 1995; Mancini & Orthner, 1980; Stock, Okun, & Bemto, 1994). 

B. Observations of NHB Learners 
1. Physical Assets . . ' 
Impaired vision and hearing affect some members. Speaking slowly and directly, allowmg 

more time, using hand signals, and avoiding beginning more than four or ~ve ~s f~om ~ 
rehearsal mark are helpful techniques. Some players ~ave acquired ~ SpeCial prur of musIc 
reading" glasses with a different prescription than their normal readmg glasses. There may be an 
upper limit on range and endurance with increased age, especially for brass players, so I generally 
restrict the range and adjust dynamics to favor their abilities. . 

2. Musicianship . 
Senior band members generally produce tone that is acceptabl~ or above average. !echnlcal 

ability varies considerably among them, but typically, members play hterature a~ level 2 difficulty. 
Remembering fingerings and slide positions is a continuous battle ~<?r some.novl~es and ~ay be 
even more difficult with age. Rhythm concepts that have been traditionally Identified as ~Ifficult 
for children are equally difficult for adult beginners. However, con~epts of ~tyle,yh~mg, and 
balance are grasped and executed quite readily. Perhaps ~>ne can attnbut~ their fa~lhty m . 
expression to having experienced the highs and lows of hfe. They se!f-dlagnose mterpretatlOn 
problems and generalize beyond specific instances to o~er J?a8sages. m ~e tunes. Mos~ of them 
remember and independently apply concepts such as proJectmg movmg hnes and blendmg 
accompaniment. 

3. Attitudes 
Not a rehearsal goes by without one or more individuals personally thanking us for our 

efforts. The players recognize the student instructors as professionals who ~e students ~d often 
add encouragement and approval to expressions of gratitude. Perseveranc:e IS clearly eVident,. 
especially among those with physicailimitations. Band members break hips, undergo surgenes, 
battle pneumonia, endure cancer, yet return as soo!l as ~ey can. . . . . ., 

Band members are highly motivated: The mtenslry of then practl~mg and rehearsmg IS. 
exciting; they commonly lament and apologize for not bemg able to practl~ as much as they \Vls.h. 
Some eagerly purchase practice tapes that accompany the method ~k, while <?thers prepare their 
own tapes by recording rehearsals and concerts. They schedule additional. S~tl0!1al rehearsals for 
themselves during weeks the program is not in session or when a.concerf: IS Immment. Ot:hers 
have elected to pursue private study in addition. to our pr~gram' s mstruction. ~ll own their own 
instruments, and many have purchased profeSSIOnal quality horns and percussIOn. . 

Without their capacity to laugh at themselves, ~ey would not have progressed so rapidly. 
In all honesty, I have never participated in rehearsals With suc~ an atmosphere of a;ceptance. If 
someone comes in early, starts in the wrong place, misses a p~tch or rhythn?-, there s never ~y 
embarrassing awkwardness--someone is bound to come up With a gentle Witty remark about It 
While the beginners often fret about "holding back" the more advanced players, all are eager to 
make allowances for others' mistakes. 
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m. Outcomes . 
What benefits do NHB members report from their involvement? A desire for active musIC 

making is the primary motivation and benefit. They report enjoying the ch~lenge and se~se of 
accomplishment (Coffman, 1996). The desire to resume playing in a band IS co~g~ent with 
continuity theory. Those seeking new challenges exemplify activity theory motivatIOns. 

A desire for socialization is also clearly evident (Coffman & Adamek, 1~). F?r many, 
the music making and socializing are "very important" or "essen~a1" to t~ei~ q~ahty of hfe and they 
rate them as highly as family relationships and good health. A shght maJonty Include other NHB 
members in their personal social support network (Coffman & Adamek, 2(00) . Comments about 
the interactions are nearly unanimously positive. Bonding relationships and a s~ong sense of. 
community (belongingness) are evident. A sense of interdependence, both mUSically and SOCially, 
is often expressed. The small groups have become quite important to members. A clear ~xample 
is found among members of the Polka Dots who have met weekly and performed approximately 
twice a month for the past 4 years. One member explained it this way: 

I consider all of the band members to be very good acquaintances. And give~ ~ out-<;>f
band situation, each would come to another's aid. Given the age we all are, illS less hkely 
that a goodly number would become close "chums" because we all have too many other 
personal, health, housing, and financial concerns. Yet there is a togetherness as we come 
together in band and sectional practices. Maybe it is because we are more dependent on 
each other's presence at each gig for our success. We compliment each other a lot and ~o 
cause each to put in extra effort because we want our group to do well. The NHB and Its 
many subgroups is the catalyst for a group of people to do many activities together, who 
other wise would probably have few if any associations with each other. 

IV. Concluding Remarks 
I have never had more fun and satisfaction in teaching music than I do with these senior 

musicians. They are no longer just people I teach, they are my friends. The band provides a 
service to the community, teaching opportunities for music students, and a promising line of 
research. It is truly a "win-win" situation for all concerned. 

An indication of the band's importance is revealed in the following story. Recently, one 
member's husband died. Although he was not a musician, she is very active in the band (playing 
in 3 small groups that practice on their own) and in our Senior Center's "Voices of Experience" 
choir. The majority of those attending the funeral in a filled sanctuary Were members from one of 
those groups. At the widow's request, "Just a Closer Walk With Thee" was performed, both at 
slow and "Dixieland style" tempos, by the Old Post Office Brass, one of the groups she plays in. 
She felt it was the most appropriate send-off for her husband, who told her shortly before he died 
"You get back to band as soon as you can." 
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Rock Schools -- Crucibles for Creativity 

Stephen Garrett 

Crucibles for Creativity - the special role of concentrated three and five day 
cOlnlnunity music workshops ill ellablillg disaffected youllg people to step through 
self-dollbt alld express themselves with mllsic. 

Proposal 
Young people whose confidence in their creativity and musical skills is limited because of 

social or personal factors, have their latent musical abilities heated up in the 'creative crucible' of an 
intensive three to five day schedule of music workshops, resulting in a radical reframing of their 
self-perception as musical creators and as individuals. Significant changes take place in 
participants' self-esteem, confidence and motivation, accompanied by similar progress in their 
'musicality' and playing skills. This experience contributes to their long term musical development 
and their growth as individuals. 

Youth Community Music - Art or Therapy?: 
I have worked as a community music project organiser and a practising community 

musician for a number of years. A high proportion of my work has been with 'disadvantaged' 
young people, with the aim of encouraging them to develop their musical and expressive skills as a 
means of fostering personal development. I have observed that the social and creative outcomes of 
a project are intertwined. Where the musical results are exciting and creative, the personal growth 
experienced by the participants is also high. When the creative juices are flowing and motivation is 
high, learning at all levels becomes exponential and self-directed. Participants' creativity and 
willingness to experiment develops in a way that might have previously been unthinkable for them. 
In this context, the 'artistic' output and the social outcomes are two sides of the same community 
music coin. By the same token, projects that fail to engage participants on an creative level are 
unlikely to have any impact on other dimensions of their lives. 

The 'Crucible' Effect 
WeekJy two-hour music workshops are· often problematic in terms of maintaining 

motivation and consistency, and ensuring that skills learned are not forgotten between sessions -
especially with participants who are lacking in confidence. In contrast, disaffected young people 
can experience great gains in terms of musical skills, confidence and creative output when a group 
are put together for a period of time with a total focus on the creation and production of a type of 
music that they personally enjoy and relate to. In contrast, with the support of tutors who have 
'cred' (credibility) as musicians and are skilled at working with young people, a quantum leap in 
self-confidence and musical abilities can take place. I have attempted to described in this brief paper 
how this happens. 

The Rock School Model 
Over the years, I have run a number of three and five day 'Rock Schools' which have 

consistently delivered impressive results for participants on a personal and a musical level. The 
methodology of the Schools is fairly simple and the model is easily replicable. Naturally, the first 
requirement, if the School is to be accessible to disadvantaged young people, is sufficient funding 
to pay for the main expenses. However if a small charge is made to participants, it seems to 
generate commitment to, and respect for, the project 

Initially up to twenty-five young people are recruited in an open way, using posters, flyers 
adverts and networking through youth support agencies. The promotional material should be in a 
style that is contemporary and 'cool,' emphasising simple criteria for entry - basic knowledge of 
an instrument, a love of Rock, and a desire to play better. Special emphasis is put on encouraging 
girls to apply - especially as instrumentalists. Recruitment is 'managed' so that fairness (,first come 
first served') is balanced against the need to have a wide range of instruments represented (aiming 



for a ratio of one bass player and drummer for every two or three guitar players, vocalists and 
other instruments). 

. A location is required with four or five rooms where the tutors and players can have. 
pnvacy and can make plenty of noise. A public performance takes place at the end of the project, 
and.so there must be access to a venue which is large enough to accommodate a respectable 
a1:ldience and a large stage. Good quality equipment needs to be available, with plenty of spares. 
Fmally, the tutors employed must have a special balance of skills that combines in-depth 
knowledge of the Rock genre with a massive amount of patience and humour and a basic 
understanding of the psychology of adolescents. 

Where possible, an initial meeting is held about a week before the project is due to start, so 
that participants can meet each other and the tutors, and arrange for any equipment that they might 
need to borrow. In this way, with the ice already broken, the project itself gets off to a flying start. 

On the morning of day one, all the participants assemble in the largest room available wi th 
their equipment They are quickly divided up into groups of from three to six musicians, each 
constructed around a bass/drum rhythm section. Selection is based on their stated musical 
preferences, and an instinctive assessment of who will get on well together based on a combination 
of factors including their age and their appearance! Friends who have played together are 
encouraged to be in the same group. Each group is teamed up with a tutor (again aiming for a 
match of experience and musical interest), assigned a room and a pile of equipment, and left to get 
on with it. Any serious mismatches of musical style between group members usually emerge by 
lunchtime on the first day, and adjustments are made acc~rdingly. The emphasis is strongly on the 
creation of original material, although covering existing songs is acceptable if a new interpretation 
is proposed. 

All participants are asked to abide by basic ground rules regarding respect for each other, 
for tutors, for the equipment, and for the venue, and to accept that repeated violation of these rules 
will result in their being excluded. In practice (see below) this is a last resort and rarely happens. 
All participants are there purely by choice - but are asked to make a commitment at the beginning 
of the project to see it through; dropping out halfway through is not an option. 

Heating Up The Crucible. 
I t is the skill of the workshop leader to determine what kind of support should be provided 

for particular individuals at various stages of the creative process. Some may need support and 
confidence building before they will even be willing to take the risk of playing a guitar in front of 
their peers. It is crucial that that this support is provided, otherwise the likely reaction will be either 
withdrawal from the project, or attempt to undermine it. An advantage of the Rock format is that, 
with reasonable equipment and an experienced workshop leader, impressive sounding music can 
be achieved quite quickly, and the positive cycle of results leading to confidence, leading in turn 10 
better results, can quickly begin. 

With the right encouragement and support in confronting any fears or negative attitudes, it 
is often the 'problem kids' who end up demonstrating the greatest enthusiasm and creativity 
during a project. The support offered to them has to be quite subtle - if young people feel that they 
are being singled out for 'special treatment' it may reinforce their lack of confidence and a need to 
'act out' in ways that may appear on the surface to reflect arrogance, but that are usually masking a 
fear of failure. Tutors must respond to provocation or apparent dismissal of the project with a 
relentlessly positive attitude - maintaining boundaries in terms of acceptable behaviour where 
necessary but always inviting engagement with the project by anyone excluding themselves, and 
enlisting the help of other participants in this process. 

A project of this kind is obviously not a 'school' in the normal sense - participants can 
leave at any time, and to a large extent it is entirely up to them what takes place. For many, the idea 
of being supported in an activity that they actually enjoy, and which is under their own direction is 
a totally new one. As a result there is often some initial suspicion and provocation - a need to se~ 
whether the positive feedback they are receiving is sincere. However, tutors who can stand up to 
the challenge, refuse to be 'wound up' by wary participants and show that, in fact, they really are 
interested in the musical and personal welfare of the participants, will be rewarded by profound 
changes in the attitude and musical output of their charges . 

• 1( •• 

The Process - Some Analysis . 
The 'crucible' environment makes participants feel that they are being taken seriously as 

musicians. Without distractions, some kind of creative breakthrough often seems to take place 
around the middle of the second day of the project This may well be after participants have gon~ 
through stages of feeling discouraged or disappointed because the hoped for results are not comIng 
quickly enough. The process of guiding participants through this painful 'reality check' phase 
requires a quality of detached engagement on the part of the workshop leader! The mood 
preceding the breakthrough stage ('boiling point' in the crucible) may be one of frustration and 
rebellion; fractious arguments may break out within the group as everyone looks for someone to 
blame for the frustrations experienced ... sulks are played out and doors slammed. All of this is 
familiar behaviour to those of us who have played in a rock band! Many young people have no 
experience of working patiently towards a goal, in the confident knowledge that it can be achieved 
and that the results will more than justify the efforts applied. They want it easy and they want it 
now -- feelings that are as understandable as they are unrealistic! 

Breaking through this creative 'logjam' to a place where constructive work can start to be 
done may involve letting everyone turn up the amplifiers to ten and sitting back while all hell 
breaks lose until everyone realises that total musical anarchy is easy but only briefly satisfying, and 
the pleasure of getting a real song together is so great that it really is worth the sweat and tears 
required. Most of all, participants begin to believe that they are perfectly capable of working hard 
and achieving great results. It is at this point that it becomes difficult to get the participants to put 
down their instruments and go home at the end of the day! 

The role of the final performance as an essential part of the process becomes clear at this 
point. From the outset, participants know that they will be on stage in public at the end of the final 
day of the project. The desire to compete with their peers and the huge fear of making fools of 
themselves on stage concentrates their minds wonderfully as the fateful day approaches. Again the 
encouragement of the tutor is important, so that the fear of failure is balanced by the the delicious 
pleasure of having the opportunity to show off in public - to be musically outrageous and 
uninhibited, while getting approval and encouragement in return. This is very liberating for young 
people whose relationship with the 'real world' of adults may have been primarily one of mutual 
suspicion and recrimination. 

Summing Up 
The Rock School approach works with participants who already have a degree of facility 

on an instrument - but that can be at a very basic level for great gains to be made. Often the 
greatest obstacle to creativity and artistic skill is not any lack of innate 'talent' or potential ability, 
but rather a lack of confidence. It is precisely this kind of creative paralysis that community music 
and community arts can help participants to confront by giving participants the actual experience of 
being creative in a supportive environment Participants have the unforgettable experience of taking 
control of an artistic process, becoming competent and capable of making creative choices that le3:d 
to satisfying results. In this process, they are empowered in a way that contributes directly to their 
musical development while also experiencing personal gains that are far broader than the gaining 
of particular musical abilities. 

. CASE STUDY· Ottawa Rock School, June 1999 

To be presented 



Collaborations Over Distance 
Lee Higgins 

Introduction 
I currently lecture on the Performance Arts degree at the Liverpool Institute for 

Perfonning Arts (LIPA) where the majority of my time is spent working with 
undergraduate students who have opted for the Community Arts route. This year I will also 
begin regular teaching at the Irish World Music Centre (University of Limerick, Ireland) on 
their new MA course in Community Music. These courses are vocational and demand 
plenty of practical music-making with the whole range of client groups one expects from 
community arts work. Community music courses are very few and far between; I am 
therefore in a relativity unusual position, a community music lecturer who has an 
established practical background. It is from this position that I find myself considering 
what usefulness I can have to the community music situation at large. 

Since working in a Higher Education structure, the doors of the international 
conf~rence have been open to me; funding, status and networks are all contributing factors 
to thiS. ~hese conferenc,es have. allowed opportunities to introduce my particular 
perspective of commuruty musIc to people from many different countries and cultures. In 
general, I have found that people have been enthusiastic about these notions and on several 
~ions this has ~n .reciprocated with invitations to talk and give workshops. One such 
InVite from the Umverslty of Durban-Westville, has seen two collaborations emerge. What 
follows ~~ two s~ort reports; these outline some of the key points from these 
collaborations which took place during February 2000. 

~o frame the report and final d~scussi~n points, this paper will begin with an outline 
of apartlcul"! perspectlv~ on commumty mUSIC, the roots of which are firmly set in the UK 
tradition. I Will then descnbe a collaborative project between UPA, the Action Research 
Project in Durban and the provincial government of KwaZulu-Natal, South Africa. Using 
~ese examples as springboards I will be asking this forum to consider some of the global 
Issues that have occupied my thinking since these events. 

Community Music: A Conscious Intention 
Britain has about a ten-year history of formalised community music. Artist-in

residence schemes had begun a fair while before this but it was not until 1991 at the second 
national community music conference that Britons community musicians "dare to call 
the~e.lves ~ ~vemenz.".1 That year 'Sound Sense' was constituted and community 
~USIC I.n Bn~n had a !1atlOnai dev~lopment agency that, amongst other things, 
dissemInated Information and lobbied on behalf of community music at local and national 
levels. Thr<?ugh a complex history, yet to ~ well documented, the community music 
movement In the UK has grown to such an extent that it is now recognised in the funding 
circles and is being seen as a valid profession. . 
. All this is important because there is.now a sense .~a~ at last community musicians 
In the UK know what they are about There IS a clear defInition of what community music 
d?CS, meth~ologies are being found, philosophies are being developed and there is a 
hiStory, ~belt sh<;>rt, to d~w upon an~ learn from. Because of ~s formalised adoption, a 
cultural mdustry IS growmg, types of Jobs that demand commumty music skills are 
becoming more plentiful and funding bodies are recognising that this type of work is 
important. This has enabled various grants and isolated pots of money to be available for 
this type of participatory music-making. Of course things are far from perfect; this just 

1 Joss, Tim. The First National Directory of Community Music (Sound Sense 1993) 
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highlights an attitudinal shift in recognising that community music is out there, it is 
happening and it is important. 

I am not suggesting that community music only happens in the UK but I would like 
to explore what I call the 'formalisation' of community music. This is a generalised 
adoption and commitment to the philosophy and the practice of community music at a 
national level. The term may not be perfect and may not describe the work accurately but I 
believe is becoming more familiar in our language. This has similarities to the term World 
Music; people now have a sense of what they will find in a world music section in a CD 
store, but this has only happened recently. 

The debate on the definition of community music has been discussed for far too 
long; I think we have genuinely realised it should be seen for what it does, rather than for 
what is. However, for the purpose of this paper I think it is worth a map of the territory. I 
include a few quotes from a community music advocacy leaflet published by Sound Sense 
entitled 'What is Community Music?' 

The simplest definition is "making music with people. " 

Community music involves musicians working with people to enable them to 
actively enjoy and participate in music. . 

Community music is about ... People, Participation, Places, Equality of 
opportunity, Diversity. 

Community Music 
Improves quality of life 
Creates positive attitudes 
Helps people to share experiences and understand each other 
Contributes to lifelong learning and personal development 
Helps to build confidence and self-esteem 
Assists in health and social welfare 
Opens up routes to new opportunities, further training and 
education 
Helps to develop community and social cohesion 
Helps people to find positive means of expression 
Provides people with skills for music-making, work and for life 

To summarise this I would like to suggest that what distinguishes Community 
Music from other participatory music practices is ~conscious intentjQIl.l.Qe.nable access. 
This is why community music in the UK and Ireland is different than communal music
making and music of the community; community musicians work with intention. It is 
important that this framework is understood because it influences the projects I do and the 
courses with which I am involved. 

Over the last I~n years or so, a history of projects and a catalogue of work has been 
built upon this modet-?Can these experiences help anejdnform other countries trying to 
develop their participatory music-making in this way~eplanting one model from country 
to country is not going to work, but could the UK model be us~ as a useful selling tool in 
pefsuading other decision-making bodies to adopt the thinking\i!bn the other hand are there 
other participatory music-making models that should be influencing the UK situation? The 
following collaborative projects investigate these notions. 
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Collaboration I 
Action Research Project . 

In February this year, I was invited to teach in Durban, South Afnca: Sallyann 
Goodall, head of music at the University of Durban-Westville (UDW) and dlr~t<?r of the 
Action Research Project (funded by Swedish International Development Ass~JatlOn SIDA) 
had invited me to teach and work for two weeks with the undergraduate musIc students. 
These music students had a particular affinity toward community music. 

The focus of these sessions was on f~ilitation, how to structure workshops and 
how to create and implement an effective arts development strategy. The WOTkst1t5P . 
structures were not art form specific; this allowed the student to adapt the framework to SUit 
his or her particular music specialism(s). A further aim of these two weeks was to pass on 
the skills required to set up a sustainable drum ensemble. It was identified that, if used 
effectively, drumming skills could become popular in schools; they also have the essential 
attribute of being relatively cheap. Generating employment is crucial in new South Africa 
and it was imperative that within its narrow scope the project could go some way to 
addressing that problem. Working with local drums would enable us to stimulate the local . 
economy, albeit in a small way. Te sigubhus (local drums) were purchased from a local 
instrument maker in Durban. Zulu muslc-m ng is not traditionally drum-based so a large 
purchase of this kind was be unusual. Creating a drum ensemble in this way allowed for 
the' recontextualisation 'of familiar instruments; local people approached traditional 
instruments in fresh ways. 

As well as the practical workshops, we focused on analysing LIPA's community 
arts program and exploring the potential that this type of curriculum might have in a South 
African context. 

In the interim before my arrival, the music department (amongst other departments) 
at UDW was closed down. The University of Natal has now become the provincial 
provider for music education in KwaZulu-Natal. The circumstances that surround this 
closure are obviously complex and this report is not equipped to discuss those issues. The 
music students that were supposed to be attending my workshops were now studying at 
Natal, so the initial schedule could not take place. I would now work with teachers2 from 
the Action Research Project The majority of these teachers had regular employment so my 
time with them was restricted; the time restraints were such that only a fraction of what was 
originally intended could be delivered. 

The sessions took place at two different venues, Isidingo Primary School in the 
township of Umlazi and at UDW. Working in the township was an invaluable experience 
and highlighted how community music practices need to reflect place and context An 
example of this was the reluctance of individuals to openly contribute in a group situation. 
Although this can initially happen in the UK, this experience was somewhat different than I 
had experienced before. I was informed that this reflects the Zulu culture and the 
relationship that the people have with someone in a perceived position of authority. When 
working in the community with music, I always presume that the people I am working with 
have the capacity to make music but not necessarily music skill. In the South African 
situation I needed to work under the assumption that the workshop participants had 
established music skills learned through everyday living. This type of reality is very 
different than my regular encounters. 

The teachers enjoyed playing and approaching the Isigubhu in new ways; it 
certainly planted new ideas about the use of drums and rhythm. One particular teacher 
immediately adapted the rhythmic games and made them her own,using the ideas to 

2 The word 'teacher' in this instance refers not only to qualified school teachers but also to 
community teachers that have generally had no formal training but do possess other skills, 
for example, on Maskanda guitar. 

enhance her Geography class. It was extremely important that the skills learned could be 
used and remembered after my departure so the project purchased enough 'handbooks,3 for 
each teacher to have a document to which they could latter refer. 

Collaboration II 
Rural Development Facilitation 

"Investment in 'culture' can bring people together in stimulating and 
enriching activity. It can strengthen contacts and networks in local 
communities. It can build confidence and capacity of individuals, 
giving respect and new skills. It is a powerful weapon in fighting the 
exclusion of people and areas not benefiting from rising prosperity,,4 

During the summer of 1999 and in collaboration with the Action Research Project, 
Heidi Manning, a 3rd year LIPA student, worked with young people to create an. orchestra 
from scrap materials in the township of Imbali. Varsha Ramballe~ one?f the asSiStant 
directors for the provincial government of KwaZulu-Natal saw this proJ~ct and began to 
understand the role music can have in social regeneration. Ramballey ~Itnesse.d fi~t hand 
the effects community music can have and was increasin~ly.inte~ested m how It ~Ight work 
within her government's strategy. "What IJound altT~lZVe z~ thLS was the potenlwl oj 
working ill dif!erelll areas, i.e., health care and especzally wzth the AIDS awareness 
campaign we are all involved with.".5 Ramballey suggests that the government "get 
creative 011 issues." She elaborates, "There is a wlwle range oJreas01LS why th.e metizo.ds 
being adopted so Jar are not working,. under resourced, language, cu!tural bame!s. T/~ . 
sort oj creative mechanism oJtrying to reach out can help break barTlers and achieve szm,lar 
objectives. " 6 • • • • • 

During my visit to Durban, the government office mVI~ me to give a pr~sentatlOn 
to its directors. It was an ideal time to introduce community musIc concepts as thiS 
particular government department.was undergoing a res~cturing process that would also 
result in the department's name bemg changed from SOCial Empowe~ent to Rur:u 
Development Facilitation. This was seen by Ramballey as an Opportunity to 'sell the . 
notion of community music. Before speaking, I learned that Arts h~d not pla~ed a role m 
social regeneration before. T~is quote f~om Robert Hugh~. the ChIef Executlve.of 
Kirklees Metropolitan Council, emphasiSes the harsh reality m~y :m< rege~eratlP~ 
programs have had to deal with - the fact that restoring older buildings and Improvmg the 
physical environment is simply not enough. 

"My own blunt evaluatioll oJregeneration pro~~ammes tlwI dOIl.'t have a cultural 
component is that they won't work. Commumtzes have to be gzven some hope. they 
Iwve to have the creative spirit released. ,,7 

As well as the conceptual interests in community mus~c! the practicalities of 
generating job opportunities was paramount. By b~oadl~ outhrung the development of 
community music in the UK, three job areas were Identified. It was suggested that the 

3 Higgins, Lee. Samba Drumming: A Handbook for Teachers. (Norfolk County Council .1.995) 
4 Jude Kelly. Artistic Director, The West Yorkshire Playhouse, Culture Makes Commumtles 
video (Joseph Rowntree Foundation, 1998) 
5 Ramballey, Varsha. Interview with Lee Higgins May 2000, Durban SA. 
8 ibid. . . 
7 Robert Hughes. Chief Executive, Kirklees M~tropolitan CounCil, Culture Makes 
Communities video (Joseph Rowntree Foundation, 1998) 
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community music worker or animateur model might work effectively within the 
governments' rural facilitation remit. 

I 
Outreach I Community Freelance 

Music Worker 
I. (Animateur) 

The office was well represented and embraced the concepts with great enthusiasm; 
they seemed keen to explore the ideas further. We all met a week later to discuss the 
possibility of student placement opportunities within the department. Keen to turn the 
positive discussions into some form of action, a pilot project was suggested that could 
involve two community artists from LIPA. Over a period of three months, a project 
proposal was drafted based upon issues and needs identified in a community research 
document 'Towards Sustainable Development' that had been commissioned by the 
department. The project was confirmed to run as a pilot in the Ladysmith-Limehill area in 
conjunction with the uThukela Regional Council. Two LIPA students will work in the 
community with approximate fifty people to create an issue-based drama/music piece that 
will tour around other local communities. There will be a strong focus on passing relevant 
skills on to pre-identified locals who have expressed an interest in continuing the project 
after the initial pilot month. The LIPA students will be attached to a government field 
worker who has a particular interest in the arts. One of the possibilities is that this type of 
field worker post could perhaps become a specific job that requires arts skills, in other 
words a community arts worker. The project will take place this summer (2000) and it is 
after the evaluation process it will be decided if further developments will be made. 

Summary 
Over many years the UK has had its culture of participatory music (and arts 

generally) stripped away, but it has gone to some lengths to build an infrastructure that 
reintroduces people to participation. On the other hand, in South Africa the majority of 
people understand the concept of community as well as the necessity of arts within its 
society. This leaves a dichotomy: in the first instance a country that has lost its inherent 
understanding of participatory music-making, and as a result has consciously built a 
structure that has enabled a cultural industry to grow, and secondly a country that 
understands participatory music but requires a strong structure in which to build the cultural 
industry it needs. 

This paper has asked if the UK experience could help and inform other countries 
trying to develop participatory music-making. It has also asked if the UK model could be a 
useful selling tool in persuading decision-making bodies to adopt community music in their 
respected strategies. These case studies show that during February 2000 in Durban, South 
Africa, a constructive dialogue took place as well as some practical work and a pilot project 
that could develop into job creation. Certainly from my perspective some progress was 
made; only time will tell if it has any impact on long-term development. 

I would like this forum to use these examples as a springboard to initiate a dialogue 
on the formalised adoption of communi ty music and what this might mean for different 
places and cultures. 

The questions I would like to consider are: 

In Britain there has been a need to define and organise community music; is this 
need the same in other countries? 

If so, are there examples of other working models? 

If not, is it because there is no need for a formalised structure? 

What things can we learn from each other, and how might we implement these 
meaningfully into our community music strategies? 

As a sub-text to this paper and the questions it raised, we may need to consider 
what impact successful collaborations might have. If we see a development in a community 
music cultural industry, what affect would that have on training? Being involved in 
training, I do have some concerns about the ability to retain the vital dynamic of community 
music while teaching students in a university situation. I am anxious that this vitality could, 
be lost if community ,music is seen only as presenting alternative philosophies and 
methodologies in the training of school teachers. I would, of course, advocate community 
music approaches to music education in general, but I believe a clear understanding of the 
differences is vital. This will maximise the development of participatory music-making as a 
whole. 

~. 
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Symphony Education: The Story of ~ Successful 
Community Arts Partnership 

Roberta Lamb with James Coles 

Introduction 
This paper is written in an informal narrative style in the hopes ~f ?etter r~pr.esenting the actual 

practice of the Symphony Education Partnership Project. Alth<;>ugh It IS ~escnptlve rath~r than 
analytic, we do make some recommendations regardmg areas m the project :-ve w~uld lIke to 
improve. Critical thinking about the project will emerge!n future res~ch, I~cludmg a c~a~ter, 
"Symphony Triangle: Analysis of a Successful Commull!-ty-School-Uruve~lty Partn~rshlp In Arts 
Education," to be published in Effective Partnerships, edited by Samuel Mitchell (UnIversity of 
Calgary). 

History Of The Symphony Education Project . 
The success story of our on-going symphony education project ~s one of ex~en~i ve cooperation 

and negotiation amongst the Kingston Symphony Association, the-Llmestone Dlstnct S~hoo.1 
Board, the Algonquin & Lakeshore Catholic District School Board and the queen's UnIver~lty 
School of Music. Good ideas, individ~al persistence, and community commitment all contnbute to 
this success. 

Beginnings 
When I began teaching at the Queen's University School of Music (1988-89), I wanted to 

make some improvements to the university music education curriculum and to encourage changes 
in the school music programs. The university music education curriculum at that time offered 
students no field experience until the fourth year of their program. Research and my previous . 
experiences as a professor in an integrated music education degree program demonstrated that high 
quality early field experience improves the quality of music education graduates. A principle 
component of high quality field experience is to have model teachers with whom undergraduate 
music education students can be placed; however, due to school board priorities and budget 
restrictions, nearly all elementary music specialists had been eliminated from the Kingston area 
schools, and those who did remain were being re-assigned to regular classroom duties. Even if I 
could re-structure the university curriculum to include early field experience there would be no 
specialist music teachers to act as mentors to the university students. For a year I went into the 
schools and taught music to a class of grade 6 elementary students, so that my university students 
could observe the teaching process, but in the end this was not satisfactory: it wore me out 
physically and the benefit was limited to those students enrolled in my course and the one 
elementary classroom. 

I was frustrated. I needed to find a different model that would be both effective and efficient. 
This frustration grew during my first three years at Queen's University. I learned that the 
provincial Ministry of Education and Training defined adequ~te sub~ect pr~paration for t~chin~ 
music in the secondary schools as any five one-year courses In musIc. ThiS meant that uruverslty 
students could take 4 years of piano lessons and a survey of western art music and then end up 
teaching high school music courses, including band and chorus. Students who graduated with 15-
20 full-year courses in music (as they ~ould wit~ a Bachelor of Music degree). ha:d. no adv~~ge 
over those with five courses. The quality of musIc teacher was left up to the pnontles and hinng 
practices of local school boards. Frankly, I saw ~ng on the Mi~S!ry of ~ucati.on as a losing 
battle. But I continued to muddle through small Improvements within the unIversity. 

One day during 1990-91, I was chatting with the Kingston Symphony manag~r about visions 
and possibilities and what could we do to work together. We had already been dOIng the 
promotional things for the symphony: S~e ~e to my clas~ ~d chatt~ up the current season's 
concerts handing out greatly reduced pnce tickets to the uruverslty musIc students. Some students 
would ~me ushers and volunteers. Through the Kingston Symphony Scholarships, proficient 
student musicians had the opportunity to audition to become players within the orchestra. On the 
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surface it seemed that the symphony and the university did work well together. But we were both 
looking for something more, something that would better meet the needs of each organization. 

The manager described some not-to-successful educational concerts that had been attempted in 
past years. I thought of my field experience dilemma. Suddenly I brought these two situations 
together in an intuitive flash that suggested a solution for both of us: The university students could 
present sample lessons to the elementary students to prepare them for the symphony's education 
concerts, providing field experience and a more receptive audience. The symphony manager went 
off to talk to the symphony's new music director, Glen Fast. Within a few months we had a 
meeting of the music director, the manager, myself, and the recently retired school board arts 
coordinator (who continues to perform as a violinist in the symphony--Jim Coles). We were all 
enthusiastic about the possibilities. The music director was quite clear we should aim this program 
at grade 4 elementary students, due to his previous experiences with such concerts in a different 
province. He also emphasized that the concerts be scheduled for mornings and never on Friday. 
From this point there were further meetings, primarily between Jim and myself and school 
personnel. There was some hesitancy from the schools, but as I described my vision of a program 
that would connect with the grade 4 curriculum, making the symphony concerts an integral part of 
that curriculum and not.merely a field trip, they were convinced. There were still more cl1allenges 
to be faced on the university side of the equation--a certain resistance to new ideas and different 
ways of doing things, and going through various levels of university governance to change course 
requirements--but we had an ad hoc symphony education committee! 

1993-1994 
We organized the first year of the program (1993-1994) on a wing and a prayer. I could not 

yet officially incorporate the field experience component into the university curriculum, although 
some minimal observations in various school settings had been included in the previous year. We 
only had appropriate school contacts with the public board. John McDougall, elementary principal, 
former music teacher and active supporter of the arts in the Kingston community, joined the ad hoc 
symphony education committee, as did the new symphony manager. We felt some urgency to go 
ahead and begin the program with the minimal plan rather than wait until we had all the protocols in 
place. We agreed upon a key component: The grade 4 students would perform with the symphony 
in some way. The curricular emphasis for this first concert was Instruments Of The Orchestra, 
with the student participation being to sing "The Orchestra Song" with the Kingston Symphony. 

. The only material provided to teachers was an audiotape of the symphony repertoire. 

1994-1995 
I returned from sabbatical and we began planning season #2. We expanded the program to 

include the Roman Catholic separate school board. This means we provided two days of 
symphony education concerts for twice as many children as in the first year. Our school board 
representatives on the committee were Joan Shaw (Frontenac County public) and Carolyn May 
(Frontenac, Lennox & Addington Roman Catholic). The field experience was added to the official 
university course description, so that we could legitimately place the 52 Queen's students in the 
schools. The local opera guild approached the symphony about their programmi~g plans with 
members of the Canadian Opera Chorus. We linked the symphony education project to thes~ plans 
and the opportunity to have a visiting scholar in music education, Dr. Eleanor Stubley (McGill 
University), link to the presentation as a conductor of the student participation piece. Our theme for 
this concert became Opera! . . 

I provided the participating teachers with copies of the materials (including lesson plans and 
audiotape) my students were using in their classrooms. The university students worked in pairs in 
the placement, having practiced the lesson to be taught during the previous university class. The 
grade 4 student participation for this concert was to sing "Brother Come and Dance with Me" from 
Humperdink's Hansel and Gretel. The curriculum follow-through after the concert was for the 
grade 4 students to create a mini-opera in the classroom, either "The Bremmen Town Musicians" 
or another theme related to specific classroom curriculum. For this option some of the classroom 
teachers wanted something that related to medieval times or geography of Canada At the 
conclusion of the project, I sent out an evaluation form for the grade 4 teachers to complete prior to 
our planning for the next year. 

(See Appendix A) 
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1995-1996 
The third year of the project saw new people representing the school bo~ds, Brenda Hunter 

(Frontenac County public) and Callie Markotich (Frontenac, Lennox & Addington Roman 
Catholic). These two people urged us to find ways of expanding the project so that students in 
outlying areas of the school boards would have the opportunity to particil?ate. in th~ concerts. We 
struggled with this: distance limited the scope of university student particlpatlOn, Since they only 
had one particular time slot scheduled for this purpose and it was impossible to pre-plan who might 
have a car available to transport university students where city buses would not take them. We 
agreed to rotate participation so that all grade 4 classes within the two participating school boards 
would be given the opportunity to participate every second year. At the same time, we would make 
sure that no matter what the rotation indicated, all university students were placed in schools they 
could reach. The school boards took over the responsibility of distributing and tabulating the 
evaluation of the project with the grade 4 teachers. Brenda Hunter encouraged us to develop a 
curriculum appropriate for generalist teachers who did not have a university student in their 
classroom, so that more students could benefit from the instructional aspect of the project. 

. The pedagogical theme for the concert was "What Does a Composer Do?" We had a variety of 
pieces that we could easily use to demonstrate the ways a composer develops musical ideas, 
including Kelsey Jones' suite based on Canadian folk songs; however, the central idea was to have 
the students compose something that could then be played by the orchestra The Kingston 
Symphony had commissioned a piece from Dr. John Burge, Queen's professor and composer, for 
a regular subscription concert. He was inspired by a poem about snow. A part of his piece would 
be played at the concert and John would talk briefly about how he got his musical ideas from this 
poem. We decided the grade 4 students could create a piece inspired by weather, also. We had 
agreed that we would use a rondo form, in order to include as many grade 4 ideas as possible. We 
started with a 4-line poem to form the A section: 

Whether it's snowing or 
Whether it's not, 
We'll always have weather, 
Whether or not! 

The curriculum included a connection to the science curriculum in that the classroom teachers 
work~ wi~h the grade 4 students to cons.truct ho~e-made instruments. The university students 
practiced different methods for encouraging creative experimentation with sounds made on these 
ho.me~made instrum~nts. The g~e 4 students nota~ed their compositions on large sheets of paper, 
USing mvented notatIOns and bnghtly colored marking pens. The university students brought these 
together and created a composite Weather Rondo from the grade 4 ideas. They notated the sections 
in co~ventional notation and passed this piece on to the music director, Glen Fast, who arranged 
the piece for the sympho~y to play. The classroom scores and the final university-student
constructed score w~re dlspl.ayed ~n th~ walls of the high school gymnasium during the concerts. 
The grade 4s recogruzed their musIc bemg played by the symphony, as well as recognizing their 
scores posted on the walls. 

(See Appendix B) 

1996-1997 
With the fourth year of the project we had yet another change in school personnel on the ad hoc 

symph~ny education co~ittee; however, with the excepti~n of a new symphony manager in 1997 
(Kathenne Carleton), this would prove to be the last change m committee membership through to 
June 2000. Sue Perry (Frontenac County public) and Dave Orser (Frontenac, Lennox & 
Addington Rom~ Catholic) joined the commi~ as we implemented some of the suggestions 
made by ~e prevIOus ~chool board representatives. The school boards continued to be responsible 
for the project eval~tion b~ the grade 4 teachers, but now ~e placement of the university students 
became more centralized With the school board representatives as well. Theywould confirm which 
teachers in which schools were willing to take a pair of university music students. In addition 
Sue, Dave and I met in November 1996 to write a curriculum that grade 4 generalist teachers ~ould 
use in preparing their classes if they did not have a university music student in their classroom. 

The curriculum theme was "Dance Around the World". We were fortunate to have connections 
with a community dance troupe, 5-6-7-8 Dance, who were willing to present dances based on a 
movement of a Brandenburg concerto and three Stravinski short dance pieces. This was a surprise 

- 1.(. -

to the grade 4 stud~nts. They learned about the danc~ aspects of the music, but did not know they 
would see dancers In conjunction with those particular pieces. In order to broaden the program out 
of the west~rn art tradition, and because of the particular graduate assistant who was working with 
me, we deCided that the student participation would be to dance a simplified Ottawa Valley step
dance to reels played by the orchestra Sherry Johnson, the graduate assistant, is a championship 
step-dan~er, an~ her younger brother, Matthew is a championship step-dancer and fiddler. In order 
to deal With the Issues of authenticity, Sherry taught the fifty-some university students the step
dance and the cultural context and history as part of their preparation. Then the university students 
taught the step-da~ce to the grade 4s during their weekly preparatory lessons. Further, to address 
performance practice, we agreed that at the concert Sherry and Matthew would present a brief 
dem<?nstI<l.tio~ of step-d~~ing accompanied by fiddle, in the same way they would at a step
dancmg/flddl~ng competition. Then the grade 4s would perform a simple step-dance with the 
orchestra, while Sherry and Matthew led the dancing. With each repetition of the reel, the dance 
would get faster. Students would sit down when they could no longer keep up. In the concert 
performance, three grade 4s were still dancing as the last repetition of the reel came to a close. 
(See Appendix C) 

1997-1998 
The 1997-98 program built on what we had been doing in the past years. We attempted to have 

the concert repe~toire set earlier, so that the curriculum could be prepared in a more timely way, so 
that the I?~eparatlOn.s and follow-up would be more tightly integrated into the regular curriculum. 
The ad.dItlon for thiS season was a professional development workshop delivered by music 
educatIOn professor, Dr. Karen Frederickson. All seemed to be going well, when we were hit bv 
the ice storm which closed university and schools for at least a week in January, and we had to • 
change the participatory song from "Mother Earth" to the Newfoundland folk song "I'se the B'ye" 
because we ran into theological concerns. At the same time we had an interesting presentation to 
a~company Holst's "The Planets", a slide show of planets and stars by local astronomer, Terrance 
Dickinson. The students interest in the concert was also increased by the participation of local 
children 's enter~ne~, David Archibal~, who had written a symphonic piece, also with a space 
theme. For the first time, school supenntendents attended the concert and were impressed with the 
pedagogical value. 
(See Appendix D) 

1998-1999 
Agai~, we continued to build on our previous experience. We did seem to be organized earlier. 

The cUI?culum was distributed in a more timely fashion. More grade 4 teachers participated in the 
profeSSIOnal development workshop, which Dave and I presented. The university placements 
were set well in advance of the winter break. The theme of "Music Tells a Story" was . 
demonstrated through study of Peter and the Wolf. The symphony commissioned a piece 
specifically for the education concerts. It was to be a piece to accompany a story told by 
storyteller, Charly Chiarelli, John Burge's piece was similar to Peter and the Wolf in that each of 
the characters in the story was represented by one of the instruments of the woodwind quintet, 
accompanied by the string orchestra. A melodic theme wove through the piece to became a song in 
the concluding scene of the musical narrative. It would be at this point that the grade 4 students 
would participate by singing the song with the orchestra The city newspaper, the Kingston Whig 
Standard, profiled the project in a full two-page feature with photographs of the children and 
university students in the schools and interviews with all the key participants. 

This was a year of crucial changes in the school boards. The Ontario Government 
amalgamated the school boards in 1998, greatly increasing the number of students and the 
geographic area for each board. The symphony performance schedule increased from 4 to 6 
concerts for this s~on, each concert attended by over 400 grade 4 students. The Ministry of 
Education and Training also implemented a new curriculum that requires teachers to have much 
greater musical knowledge (as well as much greater knowledge in all subjects) than their education 
had provided, and prescribes standardized testing, specific standards for specific marks, a 
provincial report card; and cut teacher preparation time and professional development. Teachers are 
scrambling to keep up with the government-imposed changes to educational practice. 



There were also critical changes to the university curriculum that had an impact on the 
prog~. In order to ensure university students knew more music the introduction to music 
educauon course pre-requisites were tightened up and the course was moved from a first-year to a 
second-year course. Consequently, the students were much more knowledgeable and better 
prepared to teach, but it also meant that fewer university students registered in the course; 
therefore, fewer grade 4 classrooms had the advantage of university music students to teach the 
preparatory lessons. The course materials were placed on the Internet, which allowed all classroom 
teachers to have access not only to the lessons the university students were teaching but also to see 
the context of the university course. 

(See Appendix E) 

1999-2000 
There were two major changes for this year's project. First, we provided the curriculum materials 
to all grade ~ teachers, whether or not they elected to attend the professional development 
~vo~~hop gI~en by Sue, Dave, and myself. Second, we placed the university music students 
mdlYlduaily m grade 4 classrooms, rather than in pairs, in order to reach more classes. For the 
cumculum we went back to the "Instruments of the Orchestra "theme we had used in the initial 
yeru: of the projec~ and th~ student participation was to sing "The Orchestra Song". We included a 
secUon on rhythmiC notation to meet additional Ministry curriculum requirements. 
(See Appendix F) 

The Future Of The Project 
The grade 4 s~phony edu<:'ltion program is now firmly established as a component of each 

p~ner's programmmg and cumculum. We have identified six principles that we strive to meet 
with each y~'s symphony education project: 

(1) Th~ ~ngston SymI?hony performs a concert designed to meet objectives chosen from 
the Ontano Mirustry of Education and Training grade 4 music curriculum; 

(2) The grade 4 students participate musically in the concert in some way. 
. ~3) Uni~ersit~ music students teach preparatory and fOllow-up lessons, based on the 

provm~lal musIc cumculum, to grade 4 students who would not otherwise receive specialized 
instructIOn; 
. (4) University m.usic students benefit from a supervised placement in classrooms that 
Introduces them to teaching; 

. (5) Grade 4 ~eachers enhance their professional development through prepared music 
cumcula and a m,;!slc workshop focused on the symphony experience and related curriculum; 

~6) ~he.Kingston Symphony reaches a new audience of elementary students and teachers. 
Th~se SIX pnnclples all .suppo~ the one major umbrella principle that we never forget: This is a 
project of mutual benefit to which each partner contributes substantially in different but equally 
valuable ways. 

2000-20001 
T~e immediate future of.the p~j~t is a curnculum th~me, '.'The Wonderful World of Rhythm" 

that wIl~ feature 0r:chest~ .pl~es In different meters, a umverslty student percussion soloist, and 
dan~e-hke rhythmiC parucipation !o acco~~y one of the pieces. The models of prepared 
cumculum, teacher workshop, paired uruverslty students, and so forth will be followed. 
(See Appendix G) 

Anticipated Changes 
We have experienced difficulties, in spite of our apparent success. Some concerts and curricula 

have been ~ore successful than others. There seems to be consensus that the dance theme and the 
most recent Instruments of the. orchestra theme were the most successful, While the opera, the 
space/astronomy and the musIc tells a story theme were the least successful---not necessarily due 
to the themes but due to the particular circumstances surrounding each year's repertoire and 
curriculum. In each of these less successful years there was some point where we failed in some 
way o~ the principle of mut~al benefit fo~ all participants. For example,. the opera theme involved 
Canadian Opera Company smgers who did not understand the pedagogical import of this 

presentation but were more focused on their role as highly trained opera singers. The 
spa.ce/~tronomy theme lacked the clear communication among all the parties, making it difficult to 
~amtam the corre~ation between repertoire and curriculum, plus the unanticipated ice storm 
disaster. The musIc tells a story theme suffered from a misunderstanding between the composer 
a~d .story teller who created the major work and the symphony education committee. It is very 
difficult to tell a composer that he must write a piece within a specific time limit and that it must 
have a component of credible performance for inexperienced grade 4 students. This year we found 
?utt~at the university students are much better teachers when placed in pairs, rather than 
mdlvldually, and will return to that model next year. The goals of each organization involved differ 
and sometimes we conflict as we carry out these different goals, but we always come back to that 
umbrella principle of mutual benefit and examine the particular issue in terms of finding a 
resolution that exemplifies mutual benefit. 

'V'!e (Jim and Roberta) hope to find ways to extend the repertoire (which is limited by the 
reqUirements of a small symphony orchestra) to include music from different cultures, including 
those outside the western art tradition. We are examining ways of encouraging the inclusion of 
works by women composers. We would like to see more participation of the musicians with the 
students. We note that it can be very successful to include other community arts organizations or 
perf 0n:ners, and look to this as a means of widening the repertoire available through the symphony 
e?ucatlon project. The symphony education committee also wants to find ways of extending this 
kind of program to the secondary schools, albeit in a different format and with an age-appropriate 
focus. 

The Project's Effect And Impact 
All participants agree that this is an effective program that appears to have an impact on 

students, teachers, and musicians. The following anecdotal information collected from musicians 
and teachers, including the university students, indicate some of the impact on those who deliver 
the program. We begin with the university students and teachers who were in the classrooms and 
most closely connected with the grade 4 students and conclude with the orchestral musicians. 

University Students 
Michael D.(2000) 
The Symphony Education Project had a tremendous impact on how I view and utilize 

pedagogical techniques. Every music education student should be exposed to this type of fusion 
between the scholastic and artistic communities. 

Aimee K.(2000) 
The Kingston Symphony is definitely a strong part of the community in Kingston. Whenever I 

go to the symphony now, I recognize former instructors, students and faculty members. I have 
been to several community events where the symphony has played. I never get this sense of 
connection in Toronto. I feel there is a larger attachment to the community here. 

Daphne C.(1997) . 
I was able to take what I was learning in my lectures and implement these new and different 

teaching techniques into the classroom. The practical classroom experience I received from this 
program was a great asset for future educational endeavors. The affirmation of teaching students 
about music encouraged me greatly. When attending the symphony presentation students said to 
me: "Look that's a cello", or "Did you see how fast the timpanist played?" or "1 really liked the 
Stravinsky piece. " 

Brandi 1.(1997) 
The week before we had tried to give them as much history as we could ... They were 

expecting it, and we'd already been telling them all along that they would be dancing with the 
orchestra, and that there would be other people dancing, too. So they knew what was going on. 
When we went in there, the classroom had the desks arranged in groups of four, facing each other 
in little pods, little islands around the room, and it would have been, I think, a big schiimazel to 
move them. So we didn't. What we tried to do is make three lines of kids in the places where 
there was almost an aisle. And I went to the front, and my partner went in the middle. Basically 
we did the shuffle thing first and I demonstrated it in one or two places. Then I'd move and do it 
in another place. So I tried to make sure everyone could see. ... And it wasn't completely solid, 
but there were some kids who definitely had it, and probably had it better than me, and there were 
some kids who were fooling around, and obviously weren't trying anyway. And there were a 
couple kids who just were a little tangled up. I felt really good about it, and I felt like actually that 



was a very good start. I think they knew the first four steps relatively well. ... In ~he last couple 
lessons we started practicing, 'Okay, it's going to speed up.' So as we .we~e dancmg, we would 
speed up and we would try it three or four times in a row. We would stIck It together. 

We talked about all the things they enjoyed about the whole concert.altog~ther. T~e step 
dancing was very high up there in their list of favorites: They r~ly enjoyed It. I don t recall t~o 
many comments popping up about their own participatIon, but I just know that was what made It 
so exciting for them. . . , . . 

I certainly know that, no, symphony orchestras don't play step dancI.ng musIc. I don t thmk 
that kids think that way. I think: probably they were just busy co~centratm~ 0!1 what ~e~ ~ere 
doing, and watching what they were seeing which they were ?bVlOusly en)oymg. I t~mk It wa~ a. 
neat merging of two very separate things. There's always gomg t~ be punsts who thmk that this IS 
wrong, and it's no good, but I don't know, I just think it's all musIc. It was great, It was very 
full . ... You just enjoy it. 

Trevor K.(1996) . 
The program demonstrates an excellent and successful use of commu!1ity reso~rces to benefit 

and enhance the classroom learning and provide students with a long-Iastmg learnmg expen.ence. 
The live concert setting combined with in-class preparation illustrates an e?,cellent pa~nershlp 
between the school and the community and provides a meaningful educatIonal expenence for the 
students--One that wiII not be forgotten when they leave the concert. 

Teachers 
Michele Babcock. curriculum consultant 

What a terrific project! I don't have a significant contribution to make at this time since I am new 
to the whole experience. I do feel however that this is a very effective and enjoyable way to 
introduce the symphony and its music to a very broad audience. Many of our students would 
never have the opportunity to experience the symphony if it weren't for this program. You are 
introducing them to a new world of music. I know the teachers were very positive. The fact that it 
also ties into the new Ontario curriculum adds to its appeal. Thank you again for your 
involvement 

Selected quotes from grade 4 teacher evaluations 
If they were as competent as this year's students-very well prepared, better than some Con Ed. 

Opera was great, for me as well. Incorporating music & drama gets everyone involved--perhaps 
songs & scenes from musicals? Opera singers were great. Sitting on the floor let everyone see. 

I was very impressed with my two 1st year·students: comfortable, fun, informed but properly 
controlled learning environment. My students were most enthusiastic about opera Most had never 
been to a symphony concert & they were surprised by the pleasure it gave them. The classroom 
teacher-if aware of the details of program content at the outset-could increase the merit of this 
opportunity through integration of its content. 

Two students at a time works well in the junior area. How about dance music through the 
ages? This might be nice-vocal & movement. We loved the opera. 

Better classroom management. No opera. 
It would be helpful to have a letter to go home to parents--their children talk so enthusiastically 

at home. Plus a note could help prepare to collect stuff for homemade instruments. All this 
contributes to the 'partner in learning' goal at our school. Thank you. 

I like having a male & female QU student together as students often perceive music as a female 
subject. The more lively the music the better. 

Some teachers and students indicated an interest in a more formal setting for the concert, such 
as an auditorium, so that the students sit in chairs and have the concert experience as they would in 
a 'real' concert. 

Sherry lohnson. graduate assistant 
I was thinking about the project in terms of teacher as learner and teacher as expert. The 

success of the step dancing part of the project depended on the teachers' willingness to 
become learners. There are expectations for teachers to know everything about, or be experts in, 
what they are teachin&. This is especially t~e in ~ like music and d~ce, wh~re you can't 
prepare yourself with Just research. So for thiS project the teac~ers (musIc e~ucat~on students). had 
to become learners again, and they were able to take that expenence of learrung directly to their 
experience of being the teacher. I think: this is invaluable. 

I am excited about the possibilities of teaching step dancing in our schools. I can see the 
project working by offering step dancing workshops to classroom teachers, beginning with pre-

. ~o· 

step dancing ... , and continuing with a few steps of what I am calling "real" step dancing. A: video 
of performances in different contexts (competition, jamboree, fiddle park, etc.) and of the different 
regional styles would provide a model for students. 

Possibilities for connecting step dancing to existing curriculum are many. Stud.ents are. 
reinforcing musical concepts such as beat, tempo, repetition, and rhythm t~rou&h kinesthetiC 
action. The historical development of step dancing can be linked to C~adlan history c1a.:;ses on 
English, Irish, and Scottish immigration and the development of Canadian culture. PhYSical 
fitness and coordination are tied into the students' physical education classes. 

From the success of the [symphony education] project it is obvi0u.s ~hat o.ne. d?e8 not h~ve to 
be a step dancer to expose students to step dancing and have them. participate I~ It 10 a m~I':lgful 
way. By teaching the steps as they have been taught, by performmg to good fiddle mUSIC, either 
live or a recording, and by providing some of the social and historical contexts for the dance orally, 
classroom teachers can provide a meaningful step dancing experience for students. 

Orchestra Musicians 
The musicians notice a major difference between the 'old days' of educational concerts when the 
conductor spoke of 'the conical bore of the clarinet' and the current program. We used to hear 
comments about the 'kiddy concerts' but that attitude has disappeared. Some musicians focus on 
the children's response to the orchestra as an art form, and the appropriateness of t~ei.r behavior. 
One musician did not approve of the music being an accompaniment for another aClivlty; however, 
many musicians see the connections between all parts of the project: 

Concertmaster (Gise1e S.) 
The preparation for the concerts is crucial and makes it much more meaningful. The choice of . 
music is largely very good. The involvement of the kids in the concerts has been central to their 
success. We're doing a really good job. 

Violinist (Denise W.) 
A vast, vast improvement over the 'old days'. The whole concept is very much better because the 
content makes much more sense when the kids have been prepared. 

Principal viola (Eileen B.) 
"We arrive. The gymnasium is already buzzing with wiggling, whispering girls and boys. 

Will they, can they, sit still long enough to get through the program? How will they like the 
show? Those of us who feel inclined chat a bit. 'Which school are you from? Wow, you've 
traveled all that way! What pieces were you and your teacher working on? Hey, I think 
we're playing that this morning. Maybe you guys can join in ... This is a viola ... Yes, I'~e been 
playing a long time. What kind of music do you like? Ah, I think I can play My ~eart will Go 
On . .Inspector Gad get... Fur Elise ... I'm not sure about Blue, ho~ does it g? agam? Oh, ~oo~ 
like I'd better get ready. Nice talking to you, have fun.' Wigghng, fidgetmg, ~king, glgghng ... 
will they last? That is the big question on all our minds. We begin. 0 ~ada b~ngs tears to my 
eyes, all those little voices singing out, not yet self conscious enough to m~nd beltmg out our 
national anthem. They sit, they listen, they shift around a bit for a better vle~. Are those guys 
really going to play sandpaper? They laugh. Their faces light up, more poki~g ... Hey, that's the 
song we did in class! They're quiet, they're right there, captivated by the musIc. They know 
what's coming next... the c1arinet...the flute ... the piccolo. ., 

It doesn't matter where these kids are from, Land O'Lakes Public SChO?I m Mountam Grove 
or John XXIII right here in Kingston, their reactions are the same: they eIl:Joy ~e concerts 
because they can participate. They're not just hearing us play, ~ey:r~ p~aymg With us. They 
become the stars, and they love it! That's what we're here for, Isn tit? 

Conclusion 
We have addressed learning from personal experie1lces, through anecdotes from 

participants in the symphony education project. In addition to these comme!1ts we have seen.the 
personal experience tha~ the concerts become for the gra~e 4 students as a direct re~ult of th~l.r . 
performance with the Kingston Symphony. Further! we mtegrate t"eoryalldpra~tlce by ~tlhzmg 
research in the development of the concerts and cumculum that connect young c~ldre~ WIt? . 
university students and teachers and local musicians. ~Ithough cultur~~ a1ld mll~lc~l dl~erslty IS the 
most challenging theme for us, we continue to ~eal wI~h the op~rtumtles ~d difficulties o~ . 
increasing diversity within a symphony educatlon.project We fm~ t~e quality of ~e loc~l !mks ~s 
crucial to the continuity and growth of arts education programs wlthm a community. ThiS is a pomt 
to emphasize in our conclusion. 



Exploring Connections Between Music Education 
and a Multicultural Community In Israel 

Report of two projects at the Academy of Music Education 
Levinsky College of Education, Tel Aviv Cr 5'ro-.e .. f ) 

Dochy Lichtensztajn 

Over the past decade, music majors have been introduced into more and more high schools 
in Israel. Where such ,courses could be counted on the fingers of one hand in the '80s, today they 
number over 130. This welcome development is evidence, among other things, of a notable 
multicultural trend in Israeli society. It is related to the way in which local youngsters today are 
drawn to, and even identify with, pop and popular music and the music of the different cultures in 
the country. Many of the coordinators of the new high school music majors have followed the 
increased involvement of teenagers in popular and ethnic music with interest as it has enabled them 
to open their doors to any youngster with an affinity for the music world. This has often been 
accompanied by considerable flexibility in regard to entrance reguirements. Thus, in responding to 
the mechanism of supply and demand, high school musk departments have, for the first time, 
added musical content relating to pop music, ethnic Israeli music, and world music to the 
traditional curriculum of western music. 

The short history of the growing nUPlber of high school music majors reveals, above all, 
sensitivity to the environme~~ factor (the neighborhood, t()wn, city, village, or kibbutz). This 
can be seen to have a determlmng effect on the particulars of each course, which is designed with 
an eye to the population at which it is aimed 

Thus, while the national matriculation exams in all other subjects are the same for all Israeli 
students w!terever they may study, the music. exams are set by the course coordinators, written by 
them to SUit the background,level, and teaching methods of each class. (On the whole, the national 
inspectorate responsible for music education has approved these exams in their entirety.) 
Moreover, the faculty of established music departments is composed of musicologists, theorists, 
performing artists, and composers whose expertise lies mainly in classical western music. In 
contrast, the growth of music classes over the past decade has made it necessary to enlarge the staff 
by adding artists from the realm of ethnic and pop music who can offer a curriculum suited to the 
"muti-musical" fabric that has evolved among teenagers. 

The attempt to equate the traditional curriculum, with its emphasis on familiarity with and 
performance of classical western music, with the new contents involving knowledge of Israeli and 
music of the world, has created complex problems that demand unconventional answers and 
creative solutions, as does any multi-culturaljssue. The relative status of classical western 
compositions and non-western music is a subject of debate, for example, whenever it becomes 
necessary to organize courses relating to pop or ethnic Israeli music into "proper" disciplines for 
internal and external examinations. In this new and complex reality, the heads of the high schools' 
music majors have been taking on the role of pioneers charged with creating an altered or novel 
"product" As they do this, they are compelled to pay sensitive heed to accepted concepts such as 
"achievements" and "outcomes," which, as we know, are not absolutes. Indeed, the degree of 
their relevance is not necessarily the same across different musical cultures. . 

Moreover, for purposes of external examinations, the evaluation scale for students' 
achievements from schools on different levels of knowledge and performance has been determined 
in accordance with the admission requirements and particular features of each high school music 
major. Without a doubt, the question of relative evaluation, or relative grade, for students from 

different schools again raises one of the most outstanding and controversial educational criteria in a 
pluralistic multi-cultural society - the issue of difference within unity. , 

The short history of the introduction of high school music majors also bears a certain 
resemblance to an episode of history unique to Israel. Known as the Stockade and To~ver 
Operation, it refers to the raising of 52 Jewish agricultural settlements before the establIshment of 
the State of Israel (1948). The work was done late at night, far from the eyes of the soldiers of the 
ruling British Mandate. Each settlement had to be thrown up overnight in order to create facts on 
the ground in rural areas remote from the urban Jewish centers. All the other matters and problems 
that required urgent solutions (economic and social organization, guard duty and defense, etc.) 
were put off, to be dealt with only after the physical structure was erected. 

The proliferation of high school music majors in Israel over a relatively short period 
similarly displays the signs of an operation undertaken with prodigious energy and a pioneering 
spirit. First the course had to be set up, the music major established as a fact on the ground with 
wide appeal, and initial budgets obtained from the authorities. Only later did it become possible to 
deal with all the other issues that demanded attention, such as defining objectives, constructing a 
curriculum, designing the various disciplines and syllabi, determining levels and study groups, 
hiring the necessary staff, etc. It is therefore not surprising that it was only after these courses had 
been up and running for two or three years, that the heads of the music departments at the high 
schools began to feel the need to reflect on their ideology and policies, and the manner in which 
these were to be implemented. ' 

In this process of reflection, the ,heads of the high school music majors found themselves 
isolated, sorely lacking in professional and emotional interaction in all aspects of their work. 
Suddenly, the most elementary questions were being raised: What kind of a course have I 
established? What kind of course would I like to see?, How will the course contribute to the 
students' musical character? What connection will the graduates have with the musical reality 
around them? Will they influence their community by means of the images they have created for 
themselves during the courses? Will they have to make compromises? Will the community 
challenge their activities? Does the course equip them to deal with such a challenge? Along with 
these questions, there were also the inevitable issues of financial, budgetary, and organizational 
resources typical of any young institution, newly established and forced to operate on a rather 
modest economic footing. 

As they sought to formulate some sort of personal, public, or community credo, defining 
the goals and objectives toward which they were working, the teachers felt the urge to cast an eye 
at what was happening nearby, in the other 129 high school music majors. ,Undoubtedly, other 
coordinators were feeling the same needs, and perhaps also the same sense of isolation. It was at 
this stage in the process that the Academy of Music Ed~cation at the Levinsky College became a 
major force for interaction. . 

The interaction between the Academy of Music Education and the heads of the young high 
school music majors compelled to deal with all the questions outlined above .sp~g from a !leed on 
both sides: the high school coordinators were interested in an active productive dialogue With th~ 
teachers and instructors of the Levinsky Academy of Music Education, and the ~cademy of MUSIC 
Education required the cooperation of the heads of the high school departments In order to arrange 
practical experience for their students. . . ., 

This may be the place for a brief description of the cow:;e for Jumor and ~e~or .hlg.h s~hool 
music education at the Academy of Music Education. It is the first and only publIc. institution In . 

Israel that trains music teachers for all age levels and disci~lines. The course for high sChO?I ~USIC 
teachers, however, was only developed in the last decade, In respon~e to what was happemng In 

the field. In the wake of the two parallel processes, the one in the field and the other at the 
Academy of Music Education at the Levinsky College, a trai.nin~ program for pra.ctice teaching in 
the high schools was gradually constructed under my coordl.natlon. . , 

, In establishing such a program, I was forced to consider a large number of Issues relatlng 
both to the college music education course and to the high school departments, the latter the same 
issues that the coordinators of the new high school music majors had previously been dealing with 
on their own. Out of a shared concern for the need to provide solutions to a variety of problems, I 



had the idea of setting up a Forum for the Study and Discussion of Topics in High School Music 
Education. 

First Project: 
The Forum For The Study And Discussion Of Topics In High School 

Music Education And Projection On The Community 
The Forum has been in existence since 1993, and has already produced valuable results on 

three levels: 

Training: In-service training courses for collective study have been organized, where the staff 
of the high school departments and our Department of Music Education come together to discuss 
any and all issues and problems raised by the high school teacheJ.'S. The g~o~p ~eets ?nce a .. 
month. The course has been approved by the Ministry of Education as offiCial m-servlce trrumng, 
awarding points for bonus pay to the participants. 

Operative Level: Teaching units for music majors have been written by the high school teachers 
for their own courses, under my guidance, in order to provide a vital solution to the virtual lack of 
text books in the field. The diversity of the units formulated indicates interest in a variety of 
subjects on. different levels of knowledge and experience, in accordance with the student 
population of each course. 

Experiential Level: An annual Music Majors Day is held at the Levinsky Academy of Music 
Education. The high school students and teachers gather for a concert at which various ensembles 
from the music majors themselves perform. In addition, they take part in a diverse series of 
workshops led by senior faculty members of our Music Education Department. Music Majors Day 
has become a highly festive occasion offering another opportunity, this time on the experiential 
level, for stimulating dynamic interaction between: high school music majors (some 500 in 
number), who get to meet students from other schools and find out what they have in common and 
how they differ; the students of the Academy of Music Education, who try their hand at practice 
teaching every week before the same high school students gather together on this festive day; and 
the coordinators and staff of the high school music departments and of our Dept. of Music 

. Education, who can compare notes and learn what their colleagues are doing. This natural 
spontaneous comparison is made possible by the opportunity to witness the ensembles that 
perform and by the workshops led by our Music Education Department, where the students 
participating always come from different schools. 

Without question, the multi-cultural appreciation of music, a product of learning about 
others, is given concrete form in the Music Majors Day through the "many voices," in every sense 
of the word, heard at this encounter. It is also brought to bear by recognizing the strengths and 
weaknesses of the various levels of knowledge and performance revealed by the youngsters both 
in the concerts and in the mixed groups in the workshops. 

It should come as no surprise that one of the topics of discussion in the Forum concerns the 
relative status of classical western music and popular ethnic non-western music. The issue 
encompasses factors of time, intensity, and demand as variables in the different repertoires typical 
of Israeli and international cultures. In addition, attitudes toward teaching methods and student 
evaluation also.appear to differ in.Iine with the various m~sical repertoires. That is to say that the 
effort, expectations and demands mvolved, for example, m the performance of a Mozart string 
quartet differ from those r~uired for any work of JX?P music. !hese are just some of the questions 
on the road to our most basiC concern - the construCtion of cumcula for the study of music in high 
school and for the training of music teachers. 

Rethinking the curriculum for high school music majors can tum the school into an 
institution of cultural mediation, a meeting place for differ~nt tradi~ons appealing both to the 
positivistic concept of knowledge and to the world of feelings, beliefs, and aesthetics. Expanding 
the curriculum would, in essence, be an expression of the emergence of alternative rationales, 

generating learning processes that the student would experience in the most profound manner, with 
a se~se of commitment and a probing critical approach to the knowledge, information, and tools 
req~lred. If ~d when the student acquires the ability to trace dynamic mutual relations between the 
vanous mUSical traditions and cultures, there will be a call for a serious, penetrating, and 
responsible discussion of issues stich as the "insubstantiality" attributed to pop or ethnic music as 
compared to the prodigious knowledge and effort demanded for the performance of a Mozart 
quartet. 

If a curriculum is defined as the product of a dynamic, evolving process in which the 
material suitable for teaching and learning is delineated, then today there is a need for serious 
reflection in order to reconstruct it for a multi-cultural society in which different branches of 
know~edge and content are woven together into a "polyphonic" composition. It is doubtful if we 
can still employ a curriculum organized by separate, distinct subjects alone, or one based on 
learning only the theoretical aspects of different musical cultures. 

Second Project: 
Intergenerational Music Encounters : Mini- Concerts by High School 

MusicMajors Students for Local Kindergarten Students 
An additional community perspective has been introduced during the past year by several 

members of the Forum. It is a project in which high school music majors offer a series of musical 
encounters and mini-concerts to the kindergartens in the neighborhood in which they live or learn. 
It goes without saying that many of the high school music departments recruit their students for 
performances in various community institutions and at official ceremonies organized by the local 
authorities, senior citizens homes, boarding schools, etc. This time, however, a different approach 
was decided on. Once every three weeks, a,s part of the community service demanded of every 
Israeli high school student, small ensembles would present a carefully constructed musical 
program to the kindergarten children. 

In each district, high school music departments and groups of kindergartens in which 
student teachers of our college are doing their practice teaching were chosen. Over the course of 
the year, these kindergartens take part in three different musical encounters where they hear and 
learn about an instrumental chamber ensemble, a vocal ensemble, and a performance of non
western music. A team of instructors and moderators was set up to decide on the repertoires and 
moderate the musical encounters, as well as to prepare the kindergarten children in advance. 

Thus, both the circle of performers and audience is being expanded. At the same time, a 
dynamic picture is emerging in which very young children, kindergartners, teenage music 
students, the coordinators of high school music majors, and the student teachers are all taking part 
in a welcome cultural community activity. The main emphasis of this stimulating enterprise is on 
maintaining high standards in constructing the repertoire, in demanding a respectable level of 
performance, and in carefully devising the program to prepare the kindergarten children for the 
encounters themselves. The presence of student teachers, both in the high schools and in the 
kindergartens, enables them to be involved at every stage of the process. 

The project can be expected to be of value on three levels: to create a future audience of 
sensitive music lovers and performers, making them potential consumers of musical art in their 
community, and to enable an intergenerational meeting between young performers (from the high 
school), an even younger audience (from the kindergarten) and the student teachers (from the 
Academy of Music Education) 

For the young listeners, this encounter produced a sense of identification with the 
performers (mediating between the kindergarten students and the world of music) and the idea that 
"I too can play and sing some day." 

For the performers, this encounter produced an awareness of their potential impact on 
future musicians, a strengthening commitment to society and community, and the challenge of 
raising their level of performance in anticipation of the concert. 
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And for the student teachers this encounter made it possible to observe, to practice and to 
discuss at all stages of the project, i~volving them with all levels of participants, from kindergarten 
studen~ to college advisors. The handling of the entire project by student t~~hers of ou~ Academy 
of MUSIC Education will undoubtedly assist them as "music agents" and declslOn make~s m the near 
future in all aspects of educational music institution policy and its links to the co~mumty. 

. Since February of this year, our Department has had a strategic collaborat~o~ ~weement 
~lth the Israel Philharmonic Orchestra to promote new audiences. The .welcome mltlative w.as 
given concrete fonn within a very short time, so that by March, those kindergarten students m the 
concert project had already been invited to two orchestra events: 

First event: Israel Philharmonic Orchestra dress rehearsal of the first movement of the 
Brandenburg Concerto no. I, by J.S. Bach, lasting 15 minutes. This event took place in the 
orchestra's auditorium, attended only by kindergarten classes in the project. . 

Second event: Perfonnance of the Saint - Saens, Les Camaval des allimaux, with the music 
narrated by an actor. 

Before each of the events, several orchestra members paid a visit to the kindergartens, 
during which they introduced to the children instruments not usually played by the high school 
students who perfonn for them, such as the double bass, bassoon, or oboe. 

This project enjoys the collaboration and funding of a number of bodies including: our 
Academy, which provided partial funding for the planning stages of the project and for advisors 
and animators; the local authorities and their culture and education departments, which covered the 
expenses of the moderators' preliminary arrangements and the travel costs of the high school 
stud<:nts perfonning for the kindergartens; the Ministry of Education, which offers bonus pay to 
the ~nderg~en and high school teachers for their participation in the preparations for each 
meetmg, mtm- concerts and concerts; and the Education Department of the Israel Philharmonic 
Orchestra, which initiated two preliminary activities, the dress rehearsal, and the concert at no 
charge to the children. 

. Thes~ projects, and man~ others like them, ~e.the product of joint efforts involving the 
entire educational system. At a time when we are stnvmg to fonnulate a "multicultural credo" for 
music education in Israel, there can be no doubt that the stimulating fabric of interrelations between 
all the bodies ~entioned is capable o.f generati~g change. This will be reflected in the rethinking of 
the school .cumcula, and, above all, tn the musl~ agenda of the community. 

This paper has presented a number of projects born out of the needs distress and ideals 
of m~sic ~chers seeking. a way to bridge the g~ps between music educatio~ in the fi~ld (in this 
case, m high school and kindergarten), the multi-cultural community, and the academic institution 
responsible for training music teachers, the future "agents" of the music world in their 
communities. This.open and ongoing dial?g~e exten~s beyon~ the borders of the schools, striving 
to touch, and even mfluence, the commumty tn a deSire to continue to deal with and present the 
high standards, both universal and particular, of Musica Viva 

Abstract 

Bridging the Gap -- Community and 
Institutional Music 

David Lines 

. In thi ~ paper, the author develops a strategy and framework to critique institutionalised 
musIc education and suggest avenues of change. An analysis of some features of local music 
crea~es a supportive framework to view ideas of musical meaning and pedagogy. In particular, 
SpeCial features of local music making are used to compare with institutional music education in 
New Zealand. It is suggested that institutions such as primary schools consider the notions of 
style,. power, desire and difference in music and the way they collectively reflect local cultural 
practice. In conclusion, some insights are offered to help "bridge the gap" between institutional 
and community music. 

I am a music educator in a university and also a gigging musician in several Auckland 
bands. This puts me in a unique situation as I live in a sometimes strange double musical world 
where experiences and expectations differ. The position that I find myself in has provided me with 
some interesting insights into both institutional and community music environments and the 
possible ways in which each can infonn the other. As a music educator, I reflect on the gig 
experience and vice versa. This paper is a reflection on my own pedagogy and an exploration of 
ways in which institutional music education can gain from the obvious reality and immediacy of 
music in other worlds. 

My life as a gigging musician is ever increasing and I have to work hard at maintaining a 
balan~e betwee~ it and my teaching work. This work is important to me as it provides a chance to 
expene.nce mUSical communication on many levels. Being a jazz musician (who also plays popular 
styles) IS also a wonderfully engaging occupation. It involves profound active thinking (Elliott, 
1995), physical/artistic response (Best, 1993), memory in action, spontaneous improvisation and 
instant timbrel/stxlis.tic decisi?n making as pieces unfold (Berliner, 1994). I enjoy these challenges 
and a three hour gig mvolves mtense concentration whilst still maintaining a level of audience 
communication. In some ways this is similar to giving a responsive lecture. at university where 
there has to be a balance between the quality of delivery and a response to the needs and thinking 
of the students. 

. In the context of a gig, the music relates to the audience in many different ways. Some . 
pasSively let it wash over them, as they are busy with talk and interaction. I have found however 
that the music does have an affect on these people. It relaxes and soothes some, and invigorates 
others, depending on the context in which they relate to the sound or style of the music at hand. 
Others are more actively involved, listening and watching the perfonnance and allowing 
themselves to be moved by the music in a more engaged way. Naturally, the band appreciates this 
latter type of listener and smiles and interaction abound. The acute skill of "reading an audience" 
is one of the essential arts of a good gigging musician who is able to use the human qualities of the 
perfonnance and the music itself to move a crowd. When successful this can be very rewarding. 
Every seasoned perfonner knows that it is human interaction factors that can really reach an 
audience. 

The Institution 
The natural musical interactions of a gig can be far removed from the day to day experience 

of institutional music learning. In New Zealand for instance, 10 years of refonn has brought with 
it a new set of curricula agendas. These new curricula tend to be more prescriptive, rational, 
unif onnl y f onnatted, functional, linear and more orientated towards economic goals than before. 
The result of this, in many cases, is an overriding technical conception of the curriculum at the 
school level which doesn't mix well with the multi-layered and contextual nature of music teaching 
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and learning. As in other Western countries, issues of-accountability and technical assessment 
have also profoundly influenced New Zealand schools. 

It is commonly viewed that New Right ideological agendas in education have marginalised 
the Arts (they are considered non-vocational) (Mansfield, 1997) and there is now a greater focus 
on a more technocratic delivery of computing, numeracy and reading skills. These agendas and an 
underlying implicit hierarchy in the curriculum, put music low in the priorities of many (i .e. 
something that can be done outside the school environment etc.). This leaves music hanging on 
tentatively in the timetable and in the eyes of some teachers. In such an environment, music in 
some institutions (e.g. primary schools), has developed a series of undesirable features, including: 

- Very little music (often the case in schools - either it is too hard, not important enough or there is 
not enough time). 

- The music is taught in a detached fashion. 

- ~he elements (rhytlun, harmony, and melody) are separated and examined as artifacts as if they 
eXIsted apart from each other. . 

- Specific repertoires, alien to the musical worlds of children, are imposed providing students with 
an implicit musical image of "universal truth." 

- Music that is unique to the culture and pedagogy of the school is developed and performed but 
remains alien to musical worlds outside it. ' 

- An emphasis on individualism in music favoring the extremely talented. 

- Little reflective practice. 

Th~ above featu~s arise out of a ?ultural ~d ideological ethos in which the meaning, 
understanding and value In the local musIc expenence has not been articulated. In addition music 
is not s~en as a. re~ecti~n of l~ c~~un~ty, more as a subject with an imposed set of rul~s and 
re~rtOlre. InstItutIonalized. and indiVidualized music programmes of this nature foster poor 
attItudes about school musIc. The work becomes music of compliance, music you have to do 
because the school says so. This can be a difficult notion for a child to come to terms with 
because music is associated with so much freedom in the influential media and pop world and 
other selected areas outside the school. 

A Different Model 
. If our experience of institutional music has been somewhat unsatisfactory, then we need to 

begm to find a conceptual framework that addresses the concerns of a negative music institution. 
If individualism is a prime concern, then the notion of community in music is an obvious 
altem.ati.ve. But the idea of community is complex and.h~ many meanings and political 
assocIatIons. We should be careful not to over-romantIcize our understanding of community and 
i~nore the ne~tive ~pec~ that can emerge in social life, particularly in relation to cultural 
dlfference~. With this ~n mind! and the need to find a useful theoretical framework, I examined my 
own work In communIty mUSIC, poststructural and community theory (Peters, 1999, Peters and 
Marshall, 1996, Plant, 1974). Four themes emerged that challenge institutional music learning in a 
culture of compliance, conformity and strict curricula. 

. Within a freer community situation of music making and responding, people engage in 
questIons of: 
1. Style -- i.e. a musical discourse, which is understood and shared. Musical styles form an 
area of mutual un~ers~ding .between rolk .during th~ process of actiye music making. We get to 
know about the Wider discursive and hlstoncal meanings embedded In the music by playing, 
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listening, experiencing, talking and researching. This adds to the fascination of the music itself and 
enhances further experiences. 
2 • Power -- in a positive sense, the shifting and negotiating of musical meaning which carries 
the ability to challenge and change universal truths, status, and educational dimensions, and 
stimulate our imagination. 
3. Desire -- the will to create/playllisten to music, and have an interest in it and its associated 
meanings. In an institution of musical compliance, personal desire can be ignored and other forces 
can dictate the nature of the curriculum. 
4. Difference -- the ability to acknowledge differences in musical method, styles, techniques, 
expression, culture and knowledge. Being open to musical difference may involve more use of our 
imagination as dominant views are challenged. 

Each of these four themes contributes to dynamic interplay in the music world. They form 
threads in the music of our local connections in families, homes, pubs, music groups and 
community groups. More particularly, they may help us begin to transform our understanding of 
the possibilities of new music work in institutions. Here are some reflections and examples of 
these concepts in my own local musical world. 

Style . 
One of the best ways in which I can reflect on style is through my work in bands. Work in 

jazzJrock/pop bands in Auckland's pubs and clubs requires local musicians and audiences to 
engage in shared meanings inherent in these styles. As band members continue to experience 
styles and cross styles in action, they develop spheres of active understanding in areas such as : 

Grooves: Players in the band intuitively understand what a "groove" is and its role in the 
overall impact of a performed piece. This involves the drummer and bass player "locking" into a 
shared repetitive groove, which is rhythmically connected. Understanding grooves in action 
involves lots of listening and responding to different patterns over time and associating them with 
expressive and sensuous meaning. 

Inner Hearing in Action: Active listening during performance is very important in the inner 
workings of the band. Players need to be able to audiate shifts (melodic, rhythmic, and harmonic) 
instantly during the process of performing (e.g. for the purpose of establishing grooves and shifts 
in expression in performance). You need to respond instantly to musical "calls" from other 
players. 

Improvisation: A skill, that is practiced and mastered, especially during performance. 
Extended solo sections require a combination of relaxation and focus states, which involve being 
aware of both spontaneous performance action and audience response. 

Audience Communication: Band members and audiences are aware of the casual and 
interactive side to jazz/rock/pop musical performances. A general "openness" to an audience 
through body language, responding, giving feedback, involvement, talk, eye contact, dance, 
humor and music content are all a part of style in these musical discourses. The human 
connections formed by these actions allow for other layers of musical meaning to emerge in the 
performance moment. 

Contextual Meaning: Recent opportunities to learn about African American themes and 
expression in jazz and blues have transformed my playing. A performer's confidence and sense of 
artistic empowerment is enhanced with a greater awareness of meaning. New layers of meaning 
can provide new artistic insights. 

Power 
Embedded in music activities (composed, improvised and performed) are expressions of 

human worth. The notion of power becomes part of the discourse. As always, power can be used 
positively or negatively. The negotiation and interplay of musical meaning can have a profound 
affect on a musical situation. 

This was clearly demonstrated at a recent wedding function where one of my bands 
played. In the first set, the band played well but the crowd seemed untainted by the music and 



appeared to virtually ignore it. Then a couple of significant events happened. Firstly, an elderly . 
lady asked if we knew the old standard "As Time Goes By." Band m~.mbers ~ru?1bl~d under t~elr 
breath for some did not know the tune and this was a far cry from the cool aCid Jazz we had Just 
~en playing. I came to the rescue and began playing it on the pi~o. ,!,he old. lady's face. 
Immediately lit up and several others turned to the band for the fIrSt time. This was our fl~st . 
"human" interaction with the crowd. Following this, the bride's younger son ~ppeared wIth hiS 
blues harmonica. We played a raunchy blues number for him to solo over. ThiS completely won 
the crowd over. For the rest of the night it did not matter what we played, we were "the greatest" 
as far as the wedding participants were concerned. 

This example displays an important fact about music. It is a social art and is tie~ up with all 
kinds of ways in which humans negotiate meaning and interact with each other. It provides a 
context for human interaction and expression of all kinds, including dancing, feelings, fun, 
togetherness, romance, meditation, "coolness," style, fashion, or just thinking about music itself. 
The sharing of music is an expression of personal worth and meaning. In this sense, it allows all 
participating members to find a "voice." Recognizing the need to shift "musical meaning" in 
performing and teaching can be strategy of musical communication. The use of power in musical 
interaction can be a subtle tool for the music teacher. The way the band accepted and adapted to 
our harmonica "visitor" in our gig, represented a shift in positive power relations. 

Desire 
I recently carried out a study of how children relate to music and describe their music 

worlds. Ninety of my primary graduate teacher trainees visited Auckland schools as part of an 
internal assignment. In a generic interview situation, each student talked to primary age children 
about music in their life, what they did with it (e.g. dance/play/sing, with whom, what they 
remembered about music in their very early childhood etc). Generally responses were consistent 
in that there seemed to be a profound difference in perception between music at home or in the 
community and music at school. Music at home was nearly always viewed in relation to fun and 
having·a good time dancing and singing with Mum and Dad or close friends. In other words, it 
surfaced as a natural desire and interest activity. Popular music was the main area of interest and 
was listened to by the whole family, including so called "musical" children or people from diverse 
cultures. . 

In contrast, the informal interviews revealed that school music was often viewed 
negatively. School music can be boring, songs are sung in styles unfamiliar to children, many 
teachers don't appear to "read" what music means to the children in their Classes and lessons are 
often wasted on unhelpful music worksheets These lessons do not nurture or create a sense of 
desire in children to do music. In fact, this environment is more likely to perpetuate a sense of 
artistic neutrality. A recent Education Review Office report (1995) also confirmed this view. 
According to the report, only 33% of New Zealand primary schools. had any sort of effective 
music programme and there was criticism of the amount of "window dressing." 

A natural feature of enjoying music in the community/home is the element of freedom and 
desire. Children can choose a CD to play, what pop group they like this week, or how they want 
to move/dance to a particular sound. Educational institutions need to recognize the importance of 
desire and interest when it comes to music. Music is not easily boxed or "straigh.tjacketed" and if 
people don't like a "sound," they will choose not to listen. 

Ever since we were babies, our parents sang to us and gave music a natural status. Parents 
are strong musical role models and of course media pop stars are too. These models generate 
motivation and interest in music. For those who choose (or are wealthy enough), private music 
lessons provide children with instrumental skills they can enjoy for the rest of their lives. Children 
love the active involvement of music, be it singing, dancing, active listening or playing 
instruments. 

Difference 
One of the problems of conformist music education is that students may only get to 

experience one type of music and music pedagogy. Music can become a very colonial activity 
where difference is frowned on or at best ignored. But it doesn't have to be that way. A good 
example of local difference in music is the sharing during a Maori powhiri (greeting ceremony) on 
a marae. The ceremony begins with the home whanau speaking and then singing a "waiata." The 
"visitors" are then expected to respond in the same manner. Here, your cultural heritage is 
instantly revealed to yourself as you furiously search your mind for a song!! The main point is that 
the differences are listened to and accepted during the exchange process. After the formal 
proceedings of the powhiri, both groups interact and continue on at a more personal level. There 
are lessons to be learned in the careful expression of intercultural difference. 

Some locals fail to recognize and value difference in music. Many homes only listen to one 
type of music (sometimes none). The impact of the commercial music world and the sameness of 
musical commodities are noticeable trends. When rampant commercialism gives rise to musical 
blandness, personal responses to musical meaning can be limited. The children from these homes 
need school music experiences that challenge and transform their worldview of music and cultural 
difference. . 

Bridging the Gap 
The local music examples and the four concepts represent natural angles in which people 

engage in and understand music together. The concepts draw out part of the character and essence 
of local cultural practice. Because the four concepts begin to tease out embedded meanings in our 
music, they can be used as empowering ideas which (when recognized) help us harness our 
creative and artistic meaning. We should be aware of the power of our art and the way it can be 
used to change local culture, institutions and the educational practices carried out within them. 

Collectively these examples are a small sample of the local musical practicesto which I have 
been connected. In important ways, however, they are special. Firstly, the examples represent 
some of the "voices" of local cultural practices that contrast with the "canons" of overwhelming 
institutional structures. Secondly, the musics reflect a contrasting pattern of human expression. 
The jazz music of my band was born in African American society of oppression, struggle, human 
character and strength. The "pop" music of the young reflects the desires of a youth culture in 
today's media driven society. The Maori music practice comes from a cultural minority where 
music has spiritual meaning in a way that is quite different from the music of a dominant culture. 
The local richness is there, in the practices, yet we continue to detach ourselves from the music of 
our lessons in school and in the universal curriculum. 

Thirdly, the examples direct us to a personal pedagogy. This pedagogy is based on 
musical action in the wider sense. Teaching can be a philosophy in action, and the music teacher a 
worker of culture. Our pedagogy can be our philosophy; the act of doing influences the cultural 
change and position our art represents. In the above examples, the interchange of meaning and 
musical action are fluid and controlled. They are managed through artistic reflection and action. 
They provide us with a potential model for the pedagogy of the self in music in schools and other 
institutions. 

What Can A School Take From These Ideas? 

• Exploration of local musics. For instance, investigations about music and exploring cultural 
diversity in music. Develop a sharing protocol as in the Maori example. Shaping and responding to 
local music 

• Learning instruments. Build a programme that nurtures these active activities. These sorts of 
opportunities help create a culture of desire. Include modern contexts. Bring in community 
musicians to teach them. 
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• Create and nurture desire with role models, e.g. parents, community musicians, special local 
teachers. 

• Engaging music with other activities, e.g. dance, fun, c~lebrations, t~eI?es, stories, productions. 
The exploration of meaning and music is a fundamentally ImJX?rtant ac.tlVlty ~d opens up 
opportunities for people to negotiate power/meaning through different interactIOn. 

• Using contemporary aural approaches to learning and responding. 

• Use pop music in a more creative and accepting way. How? ... by bringing med~a into the 
classroom, studying role models lives (pop artists), using some pop songs, creating dances, group 
responses to songs. Searching for quality and meaning in pop repertoire. 

• Empowering children through music by introducing composition and improvisation into the 
curriculum. Children should have opportunities to create artistic meaning, accept and embrace 
musical difference, foster musical interests (by getting sound ideas from all sorts of places), see the 
need for themselves to build performance skills, and use group composition as a unique way of 
learning and sharing ideas in a sound medium. 

Paradoxically, it is music that.can bring a context to learning that is otherwise missing in 
other pursuits. Music's place in recreation and community / home life can be viewed as a strength 
as it can be a connection to a child's life learning through genuine interest and motivation. Music 
can also be a political instrument of change and a vehicle of power and meaning. It is a unique 
and valued way of thinking, a prized" intellectual pursuit and a powerful way of learning abOUl 
multicultural contexts. In order to get people actively involved in music, (e.g. learning 
instruments, singing, composing, improvising, performing in meaningful contexts) music 
educators should seek to understand the meanings and contexts of local music and bring them 
back to a central place in education. 
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An Exploration Of Social Capital As It Is 
Evidenced In Successful 

Community / Institutional Collaboration 

Monte H. Mumford 

This paper explores and outlines a unique community music programme's succes~ful 
contribution to the "social capital" stock of a major regional centre. For the purpose of this study, 
general definitions and descriptions of the terms "community" and "social capital" (e.g. Paxton, 
1999; Putnam, 1998; Falk & Harrison, 1998) will be examined and the programme's 
achievements in developing and producing social capital shall be reviewed. 

The paper outlines the history and progress of the programme's collaborative relationship 
with a regional tertiary institution and its surrounding community. It also highlights the wide. range 
of possibilities, opportunities and the considerable scope for social capital developm~nt proVided 
by community music programmes in general. Moreover, plans, methods and strategies us~ for 
creating, developing and maintaining productive, collaborative relationships between a tertiary 
institution and its community are presented for consideration. As "community" and "social capi~I" 
are major focus points for this paper, it is essential to establish concise definitions of these terms m 
relationship to this unique programme's contribution. 

The term "community" can have various meanings, which are in turn dependent on several 
contextual factors. For instance, Gamble (1999) believes the term can represent a group of people 
who live and work in a particular geographical area. However, many writers suggest that the term 
community more importantly represents groups of people who share common interests, beliefs, 
social position, racial or national identity, employment, education, hobbies, obligations and/or 
convictions, regardless of geographic proximity, (Cahill, 1998; Falk & Harrison, 1998): A further 
consideration in describing community is the concurrent membership nature of community, 
reflecting that people can often hold membership.in several communities simultaneo~sly, thus. 
bringing further collaborative possibilities. Music making itself brings special mearung to the Idea 
of community. Cahill (1998) points out that community music making often brings people of 
different ages and backgrounds together for the purpose of artistic endeavor, creating unique 
communities within themselves. . 

Participation in a music ensemble inherently requires an array of communication.skill~, 
both verbal and non-verbal, for effective performance. Music ensembles, because of their uruque 
social connections and technical demands with shared experiences, can become micro 
communities, with great potential for developing social capital. Egan (1989) ~serts that cOI?munal 
music making can be used as a tool to aid in one's social devel~pment by se~mg as a ~utiful and 
significant unifying factor. By bringing together people from different ethnic, econ~mlc and 
intellectual groups to share a common experience, music can promote an understandm~ and 
appreciation for the spiritual values of all people. By actively participa~ng in ~ fi~l~ of I~terest as 
well as submitting to the mental discipline required in the stud~ of ~~IC, the mdlvl~ualls better 
equipped to meet the obligations and needs of society as an active Citizen, a responSible adult and a 
directed human being (Egan, 1989, p. 91). . . . 

Social capital, frequently considered a major by-product of commuru~es, IS ~ot a new 
concept. Falk, Harrison & Kilpatrick (1998) point out ~~t the ~ncel?t of SOCial caPital h~ been 
under consideration since the late 19th century. Recogrution of Its eXistence can be found In the 
writings of Silverman (1935) and O'Conner (1973). . 

However, Paxton (1999) states that the concept o~ social capital w~ not. tru~y conside~ or 
appreciated in terms of community outcomes until champIOned by two SOCial S<;lentists, Bourcheu 
(1983) and Coleman (1988, 1990). Paxton (1999) quotes Bourdieu's definitive perception: 



Social capital is the aggregate of the actual or P9~en~al ~esou~ces whic.h are .linked to 
possession of a durable network of more or less InStltutlonallz~d.relatlOnshlps of mutual 
acquaintance and recognition-or in other words, to membership In a group. 
(Bourdieu,1983, p. 248, in Paxton, 1999, pp. 91-~) .. . . . 
Paxton (1999), in her search for a more comprehensive def~rutlOn o.f SOCial ca~ltal, agrees 

with Bourdieu. She observes that social capital involves transfon~llng ~ontIngent relations, such as 
those of neighborhood, the workplace, or even kinship, into relatIonships ~hat are at o.nce 
necessary and elective, implying durable obligations subjectively felt (feelIngs of gratitude, respect, 
friendship, etc.) (Bourdieu, 1983, pp. 249-250, in Paxton, 1999, p. 92). . . 

Music ensemble members can experience, through the shared process of musI~ making, a 
special sense of community or family. Musical ensembles require their members ~o gain and share 
many common experiences and knowledge to function successfull~. ~uch. expen~nces and 
knowledge include specialist training on a musical instrument, Spec~allZed instructIOn and l~nguage 
acquisition, mutual emotions including those of frustration and elation, and personal commitment. 
The members are dependent on one another for both their individual and communal ~uccel!s . 
However, they are also limited in their pursuit of excellence by the weakest men:tber In .thelr . 
ensemble. This kind of community has great potential for building and developing social caPital. 
Kilpatrick, Bell and Falk (1998) support this fact when they allude to Putnam's (1993) work on 
the Prosperous Community, stating: "Putnam (1993) suggests that social capital in the form of 
networks, norms and trust, facilitates cooperation for mutual benefit (p.2). 

Community music programmes do create opportunities for the building of networks, norms 
and trust by the very needs and nature of communal music making. Indeed it is impossible to 
successfully perform music without them. Nevertheless, within music communities there is 
always potential for tunnel vision mentality. Musicians often overlook the organizational needs of 
their ensembles. Too often there is a lack of awareness as to the potential that lies hidden in 
communities. Community spirit becomes all-important within a regional community music 
programme when it is confronted by its organizational needs. Volunteers within the programme 
with specialized skills and networks are prepared to take on important jobs such as equipment 
manager, publicity officer or librarian when the burden is shared with the general community. This 
is a common occurrence in community music programmes across Australia. Falk and Harrison 
(1998) believe that regional communities are generally unaware of the latent potential they hold in 
both resources and facilities. They assert that the term social capital reflects 

... social organization, and productive synergy underpinning community "spirit". Strong 
traditions, networks, norms, and trust are areas characteristic of community spirit. Besides 
these characteristics there is reason to believe an informal learning network, not often 
recognized as such, operates to achieve that spirit. (1998, p. 609) 
Paxton (1999) succinctly divides social capital into two broad sections reflecting the quality 

(trust) and quantity (associations) developed in and through interactive relationships commonly 
found within communities. In summary then, social capital can be seen as both a process of 
building strong communities and also a product produced by strong communities. Trust becomes 
a catalyst in building community while associations established through trust maintain the 
community. These two elements can be clearly observed in operation within successful music 
communities. 

Throughout the following narrative of the history and description of a successful 
community music programme model, the accumulation and dispersal of social capital will often be 
reflected through its varied achievements. The University of Tasmania Community Music 
Progiamme (UTCMP) inherentl y contains many of the above ingredients necessary for the 
generation of social capital. Indeed, the process of communal music making often provides an 
excellent environment where both trust and associations become essential ingredients for providing 
a successful, rewarding and inspiring experience (Egan, 1989). Music, through its intrinsic 
cooperative nature as a creative, contributive art form, often provides opportunities for the 
development and. distribution of social capital. These include collaho.rative learning activi.ties, 
networking, shanng of knowledge and common resources, cooperation for mutual benefit, 
provision for community service and personal fulfillment (Kilpatrick, Bell and Falk, 1998). 

The University of Tasmania Community Music Programme (UTCMP) has experienced 
many .successe~ through its collective community efforts over the past fifteen years. It has 
establIshed an Important precedent for ways in which regional universities and their communities 
may co~plement and support one another in reaching mutual goals of education, personal and 
professl?nal development and fulfillment. The Programme has also assisted members in 
developlI~g a. C?mmunal ~ens~ of self worth within the general community as they find their ability 
to make slgruflcant contnbutlOns regarded as valued and important to the Programme as well as to 
the community at large. 

A Brief History 
.In 19~ I arrived on the Launceston campus of the then Tasmanian College of Advanced 

Education, taking ~p a music lecturer position in the Centre for Performing Arts (CPA). The 
Centre offered a Diploma of Music, and provided "service teaching" for the Faculty of Education 
(FoE). However, th~ CPA had few community connections. My perception of community opinion 
of the Ce~ter's profile was that it had little to offer beyond its institutional walls. Also, the Faculty 
of ~ucallon exp~essed concern over the lack of music education majors. Declining interest in 
seruor s~condary .Instrumental .music and shrinking student enrollments in both music performance 
and musIc education at the tertIary level seemed to affirm this observation. 

Other observations included decreasing performance standards of matriculating music 
stud~nts, low levels of community music making and the lack of cohesive, consistent instrumental 
musIc programmes within both public and private schools. It was in this climate that I designed a 
m~el that wo~ld assi.st the revitalization of instrumental music in the Launceston community, 
whilst addreSSing tertiary music education concerns in Tasmania. 

The Aims 
The University of Tasmania Community Music Programme (UTCMP), which formed in 

1985, successfully finished its fifteenth season in 1999. It was conceived as a 
university/co~mu~ity collaborative music making experiment. The plan called for an environment 
where both uruverslty and community musicians would combine to form an educative 
collaborative, mu~ic performance ensemble programme. The University's Centre for Performing 
A~ ensemble u?Its w.o~ld ~ open to bo~ university students and community members alike. 
This meant th~t Ins~fflcler.tt instrumentatIOn caused by low music student numbers could be 
addressed by In~ludIng ~ultable.comm!lnity mu~icians and non-music majors. This arrangement 
would also proVide quality musIc making expenences for local music teachers and semi-
professional musicians. . 

Over the years the programme has broken down social barriers between the Launceston 
music. co~munity and th~ University. This has become obvious as traditional community music 
oTl~am~tlOns have benefited from the programme's output of players and conductors, while 
uruverslty students have benefited from involvement with the community. For example, the 
Launcestor.t c?mmunity contains numerous musical organizations, such as brass bands, musical 
theatre SOCieties and community choirs. Several of these associations have benefited from the 
preser.tce and work of the UTCMP. Most of these organizations, having no facility, time or 
expenence for the actual training and nurturing of beginners or intermediate musicians, draw 
greatly 0!l UT~~ participants. Through the Programme's strong commitment to education and 
co~~umo/ spmt, It has prepared and encouraged its members, including its conductors, to actively 
partl.clpate.In both commumty and school programmes. The Programme also generously loans 
mU~lc and Instruments from its extensive library and instrument inventory. Without the willing 
assistance of the UTCMP, many of these organizations would not be able to mount their ambitious 
presentations. 

The programme objectives were to: provide a training ground for future music educators; 
stimulate instrumental music programme growth in primary and secondary schools; provide 
enh~~ed.perfo;m.ance en:>embl~ for instrumental perfo~~ce m~jors; and encourage community 
partiCipatIOn WithIn a tertIary climate. Importantly, a subsidiary aim was to prepare and train 



potential music performance and music education majors for the Univ~rsity .. A further spin~off of 
the programme was the provision of quality music activities, and elective umts for non-musIc 
majors on campus. . . .. . , 

Support is found for the benefits of collabora~ve ~mmu!llty ~USIC making m Cahill ~ . 
(1998) text, The Community Music Handbook. Cahil! Cites an Id~ntlcal set of adv.antages, \\ ~ch 
I have listed above. The advantages gained for the musIc commumty.affect profeSSional mUSICians, 
music educators, and potential musicians, as well as for the community ~t large. A major strength 
of UTCMP lies in its less obvious social benefits provided through musIc study. Katundu (1990) 
points out that: ., . 

The task of music educators goes beyond imparting musIc knowledge an~ skills. [[heir] 
task should include contributing to the development of the [person] who hves both as an 
individual and as a member of a society or community. Music education programmes, 
therefore, should be socialization processes where [participants] are given a chance to 
develop as individuals who will successfully fit into the communities. they live in. (p. 375) 
Community music programmes are well placed to not only teach musIc but also encourage 

social awareness. By their nature, through the common interest of music, community music 
programmes create an environment where much more than music is shared. Care, concern and 
responsibility are also shared between the members as they engage in the practice of making music, 
realizing that each member has an important contribution to make. There is also a realization that 
the quality of each one's experience is dependent on the quality of her or his neighbour's 
contribution. 

Present Position 
Today the programme remains strong, committed to sound pedagogical-based teaching and 

the pursuit of music artistry in musical performance. ·It also remains committed to furthering 
participants' musical and personal development through establishing an environment where quality 
teaching, cooperation, responsibility, encouragement and the pursuit of excellence are promoted. 
It too provides an excellent platform for music educators and music education students alike, who 
gain valuable training through the practical experience of active participation. University education 
students gain competency on a second instrument while observing effective music teaching in large 
ensemble contexts. The UTCMP continues to present an inspiring, working model for local school 
and community music programmes. 

Basic Programme Description 
Formed in March 1985, the University Concert Band began its first rehearsal. with forty 

musicians. Today the programme consists of seven 'graded' ensembles. As programme Director, 
I lead a team of eight accomplished conductors whose ensembles cater to over 300 university and 
community musicians. (A weekly rehearsal schedule and a list of staff is presented in Appendix A. 
Typical repertoires for each of the ensembles are given in Appendix B. A brief description of the 
Launceston community can be found in Appendix C.) 

Beginning Band is open to all ages, providing opportunities for beginners to join the 
UTCMP. In it, one can learn to playa musical instrument through group tuition and it is directed 
toward those who have no previous experience in instrumental music. Depending on enrollment 
numbers, the ensemble usually splits into two ensembles to allow for more focused attention. 

Development Band provides the next stage of growth for musicians who have learned the 
fundamentals of their chosen instrument through Beginning Band. This ensemble enables 
members to build upon acquired skills necessary for further musical progression. 

Intermediate Band consists of musicians who are now ready for a more advanced level of 
performance. It aims at consolidating fundamental skill and proper practice habits. Members 
begin to develop their ensemble skills through group technical studies and purpose-based concert 
band repertoire. 

Concert Band constitutes the first of the "senior ensembles." It provides further musical 
challenges for the members through the increased difficulty of technique study, repertoire and 
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expectations in responsibility. Attention to pedagogical skills and fundamental music education 
still form the major focus for this group and entrance is by audition. 

Symphonic Band's aim is to provide ensemble experience that promotes and en~ances 
group discipline and interpretive skill through exposure to the standard contemporary .wmd band 
repertoire. It also focuses on further consolidating personal, musical and ensemble skills. Entrance 
to this ensemble is also by audition. . . 

The University Wind Orchestra represents the pinnacle of performance wlthm the 
University of Tasmania Community Music Programme. It consists of 45 musicians who ~re 
invited to audition for the available positions within the ensemble. High levels of pedagogical and 
musical expertise, as well as personal commitment, are required from the participants as the 
ensemble performs repertoire that is technically and musically demanding. The ensemble's 
repertoire regularly includes works receiving their Australian premiere performance. . 

The University Summer Music School was established in 1988. For several years It has 
been recognized internationally for its unique programme of study. It places high importance on 
developing music performance processes rather than producing musical products. It has become a 
popular non-residential summer music school, drawing participants of all ages from throughout 
Australasia. It regularly features international conductors and tutors of the highest caliber. 

Outcomes 
Outcomes for the programme, considering the limited resources, facilities and staff of a 

regional campus, have been numerous. During the past 15 years, the programme has exceeded 
most of its stated aims and objectives. In practical terms, the music course on the northern campus 
of the University of Tasmania owes its survival to the UTCMP. The CPA, through its connection 
to the UTCMP, continues to attract music students from throughout Australia and New Zealand, as 
well as the local community. Past ins.tances include 6 New Zealand students and over 40 students 
from Victoria, New South Wales, and South Australia 

The CPA, through the efforts of the UTCMP, continues to provide a vital, professional 
music presence to its community. It nurtures other kinds of music making, including chamber 
music and jazz ensembles, while creating networks and performance opportunities. It has inspired 
several schools and communities to create their own community music programmes along the same 
lines as the UTCMP. Four examples include King Island District School, the Burnie Community 
Concert Band, Ballarat Grammar and Launceston Church Grammar. Frequent mentoring 
situations evolve through the interaction of university students, alumni and'community members, 
in shared learning experiences. Significant musical exchanges occur continuously between . 
ensemble participants both within and outside scheduled rehearsaJs. Various perf?~ance levels 
found within the programme also provide further musical advancement opportunities through 
inspiration and challenge. 

The mentoring principle also provides advanced training opportunities for conductors. 
Exceptional university music students are selected to enter the UTCMP "apprentice-based" 
conductor scheme. Selected students gain experience with the conducting staff of t~e UTCM.P 
through modeling, counseling, criteria-based observation, video analysis an~ practical expenence. 
All current UTCMP conducting staff have received their training through thiS programme. 

Achievements 
Many CPA & FoE graduates have found their experience in teaching and interpe~onal 

skills gained from the UTCMP to be in great demand. As one of the several success stones, a 
former student winner of the 1995 Australian Broadcasting Corporation Young Performer of the 
Year award, returns year after year to teach at the UTCMP Summer Music Sch~l. Several . 
graduates have made significant contributions to music education around Australia, many of which 
have become directors of music in large independent and public schools. Two notable former 
graduates have gone on to develop community music programmes at their schools, based on the 
model of the UTCMP, incorporating the basic tenets of its concept of a "total learning" 
community. 
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It is through the two major pillars of social capital (p~ton, 1999), trust and association, 
that the programme's major accomplishments have been achieved. Paxton (1999, p.98) quotes 
Barber's (1983, p. 165) definition of trust as: . 

Socially learned and socially confirmed expectations that people have of each oth~r, of the 
organizations and institutions in which they live, and of the natural and moral social orders, 
that set the fundamental understandings of their lives. ., 
From its inception, the UTCMP's overriding ~~sideration was to pf(~vI?e an environment 

that fostered a "learning community," through the bUlldmg of trust and as~latIons . . These w~re 
considered essential to the programme's success. The UTC~P als.o recogmzed the nch diverSity 
of ages, and socio-economic and educational backgrounds of Its chentele. It .sought from. the first 
to incorporate this diversity to further develop its members through the le~mg com~umty 
concept. Kilpatrick, Bell and Falk (1998) state that "learning in commun~tles, then, IS about 
learning how the community behaves, what processes to follow, what attitudes and values to hold , 
language to speak and how to access the community's knowledge." . . 

Within the UTCMP the quality of learning is greatly enhanced by mteractl<;ms between 
members in and across the various ensembles. New members ,normally seek admittance to the 
programme, in addition to their desire to participate directly in music making activities, through 
observation of the programme's communal behavior. They are also attracted by the fact that 
members are encouraged and motivated to improve through observing the successful progress of 
fellow ensemble members, or by attending an inspirational performance of another ensemble 
within the programme. Opportunity to seek assistance from a ~ore adva~ced ,stUdent or , 
involvement in a group that meets outside of regular rehearsal times ~ hkewlse be considered an 
incentive. 

Kilpatrick, Bell and Falk (1998) also suggest that "learning can (and frequently does) occur when 
individuals and groups interact/Learning occurs through interactions between individuals and 
groups of groups (Falk, 1997)" (p. 3). 

Cahill (1998) express a view that 
Community music involves ongoing learning. From the time of early music instruction, as 
a child or even as an adult, involvement in community music develops skills and 
knowledge. Professional music teachers and professional musicians form the cornerstone 
of community music making, providing instruction, training, leadership, advice, direction 
and inspiration. (p. vi) 

Itis a relatively safe assumption, arrived at through regular comments from the members of 
the Programme, that a majority of its participants carry strong "learning expectations" to their 
weekly rehearsals. Th~ {[!,CMP h~ established an ~nvironm~nt of trust ,with i~s membership 
through its uncompromISIng commitment to the quality educational expenence It endeavors to 
offer as well as the care and concern shown to each of its members. In the area of building 
as~iations there is continued encouragement, provision and opportunities for members to seek 
and establish numerous social and musical links throughout the greater community. Many 
members have been inspired to participate in other kinds of music making and social activities, 
including support for other music making en~ties through Tasmania... . 

The programme's staff continues to display a strong sense of mtegnty through teaching 
styles, financial responsibilitie:; and professional organization. It ~s no acci~ent that the u:rCMP 
staff possess exceptional teacl~ng s~l1s, concern for each member s ~ell bemg ~d cO~~llltment to 
excellence in community musIc making. Each staff member has received extensive traIrung and 
counseling before being !~vited to join the.UTC~ team. Prog~me members have c~me to trust 
in the staff's teaching ablhty and pe~onalm~erest I~ each ":lember s s~ccess throu?h ~helr own 
personal experience and growth: [ThiS trust IS ~nslstent With ~ton s (1999) be,hef m the, 
importance of trust and associations, and Barber s (1983) defimtlon of trust mentIOned earher.] 
The members have also learned to trust one another through the shared learning experiences 
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provided by the UTCMP. Significant learning tends to be greatly enhanced where trust is present 
(Falk and Harrison, 1998). 

The University too has benefited from its collaboration with the UT~MP through the . 
programme's self-funding strategy. Major benefits include staff salary savmgs f~)f e~semble umts, 
the acquisition of a nationally significant wind band library and a substantial muslcalmstru~en.t 
inventory. A nominal fee for community members' participation was charged from the begmrung. 
The fee combined with instrument hire, concert sales and occasional fund-raising events has 
provided a degree of financial independence for the programme. This has been used to offset the 
cost of instrument and repertoire purchases and staff honorariums. 

The overall success of the programme lies in the original vision of a communi.ty music 
programme dedicated to achieving excellence and personal fulfillment through education and 
provision for the development of the innate musicality of each individual. It also owes its ~uccess 
to the dedication of those who joined in the vision, adding to it their passion for music, their care 
for the community, their contribution of countless hours and their untiring commitment toward 
excellence. Falk and Kilpatrick (2000) point out that the effects of social capital are measured by 
the quality of participants' values and that the sense of sharing and belonging are ~ssen~ial for. 
healthy communities. Maintaining and refining the original vision has greatly ~~Isted m defirung 
the participants' values. Members, both past and present, generally agree that It IS the UTCMP 
commitment to excellence through education, expectation of high standards and personal care that 
has attracted and kept members in the programme. It is also one of the main factors that has 
assisted in producing those active citizens who become responsible adults and directed human 
beings mentioned earlier by Egan (1989). . 

The leadership of the UTCMP remains single-minded in its commitment to provide quality 
experiences through pursuing sound educative processes. Down through the years the 
membership has unwaveringly supported the programme. Many attest to their personal 
achievements (musical and otherwise) by their committed participation. Past members who have 
either moved on geographically or who have remained in the Programme never tire of relating the 
many positive ways in which it has enriched their lives. Many relate how the programme led them 
to a new profession, while others have told of how it has enriched their social lives. As well, 
many members of the general community praise the UTCMP for its regularly outstanding musical 
contributions to Launceston. The University of Tasmania has continued to support the UTCMP 
through providing rehearsal and storage space, secretarial support, office supplies, communication 
services, as well as the lecturer, without whose commitment the programme would never have 
begun or been maintained. 

Future Directions 
As the programme enters the new millennium, the UTCMP will obvi~usly me~t new 

opportunities and challenges. For instance, many in the Launceston commuruty are still unaware 
of the programme's presence. Over the past years the use of social capital pri~cipl~ of trust and 
associations used to build links of understanding and support between the Uruverslty and the 
community has clearly made progress. However, such connections need to ~ conti~ually . 
revisited. The UTCMP still fights for exposure in the media Many graduating mU~lc educatiO~ 
majors are still leaving Tasmania for lack of job opportunities within th~ sta~e and pfl:va~ education 
sectors. Instrumental music within government schools still operates With lIttle contInul~y, . 
direction or cooperation. The overall University intake of music perfo~ance and ~d~catIon m~Jors 
continues to decline. Many promising tertiary-bound students are leav~~g Tasmania m frustration . 
over a perceived lack of quality educational and employme~t opportunities. Th~ ~CMP has and.ls 
continuing to meet these challenges. However, new strategies, perso~el and vlt~hty are needed If 
it is to maintain and increase its past success. Future vision~ commuru.ty ownership and t.ru~t, along 
with a collaboratively constructed history are key elements m the contIn~al p.rocess of b~l~ng . 
social capital (Falk & Kilpatrick, 2000). The UTCMP endeavours to mamtam commu~lI~tIon With 
its membership and the greater community through survey, regular personal contact ~Ithm each of 
its ensembles and numerous performances. The leadership team regularly meets to diSCUSS, plan 
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and implement measures ensuring the above points are addressed and member concerns and ideas 
recei ve adequate consideration. . . . . .. . . 
. One relatively new concept, containing the charac~nstlcs ~eqUired m bUlldmg SOCial capital, 
IS a school district joint proposal to develop a comprehensive musIc performance programme. The 
district is located in a suburban/country area, encompassing thousands of K-12 students across a 
large section of North Eastern Tasmania. It calls for the material and human resources of the 
UTCMP to form the core of the programme, establishing quality ense~bles based o~ the UTCMP 
ensemble-training model. The potential of this liaison is enormous. I~ I~ can be ful~y. Implemen~ed, 
the joint programme promises incalculable benefits to all parties, provldmg ~h~ additIOnal benefits 
of building social cohesive networks across the community, as well as proViding employment 
opportunities for university music graduates. 

Conclusion 
Today, arts education funding in Australia is increasingly restricted. There is less mo~ey 

available for specialised arts study, especially in instrumental music. As school. resources shn~k, 
there is increasing preSsure for out-sourcing activities such as instrumental musIc. In reply, pn vate 
companies such as Music Corp, Studio 19, The Australian Academy of Music and Andrew Best 
Musical Services offer package deals to schools who are unable to mount their own music 
programmes due to budget restraints. In some cases, these companies are finding success, 
especially with the Queensland-based Australian Academy of Music. Its programme works 
particularly well as it has close connections with the Queensland Education Department. However, 
other companies are experiencing varying degrees of success. In the climate of diminishing public 
education support for instrumental music, educationally committed community music programmes 
can assist struggling school music programmes through partnership. 

Over the past 15 years the UTCMP has filled the gap formed by a diminishing educational 
instrumental music presence in Launceston.public schools and the greater community. It has 
proven itself an excellent provider of music education and expertise, assisting school and 
community music organisations through supplying trained personal, expertise and equipment. The 
programme shows great potential as a model for collaboration and cooperation between universi ties 
and their communities in regional centres. It has a proven record of building links of 
communication, understanding and shared resources for the common good of its community. It 
has also established ways of meeting special needs within the community, such as in the case of 
instrumental music development in Launceston. As well, it has provided a wide range of creative 
opportunities and social contacts for the greater Launceston community. By using the social capital 
framework (ie. Falk & Harrison, 1998; Paxton, 1999; Putnam, 1998; Woolcock, 1998), the 
emerging focus of this model in building community social capital can be evaluated, improved and 
expanded. Through the ensuing research being undertaken by the author it is hoped that the model 
may well be applicable for other communities. 
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Ensemble Ensemble Nos Instrumentation Rehearsal Sch Performance Sch Staff 
Beginning Band 40 Woodwinds Monday I mid-winter 5 conducting 
A Brass 5PM-6:30PM camp Staff 

Percussion 2x 15 wk sem. 3 performances 
per semester 

Beginning Band 40 Woodwinds Monday I mid-winter 5 conducting 
B Brass 5PM-6:30PM camp Staff 

Percussion 2x 15 wk sem. 3 performances 
per semester 

ltermediate 55 Woodwinds Monday 1 mid-winter 5 conducting 
Band Brass 5PM-6:30PM camp Staff 

Percussion 2x 15 wksem. 3 performances 
per semester 

Concert 60 Woodwinds Tuesday 2 performances 2 conducting 
Band Brass 7PM-9PM per semester Staff 

Percussion 2x 16 wksem. + I concert away 

Symphonic 45 Woodwinds Monday 2 performances 2 conducting 
Band Brass 7PM-9PM per semester Staff 

Percussion 2x 16 wk sem. + I concert away 

Wind 42 Woodwinds Wednesday 2 performances I conducting 
Orchestra Brass 7PM-9:30PM per semester Staff 

Percussion 2x 16 wk sem. State and nat'l 
tours regularly 

Staff List: 

Musical Director: Conductor, Wind Orchestra Junior Bands Coordinator: 
Monte H. Mumford Monte Mumford Andrew Sulzberger 

Administrator: Conductor, Symphonic Band Conductors, Intermediate Band 
Stephen King Barry Dudgeon Heidi Groenewold, 

Myles Mumford 

Equipment Manager: Conductor, Concert Band Conductors, Beginning Bands 

Carl Bulow Stephen King Andrew Sulzberger 
Katrina Chilcott 

Librarian: 
Hilary Cunliff 



AppendixB . 
Recently perfonned repertoire perfonned by the Wind Orchestra consIsts of grades ~ to 6 

in~luding works by: P. Grainger, G. Holst, A. Coplan~, ~.R. .Bennett, ~. Jager, N. 1. JOIO, R:. 
CIchy, G. Gershwin, G. Wolfenden. Orchestral transcnptJons mc~ude: NI~ht on Bald Mountam 
(Mussorgsky), Polovtsian Dances (Borodin), Overture to the Marnage of FIgaro (Mozart), and 
Cannina Burana (Orff). . 

Recently perfonned repertoire for Symphonic and Concert Bands IS ~ade up from standard 
works, which are identifiable by both their educative, celebratory and entertamm~nt value. They 
include works by such composers as J. Curnow, W. Barker, A. Reed, A. McGmty, 1. Edmonds, 
J. OiReilly, etc. Both bands also regularly use standard ensemble method books such as Standard 
of Excellence Bk. III or Essential Elements Bk. III. 

The junior bands, including Intermediate, Development and Beginning Bands spend a good 
deal of their time working through standard method books s.uch as: Standard of Excellen~e ~k. I & 
!Lor Essential Elements Bk. I & II. As well, selected educatIOnally-based concert repertOIre IS used 
to supplement group technical studies. 

AppendixC 
The City of Launceston is a regional centre, located in the northern heart of the Island Stale 

of Tasmania, Australia. It possesses both light and heavy industry and supports a large agricultural 
industry. It also provides a major commercial hub for the State. The greater Launceston 
community population is approximately 70,000. 

References: 
Cahill, A. ' (1998). The Community Music Handbook. Sydney: Currency Press. 
Coleman, J. S. (1988). Social Capital in the Creation of Human Capital. American Journal of 

Society 94: 95-120. 
_-=-__ . (1990) . Foundations of Social Theory. Cambridge, Mass: Harvard University 

Press. 
Falk, I. (1999, In press). Photojournalism as Art: Signing on Social Capital (and Trust). Centre 

for Research and Learning in Regional Australia University of Tasmania. 
Falk, I. & Harrison, L. (1998). Community Learning and Social Capital: '~ust having a little chat" 

JOllrnalo/VocalionalEdllcatiollalldLearning, 50 (4): 609 - 627. 
Falk, I. & Harrison, L. & Kilpatrick, I. (1998). How long is a piece of string? Issues in 

identifying, measuring & building social capital. Learning Communities, Regional 
Sustainabilityand the Learning Society. Centre for Research and Learning in Regional 
Australia University of Tasmania, 116 - 123. 

Falk, I, & Kilpatrick, I. (2000). What is Social Capital? A Study ofInteraction in a Rural 
Community. SocialogicaRllralis, 40 (1): 87-110 

Egan, R. (1989). Music and the Arts in the Communi tv: The Community Music School in 
America. London: The Scarecrow Press. 

Gambles, P. (1999) . Community Education Position Paper - Principal's Subgroup - Search 
Conference, 1-8. 

Katundu, W. (1990). Music Education and the Community Needs: Bridging the Gap. 
Proceedings of the World Conference of the International Society for Music Education, 
Helsinki, Finland, ISME, University of Canterbury, 375 - 379. 

Kilpatrick, S., Bell, R., & Falk, I. (D3/1998) . Groups of Groups: The Role of Group Learning in 
Building Social Capital. Centre for Research and Learning in Regional Australia, The Faculty 
of Education, University of Tasmania. 

Paxton, P. (1999). Is Social Capital Declining in the United States? A Multiple Indicator 
Assessment. American Journal o/Sociology, 105 (1): 88-127. 

Putnam, R., D. (1998). Forward. Housing Policy Debale, 9 (1): 5-7. 
Woolcock, M. (1998). Social Capital and Economic Development Toward a Theoretical 

Synthesis and Policy Framework. Theory and Society, (27): 151-208. 



Making Connections: Advancing The Music 
Agenda For The New Millennium 

Dr. Theresa Nazareth 

Introduction 
Globalisation, a growing recognition of the value of music in everyone.'s lives (EP1~), 

increased discretionary time (Chapman & Aspin 1997) and the expanded functIons of educatIOn 
present new challenges for music education. This changing social reality requires a whole new 
mind-set and new ways of working, and signals the need for a review of policy and practice. 
Connectivity and linkage as well as participation by all have assumed a new importance. 

The sections to follow articulate the importance of connectivity and examine the need for a 
lifelong disposition towards music education. The following framework or model (Figure 1) 
which emerged from original research (Nazareth 1999) provides the stimulus for much of the 
discussion that follows: 

Note: Research participants are marked as AB for Adult Beginner participants and EP for 
Education Provider participants. 

Connectivity Across the Years 
Currently the commitment to music education is uneven. Historically, music education has 

received a youth focus (EPI8). While there have been efforts to re-introduce music opportunities 
for senior adults, for example, with singalongs in nursing homes, the use of music in occupational 
therapy sessions as well as the growing interest in U3As or Third Age Universities, there is clearly 
a gap between the two age groups. Adults in their middle years are under-served. A lack of 
opportunities for participation in music making exists, particularly in the case of adult beginners 
and especially with regard to instrumental involvement (AB7; EP8; EPl1). The imbalance in 
music provision internationally can also be attributed to the elitist tradition of music during the 
school years where inclusion was based on talent and on whether one could afford lessons. 
Learning: The Treasure Within (Delors 1996) highlights the importance of education drawing out 
the treasure of each individual and the individual in society, yet this treasure remains within. 

These adults have many years of good health ahead of them. Furthennore, many of these 
adults have established families with young children, many of whom are at school. Many adults 
yearn to be involved with their children in music making. These adults are also at the stage where 
many have stable careers and they are now looking to be involved in something for themselves. 
The motivation of these adults, their preparedness to make sacrifices for what they want, together 
with the reaffinnation of lifelong music learning in international music circles all strengthen the 
case for access and inclusion of ALL adults in music making. 

The expansion of discretionary time also supports the notion of inclusion. When one 
considers the fact that one may not always be in full-time employment (Handy 1989) as well as the 
expected, six or more job changes in a working life (OECD 1994, p. 37), there is need to re
consider the issue of participation. The knowledge that adults in the 21st century will make up the 
majority of the world's population, that adulthood is the longest period of life, and that people are 
living longer, all make it imperative for education to encourage a continuation of learning once the 
school years are over. While the value of school music is not in question, one research participant 
felt strongly that 
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have all these things and many more. You could be going through personal changes 
losing family members or marriages breaking down. (AB3) , 

. Music is seen here to be important as a leisure pursuit. The development of leisure capital 
IS supported in the literature on leisure and human development (Lobo & Parker 1999). Provisio~ 
needs t<:> reflect ~e view. that there is no mandatory retirement age in music. Multi-age or inter
g~~eratl~nal musI~ making can help learners see that music is part of life. Adults wishing to re
VISit. musIc education currently have limited opportunities to gain entry at different levels. As 
!DUSIC edu~tors, we hav~ a responsibility towards all learners of whatever age, of whatever 
m~rest, WI~ whatever gifts, to make the search for artistic expression and aesthetic experience in 
their own bves ~d that of the co.mmunity.the foc.us of their search for quality more generally and 
to mak~ the achievement of quality not qwte so difficult and perhaps a little less rare than it might 
otherwise be (C~apman & Aspin 1997, p. 221). 

~nOII~.lC arguments can also justify music education for adults, for example, through 
commumty ennchme~t (Fowler 1991; Veblen & Elliott 1998), improved health (Hanna 1991; Ernst 
& Emmons 19?2; Reimer 2(00) and a more productive workforce due to the development of 
transferab~e skills (Gardner 1983) and better adjusted employees (Chapman & Aspin 1997; AB33). 
Increased mcome can also be generated through greater attendance at concerts and cui tural events 
(Ward 1988! ABS 1998). When one considers that attendance at one type of arts presentation, 
such as mUSIC, leads to atte~dan?e at other arts events, such as plays (National Research Center of 
the Arts 1981), the ~~o~c gains are even ~reater. The economic gain, however, is perceived to 
be secondary to the mtnnslc value of self-fulfIllment and social inclusion. 

. A coherent and coordinated approach to education through music, one that acknowledges 
th~ mterrela~ness an~ complementary nature of early childhood, school, tertiary, post-school and 
third age musIc ~ucatlOn, can encourage the enduring effects of education to be realized. Such a 
seamless education brought a~ut by v.ertical I!nkage between the different stages of life 
(Long~orth & De Geest 1995) IS consl~tent With the WELL (Workforce Education and Lifelong 
Learnmg). (CWELL 1993) strategy, which draws on the America 2000 (United States Department 
of ~ucatlon 199~) strategy ~etaphor of four ~rains moving simultaneously down four parallel 
trat.n tracks (see F1gur~ 2) .. It Illustrates the pomt that debating on the issue of where to start or on 
which group to ~ocus IS pomtless. The desired effect will not be achieved unless there is 
coherence, that IS, unless all the tracks move together: 

Figure 2: AMERICA 2000: An Education Strategy 

TRACK 1: Better Schools 

TRACK 2: New Generation ,of Schools 

TRACK 3: A Nation of Students 

TRACK 4: Learning Communities 

Learning at anyone stage of life impacts on learning at other stages of life. Adult music 
education for example, can build on music experiences in earlier years. To highlight this point I 

~vould like to quote an adult beginner participant who recalled the older children at school playing 
mstruments at one of the assemblies: 

The older children who were playing demonstrated how the instrument sounded and what 
they were called and I was just spellbound. You know, all these different instruments and 
the noises that they made. It thrilled me and I just had this thought you know, this feeling, 
very strong feeling that I wanted to learn one of them ... (AB8) 

This lady now learns the flute. The next quote comes from a man, another adult beginner 
participant, who was trying to inspire his sons to learn the violin. Like the WELL strategy, his 
quote supports the view that adults involved in music making are likely to provide similar 
experiences for their children and be supportive of their children in their endeavors: 

I would be able to give them the value of what I'm going to be able to appreciate now in a 
very early stage of their life. And they will have it there and be able to grow on it. I 
believe that they will seek out what I am seeking out now by choice, by the way that I'm 
acting as a catalyst for them. (AB28) 

Facilitating Connections With the PubliclWith Learners 
There is much to be done to change public attitudes towards music education. Raising the 

profile of music through greater publicity can result in public awareness of the value of music and 
of programs available as well as lead to the making of informed decisions. A lifelong music 
orientation can do much to reverse attitudes and encourage participation. 

Much of the literature on lifelong learning and on music education focuses on end-dated 
outcomes such as school music, tertiary music, music for a career or certification. However, not 
all learners engaging in music education pursue it for terminal outcomes. The importance of 
quality of life concerns such as personal development, self-fulfillment and well-being rank highly 
with many adults. Many participants expressed that through music they could fill the gaps, as it 
were, in their development to have a grounded education (AB25; AB30; AB38; EP7). Participants 
enjoyed the fellowship and other social benefits that music making brings. They acknowledged the 
commonly held view that although music doesn't add years to your life it adds life to your years. 
To substantiate this view, here is a choral director's story of a young man who joined her choir: 

He just came and sang for about maybe six rehearsals. He had AIDS .. . And we found out 
later that he was discharging himself from Royal Perth Hospital and he was coming down 
Wednesday night to sing. And the gorgeous thing was that the choir just accepted him with 
open arms. I mean, I saw him coming down the corridor and I thought at first he was 
drunk. But he just had problems walking. And he had --The poor lad had a ~g and 
everything you know and had to be helped up on stage and that, but it was the power of 
music making and being in that choir only just for a short time that was providing some 
quality of life for him at the end. But it really touched a lot of the choir members' hearts, 
that we've actually sung at the Aids Vigil for the last two years, The Candlelight Vigil. 
(EP20) 

This example demonstrates the "steam roIling effect" (EP23) of music participation where 
young and old support each other. It brings out a sense of community and demonstrates how 
collective growth can be enhanced. 

A close match between learner expectations and what courses offer can also encourage 
learning to continue. The Piagetian notion of a ladder where students move from one stage to the 
next is not the ideal model for many as it ignores the fact that people might want to go up and 
across and down a bit, depending on what courses suit them at particular times (Smethurst 1995, 
p. 43). Regular checks with students ensure that their diverse needs are being met 
Understanding the factors that motivate learners of various ages is also critical to the design, 



provision and delivery of music programs. Equally important is an understanding of the deterrents 
to learning. 

Teachers are better able to touch base with learners if they are viewed as guides rather than 
~ directors of learning. Teachers who encourage a learning-to-learn ethic foster self-directed ness 
m learners and give them the motivation to continue learning. A good facilitator can connect with 
her or his students by showing them that the teacher is also a learner sometimes and willing to 
~vork ~ith others. Mutually agreed upon decisions encourages commitment. Aexible pathways 
InclUding lesson arrangements, multiple entries and exits to educational opportunities (Delors 
1996), and access to all, regardless of age, affordability, skill, gender or ethnicity (Veblen & Elliott 
1998) can help. Improvements can also come about where providers and learners reflect on their 
practIce and share this information. Through collaboration, adult learners of various levels can 
bene~t ~rom seeing music in action and have opportunities to meet like-minded adults. Such 
asSOCiatIOns assure learners that their learning is not in isolation. 

Connectivity Within Subject Areas 
Rather than being constrained by established pedagogical methods such as those of Suzuki, 

Kod~y and others, an eclectic model, which draws upon various practices, is seen to enhance 
mus~c outcomes. An expanded and holistic perspective can also facilitate connections between 
musical genres, for example, classical,jazz and rock music. 

Connectivity Across Disciplines 
. Music transcends partic~aritiC;S such as the various disciplines and culture; yet traditionally 

~USIC.ed.U~tors ~ve ~ught their subject i~ isolation. !'< non-partitionist approach can encourage 
~nterdl~lplInary hnks In the sense of crossmg conventIOnal subject domains. Education discourse 
mteI?atlOnaily has support~ the no~on of I~f~long learning for the 21st century (European 
~arhame~t 1995; The NordiC CouncIl of Mirusters 1995; OECD 1996; Delors 1996). While there 
IS a wowmg ~end towards a lifelong music orientation in international music education circles 
mus~c educa~on has a way to g? in aligning itself with the objectives of general education. Ad~l t 
musIc educatIon can also benefit from understandings in adult education arts education and 
multicultural education. ' 

Connectivity Across Various Agencies 
Schools on their own cannot achieve the desired outcomes in music ·education. The 

co~.plementary nature of al~ educatio~ i~uen~s ~at impact on the learner must be exploited. 
Cn tical to the success Of. a hf elo~g musIc onentat~on I~ advocacy that requires a concerted effort by 
all the separate ~ers In.I~ng - schools, tertiary Institutions, local councils, the Federal and 
State ~ov~mments,.Includl~g.Inter-gov~mmentai agencies, private organizations, music 
orgaruzatIons, musIc ass<X:latlOns, media outlets and families. Such moves towards 
connectednc:ss, according t? Professor N~ou Nan Zhau, a keynote speaker at the 1998 UNESCO 
Conference In Mc:lbou~e, Imply r~spec~ng others on the basis of equality (Haw & Hughes 1998, 
p. 65). A re-conSlderatIon of relationships and roles among learners and providers as well as 
among ~e various musi~ education pro~iders, is needed. Greater collaboration thr~ugh 
networking and the forgmg of partnerships can see the various providers working together for the 
betterment o~ student ~earning. Rai~i~g ~wareness, less duplication of effort, a broadening of the 
range of m.uslcal ?ffenngs, better utilIzation of untapped resources and a sharing of information 
and expertise are Just some of the many outcomes of collaboration. Teaching institutions and 
v~ous music associati<?ns working together can publish a registc::r of teachers pr<fpared to teach 
vanous levels from beginners to advanced learners, and also vanous groups such as children 
adults in their middle years and senior adults. Sharing good practice through technology can help 
(The Nordic Council of Ministers 1995). . 

Linkages with Training Institutions 
The importance of music experiences at the various levels being served by skilled musician 

teachers ~ust not be underestimated. For many teachers at present, there is only one student and 
that's a child ~AB32). The lack of a coherent training program for music teachers can account for 
the apprehensiveness among many teachers to take on adult students (AB32). The availability of 
~ge~apl?ropriate music materials is also of concern. Training institutions, including tertiary 
mstltutlOns, can offer leadership (Longworth 1995; EP3) and be more proactive in these matters 
(EP18). Training can encourage sensitivity to the musical needs of learners, particularly adult 
learners, as well as sensitivity to their cultural contexts as learners. Training courses can raise 
awarenes~ o~ the multiplicity of reasons why adults choose to pursue music making activities and 
an appreciatIon of the pressures and commitments they have. An empathy with relation to the 
~yths and other psychological baggage adults, particularly adult beginners, bring with them is also 
Impo~t Putting on concerts in public places can showcase students at various levels of 
learnmg. Adults looking on might be motivated to be involved if they can see role models. 
Another way tertiary institutions can be of service to music education is through the diss~mination 
of research application in practice (Longworth 1995). 

Connectivity With Life 
Linkage with life experiences is a key to the continued pursuit of learning. Music that is 

relevant to people's needs or relevant to their cultural context must find expression in music 
programs. Also, adult learners have years of learning behind them in a range of learning areas. 
Where connection~ can be made with this prior knowledge and life experience, learning can be 
enhanced. Interestmgly, participants also observed the reciprocal effects of music making on other 
aspects of their lives. An adult participant made the comment that accomplishment is a bit 
contagious: "When ~ learn a new piece of music and it feels good and it sounds good, now I enter 
other aspects of my lIfe also affecting positively" (AB34). Such positive experiences with music 
were a strong motivational force for many to pursue a music education. 

Due to increasing exposure to music of all kinds, people have become more worldly in their 
musi.cal tast~. ~rogram delivery at present, however, does not adequately acknowledge the wide
ran~mg muslcall~terests or needs of adult learners, nor does it value the full range of music 
avrulable. There IS, by and large, only one curriculum and that is a classical orientation (EPI9). 
Music that is less sophisticated, for example, folk music, bush band music, ethnic music or rock 
and ~lues, is assigned a lesser status. Such a situation denies learners the gains that can be 
obtamed through an exploration of various musical traditions that are so relevant in the context of 
their lives. In the global context, music education has an important role in encouraging an 
~pp~e~iation of indi vidual expression, as well as an appreciation of the expression of others. As it 
IS difficult for one person to meet the diverse needs of music learners, cooperative relationships can 
add meaningfulness and provide enriching experiences. 

Conclusion 
In s~mmary, the model for music education that I am proposing is a holistic and inclusive 

model. PolIcy can playa pivotal role in facilitating connections to be made and change to be 
addressed at all levels. It is incumbent upon music educators to examine the current problems in 
music education and consider how these problems are produced. While we can justifiably 
celebrate the developments and achievements in music education over the years, there is need to 
rethink what the possibilities are for its further advancement. The following figure illustrates some 
of these possibilities: 

This paper has argued that a lifelong music orientation is the way forward in the new 
millennium. A focus on learning, opportunities to re-visit education, as well as coherent policy 
and administrative frameworks, are seen to contribute to education for life. As music educators 
and advocates of music education, we must work together to expand present conceptions of 



Figure 3: EXPANDED MODEL OF MUSIC EDUCATION 
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learning and of music education provision and delivery. Individual and community benefits can 
only come about through motivated and committed members, cooperative liaisons and through the 
follow-through of individual and collective responsibility. 
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Cultural Diversity and the Ghanaian 
Musical Heritage 
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Introduction: tJ::;:;3co" - \.,~ ~ ~C::>I\ . 
Ghana is a country which lies along the coast of West Africa I t has as its immel:iiate 

neighbors, Ivory Coast on the West, Togo on the East and Burkina Faso in the North. It is 
populated by some nineteen million people from more than fifty ethnic groups. Ghana as an 
Independent Nation is 43 years old, and until 1957, was referred to as the Gold Coast, under 
British rule. 

The colony go~erned by Britain was not a homogeneous society. Several immigrant 
kingdoms, which had come from various directions of the African continent and had their own 
identity, were co-existing as neighbors. Each of them had their own set of values, system of 
government and language. These kingdoms had their distinctive cultures, including the ways they 
expressed themselves in music and dance. 

Traditional Musical Heritage: 
Modem Ghana's musical heritage is as radically diverse as the people who make up the 

country. The Ghanaian traditional music heritage is a wide spectrum of the various art forms of 
over 50 ethnic groups. While contiguous ethnic groups may share some similarities in musical 
types, there is a wide variety amongst these many ethnic groups - some ethnic groups have as 
many as four or five musical types. The variety in Ghana's musical heritage is characterized by 
clear differences in rhythmic patterns, tonality (while the northern regions and southern Ewes use 
the five tone (pentatonic) scales, the seven tone scale is widely used by the other ethnic groups.), 
the instruments themselves, as well as the dance movements which go along with these music 

. types. Some of the most commonly performed musical types include the Agbadza and Atsiagbekor 
from the Southern Ewes, Borborbor from among the Northern Ewes, Adowaand Kete from the 
Ashantis, Kpalogo and Gome from the Gas, Adzewa, Ompe and Apatampa from the Fantes, 
Kundum from the Nzemas and Ahantas, Bawa from the Dagaabas, Bamayaand Takai from the 
Dagombas. 

It must be emphasized that in Ghana, these musical types always go together with dances. 

Originally these musical types were performed in particular social contexts. They may be 
war inspiring, royal or courtly, evoke love and courtship, festive recreational and so on. They may 
be performed by the elderly in the society or by the youth. In contemporary times, as a result of 
free mobility and people moving to settle in different areas in pursuit of jobs or marriage and other 
factors, these art forms may be performed out of their original social setting/context: For example, 
migrant settlers in other parts of the country may want to showcase a war musical type to the 
community in which they have come to settle without wishing to provoke any notions of war. 
Again a royal dance like "kete," which was performed only in the courts of kings, can now be 
performed during sociai' occasions other than courtly ones. Another factor that accounts for the 
musical types being performed out of context is the emergence of theatrical groups. Over the years 
theatrical groups have taken up the role of learning and performing a wide variety of art forms from 
various parts of the country. This move was also partly initiated by Dr. Kwame Nkrumah soon 
after independence and is seen to be in line with the national objective of creating awareness of 
each other's culture as a tool for promoting national identity. For instance, at AGORO Centre, are 
located in Cape Coast where the Fante ethnic group dominates, the repertoire of the local groups I 
work with is made up of several musical types with a wide range of ethnic origins. On a typical 



"AGORO Night," perfonners will typically take the audience through a variety of traditional art 
forms from various regions in Ghana, as well as some more contemporary forms. 

An interesting aspect of this cross-over is the way they influence each other and sometimes 
in the process allow for creative experimentation/hybridization. This may be in the form of new 
patterns added to the original, or some changes made to original patterns . It may sometimes be in 
the fonn of additional instruments to the original ensemble to enhance the complexity of the 
rhythms. In the case of dances that go with these rhythmic patterns, creativity is often expressed in 
choreography and costuming. Sad to say though, sometimes lyrics of songs are not properly 
learned and when they are rendered by non-native perfonners, native listeners can be highly 
critical of such distortions. 

The musical types and the instruments may be different from ethnic group to ethnic group, 
but some features are shared in common. These rhythms are often "criss-cross" (polyphonic) 
rhythms where in one piece the various drums and other percussion instrumen~s play very different 
patterns, all being integrated into a harmonious whole. In the orchestra, the instruments appear to 
be talking and responding to each other. An example would be the traditional musical type 
"Dunekpoe" - (do an oral demonstration of 3 of the patterns in Dunekpoe). 

As for ensemble, the basic concepts are shared in common by the various ethnic groups. 
There is often a leading drum referred to as the master drum. This drum is very instrumental in 
detennining the movement of the dancers. Then there are other drums, known as the supporting 
drums, which very often stick to a basic pattern throughout the performance. In some ethnic 
groups, the master drums are seen as talking drums. Very often they seem to mimic the actual 
language of human beings and they are used to communicate. 

In the Northern parts of Ghana, most of the ethnic groups have their talking drum 
"dondo" in the shape of an hour glass. It has A leather surface at both ends and they are linked up 
with leather strings. This talking drum is placed in the armpit and squeezing it in different ways 
while playing it will produce different sounds. The Ashanti talking drums - "atumpan"- are a set of 
two huge drums (male and female) played with hooked sticks. Again, because they have different 
pitches, a skillful player can use them effectively to communicate. In the case of the Southern 
Ewes, the "Atsimevu" is the talking drum. It is a very tall drum that tapers at both ends but with 
leather at one end (the top). Through a skillful manipulation of using the hand and the stick to 
produce open sounds, muted sounds or slaps, the drum can be used to effectively communicate. 

As mentioned earlier, traditional music will always go with dancing and most often 
instruments will be accompanied by some vocal singing. Other instruments found in the various 
Ghanaian traditional ensembles include the traditional xylophone or gyle, seprewa, traditional 
harp-lute, the goje (single string fiddle), the maracas, bamboo flutes, horns, boxes, bells, bamboo 
poles, snail shells and a lot more. 

Emergence of High-life and Other Forms: 
Apart from various ethnic groups influencing each other's music, there has been a great 

influence from our contact with Europe and the western world. This has resulted in the emergence 
of other genres which can also be culturally identifiable as part of our diverse heritage. One of the 
most notable forms emerging in the colonial days is high-life music which is a fusion of traditional 
musical forms, and forms from the western world. In high-life renditions, the instrumentation is 
normally an adaptation from the west with guitars, keyboard, drum kits, and electronic 
amplification being the key instruments, supported sometimes by local percussion instruments. 
Traditional rhythms and melodic patterns are re-arranged to suit the ensemble. Ways of playing the 
guitar for instance may be a combination of skills learned from the original western users and also 
a transfer of skills from the way local stringed instruments such as the "seprewa" were played. 

High life music as a genre has captured the attention of many musicologists. In spite of the 
description given to its manifestation above, high-life music does not always have to be played 
with complex electronic gadgets. Sometimes a single acoustic guitar is all that a musician would 
need to articulate very good high-life music, as in the case of the renowned Ghanaian musician 
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~oo Ni~~. From little rustic palm wine drinking bars to the very sophisticated ball rooms, high
life musIc IS really appreciated. 

. .very often the variety in high-life music (and for that matter other types of Ghanaian fusion 
~USIC~ IS accounted for by the differences in language, value systems and also rhythms. Thus in 
hlg~-hfe music we can once again see the diversity of cultural expressions clearly expressed. 
Taking the story still further, high-life music has been subjected to all kinds of influences, some 
perceived positively and others negatively. For instance, the experimental work of Osibisa and 
others who worked cautiously on producing fusion music including Afro rock, Afro jazz and 
others was hailed as a resounding success in the development of our music. In the late 70's and 
early 80' s, (in the wake of poor economic circumstances in Ghana), a lot of Ghanaian musicians 
traveled abroad, particularly to Europe. They came back with a new type of hi-life music fused 
WIth A contemporary western disco beat. This soon came to be known as "burger high-life" as 
many of the exponents had lived in German towns such as Hamburg. This type of music was 
heavily promoted by the media and was particularly popular with the youth. Other significant 
influences have been from Jamaica and the Caribbeans where the reggae move has solidly 
entrenched itself in Ghanaian high-life music. 

Most of this type of music excluded the participation of the more radical large Christian 
community who found all these musics too secular and eVen profane. As a result, Christian gospel 
music, drawing inspiration from the high-life patterns emerged on the scene and has come to have 
an identity of its own .. Christian singers who hitherto were confined to church premises now 
perform at open concerts and sometimes on the same platfonn as their secular counterparts. 

Over the past few years, new genres which have overshadowed the music industry, are hip 
hop and rap music from the western world. The younger generation of popular musicians have 
integrated this style into fusion music and their work is being actively promoted by the media. A 
new label has emerged for this type of ~usic. It is referred to as "hip-life" music. The rise and 
dominance of this hybrid fonn is perceived by some as a negative trend. While original hi-life and 
other fusion fonns were drawing a lot of inspiration from our traditional art fonns, most of the hip
life music is a set of well articulated words in the local languages, slapped onto some foreign 
melody and instrumentation. 

Conclusion: 
Ghana is thus the home of a wide variety of musical types co-existing and influencing each 

other. On the contemporary Ghanaian musical set, one can find the old traditional fonns still very 
alive, though not promoted very much by the media. Modem composers have had a significant 
impact in the development of music and have added to the diversity which was already a natural 
phenomenon. One should hasten to add the active presence of Ghanaian choral music and other 
non-instrumental types of music on the scene, before the picture is painted of a country only 
gyrating to rhythms. Contemporary Ghana radiates a feeling of one living in the present world, 
made up of the traditional past, the traditional and modem present and the traditional and imaginary 
future. 



Values Infusing Ukusa: A Developmental 
Community Arts Programme In South Africa 

Elizabeth Oehrle 

Once upon a time I was offered Rl00 000 to start a music programme in Durban. 
Looking backward as well as forward with respect to lack of funding for music education in 
South Africa, this seemed like the beginning of a fairytale, but it did happen. This is how Ukusa 
came into being. 

In 1987 I was asked to establish a music programme in Durban to be financed by Shell 
Corporation. I turned down the offer because Shell was one of the targeted corporations of the 
anti-apartheid groups. In 1988 I was approached again. For advice I turned to "The Culture and 
Working Life Project" at the University. They vetted "questionable activities." They suggested 
that I find funding elsewhere. "But I am not seeking funds. I am being sought by funder~," I 
said. Their reply: "Well, start a good programme and report back to us in one year"; thus, 
UKUSA began. . 

Initially I met three teachers with students from the defunct Community Arts Workshop in 
an attempt to discover what was needed and where to meet, as we had no equipment and very little 
space. The idea of taking our 50 students to the Music Department of the University of Natal was 
s':lgges~ and quickly.executed, and a programme based on the results of questionnaires and 
diSCUSSions was estabbshed. One of the first lessons I learned was not to impose on the students 
wh~t I thoug~t ~ey.should want. My dream was to include various musics from this part of South 
Afnca, but thiS IS stIll a dream. Currently, only one class out of 18 focuses on maskanda music 
from Africa, but we do have workshops on African music and dance which many students attend. 
From this small beginning Ukusa has grown to a staff of 18 and a student body of 170 at the end 
of this year, though we began with 300. We not only have regular classes on Saturday but 
workshops on African musics and dance. ' 

Initially I insisted that we accept students sixteen years and older. The reason was because 
I w~ted to develo~ people who would be willing and able to initiate projects with the youth in 
theIr own commUnities. After seven years a competent person was found to oversee such projects 
- Debbie Mary. In 1996 a form appeared in our newsletter and offered seed money for successful . 
applicants. To give you some idea of what occurred listen to the words of Nokuthula Cele now a 
student at the University of Michigan. She was doing some research (social) in a place call~d 
Zwelibomvu. She wrote: 

As I came to know the area better, I developed a particular interest in it, as I went on with 
my research work. Among other things, I found that the youth lack interest or incentive in 
any. kind of art, not because they cannot do it, ~ut because their geographical history has 
~emed thel!l access to the w~rld of~. People In rural areas do love art, but they receive 
bttl~.atten~on from u~. Starting a project has never ~en easy especially in a place where 
pobtIcal history has dictated the course of people's bves. I spoke to the induna. His son 
joined me. We organized a meeting with the youth between ten and fourteen years of age. 
The first .arranged meeti~g place did not work ~ut We had to find another place. I wanted 
to teach them to playa plano. I had arranged WIth Zuma, a well known taxi owner in the 
area, who also owns a music band to lend me a ~eyboard. When I .went the following day 
for the keyboard, I was told that he went to hospital. He had been Involved in some kind 
of scandal, and he was shot, but not to death fortunately .... .1 decided to start something 
else with the children. I took my radio and some cassettes, and I began to teach them how 
to dance ............................ etc. 

." ~ 

Three tiers for the various community projects developed. Annually, two projects receive 
R3000; three projects receive RI500; two new projects receive R300; thus, seven varied projects 
are operational and involve approximately 200 young people. 

In spite of the fact that we are well established, operational, expanding and funded 
t~rough 2001, one problem arises frequently and requires urgent attention. Good teachers become 
d~sc.ouraged and despondent and consider resignation. Our teachers must cope with extremely 
difficult conditions. These are three. First, they teach both theoretical and practical classes in large 
groups from very diverse backgrounds. If the practical class is not only beginners, the students 
have very different abilities with respect to their background and abilities to play their instruments. 
Our endeavors to discover research on how to cope with group teaching in these conditions is 
fruitless to date. We do divide into smaller groups and ask more advanced students to work with 
the newer students, but other difficulties sometimes arise. Second, class attendance is irregular, 
but the majority of students who are absent do have valid reasons. Our classes are held on 
Saturday to accommodate workers, but some students work some Saturdays. Funerals are large 
important weekend affairs and people must attend on Saturday. Funeral attendance is frequent. 
I1Iness is also a factor. To combat this ever present and chronic problem of absenteeism, we 
initiated a system of elected class monitors. They are responsible for helping students who have 
missed one week, so that the class is not held back. Third, many of the staff are performing 
musicians. This means that they have opportunities to perform on weekends out of town. The 
result is that they must find someone to teach their class when they are away, and this means lack 
of continuity. We are attempting to tighten up this year on the absenteeism problem. 

When one of our best and most faithful teachers comes in distress and says that she must 
give up teaching at UKUSA because she can no longer cope, how shall I respond. What shall I 
speak about with her? This paper is an attempt to find a meaningful, honest and encouraging way 
of responding to Fiona. 

My attendance at the third Parliament of the World's Religions in Cape Town encouraged 
m~ to clarify in my mind the basis of development and events with respect to Ukusa I began to 
thmk about values and/or a vision for teachers at Ukusa. I searched for and found discussions 
~hat centered on community development I discovered that many of the people who are immersed 
m the technical work of developing housing for the poor, feeding and clothing people, and creating 
community support networks for isolated and dispossessed folks are able to do their work, and 
keep doing it, because they are inspired, nourished and endlessly engaged by the spiritual wisdom 
they have tapped into from a variety of religious traditions. 

The thoughts of a particular panel from the San Francisco Bay Area of California involved 
in developmental work relate to our work at UKUSA. UKUSA teachers do not realize that they 
also are involved in developmental work. Many of our students are historically disadvantaged. As 
students are 16 years and older, they are a product of apartheid's separate and unequal system 
(Ex.: Bongani). Three papers from the first conference organized for ALL South African tertiary 
music educators at the University of Natal in 1985 focused on the "severe problems caused by 
being forced to operate within a strongly circumscribed educational system" (Lucia 1986: 113). 
Further many of our students are studying in a second language, English. Too many assumptions 
are being made about the conceptual, cognitive and linguistic readiness of speakers of African 
languages. Add the fact that although our yearly fee is only R50 per year (less than $9.(0), some 
students are unable to pay. The problem of poverty, the main cause for children not getting an 
education today and all of the yesterdays, has been with us for many years. Researcher Alistair 
Clacherty from the Vuk'uyithathe Research Project says that the reason most children do not attend 
school is "deep poverty" (Grey 2000: 6). The lives of such people read like this: "Families have 
come to accept a reality which includes malnourished children. A school uniform and shoes 
represents a distant dream for many. Lives are wrapped with a blanket of poverty that extends 
beyond material poverty to erode social connections and a sense of 'power' or 'will'" (Ibid). Add 
to this the breakdown of family and tribal values. This is part of the uprootedness which is a result 
of the general economic, political, social and cultural changes during the last 60 years in South 
Africa (Schutte 1993: 119). Finally, there is AIDS. The problem of Aids is so significant that the 



Minister of Education said "aids has to be the priority of priorities. In a sense everything else 
should take second place" (Garson 2000: 4). UKUSA is a developmental programme. 

Returning to the panel of social justice activists, they shared spiritual values tha~ "infuse" 
their work, personally held values that inspire them, help them to stay focused and nounshed. 
These few are for reflection by Ukusa teachers: 

· Respect the dignity of all . . . 
· Realize that people are basically good; given a small opportumty they will succeed 
· Treat people with respect 
· Realize the people can make their own decisions 
· Listen to their needs 
· Be caring 
· Be truthful 
· Realize that everyone has value perhaps by seeing God in those people 

One panelist asked: ''To what extent are we really developing c~mmunity?" - a ~rceptive 
question to which we shall return. A response was: "Do we stand outside and throw thmgs at 
them or are we able to relate to their pain and problems and not always think of them as other? 
How can we open to them and really join with them?" One way may be to realize that the pam you 
are willing to relate to and experience with others allows for your personal growth. One revealed 
that for him it is a "burning away some of the ego." 

"But just a minute," someo~e says. "In the academic world of ideas we search for truth. 
God is not mentioned, except by the theologians." This thought is most likely eXl?ressed by t~ose 
trained in "a scientific approach to knowledge." Christopher Small argues that thiS approach IS for 
the sake of power in the western world, for the sake of control, rather than love and has affected 
our entire educational system. Others support this view such as Marimba Ani, Simon Weil and 
Agustine Schutte. 

Augustine Schutte, a South African philosopher, makes the point that" Anglo-American 
philosophy has developed hand-in-glove with science ... and has been deeply influenced in its aims 
and values and methods by science and the environment and culture that science and technology 
have produced" (Schutte 1993:7). His "own recent awakening to African thought, African values 
and African culture" brings him to the view that something crucial to humanity has been 
overlooked. His insights are relevant to those of us living and working in Africa For this reason 
I take the liberty of quoting him extensively. Schutte writes: 

What has especially struck me as a philosopher is the conception of human nature and 
human flourishing that is embodied in traditional African thought and practices and 
institutions .... In particular the traditional African conception of community (as 
expressed in such proverbs as umuntu ngumuntu ngabantu - a person depends on 
persons to be a person). (9) 

As Schutte was trained in the European philosophical tradition he writes: 
... Two crucial points of similarity between contemporary Thomist philosophy and 

traditional African thought can be found in the conviction that human persons transcend 
the realm of the merely material, and also that in order to develop as persons we need to 
be empowered ... At first sight these two insights appear to contradict each other. The 
first is the foundation of our freedom, as originators of thought and action, from total 
determination by external causes of the kind that the sciences can discover; the second 
affirms our complete dependence on other persons for our own development. In spite 
of the apparent contradiction I try to show that the paradox of freedom-in-d 

When speaking about "the fundamental source of the problem in the depth of human 
nature" or "the root of human drama" Schutte refers to "our capacity and desire for freedom, and 
our dependence on others for its ~ev~l0J:!ll1e!lt and fu!fil~~ent" (10). . . . 

He points out that countnes,mstltutlons and mdlVlduals fad to achieve liberatIOn because of 
the "false conception of the conditions for human freedom that encourages a misguided desire for 

total independence" (Schutte: 11). One result is an attempt at self realization through self assertion 
- ul ti matel y power over others. 

In order to see what is required "if personal growth and community is to be promoted 
rather than hindered," Schutte offers this: 

The key idea that persons can only develop as persons in relationships with others in which 
self-knowledge and self-affirmation are fostered and increased, provides a fundamental 
standard for the practices, the institutions and the culture that constitute our society. This 
standard can be made more concrete by spelling out the qualities of character and the kinds 
of relationships that both express and foster the development of persons. (11) 

Ukusa must take heed of this. 
He affirms that "human persons have the capacity for free self-realization in personal 

community with others ... ; in various ways .. . this freedom and community is denied, suppressed 
and destroyed" (Schutte: 13-14). How we at UKUSA view our work may help to right this 
wrong. We are all workers at Ukusa - staff and students alike. Schutte says: "Providing the right 
conditions for work is thus one of the most important ways in which we can enable [our students] 
to develop as persons to the full" (126). Schutte refers to John Paul II's Laborum Exercens 
(1981): "Work is 'for man' and not man 'for work'" (126). Thus the student, rather than the 
product, is the most important aspect our work. 

Finally Schutte quotes African philosophers who "recognize the contribution that traditional 
African thought has to make to a future synthesis with a European culture that is here to stay" 
(109). The Senegalese philosopher and statesman, Leopold Senghor has this to say: 

The three crucial elements that traditional African thought has to offer a future' civilization 
of the universal' are the idea of vital force as the foundation of reality, that of the dialectical 
connection between spirit and matter, and the vision of communal society which is' rather a 
communion of souls than an aggregate of individuals'. (Schutte: 110 - Senghor 1965:49) 

The African writer E. Ruch distinguishes communalism as one of three elements in a typically 
"African" ideology. He sees communalism "as an up-dating of the traditional emphasis on 
community as an ethical and religious ideal" (Schutte: 110). In the last resort it is something that 
cannot exist without religious justification and support. "A successful society that is not religious 
through and through is unthinkable in an African context." (Schutte: Ill) 

So it is that in the world of ideas coming from Africa the realm of the spiritual is central in 
searching for the truth. 

There are no definitive answers to any of the really important questions in life. We do not 
expect to provide definitive answers for our despondent member of staff as we are engaging with 
human issues, and there are no definitive answers to any of the really important questions in 
human life. This must be realized. It will be useful to encourage Fiona to reflect on three 
realizations which we touched on with respect to teaching at Ukusa: 

1. a realization of the situations from which many of our students come 
2. a realization of some values that sustain and support others in various fields of 

developmental work 
3. a realization of some African values which differ from those we may have been 

nurtured in. 

These realizations form a basis for our approach to the ever present burning, practical 
question: How does one motivate for effective action? It is important not only to reflects on ideas, 
but to also consider some fundamental practices which hopeful will contribute to the revitalization 
of the despondent teacher. To look at this in depth will be the topic of my next discussion. As the 
teacher is a leader in the classroom, one book which will provide useful ideas is The Leadership 
Challenge by Kouzes and Posner (1995). Time permits only one example of an idea found in this 
book. Treat the work with your class as a new adventure - especially if you have taught the class 
before. Treat it as if you are teaching them for the first time. Question your old ways of teaching 
and relating to your students. Make a list of how you operated that fits the description - "that's the 



way I always do it". For each ask, "How useful is this in helping you share infonnation with your 
students?" If you say - absolutely essential - then keep it. If not, change it. 

To conclude I would reflect with Fiona on the shared vision of UKUSA. Inherent in the 
vision of Ukusa, a developmental community perfonning arts non-governmental organization, is 
the wish to enable people who have been historically disadvantaged to develop a more positive 
sense of self, thus improving their lives and the lives of others. To this end we offer the best 
possible tuition in music, dance and drama which will develop skills for self actualization, further 
education, and career development. People sixteen years and upwards are welcome. They, in 
tum, are encouraged to share their skills with the youth in their communities. Ukusa is also a 
bridging course for tertiary institutions. 
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Caribbean Steelbands in the Cape Peninsula - How did they 
get here and what are they doing? 

By Liz Brouckaert; David Wickham; Kenny Gibe; and Alvin Petersen 

This proposed paper was approved by the Organizing Committee of the ISME 
Community Music Association Seminar to be held in Toronto, Canada, 
between July 10-15, 2000. It will be presented at the Special Sessions of the 
24th ISME World Conference in Edmonton, Alberta, Canada to be held in July 
17-22, 2000. 

Preamble 
I found this humorous and inSightful description of steel drums/pans at the 
~ottom of a pile of notes which I had collected over the past several months, 
In preparations for this paper: 

The steel pan is a fitting symbol for Trinidad and the carnival. The Trinis (sic.) 
put something cheap and abundant to extraordinary good use and created 
one of the few acoustic instruments to be invented in this century. At carnival 
time a steelband can have up to 100 players and 300 pans. The sound - like 
a crashing wave - is overwhelming. 

To make your steel pan you need a 45-gallon oil drum, a sledgehammer, 
small hammer, metal punch. ruler, compasses and chalk. The unopened end 
of the oil drum is "sunk" with the sledgehammer - deeper for the higher drums 
and shallower for the cello and bass pans. The position of the notes (around 
the perimeter and in the centre) is outlined with compasses and chalk and 
then beaten out with a hammer and then tempered with fire and water. The 
final tuning is carefully done with a small hammer and rubber-tipped playing 
sticks. 

In a steelband, the melodies are played ,on the tenor pans, and at that pitch a 
complete range of notes can be fitted onto one drum. A double tenor is a 
lower melody instrument and has the notes distributed on two drums. A 
double second is a pair of drums for accompanying chords and a treble 
guitar a trio of pans for lower harmonies. The lower the note required, the 
more space it takes up on the drum, so the bass might need a range of four 
or six pans with just a few notes on each. 

The steel band really got going after 1941 when the US Navy had bases on 
the island. Although Carnival was officially suspended for the duration of the 
war, it was celebrated secretly in the slums of Port of Spain and the "panmen" 
acquired a dangerous and disreputable reputation, their name synonymous 
with trouble. In the1956 carnival, two steelbands, Tokyo and the Invaders, 
had street battles that lasted for hours . 



Now, young troublemakers are actively encouraged by the government to join 
steel bands to keep them out of trouble. The pans have becone respectable 
and they even play Mozart and Tchaikovsky ("bomb tunes", as they are 
known). But nothing can beat the sensation of a band on the streets and you 
can sense its history in the high-octane physical thrill of those hammers on 
steel. [Anonymous] 

The Steelband Project (Western Cape) (SBPWC) - how it all started 

Andrew Tracey, the Director of the International Library of African Musicis the 
person responsible for introducing steel drums to South Africa. He has led 
his own steelband over the past several years. One of his bandmembers, 
Steve Lowrie, has been making steel drums for well over a decade and now 
has a small and thriving business in Grahamstown (Eastern Cape) . In 1995 
he spent 4 months in Trinidad honing in his skills with expert drum tuners 
there. 

The· Steelband Project started in April1996 in the Western Cape province as 
an initiative of Liz Brouckaert and David Wickham, modelling itself on a 
project developed in the KwaZulu-Natal province by Brian Clarke. Liz and 
David soon found that a quick and easy way for children (both school-going 
as well as street-children) to. learn music was through the medium of steel 
pans. They constituted an executive committee (of which I am the 
Chairperson) which served the main purpose of guiding and advising the 
project as well as helping to contextualize it in relation to the wider music 
education infrastructure. 

It was emphasized at the outset that the main schools to be the benefiCiary of 
the programs should be those in areas where there are little o"r no school 
music programs. This is the logo of the project: 
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. The first schools that started were in the African townships of Langa and 
Khayelitsha. The project was (and continues to be) so successful there that 
many more schools in the Western Cape are now its beneficiaries. Recently, 
a third teacher, Kenny Gibe, was appointed. . 

Below is a list of schools in the Western Cape which receive the benefit of 
steel pan instruction: 

~ "-it."Ifit."Ifit."If Steelband Project (Western Cape) 
it."Ifit."Ifit."If~"-
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NAME OF CENTRE INCEPTION DATE OF 
INSTRUCTION 

Streets Community Development January '98 
Woodstock 
(for children and youth living on the 
street) 
Zonnebloem Nest School January '98 
Walmer Estate 
Langa High School February '98 
Langa 
Thandokulu High School February '98 
Mowbray 
Camps Bay Primary, February '98 
Camps Bay 
Inthlanganiso High School March '98 
Khayelitsha 
St Louis Primary School March '98 
Langa 
The Waldorf School Band 1 - April '98 
Constantia Band 2 - July '98 
Meiring Primary School, June '98 
Riebeek Kasteel 

St Joseph's College July '98 
Rondebosch 
St Cyprians July '98 
Vredehoek 
Auburn House August, '98 
Kenilworth 
Herzlia August '98 
Constantia 
Mandela High School March '99 
Crossroads 
Grove Primary School April '99 
Claremont 
Rustenberg Girls Primary April '99 
Rondebosch 
Pinelands North Primary School May '99 
Pinelands 
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Profile of the centres: 
Metropolitan centres 12 
Township centres 4 
Rural centres 1 

Profile of learners: 
The learners are: street youth and children; school-going township youth and 
children, all of whom would not normally receive the benefit of music 
education; and school-going metropolitan youth and children. 

Numbers of Learners the Project reaches each week: 
• Approximately 250 

The Administration of the Project 
The SBPWC is supported by three advisors: Alvin Petersen (Music 
Department, University of the Western Cape), Marlene Ie Roux (Artscape) 
and Gillian Balintulo (Trinidadian-born concert pianist) . 

Liz is the teaching co-ordinator. In this capacity she takes care of all the 
administrative issues and sees to the overall smooth day-to-day running of the 
project. 

Initially a teacher (either David or Kenny) visits each school or centre once a 
week for an hour. The instruments are transported to the centres in a trailer. 
All students who are interested are welcome, although the ideal number for 
this kind of steelband is between 15 and 20 members. The classes are 
usually held outside of normal school hours. Ideally, time should be set aside 
during the school day for steel pan ensemble work. Thus far, two schools 
have this arrangement, namely the Zonnebloem Nest school, where 
steelband performance forms part of the drama syllabus for the Grade 10 F 
class; and the Waldorf School, Constantia. 

Teaching Method 

Learners are taught from the outset how to unpack and pack the trailer. Since 
it is small, there is only one way in which everything (including) a drum kit can 
fit into it-the correct way! By working together they are already co-operating 
with one another, a skill sorely needed in steelband playing. 

From the start learners are taught a new tune each week. In the beginning, 
the tunes are very easy to master, based on Chords I and V, or on the I IV V 
progression. Typical beginner tunes are Tchocholoza, Guantanamera, 
Manenberg (by Abdullah Ibrahim) and Give Me Hope Joanna (by Eddy 
Grant). Learning takes place mostly by rote. Chords charts, denoted in letter 
notation, are used for the harmonic instruments. A similar shorthand is used 
for melody and bass instruments as well. 
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Nearly every instrument is doubled so the children can imitate one another 
and work as a team. David teaches one section at a time and focuses later 
on individuals who are experiencing problems. The first resort is the cue 
sheet; the second is the peer and the third is the teacher. The children can 
perfect a song in 15 minutes, for example, Tshosholoza. Some get bored 
because they do not feel challenged. The instruments that play supporting 
chordal accompaniment are much easier to play than the melody instruments. 
Melodies are played by the tenor/melody pans. 

There are: 6 melody (tenor) pans; 8 chord pans (double tenor); 1 bass pan; 1 
drum kit and 1 or 2 percussionist. David encourages the drummers to at 
least try out the pans. In schools situated in more affluent areas, children are 
quite ready to swop instruments. In the less affluent schools, individuals tend 
to stay at their assigned instruments. In private schools (Waldorff; 
Montessori) the children struggle to play within an ensemble. In the less 
affluent areas ensemble playing seems easier to attain. 

Learners are encouraged to develop a repertoire of their own favourite tunes 
and through this process they learn the rudiments of composition and 
arrangement. A knowledge of basic music theory is acquired during this 
learning-by-doing process SO that they should be able to transfer their musical 
knowledge to other instruments. 

Once the band has developed a repertoire it is encouraged to give 
performances. From the funds raised through these performances, schools 
are urged to buy their own set of steel drums. Thus far, our bands have given 
over 60 public performances in venues ranging from school halls, to the Nico 
Malan Theatre, and appeared in two television programs, one for South 
African Broadcasting Corporation and one for a German television company. 

We encourage each school or centre to involve a staff member in the co
ordination of the program from the school's side and to help in arranging 
concerts for each band. 

An average band size is 12-18 students. Experienced bands can play 
between 12-15 tunes. Local and traditional tunes are used, and other popular 
·tunes that are internationally known, for example, Tequila. Classical tunes 
are beginning to be incorporated into the repertoire. 

Mission of the Project 

The SBPWC is committed to promoting Steelband ensemble performance as 
an accessible music education tool. 
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A key focus of the project is to reach out to township schools which by their 
very nature have little or no exposure to music/arts education. Currently, the 
best ensemble is the ensemble of Langa High School, a school situated within 
an African township. 

In order to nurture a culture of performance, individual ensembles are trained 
to perfect their repertories so as to be concert ready. Various ensembles have 
performed in more than 150 concerts since its inception. Highlights were: 
- National Youth Commission (President's Office) 
- Premier of the Western Cape Hosting function at the Nico Malan where the 
main guest was the premier of upper Austria 
- Millenium night at Ratanga Junction, a theme park just outside of the city 
limits. 
- TriNations Rugby test between South Africa and Australia at Newlands 
- Waterfront Amphi-theatre to commemorate South Africa Music Day 
- Regular TV appearances, product launches and corporate functions 

Benefits 
There are many benefits which accrue to those who become members of 
steel drum ensembles. The main benefits are musical and social. Learners 
(including those who are physically challenged) benefit musically because 
steel drums are easy to learn to play. They do not require the sophisticated 
techniques associated with instruments such as the violin and the piano. 
Le~rn~rs are.also gi~en exposure to a .variety of musical idioms, thereby 
ennchlng their experience of cultural diversity. Learners benefit socially 
because they develop a range of interpersonal skills -such as working 
together as a team and by playing within an ensemble. 

Funding sources 
There are three funding sources - tuition fees; concert fees; and 
sponsorships. 

Learners pay R70.00 each per term (approximately R6.50 per class) In 
schools where parents cannot afford this, the project tries to find sponsorship 
on behalf of these schools. 

When enser:nbles perform in concerts, both the school as well as the SBPWC 
get a percentage of the concert fees. 

The SBPWC is sponsored by the following: 
Cape Town City Council 
Arts and Culture Trust 
Western Cape Provincial Arts and Culture Department 
National Arts Council 
Swedish International Development Agencyl(SIDA) 
Dockda 
PPC Cement 
Nelson Mandela Children's Fund. 

In addition to this a part of our revenue is drawn from fees paid by students 
who have extra-mural classes with the project. 

4 Conclusion - whither steel pans in the next millennium. 

• Se~ing up mini-festivals and meeting with bands from other provinces is 
an Important part of the project's future development. We will also lobby 
for the inclusion of steel drums within school and university programmes in 
South Africa. 

• We have established links with Andy Narrell, the virtuoso steel drummer, 
who has presented workshops both in 1999 as well as in May this year. 

• We hope to establish links with Trinidadian bands and arrangers. 

• We need more steel drums; vehicles; trailers; and; not least, teachers, on 
the project. 
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Mediated Concerts for Children in Israel's 
Pluralistic Society 

Graciela Sandbank 

Abstract 
This paper describes the rationale for an ongoing project of a series of concerts for early 

childhood and special education populations implemented for the Hebrew and Arab speaking 
communities in Israel over the last 13 years. 

The project is especially aimed at developmental areas allover the Country sponsored by a 
National Foundation: Omanut la Am (Culture for the People), with the collaboration of the Ministry 
of Education and the Municipalities of the areas concerned. 

The concerts are tailored to meet the needs of the different audiences according to an 
integrative model developed by the author, with the participation of professional musicians and 
dancers. The meaning of "Israeli pluralistic society," the concept "mediated concerts" and the role 
of classic music in part of the programs are clarified by video tapes illustrating this presentation. 
Questions such as how to deal with diversity, respect and valorize the traditions, cope with the 
"mass media effect" and yet facilitate a better personal and social integration through a shared 
artistic experience are recurrent issues in this project. 

Israel as a Pluralistic Society 
The State oflsrael is recognizably pluralistic. Western, Eastern and African immigrants are 

constantly adding new shapes and colors to the cultural kaleidoscope of the Israeli society. 
Naturally each immigrant brings her or his own music, and the dialectic process that takes place 
between "local" and "new" musical influences is an emotional reflection of the adaptation process 
taking place. During the fifties and sixties the music of oriental immigrants (Persian, Moroccan, 
Yemenite) seemed strange and was even rejected by Israeli ears (Ruud, E., 1986). 

Cohen and Laor (1997) describe the change that took place in the country's policies: 

The past decade has witness the rise of ethnic pride as well as an incr.easoo~ns·tivity to 
and concern for the unique c}l un , of minority people. The" ( elting pg 'ideology 
has been giving way to the" alad bowl" deology: no longer do dichoto' hreaten the 
integrity of Israel: rather plu IS eXists. (Pg. 10) 

As a parallel process, the role of the media during the last decade was very crucial in the 
shaping of musical taste: popular singers of different cultural backgrounds introduced a personal 
flavor in their~!sCl.ndt~~edia (radio and TV) did the rest. The outcome of this pr<><;ess 
resulted in a '~am.o.rpb~ (Blaukopf , 1992), changing the musical taste of the Israelis: the 
most popular songs nowadays aF~Piced by oriental drumming and vocal melisma that were 
strange to the ears of listeners in sixties. , _ 1>1 ..I ~o.£,. 

:(,N.bUWl I ' 'I \ vJ.-~ GV'L''- 4 . 
The motto of the Ministry of cation In the year 1998 was: "the right to be respected and 

the honor to respect." Special projects were implemented in schools allover the country to 
increase awareness of the uniqueness of different cultural backgrounds, and promote tolerance and 
acceptance (Sandbank, in Oshrat Ed., 1998) . 

• ~11' 

Description of the Series of Concerts ' 
, A series of concerts for young children, for special education and for populations with 

special needs, are organized in developing areas, sponsored by the National Organization "Culture 
for the people" and the local Municipalities in each area. The concerts for Kindergarten students 
and for Special Education are organized in school hours and the children attend the concert 
accoI.1lpanied by their teachers and the staff of the school. In Community Centers and Institutes for 
the disabled, family concerts take place after school hours. The rationale of the project is to "tailor" 
the concerts to the needs of the different populations, and my task is to select the musicians and 
dancers, prepare the programs and provide commentary for the concerts, which are interactive and 
tend to provide a deep artistic experience to the specific audience. 

The Model Of Mediated Concerts For Children 
The model developed for the mediation of the concerts is interactive: the children participate 

as ~n.active a~dience motivated at the motor, cognitive, emotional and social levels through the 
artlstlc expenence. The programs and the commentaries are adapted according to the special needs 
of the children in the different areas and their ethnic belonging. 

Special needs that are considered include: the developmental stage of the audience, mainly at the 
psycho-motor level; the specific disability at the special education schools and institutions; and the 
musical identity of the audience in areas including new immigrants and Arabic speaking children. 

, De~ning the special needs of the audience is the first step in the selection of the program, 
on whic~ wIll depend the effectiveness of the concert to attain the main goal of the project: to elicit 
an emotIOnal response through an artistic 'experience of the best quality in the style that is 
meaningful for the specific audience. 

The Selection Of The Program 
During the 13 years that the project has existed, 20 different programs have been created 

with the participation of professional musicians, most of them including dancers. The contents of 
the pr,ograms deal with: a) specific periods in the history of music like Arlequino y Columbina at 
the King's Palace and Tria+Ballet, both including dancers dressed according to the style of the 
period; b) families of instruments, like brass quintet, duets and trios; c) instrumental dances around 
the world, ending with flamenco dancing; d) folkloric influences in classic music, ending with 
Israeli folk- dances, including dances belonging to the folklore of the specific audience where the 
concert is performed ( Arab, Druze, Yemenite, Ethiopian, Russian); e) dancing to the music 
( different styles in music illustrated by dancers changing their customs accordingly, from the 
Minuet to Country music); and f) ethnic music and dancing (ie. special program with Inbal Dance 
Company, Indian and Central American drummers, and ethnic artists from Uzbekistan and Buccara 
Musical Puppets -large puppets dancing to different musical styles, from classic to jazz.) In 
principle, the same audience attends several programs of this series, thus being exposed to 
different styles in music. 

Classical music is a common denominator in most of the programs because of its positive 
influence in childhood development (Ruud, 1998; Summer, 1988; Hodges & Haach,l996). And 
yet a well balanced diet, including different musical styles would be ideal to promote flexibility 
and enlarge the musical taste of the specific audiences. The musical identity of the audience is 
respected by including a song, a dance or a piece of music belonging to their specific tradition. 
The message transmitted by acknowledging and valorizing the child's cultural identity may have 
a direct appeal to the child's self image and promote interest and curiosity about the others . 



Promoting Integration Through The Artistic Experience 
Su~ming up what was stated before, we may say that children in Israel are part of a pluralistic 
society engaged in a challenging co-existence. The process is highly dynamic and daily influenced 
by the media through verbal and non-verbal means. 

Music plays an important role because of its emotional connotations as part of the cui tural identi ty 
of the individuals and in the process of fusion that is taking place in light of the mediamorphosis 
and new educational policies. 

Musical activities in this project provide a special added value: the emotional involvement. Getting 
to know and learning to appreciate other people's music may lower psychological barriers and even 
lead to the fusion of musical elements, fostering the creation of a new gestalt: a new shared reality. 
(Berlyne, 1971, cited by Storr, 1992, pg.l68). 

The far reaching aim of this project of Mediated Concerts is to promote a life-long love for 
~e arts for as many children as possible. Its immediate goal is to offer the child the opportunity to 
live with. music in a changing society. Paraphrasing the name of Kurt Blaukopf 's (1992) 
~>Uts~dmg book, Musical Life in a Changing Society, cultivating a taste for what is artistic, 
mspmng, emotionally involving, awaking a passionate interest in music and in people alike. 
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Long Ago He was One of the Singers: Retired 
Singers' Views of Choral Participation 

Rosalynd Smith 

Abstract 
This paper examines the narratives of recently retired members of a large amateur choir, 

together with data drawn from a survey of the choir undertaken in 1997, in order to explore the 
m~~ing of the choral experience for such a group. As amateur participants in a choir structured 
ongmally on community principles, but functioning in the professional musical world, these 
singers have straddled the border between amateur and professional performance, and been subject 
to the tensions that this dual status entails. Looking back on their choral experience after 
retirement, the interviewees confirmed the findings of the survey in relation to the importance of 
choral singing in their lives; but many of the retirees were critical of the choir's administration for 
its failure to recognize the amateur or community aspect of their involvement, in its quest for higher 
professional performance standards. 

Introduction 
How pleasant to kI10w Mr. Lear! 

Who has written such volumes of stuff! 
Some think him ill-tempered and queer, 
But a few think him pleasant enough. 

His mind is concrete and fastidious, 
His nose is remarkably big; 

His visage is more or less hideous, 
His beard it resembles a wig. 

He has ears, and two eyes, and ten fingers, 
Leastways if you reckon two thumbs; 

Long ago he was one of the singers, 
But now he is one of the dumbs (Lear, 1951) . 

This blunt and dismissive self-description comes from the poem by Edward Lear, master of 
the nonsense poem. I am not sure whether Lear was referring to himself as a former singer in the 
literal sense, though he was a composer and singer of songs, as well as a poet and illustrator. But 
the words of this poem floated back to the surface of my consciousness when I recently 
interviewed a group of retired choristers, some of them still resentful or sad to be no longer 
singing, and I wondered whether Lear's words later in the same poem were related: 

He weeps by the side of the ocean; 
He weeps on the top of the hill 

My interviewees did not weep during the interviews, though I am sure there had in some cases 
been weeping earlier. 

My reason for conducting the interviews had not been specifically to investigate the 
choristers' retirement. Rather, I planned to add to data I had previously collected in a survey of a 
large community choir, which explored singers' views of the choral experience (Smith, 1998). I 
proposed to add the perspective of those who no longer sang, and could look back on the 
experience more objectively, at the completion of what was usually a long career of amateur 
singing. 



An Amateur Choir? . . 
'Community choir' is perhaps a slightly misleading description. The chOir to w~ch these 

singers belonged was an amateur symphonic choir. While. it possessed some of the attnbutes of 
other community music groups --local amateur membership and '!l~agement by a board made up 
partly of its own members -- it al~o had the P!Ofession~ charactenstIcs common to many 
symphonic choirs. It performed m a professIOnal envlronme.nt, was the regular p~rtner for choral 
works of the city's best professional orchestra, and many of Its member~ had m~slcal . 
qualifications of some kind. The reauditioning process was .regular and mcr~mgly ngoT<?us, and 
rehearsal and performance expectations were high. The chOir ~though ~ot th~ smgers) r~e~ved 
substantial fees for its performances, and the government ~undmg ~at. lt obtamed was dlstnbuted 
through the fund which supports mainly professional musIc organizatIOns, not through a separate 
scheme for funding community arts. . , . .. 

Even the term 'amateur' is far from ambiguous. Fmnegan comments that the concept of 
'amateur' musician is a relative, partly arbitrary, and someti?1,es di~puted label ~ather than ~ settled 
division" (1989, p.18). Many 'philharmonic' or 'syml?homc chOirs are sometImes descn~ as 
'semi-professional', or said to be somewhere on a contmuum between amateur and profeSSional 
organizations. Hutchison and Feist, for ex~ple, s~te that . . 

The amateur and professional arts are mtertwmed and mterdependent; the term amate~r IS 
not unambiguously separated from 'prof~ional ' ; ra.ther than a clear amateur/p~?fesslOnal 
divide, there is a complex amateur/professIOnal contmuum or spectrum of ambition, 
accomplishment and activity (1991, p:xiii).. . . ' 
The problem with the model of a contInuum IS th~t It.s,:!ggests, If not a transfo~a~lOn over 

time from one end towards the other, then at least that an mdlVldual or group can be posltlOne~ on 
this continuum at a point determined by the criteria mentioned. In real life, though, and esp~lally 
in real choirs, performers are likely to be at completely different places on the propos~ contmuum 
according to which criterion is used. My retirees, for example, would .all ha~e rated hl~hly on. 
experience and, at least in the past, on accomplishment. However, their ~USI~ educa~l?n vaned 
in both type and level achieved, and all were near the bottom end on the cntena of ambition, 
professional earnings, and time spent on the activity. . . . . . 

Stebbins (1982; 1992) presents a m<?re ap~ropnate ~efimtIon of this ~nd of ~ateu~, . 
whom he sees as pursuing what he calls senous leisure. ThiS refe~ to a purs,:!l~ ~at IS sufflcleI?-tly 
substantial and interesting for the participant to find a career the~e In th~ acq~lsltIon and .expresslon 
of its special skills and knowledge" ( Stebbins, 1992, p.3). Senous leisure IS charactenzed .by 
significant personal effort and a tendency for participants to identify strongly wi~ the pursu~t. 
Benefits for participants include "self-actualization, self enrichme~t, self-ex~res.slOn, r~reatlon or 
renewal of self, feelings of accomplishment, enhancement of self-Image, S<;>Clal mteractI?n and 
belongingness and lasting physical products." Although there are no ph~slcal produ~ts m .choral 
singing all of the other benefits listed were mentioned frequently by chOir members m their 
answe~ to my 1997 survey (Smith, 1998, pp. 213-214). . .. . 

Gates who develops Stebbins' ideas into a more detaHed typology of musIc partiCipants, 
points out that understanding music participation requires qualitative research: "we must 
understand more fully our music participants' motivations in the rich contexts of their own lives 
rather than through the stencils we construct for them" (Gates, 1991, p.27). 

Amateur Singers And Professional ~tandards . . . 
While the status and achievement of the chOir h~ always been qUite. high relative to other 

choirs in the city, a determined effort had been made dunng the. l990s to rruse standards further. 
This was partly at the instigation of members, and partly a reactIon to pressure from the orchest':3-
and funding bodies. The 1997 survey of the choir revealed that members str~ngly supported thiS 
effort, even when measures such as extra ~rformances and rehearsal~ and s~cter attendance rules 
placed a strain on their ability to comply With the demands of the chOir (Smith, 1998, pp.214-215). 

This was not surprising, given that the most important reason most gave for joining and remaining 
with the choir was the chance to perform at a high standard, with professional musicians and 
conductors. 

But singers also demanded that the conductor and administration recognize the reality of 
their situation as amateurs. One typical comment was 

I sometimes wish that there was a tiny acknowledgment of the fact that most of us ~e 
people with full-time jobs and that evening rehearsals are often after a trying day With 7P, 
an after school meeting, a rush home through traffic to make a meal, a rush to [the rehearsal 
venue] etc. Some consideration that we are mostly very weary by the end of the day would 
be gratefully receiVed. 

The View From Retirement 
To add to these points of view, I interviewed a small group of singers, 5 women and two 

men, who had retired within the last two years. They had sung with the choir for periods ranging 
from 15 to 28 years. Two had retired voluntarily, and the others had failed their last auditions. 

For all of them, singing in the choir had been by far their most important leisure activity, 
one in which they invested a lot of time and effort, and from which they derived great pride and 
satisfaction. Their comments support the findings of the earlier suryey that the primary motiv~tion 
for involvement in the choir was, for most, the desire to sing with a choir that could achieve high 
standards and be involved in professional music-making. Most of those interviewed had chosen 
the choir for these reasons, and for all of them it came to be the main reward of their involvement. 
All felt they had learned a great deal from the experience. One described the experience of her first 
8 Minor Mass: 

I didn't have enormous flexib~lity in my voice and to have to do these flexible runs was 
very difficult for me. So I grew enormously musically. [[he conductor] took the trouble 
to explain about Bach's wonderful sense of weaving these threads together, and how the 
dynamics of the music are so fundamentally important. Now that was an absolute 
revelation to me. To have that intention explained was, I felt, the beginning of my 
intelligent contribution to the singing, to be able to sing intelligently, to make a contribution 
that I felt was not just accurate but got that sort of extra little commitment. 
It seems clear from the comments that these singers saw themselves as amateurs who 

fulfilled a professional role, and this is illustrated by one anecdote related with relish about an 
occasion when the singers threatened to go on strike. 

The choir was performing the Mahler 2nd, and had to sit for the first hour, before the 
choral finale. The Cbncert management had allocated only 82 seats for 120 singers, and 
refused to move the audience members in the side choir stalls. We said: this is no way to 
treat people, and [the concert manager] turned around and he said: of course we can db 
that, who are you, you are amateurs. Well at that, of course, all these large ladies dre\y 
themselves up to their full height and descended on this little man and said: if you r~qwre a 
professional standard from us, you treat us like professionals. Now go and sort thl.S out. 
So of course the concert hall was ready to move these people up into the boxes, which was 
finally done about ten minutes before the concert. Needless to say we didn' t get any 
concert appointments for about 12 months after that. . ,. . 
All the retirees were engaged in or contemplating some ki~d of ~u~~ actI:'lty m plac~ of 

their former involvement in the choir. All of those who had conSidered JOlnmg a different chOir 
said that they could not tolerate being part of a group with a low standard or lack of discipline. 
They commented: ' . , . 

[[he conductor of a recommended choir] never retIres anybody so they sing until they are 
falling off the edge of the perch. There are always struggles with not enough men. So I 
suppose the fact that they do anything worthwhile is meritorious, but I thought: I could not 
work with a group like that; and I expect it to disciplined, and people to obey and c0-
operate. The trouble with the smaller choirs is that they giggle and talk when the conductor 

\'starts to talk aIld that is what I will probably miss and get very irritated about. 



Others had taken up an instrument previously learned, or returned to singing lessons. Most 
of them went often to concerts, and found they enjoyed hearing the works they had previously 
sung: 

I thought I would miss it desperately, and I thought I would want to .go on singing. ~ut I 
found a tremendous satisfaction in listening to other music. I have this great pleasure In 

listening to things I might have been involved in at one time or another. . 
At first I wondered how I would feel hearing music and works that I had performed with 
[the Choir] on the radio and on CDs, and would I be really upset and so forth. I actually 
didn't, I enjoyed listening to it and thinking: yes, I sang in that, and that was just a 
wonderful experience. I can sit back and enjoy it and think: well, I was part of that for a 
long time. 

Failing An Audition 
None of those who failed the audition considered their rejection unfair, or challenged the 

conductor's judgment. However this did little to ease the hurt of the rejection. One singer held a 
'grief party' for all those she knew who had been dismissed. Another, who was also an . . ' 
instrumentalist, and pointed out how much more personal a voice audition was, summed It up thiS 
way: 

I was devastated really. For a long time afterwards I was quite sad about it. I miss the 
music. I miss being associated with a group of people all working towards the one thing. 
I miss hearing the piece develop and seeing it polished, and I miss performing. 

Most of those who failed were highly critical of the process and timing of their dismissal. 
This may in part have been a way of coping with the hurt and disappointment, but they had some 
pointed comments to make about the responsibilities of the choir administration. One contrasted 
the form letter informing her of the decision with a rejection letter she had recei ved from another 
choir, which was personal and detailed, and said that the particular quality of her voice was 
unsuitable, rather than the standard of her singing. Others commented: 

[The performance] ended on the Sunday and the next rehearsal would have been on the 
Wednesday. The letter came on Tuesday: "don't come back tomorrow" probably it will take 
a long, long time to get over it. I mean, 14 years, and you're dismissed within three days. 
I've paid to be a member until the end of the year. This was sort of instant dismissal, as 
though you had done something bad. That's what we feel at work: if you have to leave 
immediately, that means you have done something that wasn't proper. 
What was hurtful was the way we were dismissed -- off the data base and the whole thing. 

" I think people who manage community choirs should realize that they are not just dealing 
. .\ wJJJ.. v) with professional musicians who get paid to do it and can expect summary dismissal. They 
1-{\'>rI1). are dealing with people who put their whole lives into it and there are better ways of saying 

-- to people: look, I am sorry, it is really ~me you retired. You are not worthless. You have 
given a tremendous contribution in community choirs, that contribution is important. 

Conclusion 
The experience of becoming "one of the dumbs," as Lear describes it, reveals an important 

lesson for community music groups who strive to perform at the edge of the professional world. 
This case suggests that performers have little trouble understanding their dual amateur/professional 
status and have quite c~ear expectations of how they should be trea~ by ~eir o~n organiza~on 
and by others. Admirustrators and conductors, however, run the nsk that In their concern With 
'professional' standards, they may fail to recognize the reality of the 'community' aspects of the 
organization. 

....,. 
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Action Research in Music Education: 
Between Community and Classroom 1 

Introduction 

Sallyann Goodall and Merle Soodyall 
Merle Soodyall and Sallyann Goodall 

This paper will report on a Music Education action research project undertaken 
with a group of inservice Music teachers and community workers at the University of 
Durban-Westville, South Africa. The first part of the paper will present an outl ine of 
action research and describe the project, its aims and objectives, and will highlight 
the state of current practice and activities in corTll!l!ill.i!y and formal music programs. 
The second part of the paper shows how the action research model is one that is 
servin~ needs of both these learning environments. The paper will show how 
community WOrKers and formally trained music teachers became co-collaborators 
with university coordinators in sharing ideas on the implementation, collection of 
information and evaluation of individual action research projects. It will reveal that in a 
situation where there are few resources, teachers themselves became the resource. 

The Music Education Action Research Project began in June 1997, and to date 
has involved almost 150 teachers and community workers in conducting research 
about their own teaching practice in music. The action research concept central to the 
project is a methodological one known for ' e articularly in developmental 
situations. Although most writers refer t Kurt Lewi as the 'fath . n research' 
Olson (1990) states that "action research is usually credited to ohn Collier, ' 
Commissioner of Indian Affairs from 1933 - 1945" (Crookes 1999). Croo es reports 
that action research "has been an established tradition in rural, agricultural, and 
community development particularly in the third .world and in the development of 
workplace democracy particularly in Scandinavia (Elden 1979, Karlsen 1991}". 
According to Crookes, the attitude surrounding action research (rather than the term) 
can be traced back to Dewey around 1904 (Crookes, 1999). . 

Definitions And Features Of Action Research 
There are various definitions and understandings of the term 'action research', 

and although the term has been widely accepted, specificities vary and continue to 
develo In Lewin's original use of the term, he said that action research is the 
ys ematic collection of data and research that leads to action and change and, 

hopefully, improvement (Lewin 1944). Stephen Kemmis defines action research as "a 
form of self reflective inquiry undertaken by participants in social (including 
educational) situations in order to improve the rationality and justice of (a) their own 
social or educational practices, (b) their understanding of these practices, and (c) the 
situations in which the practices areearried out. It is most rationally empowering 
when undertaken by partiCipants collaboratively (Hopkins, 1985)" (Kailin, 1998) . 

• "Co· 

drf.; 
Bob Dick (1997), an Australian with a distance course in action research, / ~ 

regards action research as a "methodology which is intended to have both action ! t:; ~~ I 
outcomes and research outcomes. He says that the "action" is primary, and the L ~r'~ 
"research" component usually takes the form of understanding on the part of the .. J ... . 
participant. In An Introductory Guide for Teacher Candidates at Queen's University, the 
writer says "avoid your everyday assumptions about 'research' as you think about 
action research. Action research has nothing to do with lab coats, number-crunching, 
and familiar stereotypes about 'objectivity'. The term simply refers to trying to better 
understand what you are doing in your classroom" (1999). 

Since its early beginnings, action research has been successfully applied in 
education (Calhoun 1994; Carr and Kemmis, 1986; Catelli, 1995; Corey, 1953; Dick 
1997; Elliott 1991). In this setting it has been recognized as a powerful tool for 
improving both the teaching practice and the school organizational structure. It has 
also been effective in reducing the isolation that has separated teachers from ( 
teachers, and teachers from administrators and community members (Calhoun, 
1994). 

In most writers' descriptions of the action research model, two characteristics 
are often mentioned (a) it involves information collection and analysis, and (b) it is 
cyclic, alternating between action and critical reflection (Dick, 1997). However the S\i AD) 

number of steps in the action research model differ. Some writers use Kemmis' four ~-, 
step process (plan, act, reflect, plan) while others opt for the seven- or eight-step ./ 
process that we use in the project. . 

The present paper can be viewed as an action research paper in that we report 
about our practice without taking a theoretical stance. This does not mean that we 
think our work is atheoretical. It means rather that it is work-in-progress, brought for 
discussion and also for the improvement of our practice. 

UDW Music Education Action Research Project 

Aims 
There are very few teachers in South Africa trained as music educators. In Kwa

Zulu Natal province, where there are an estimated five million children in schools, 
there are an estimated two hundred trained, music educators at most. 2 There is, in 
other words, a great need to produce music teachers fast. 

Since this is a thing of impossibility, the Project has been designed to work 
with anybody who can teach anything about music. Most of those interested are 
teachers already in schools (in-service in other words), but there are also community 
arts workers amongst them who wish to develop their capacity in music. 

One factor that has made the Project desirable is the national introduction and 
implementation of Outcomes Based Education with a compulsory 'Arts and Culture' 
learning area. Teachers interested in music, but lacking training, now see a 
possibility for themselves to become involved in a subject about which they are very 
enthusiastic. They see themselves using music across the curriculum, or becoming 
the music teachers they always wanted to be. But most of them lack skills in the 
formal sense, and now, as adults, it is more difficult to gain them. . 



Workshops held by tertiary institutions, music societies and tertiary education 
departments that focus on skills development for these teachers have offered a 
temporary solution to the lack of teaching method, music skills and resources. But 
generally, the workshop method offers a temporary knowledge that does not sustain. 
Community musicians in South Africa have generally had very little support from either 
funders or formal institutions. 

Given this context, the Music Education Action Research Project has centered 
its aims around the following main issues. Firstly, the Project aims to upgrade the 
quality of music teaching in the in-service context, by involving teachers in action 
research - by encouraging small groups of teachers in self-assessment and 
development skills over a protracted length of time. 

The second important aim of the Project is to develop a model of sustainable 
development for all teachers. This is the guiding and undergirding aim - that music 
teachers have access to forums in which they can develop themselves, and that this 
be sustainable. 

With respect to the curriculum, there is a sense that much higher percentage of 
local content should be used, focusing specifically on the use of African music in the 
classroom context. By encouraging African traditional music, the Project aims to . 
contribute towards music curriculum development in that direction. We hope that ~"",""'" 
experimentation with the original cultural context of the music in the classroom will ~. 
enable a far wider use of African music so that explicit curricular themes can be «ul

' 

developed and used by all teachers. . 
It is well known that the better proponents of local African music are located in 4<1" 

the community rather than in the schools, that they do not have formal qualifications, @ 
an? th~t therefore they cannot be employed by the State. We aimed to develop \~,~ 
gUIdelines or outcom.es for 'c:ommunity teachers' to work towards so that children can r ~ . 
get the benefit of theIr expertIse and so that community musicians can turn their years 
of work into employment. 

Structure ~f the A~tion. Research Project: 
The MUSIC EducatIon ActIon Research Project is based at the University of 

Durban-Westville. The partners include (1) the University Music Department where the 
Project director and coordinator are based, (2) teachers, principals and community 
workers from several metropolitan and rural school areas, and (3) representatives 
from the local Education Department. 

In the first two phases of the Project, meetings for the participants were 
organized by the university coordinators at the University Music Department. Ten 
meetings, held fortnightly comprise one phase of the Project (six months, one 
semester's duration). Phase 1 and phase 2 focused on introducing participants to the 
eight stages of action research (see Appendix A) and on involving them in individual 
action research projects in their schools or communities. 

The topics for these projects ranged from areas in choral music and staff 
notation to traditional African music. In order to receive their Certificates of 
Achievement at the end of each phase, all teachers are required to produce an action 
research report. These are published in Music and Development, referred to 
throughout this paper as M & D 1, M & 0 2, etc. Five hundred of these are printed and 
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distributed to teachers locally and to other interested people at no cost to them. The 
Phase-end Meeting provides participants with an opportunity to share their projects 
and deals with a wide audience from schools, universities and local education 
departments 

Many teachers have participated in the Project for more than one phase. Some 
of them have continued with a study that they started in their first phase while others 
have started new music projects. In phases 1 to 3, teachers met fortnightly at the 
University Music Department and were facilitated by the coordinators. In phase 3, a 
group of teachers also met in another location, Mandeni (100 km north of Durban). 
They met weekly and were facilitated by the Project's first Local Coordinator, a teacher 
who had attended from phase 1. Once a month the university coordinators visited 
them. 

In phase 4, ten participants from phase 3 were selected to undergo a special 
Local Coordinators' training. The aim was to equip a certain number of teachers with 
the faCilitating and coordinating skills necessary to direct their own groups. An action 
research group functions optimally with about ten people, and there were so many 
new teachers wanting to join the Project that we decided to expand leadership to 
Local Coordinators, thus increasing the number of teachers and spreading the action 
research model. In phase 5, eight of these Local Coordinators started local action 
research groups in their own school locality. 

Description of Phases 1- 3 

Stages of Action Research, Local Projects 
In the first three phases of the Project, the university coordinators facilitated 

groups of teachers and community workers and introduced participants to the action 
research model. Invitations to attend the action research meetings were posted to 
mainly township and rural schools in and around Durban, and flyers were left at major 
community art centres. 

All sessions at the university are held after school hours and last ninety 
minutes. In the introductory session, participants are introduced to the action research 
model as a method for school, classroom and community improvement. Participants 
are given a reading handout on an action research project, and are asked to think 

CD about their own area of study. The standard guidelines for selecting this area is that it 
should concern the teaching and learning of music, it should be something that the 

(j) participant is deeply concerned aboUt and it should be something that the participant 
OJ has influence over in terms of her or his teaching practice. 

We use an eight-stage action research cycle, (1) identify goals, (2) discuss 
goals, (3) literature review, (4) re-define goals, (5) plan, (6) evaluation process, (7) 
implementation, (8) presentation. It is seldom that participants use these stages in a 
linear fashion. Often a series of up and down steps are used until the individual 
project is complete. But we find the stages very useful in guiding the participants. 



Stages 1 - 4 (Identify Goals, Discuss Goals, Literature Review, 
Re-define Goals) 

Teachers decide on a problem or question that is important and meaningful to 
them. At this stage they have a very general idea of what they would like to improve or 
develop, but often it is far too large in scope, given the time frame. After discussion 
with and guidance from the university coordinators, and sharing ideas with group 
members, teachers narrow goals and choose problems that are small scale and 
manageable. They begin to develop research questions and methodology and here 
they differ widely in interest and expertise. Some teachers will come with research 
questions planned and methodology determined while others ask for suggestions 
from both group members and coordinators on how to proceed to the next stage of 
the cycle. We found that teachers gain ideas from reading previous teachers' action 
research reports, and gain an understanding on the plan and process followed. This 
helps them in their own plan and implementation. Some of the classroom-based 
research that was done in the first phases relate to the content and teaching method 
for choral music, Western notation and African traditional music. 

Stage 5 (Plan) 
In this stage teachers plan the way they will achieve their goals and collect 

information. All teachers are asked to keep a diary in which observations, reflections, 
feelings, ideas and descriptions' are recorded. At each meeting they report back to the 
group and often members take on the role of counselors and advisors. Journal writing 
encourages thinking and serves the important function of critically examining practice 
in order that more teachers will become reflective about their teaching practice. 

Stages 6 - 8 (Evaluation, Implementation and Presentation) 
A written report containing a description of the goals, methodology, 

implementation, results and evaluation is required at the end of the six-month phase. 
We encourage teachers to use triangulation in their evaluation. This means that apa'rt 
from their own understanding an devaluation of the project, they will also seek the 
opinion of two other persons. This could be their school headmaster, a fellow teacher 
colleague, the students, a parent or a community member. The final stage of the cycle 
is presenting the findings in a written report. To help teachers with this task we 
developed the five-point evaluation method (see appendix B). 

This first part cithe paper has introduced the Projecfs aims and described its 
method of action research. We will now address two main issues which oonnect our 
work to the focal areas of the Conference. 

Emerging Issues 
In this part of the paper I will select and discuss issues to which the Projecthas 

drawn our attention in"e Sou" African communitymusiccontexL 
I will address two main issues here. The frst concerns our use of the action 

research method as an activiststrategyforequitygoals in music education. The second 
issue, on"e nature ofdisadYcl'ltage,looks at how a deeper-level anal}6is of our action 

research work might enable us to getcloserto understanding and so to better grapple . 
with issues of disadvantage. This second issue would be particularly helpful as a baSIS 
for authentic local needs anal}Ses in m us ic, and it could also im prove the 
understanding of the South African context br the purpose of successful international 
exchange. . . , 

It is important b have some insightinto how the ooncept 'com m unity musIc 
fundions in the South Itrican conte)t~Put briefly, the conC29pt 'com munitym us ic' has 

~ had no traffic in South Africa at all. This is notnecessarilya disadvantage for our paper, 
orfordisOJssingmusicin South Africa, because we can locate bcal phenomena 
roughly equivalent to phenom ena elsewhere which ~re described 3bythe c~cept . 
'communitymusic'. We do find the concept usable,ln other words . There IS one ~lrly 
com man international definition of com m unitym us ic I will use here to make m YPolnts. 
This definition sees 'school music' in contrast to 'com m unity music', in the sense that 
theformeris format' the latter informal. This international definition also distinguishes 
s im ilarly by source ~f funding. Education ministries fund form al schools, while ?ities, . 
local govemm ent, county, provincial or national funding funds inform al com m unity musIc 
through system s of gran5 . 

In South Africa, although the national Education m inistryhas funded schools, and 
therefore also music leaming in them, in previous political dispensations there was 
never a grant system for com r'n unity organizations to access tax money in the arts. 
Com munity music in South Africa, as understood in he above defrnition, has been 
funded by individuals out of their pockets and their own creatiw m anagem ent As 
mentioned previous Iy, there has been very, wry little corporate funding for arts until ve~ 
recentll. This funding situation is probably one of the reasons why the term 'com m unity 
m us ic' has never been used in South Itrica. Com m unities have never been able to find 
financial supportfortheir music imolvement. Althe communitylevel, the arts haw been 
unbelievably frustrating and frustraed. But it does not mean hat comm unities have not 
been involwd in music, as anyone who has been in South Itrica can readily observe. It 
means only that because there was virtuallyno stae funding5 ofcommunitya~, but~nly 
funding ofarts in some schools, thatthe edges be ..... een ~chool ~d com m.u.nltym USIC 
in South Africa are notas clearly delineated as the abow Intematronal defnltlonwould 
indicate. The boundaries are somewhat 'blurred', in other words. 

Blurring The Boundaries Between School And Communi~ As 
A Means To Equity For Disadvantaged Communities 

In spite ofthe lack ofmusic eachers and ofmusico~rring i~ class time, this 
does not mean that musichas not had a position inthe mSJorrtyofdlsadvant~ed 
schools. But it has not been taught by trained music teachers, and it us ually does not 
occur in class time. Music as a classroom activity- known as he subfield MJsic 
Education -has been generally unknown in these schools. [W1ere musichas been 
taught as a school subject it is always wesern staff notation which has been 
understood by the term 'music'.f " 

But again, this does not mean that these schools haw had no Involwment In 
music. There is very stong supportfor choral7 competitions. Jtnd during those weeks 



leading up to choral competitions ,8 schools which participate in 1hem drop s.o.m e ghours 
of other sdlool subjects everyday in order to rehearse for the choral com petition. 

The choral com petition involvement is one elem ent which blurs distinctions 
between class-time, extra-m ural tim e and the com m unity. During choral com petitions 
rehearsals take up class-time, but music is otherwise not part of the rurriculum . 
Outside choral competition season music takes up e>ua-mural time. Children rehearse 
after school. Reports show that this happens as often as three tim es a week for 90 
minutes [M&D 3: Mathonsi,Shazi, Mndaweni]. The linkwithcommunityusuallyromes 
through the choral conductor, who is usuallya m em ber, or conductor, of an adult or 
church choir in l1e community, who learns herlhis 10 practical skills through the 
community music network. 

School choral competitions are a verystrong and visible elem ent of the KZN 
music learning situation. Local music learning has been largelyself-generated in 
schools and churdles bycomm unity members interested in music. It has not been 
generated and sustained bya formal institutionalleaming of music atall. 11 

Sin~ one of the goals of our project is to accelerate the move away from the 
unequal provis ion of the apartheid years towards more equity,12 our strategy in the 
Project has been to actively utilize the existing blurred boundaries of school and 
communitylo mobilize and extend existing capacities, so that more music readles 
m ore children. The notion is l1at, where resources are still not forthcom ing from 1he 
Education ministryfor eaching more music, by supporting and uniting 1he initiatives that 
already exist inlo an action research thrus\ we might be able b develop a group of 
effective eachers who rould facilitate m us ic well enough to bo1h enable the next 
generation to take up music as a pro~ssion, and create a culture thatwould value and 
support music. 

Three ways we haw carried out our stategyare: 
[1] through invoMng com m unity traditional m us ic eachers in the Project, 
[2] through re-defining the position of untrained rom m unity workers , and 
[3] through encouraging teachers to become nvolved in traditional music 
and in communityoutreadl. 

[1] In the present situation, most teachers in disadvantaged salCols have little technical 
capacity in any style of music to beable to teach it as a subject in l1e school curriculum. 
However, in terms oftraditional

13 
African music, as previous Iy mentioned, there is 

capacity in the rom m unity, held in the non-school eache~s hands. In developing and 
supporting teacher-driven action research projects, which bring traditional music 
teadlers in to teach school teachers traditional skills lM & D, 3, 5 & 6], we have further 
blurred the boundaries between school and com m unity. 

This strategy is sustaining rommunityexpertise n two ways: systematically, 
sim ply becaJse the school system has to continue furlctioning, and diachronically, 
because traditional music is being taught to young people, to the next generation. In this 
waywe use scho.p~a sustaining pONer for traditional culture. Teadlers gain 
pro~ssionallyttrough learning new skills tom communityworkers, and they gain 

socially tiro ugh being .. en to UPh~: :~d propagate Alri",n CUtiJ~raditional culure 

rainS in status !hrough 'formar support; teachers gain in status through 'informal' 
support. 

This strategy also has an equity effect between the 'formal' and 'inform ai', 
enabling those who were, in effect, banished from dassrooms through their lack ofa 
formal teadling qualification - not !hrough lack of skills - to contribute to the education of 
the youth. It has also provided a fEm jobs for comm unityartis~ - who still cannot live 
from musicin KZN.14 

Community musicians have also gained in learning to deal with a formal 
teadling situation, where tim e-periods are lim ited and venues have four walls. This is 
foreign to the traditional situation, where 'no-teaching' is the rule, and perform ances 
occur at irregular intervals and take place outside. People just 'pick up' !he m us ic 
through repetition and rote when perform ance occurs. Dealing with the form al teaching 
situation has made traditional teachers more flexible. They see possibilities for 
em ploym ent in a wider context 100. 

Schools also gain when boundaries are blurred, because it helps them to keep 
themselves grounded in rom m unity. Skills that teadlers have learned in traditional 
music have impro\ed their status in !he community because there is presentlya sense 
thataccul1uration to western life has occurred more quid<lysince 1994.15 Often 
traditional music lends itself to very effective group work in a classroom situation. It is 
also technicallymanageable wi!hin a fairlyshort time period. One teacher was able to 
stage a traditional wedding wi!h his class 1hrough which the whole school gained 
access to traditional knowled~e 'CM & D 5). AAotherteacher organized a group of 20 
teadlers to learn two genres 1 from a local comm unitygroup which !hey were able to 
begin teaching to their classes already during the Project phase CM & D 5). 

[2] In order to create a sense of equity, anotherwaywe blurred the boundaries was by 
re-definition . We used a verysimple semantic swich. hstead of distinguishing 'formal' 
and 'informal' teachers, 'trained' and 'untrained' in music, wejust called everyone in the 
Project a 'rn us ic teacher.' 

It is true that many of them are teachers in the form ally-trained sense.17 Ha.vever, 
those working in disadvantaged schools are not trained in musicand could hardly be 
called 'm usic teachers'. VVhether highly-trained, poorly-or untrained in music; whether 
theyare not trained as formal teachers, but capable in traditional music; community 
workers; facilitators in arts in general; orunemployed teachers with an interest in music 
(perhaps members ofa choir) -we just called all of them musicteachers rather than the 
general term, 'participants.' 

In a situation where most children have no trained music teachers, it was 
possible to create 'facilitators' of music amongstteachers already employed. If these 
facilitators understood them selves to be teachers and were supported in this role, !hey 
would be more likely to commit more energyb promoting music and to upgrading their 
own musical knowledge than iftteywere regarded as 'lacking something'vis-a-vis 
formal training. It could onlybenefit the child n school to be offered an enthusiastic 
facilitator of Mus ic. Slhe might at least be able to cons ider M./sic in a diferent light ttan 
before, and make herlhis own efforts to leam, supported by a teacher in a facilitating 
capacity. In our experience of disadvantaged students entering university to study 



music, we find itis precisely this type ofteacherand this type of child who creae enough 
fundamental music learning forthe child to become invol\ed in music as a career. 

It has been interesting to observe the effect the semantic switdl of calling 
everyone a 'musicteacher' has had. It seems to effecti\elyequalize everyone's status 
imm ediately. Equitywas reinforced by constant reminding that we weren't competing 
with each other, but that each one should move forward from the point of herklis present 
competence,and hat emphasis on self-reflection, self-e..aluation, self-knowledge, and 
self-understanding would contriJute b each person's improvement The essential 
action research question for the teadler: What can I do b enable the learners to learn 
beter? has led to an atmosphere of honesty, where teachers atanyle\el of 
com petence can adm it their shortcom ings and insecurities about their e\eryday 
teadling practice. Otherwise it has been com m on for teadlers in disad..antaged 
schools to have asenseofhiding their incapacity away behind the positive social status 
of a teacher. The respect of hierardly and traditional politeness to one's seniors often 
leads to turning a blind eye to teaching that is below par.18 . 

The atm osphere of honesty in the Project has enabled a clearer setting of goals 
and a focus on e..aluation, whidl teadlers have never experienced before. This has 
resulted in a sense of movementforward and im provement. We sense a feel ing of 
energy, encouragemen~ accomplishmen~ and enhanced control ofeachers' own 
proessional developmentamong action research teadlers. 

This semantic strategy has also had an effect on those who,are community 
workers, many of whom work in he arts without a regular income. Calling them 
'teachers' has raised their self-esteem as artists, since to be a teacher in disadvantaged 
com munities has conventionally had high status in South Jlfrica. PartiOJlarlyin Africa'n 
com munities, the 'artist as a specialist is not a known quantity, because arts is 
traditionally an involvement byevel)One. Calling com m unity workers teachers has given 
them new confidence to prom ote m us ic eM & D 3, Mngadi, Shazi). 

[3] It has been more di1ficultto help school teachers blur their boundaries, and move to 
be more imolved in the com m unity than theyalreadyare. There are examples: of 
teadling a group of girls at the teadler's hom e after school (M & D 3, Wndaweni), and of 
working wih a children's comm unity dloir (M & D 1,2,3, Mathonsi). But after a daywith 
a class of at least 45 dlildren,19 with very poor resources for eaching, bearing the stress 
of perceived high expectations from fle new political dispensation, and with heightened 
personal anxietyowing b increased aime, many teachers have little energy for readling 
out further. 

In arms of the move towards equity of provision of music for all children in the 
pro'vince, our work has also le\eled fle pla~ng fields in ways that might be experienced 
as i'onic and not so positive. There is no question that our Project has worked better for 
African teachers than for others who are beter trained i1 MJsic. It is possible that in the 
present sitJation for disadvantaged Bachers in South Africa, things could only get better. 

For other Bachers who alreadyfunctioned as musicteachers, whose schools 
alreadyofSred music, and who were now experiencing cutbacks and losses in the new 
educational dispensation that broughtteacher retrenchmeris with it, the effect of the 
Project was rather different. They particularly eriloyed the Prqect's integration of all 
teadlers in the working groups. Group discussion and reportbacks brought them 

heightened interest in what could be achieved in the intercultural situation, 'together.'20 It 
also revived their flagging spirits, and enabled them to focus their energy on specific 
projects atschool. One school teacher collaborated with a Project communityworkerin 
bringing a Zulu traditional dance workshop to her school. Project work stirn ulated his 
group of teachers enorm ous Iy, but they have not been able to sustain their efforts in 
setting up their own local groups of action researdlers . In the face of their debilitating 
sense of failure through losses of music, the Project was generallynotempowering 
enough to reverse the situation of loss of arts in their schools. The new educational 
dispensation has made itharderand harderbr them to survive financially, and arts are 
m arginalised, 

Forthis group ofteachers, then, the playing-fields mayhave been leveled vis-a
vis disadvantaged teachers from an objective pOintofview. Buttrom their subjective 
experience of the educational experience for m us ic at pres ent, debilitation rem ains . 

However this is a minority e>q:>erience for the Project. The African majorityseem b 
have carried the day, energy- and commitment-wise. To date, we estima1e 
conservati\ely that 8 500 m ore chi ldren have recei\ed music lessons in disad..antaged 
schools than before the Project21 

Blurring the boundaries between 'formal' and 'infonnal' music has enabled us to 
gather strengths together where theyalreadyexiston the ground, whether in a school 
classroom , or as a com m unity capacity. School teachers have gained, in traditional 
music skills through communityls expertise, by the wider context for their work and by 
social acknowledgment of their effort Communityeachers have gained through 
association with the higher status of schools , through their employmentin arts, and 
professionally in their capacity for form al teaching. 

Capturing Disadvantage In Action Research 
It has been established that the community context in which this Project has most 

often functioned, and in which it has been most suo:essful, is l1at part ofl1e Soul1 
African comm unitycom monly called disadvantaged. 

In having an aim to develop and em power, in other words, in order to understand 
more clearly what would contribute to a teadler's developm ent, we have essentially had 
to probe the nature of their disadvantage. By 'a eache(s developm ent we generally 
mean 'an in-service teacher's developm ent in m us ic as an adu It'; the reader is surely 
aware that this is a tall order indeed. 

In fu lfilling this aim we effectivelycome up against the coal-face of ho.v 
disadvantage affects a eaching life. As teachers articulate their wishes for 
im provem en~ their inadequacies in teaching and their honest evaluation of their own on
going project in the classroom from week to week, we start to see the Jeal nature of their 

,,/ incapacities due to their own disadvantaged education .~ldion Jesearch has offered an 
1S' ~Ient way in which b understand the nature ofthe disadvantage in musiceducation 
~ in KZN because action research culti..ates~s'!y'~d naiVete in its reporting style. 

V\hlatteachers ha\e found to be most usefutrllfiEili'own progress has been the 
area of evaluation.22 It is this area of evaluation I will use b report on our gains togefler, 
as well as to ilium inate what we have learned about the nature r:I disadvantage. I will 
report on he result ofteachers' evaluations, and our own observations in terms of what 



teachers seem to have gained in im proving their teaching practice. Then I will attern pt to 
show how the teachers ' own evaluations give us insight into the nature of disadvantaged 
education. In o1her words, I will altern pt 10 pin-point factors that contribute to and sus tain 
disadvantaged schooling ,and how this impinges on music. 

In our supervision of the workwe initiallyfound evaluation a rather difficult 
process to facilitate. In the past, school teachers in South Africa have seen them selves 
to be propagating knowledge which the Departnent of Education has prescribed in a 
syllabus. They have ne\er formally (or inform ally) evaluated their own work, nor seen 
themselves to be vested with the authority 10 do so. It was always the 'ins pector' from 
the Department of Education who evaluated them, and theywere never sure what the 
parameters for his (and it was always a 'he~ judgment were. His visitwas awaited w ith 
dread. For com m unity workers , evaluation was never a consideration. Mlsic either 
'worked' or it did not; the audience 'liked it' ortheydid not. 

When planning proposed action research projects in music, an important 
question is alwa}S asked around evaluation~ow will you know that you have fUlfilled 
your aim s? The question is always initiallygreeted with absolute baftlem ent by 
teadlers . It is difficult for them 10 grasp the nature of the question. But gradually, when 
theyhave moved past the idea 1hat .someone is trying to trick them, the issues around 
qualitative judgment start to intrigue them . We discuss other people's vested interests 
in trying 10 please the music teacherlthe principaVthe School Board, or alternatively, their 
envywith regard to, or their negati\e interest in, the music teacher's success. We 
disruss children's vested interests in pleasing the teacher, power relations between 
pupils and teachers, the power of the arts, and fram eworks for evaluating teachers' work 
as a w.hole for prom otion purposes. \fila discuss the value of triangulation and the value 
of honest rolleagues . \fila com e to the conclusion that al1hough evaluation is the most 
difficult area in action research, itis the most productive in terms of disruss ion and for 
inform ing and im prOving our teaching practice. 

When we finally cam e to evaluae our work together, the bllowing areas were 
seen to ha\e been the most valuable in their own progress: 

* thiridng (learned I1rough planni1g how to mO\e from initially ha'.1ng the idea, 
to putting it inlo practice in the classroom) 
* sustaining (learned f1rough keeping a rerord of one's classroom practice by 
means of notes on a regular basis) . 
* organizing (learned 1hrough keeping one's notes in order and in fulfilling 
plans) 
* reflecting (learned 1hrough the questions from one's rolleagues atthe action 
research group meetings while tie Phase is i1 progress) 
* questioning (learned i1 groL4J meetings, because it is safe to question there) 
* care in action (in term s of how one treats children, learned from com m ents 
and advice in the group meetings) 
* grOLf) social skils (in term s of lisening and accepting other points of view 
without deEnding oneself, leamed from the coordinator's and director's 
behavior) 

We have been im pres sed with all these gains, especially since they are made 
within one Phase (six months) of the Project Gains seem to stabilize, strengthen an~ 
then also generalize to other areas of teaching and to their Ii\es, the longer theyremaln 
in 1he Project and continue to com plete other Phases. . 

Taken at face lue, these are all general eaching skills. None of them pe~arns 
to usic s cificall ne could argue that our Project'just' aids t~chers i~ teachIng J 
beter generally, and that it does not really serve the cause ofm USIC education. . . 

owever, this is just the point General teaching skills are usually so poor; that requIring 
the teacher to teach something new, i.e. music, which they still have b leam themselves 
to a greatexten~ is a greater burden to e\erydaylife l1an itis worn. Agreaterburden, in 
spite of the enthusiasm . 

Whyis this so? 
From their evaluations we see which areas teachers feell1ey ha\e been helped 

with by the action research m e1hod. Theyfeel they now 1hink better, l1eyare able to see 
that planning helps one get m ore done and that material is presented m ore clearly. The 
child learns more quickly this way, and the teacher earns praise too. By writing action 
research freid-notes after each class about the waytheirpartirular project is, oris not, 
progressing, they see that one is able to sustain an observation over a longish period of 
tim e, and 1hat it gives one a better means of judging when it com es to evaluating work at 
the end ofthe Phase. By im proving 1heir physical organization of notes, files and 
material to be learned, they notice 1hattheclaritywhidl planning produces comes b 
fruition better in their classroom practice. . 

Reflecting is a task they have seldom had ocx:asion to do. In their 
weekJy/fomightly reportback 10 the action researdl group, the circum stance forces them 
to reflect because their colleagues and the university co-ordinators ask them questions 
about their practice. Because they are questioned, they question others, and they rom e 
to see that discussion about work can be a stimulating and energizing tling. Their 
sense of curiosity is aroused in a new way, a'nd they begi1 to think of new classroom 
ideas easily. They understand from 1he gro~ skills practiced by the university 
coordinators that it helps to listen to others, because}Ou can judge fle human situation 
beter, and you can get good advice som etim es. They recognize, in this connection, that 
theygive 1he children rather short shrift when itcomes to givng them choices, or 
listening 10 their ideas. Theyespecially recogni2B that theirtreatm ent of children in 
choirs is rather draconian: keeping primaryschooldlildren standing fortwo hours ata 
stretch; keeping them standing squee2Bd up against each other; using .more teachers 
and threats of punishment to 'keep discipline' of larger groups; threaenlng corporal 
pun is hm ent i ndi rectly by carrying visible truncheons . All thes e realimtions have res u Ited . 
in new ways of practiCing teaching; all of flem seen to reflect m ore care towards 
children. . 

All of the above points are undoubtedly great gains in terms ofeverydayteadling 
practice. Achie'.1ng them practicallywithin a first period of six m~nfls is a great credit to 
the teachers' capacities and speed to practice whattheyrecogmze to be betEr. 

Anyone who reads M & D 1-6 camot but be impressed with fle sense of what 
has changed for i1dividual teadlers in term s of capacity. But ooe must also be struck by 
whatis not said, by what one reads about individual teaching situatons betwe~n tie 
lines. Read in another way, the points of gain also tell us e><actlywhat the loss IS. They 



tell us what is not happening in disadvantaged schools. They spell out for us the nature 
of teaching and learning in disadvantaged circum stances, and this might give som e 
insight into why and how disadwntage perpetuates ~self. 

Theyalso show why it would be a burden to expect teachers to teach something 
new without giving them a method whidl s im u~aneously im proves their general 
teaching practice. 

How can a eacherwho cannot think and plan well, who cannot organize her/his 
materials, who seldom reflects or questions, who does not think in terms of dlildren's 
needs, and who has difficulty listening and learning from different points of view -and 
we observed all of these behaviors in schools - be expeded to learn new skills, i.e. 
m us ic, and teach them efectively in a relatively short tim e? 

I would say this is impossible. The burden is fartoo great. Teachers sometimes 
express consciously that they are overwhelmed by the everydays~uation in which they 
find them selves, but they could eas ily be o\9rwhelmed unoons cious Iy as well, 
disempowered bytleirown poorteac' radice. Both being o\9rwhelmed and 

aVing a poor teaching practice could e~in why and ho~ disadwntage sustains itself. 
It goes on from generation to generation; ne teaches as one was taught I would 

nture to say, rom m yobservation, that they have also been o\9rwhelmed by the 
disparity between their poor training and the high expectations society has had for them 
for so long, tha~ with regard to teaching music, ~ has seem ed totallyout of their power to 
make a real difference 10 the situation. This would explain why, that when offered a way 
to improve their general teaching practice t1rough action research, they have been fairly 
easily able to make strides inmusic. Action research has perhaps lift9d some of the 
burden of tie lackoffundamental teaching capacityand has alla.ved the teachers' 
already-present enthusiasm formusicto energize them for that learning task. 

Whatwe ha\9 leamed over and over through working in action research b 
increase equitybr disadvantaged schools and to improve music eaching is important 
It is perhaps on this point that our Projectshould enter the discussion on international 
aid in the field of music. Ourconcusion is that any kind of aid, inernational or 
otherwise, needs to engage with discuss ion on what truly constitutes help locally. What 
is intended as help byfle giver can often seem to be an expectation that is a burden to 
the receiver, a greater burden, in spite of the enflusiasm and the gratitude. 

1 The Music Education Action Research Project is funded by the SWedish International 
Development Agency (SIDA). WE are grateful to the sponsors for the transport funding to the 
IS ME Community MusicActivity Commission. 

2 Some of these ironically without jobs. 

3 I am aw are that there has alw ajS been a sense that a forrral defnition of 'comrunity ITlJse' may 
not serve the purpose of our Cormission. I do not w ish to be understood as contadicting this 
sense by usil'lJ the defhition as I do. The purpose of the founding of this Cormission was to draw 
out cul1ural diversity in JS~ and I cenainly hold w ith this purpose. 

4. AlttDug/:1 corporate COl1lJBnies na.v fund the arts to a grecier extent than durng the apartheid 
years, it is stil difficult to aclLBlly see ITlJch evidence of that fundng. Most especially, arts at the 

cormunity level are selct>m able to attract that type of fundng. 'MIat is avaiable from corporate 
busness comes roosUy in the form of awalds to stirrulate excellence. Awards give the fun~r 
'puljicity-nileage'. However, since 1994 'Ans and CulbJre' has had its own mnstry, togeth~r with 
'Scence and Technology'. Very few of us have seen evidence of this fundng locsly In our 
province, Kw aZulu-Natal (KZ~ . 

5. 'Virtually none', because w hatw as avalable did notfund smaler cormunity initiatives thrrugh a 
sysEm of grarts, as was avalable in some other courtries. 

6. Staff notciion, if it w as taug,t, was ususly taug,t as a sysEm of notciion, w itrout reference to 
sound at all. 

7. The word 'cheral' has two mearings in the con1ext of disadvantaged education. One mearing 
describes the enserrble, mearing 'a grol.p of singers'. The other mearing dendes a certain 
repertoire, namely 'western classical choral work<> as well as Afrean compositions written in a 
classical stye'. 

8 . Oloral cOl1l'9titions have, in many cases, a function sirriar to interschools sports meetings. 
Disadvantaged schools have had very little access to sports faclities, and singng is, generally, a 
'free' enterprise. 

9 . This natu-ally leads to an arrbwalentreaction from other subj3ct teadlers in the schools. Some 
of them are prou::l of ther school's rruseal prowess if prizes - especially 'trq>hies'- are won. But 
they are also easly reserltful of the time rruse takes aw ay from 'their' work This can be an 
impcrtant force for the teadler to reclon with. Many teadlers' acron research repcrts bear 
witress to it. 

10. By farthemajerity are males. 

11 . Olor conductors cormonly understand the sol-fa metl"od, rather than the staff metrod, .of 
rruse notciion, and tran ther adul chors to use it. School chors seem to have a patdly capa:ity 
to use this notciion. Some adoescent chor men1lers can sigti-read this metrod well others have 
no roore than a passing knowledge of it. 

12. It w ouk:l be wrong to aSSlrre that w hiE chik:lren all had access and others did n.ol Because. the 
staE argued, in a typeal weSErn way, that rruse was a luxu-y, a fluff, all whiE ch~ren ~idn't 
have access. But we can aSSlrre that there was roore access in schools, and tha~ if des red, 
there was some private access because of grecier access to financial resrurces. 

13. 'The term 'traditiona' is used loosely here, as it is used in the Afrean comrrunity, to mean 
indgenous Afrean rruse, both rurs and urban styes. 

14. Even thoLgh 75% of internationally-bought Soulh Afrean rruse orignates from this geogaphical 
area A good exarrple is that of Shiyane NgCcDo, a Zulu guitar (maslenda). player, who has played 
in festivals in France and Norway. Thrrugh his tour of twewe township schools he enthJs~ 
arolSld 7 000 loca schoolchikten, and was able to persuade many teachers of the value of thIS 
poetic art form 

15. A-esident M>eki has widely prorroted the idea of Afrean Renaissance, which has giverl 
tradtional culture heigltened currency recerltly. 



16. Amat'ubo is a genre and repertoire of songs which are considered t? be the ol~est current 
repertoire of the Zulus. They function as grotp-identifying songs, oftEn In cer~mal c~ntexts . 
~ is a genre of gro~ social song and dance for men and WOmEn which has different 
geographic a styes. 

17. In most cases they have a tw 0- or three-year trailing froma non-university college of education 
w here they wore a uniform like schoolchildren. 

18. It is il1l>atant to realze that all Soulh Afrcan chil:!ren legaly were not reqLired to go to school 
untl after 1994. III1any teachers stil in the sysem were the first generation to becare literate, and 
many were not ena~ed to reach high levels of general education because they had to becare 
teachers of the chil:!ren folbw ing them It has not been reqLired, natonally, to have a university 
degree to teach in a prirrary school. 

19. OneteacherworlG with68 chil:!ren. She teaches in a 'plcioon sysem' school, where, for lack 
of school buil:!ings, two school-loads of chil:!ren effectively use the one set of buil:!ings . This 
means she has a dou~e workload too. There was also an informal repat from a student from 
anolher province who had had to teach 200 chil:!ren in each rrusc lesson. 

20. One benefit for this gro~ of higliy-trailed teachers (w ho were alrra:;t certain to have been 
trailed almost excusively in wesern classical rrusc, as the norm of rrusc trailing) is that they 
have recognize the lirriation of ther trailing in an unthreatenilg setting. Because of this they have 
been able to becare open to acc~ting other noms, sirrpy because they have been exposed to, 
and becane farriiar with, teachers they woul:! not have nixed with before. They coul:! see the 
advClltage of ther ow n furlher interculturalleaming. They were also very open to tryilg new ideas 
- rrusc with story, or thecire perforrnance'integrated arts; tryilg new repertoire; a new instrument. 
It coul:! be argued that any teacher w ho is open to participatng in a propct is likely to be open to 
tryilg new ideas. This may be true. Howe.ler, 'beilg open to' and actually 'trying out' are very 
different categories in connection w ith teaching. It is notCeable in ther repats [M & 0 3, ] that they 
actually put into pradice thirgs they had not atterrpted before, which suggests grecier ris~taking 
abilty and grecier confidence to charge ther pradice. This seerrs to b~ one of the strEngths of 
actbn research in education: one is realy ena~ed to alter one's practice. 

21 . It has been il1l>ortant for us to rnake this type of estinate because quartitatively-expre;sed 
gains usualy register poslively. Howe.ler, although we are pleased aboli quartitative gains, they 
are not our prirral)' goal for the A"opcl We try to focus on qualtative gains for the teachers' 
effective pradice, beleving that both chil:!ren and rrusc w ill gain from this approach. 

22. As a teacher recEntly said to me (9.00.00): 'You know it's this evauation that has made me free, 
Sal~ann. Before I alw ajS had to walk behild someone on the path and stay there. But now with 
acton research I walled behild you for a bit, arid now already I can see ~self putting rTrf feet on 
other paths. It's because of this evauation thirg, I can find out quickly where rm goirg. rm not 
behild you any more. ' 
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Appendix A 

THE EIGHT STAGES OF ACTION RESEARCH 
Action Research encourages teachers to make their teaching more effective. An 
effective Action Research process should include the following steps: 

1tt~~t._llli!I!liilll!lilii i !I!IIII!II I .1 
In this stage you decide on a problem or question that is important and meaningful .to 
you. All you need is a general idea of something that might be improved. The follOWing 
make good starting points -
I would like to improve .. . 
I am troubled by ... 
What can I do to change situation "X'? 
I have an idea I would like to try out in class ... 

I_'}.~~"l>"~~~ 
~~~t~.~~~~~I1~'~ 
Once you have an idea or a list of topics that interest you, assess its importance and 
viability. Choose problems that are small in scale that you can manage in the given 
time. 

_ 11!llill I. 
If possible read someone else's action research report and understand how they did 
it - their process. __ I 

Refine yoa:. You might need to re-r rase the problem. 
__ -=111111 lilill 
Plan the way you will do your implementation and how you will collect your 
information. Keep notes ALWAYS of observations, reflections, feelings, ideas and 
descri Peer observations and interviews are other sources of information. 

'" -.' . ~ -- . 
Triangulation is the best way to evaluate your work. Triangulation means coll~Ctlng 
three or more sources of evaluation to revise or Ideas. 

Use the 5-point evaluation method. 

AppendixB 

THE 5-POINT EVALUATION METHOD 
In evaluating 'an Action Research report, use these 5-points for your 
questions. . 
1. What was the aiml topic? Was the problem clearly defined and stated In the report. 

- I ()I-



2. Plan and procedures - are these clearly stated? 
3. Evaluation Methods - Were the evaluation methods clearly spelt out? Was the 

triangulation method used? 
4. Was there clear reporting about the implementation? Were ~oo~ note~ kept? W.ere 

the descriptions vague, or good and accurate? Can you easily picture In your mind 
what happened? 

5. Was there clear reporting about the evaluation? 
Clear reporting = 

(i) Does the writer report why certain things happened? 
(ii) Does the writer judge in an even-handed way (unbiased)? 
(iii) Is the writer able to analyze his or her own position? 
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The Sound Of Jaw's Harp Resonates to the 
Spheres and World People: 

Japanese Ainu Mukkuri Met Yakutian Homus 
(Jaw's Harp) in Russia 

Tatsuko Takizawa 

Abstract 
The paper explains how a simple musical instrument, the Jaw's Harp (Jew's Harp), can 

open various musical windows for music education through the case study of the International 
Children's Festival for Jaw's Harp at the Republic of Sakha in Russia (Yakutia). Windows are 
opened for communication among different ages, cultures and nations. In Yakutia, the iron-made 
Homus of Jaw's Harp is popular among seniors as well as youth. It is recognized as a common 
custom among people, because it is a national musical instrument. In schools, art education 
through the Homus of Jaw's Harp provides not only for music education but also for poem 
composition, picture drawing, dance and sometimes mental education, as well as therapy 
application. There is a kind of Homus community the senior generation, which joins often in 
playing with school children. 

Ainu Mukkuri (Jaw's Harp) is played by secondary school students in Japan, who 
participated in the Festival. The bamboO-made Mulkkuri is not well-known except among 
Hokkaido in the northern part of Japan, where it is now used mainly in tourism. There is a similar 
bamboo-made harp in the Republic of Arutai, although the sound is different. Participants were 
excited to recognize the similarities and differences between these simple musical instruments from 
each country. 

This exchange resulted in a mutual understanding of each different culture, and it may lead 
to the revitalization of the vanishing practice of Ainu Mukkuri. Also, the festival surprised me in 
that the Far East of Russia is featured with Asian Mongoloid culture. Our Japanese knowledge 
about Asia is generally focused on the East, South and Southeast, without a concern for theNorth, 
even in the course of study for education by the Ministry of Education. The meeting ofMukkuri . 
and Homus encouraged me to reconsider where Asia is and what Asia is. How and what should I 
teach in school music through World Music. The Jaw's Harp is a common musical instrument 
throughout the world. One simple musical instrument could open students' eyes and ears to the 
world, and its sound will resonate to our heads or the spheres. Here the cross-cultural approach to 
World Music should be promoted for music education. By showing the video document and 
mysterious sphere sound of mouth harp music, this paper discusses a teaching strategy of World 
Music for education. 



Community Music: Foundations 

and Practices 

Kari Veblen and David J. Elliott 

During the last two years we've enjoyed the privilege of traveling widely and, in 

the process, investigating different types of 'Community Music' programs in several 

countries. Included in our experiences was a one-year posting at the University of 

Limerick, Ireland (1996-97). Our task at Limerick was to design the curriculum for a new 

postgraduate program in music. As part of that enterprise, we convinced the authorities to 

consider our plans for an MA program in Community Music. We are pleased to say that 

this MA in Community Music is thriving as part of a comprehensive curriculum that offers 

degree programs in ethnomusicology, music education, music therapy, Irish Traditional 

Music, Chant, Classical Performance, music-media studies and Dance. The Community 

Music degree began last September with twelve students; ten more will enroll this 

September. 

We realize, of course, that what we have just said raises many fundamental issues 

and questions. Chief among these is the question that everyone asks before, during and . 

after every meeting of this ISME Commission: What lli Community Music? How do we 

know a case of 'community music' when we see it? 

Our paper has three aims. First, we shall attempt to explain what 'Community 

Music' lli. Second, we will illustrate our concept of Community Music with brief 

discussions of four cases drawn from Ireland, Portugal, Canada and Lithuania. Third, we 

will explain how and why key pedagogical details of these programs count as prime 

example of what contemporary educational psychologists call Constructivism. 

Community Music IS ... 
The problem presented by the term 'Community Music' can be explained as follows. 

Although the words "community" and "music" are extremely common, and although most 

people have smne sense of what each one means by itself, it is clear that the question of what 

Community Music lli will not be answered satisfactorily by a simple definition. Requests to 

reduce complex phenomena like Community Music to simple descriptions are as absurd as 

they are common. They ignore the fact that the things to which we assign words do not all 

take the same form. Although the English language makes it seem so, there is no one way to 

capture everything in our verbal nets by applying clear-cut rules of classification. Some 

things, like an apple, have a core; some, like an onion, do not. Some things, like a tree, follow 
branching pattems; some, like a butterfly, transform. Some, like Community Music, are 

conceptually delicate and intricate, like branching trees and transforming butterflies. 

So, how do we address this problem logically? 
After a week of debate at the seventh biennial meeting of this Commission in 1996 

Liverpool, we accepted the assignment of developing a working concept of Community 

Music for the consideration of our colleagues. The strategy we used to tackle this elusive 
concept was developed by Aristotle more than 2300 years ago. Aristotle suggested that 
when people encounter a complex topic that involves several facets and competing views, 

a useful way of sorting things out is to develop a set of flexible topics or categories that 
probe the problem realistically, while making allowances for competing ideas. 

(A common variation on this approach is what lawyers call guilt by circumstantial 
evidence: Ifit walks like a duck, looks like a duck, feels like a duck and smells like a 
duck, it's most likely a duck!). 

The categories we used to get a handle on Community Music were simple. We 
challenged ourselves to reflect upon and organize the characteristics of Community Music 

programs, as we knew them, in terms of five basic questions: Why? What? How? Who? 
Where? and When? 

the results of our thinking were presented to and refined by participants at the 

Liverpool seminar and, again, at the eighth biennial meeting of this Commission in 
Durban, South Africa, two years ago. 

In summary, if a majority of the following characteristics are present in combination, 
then what you're witnessing (or involved in) is most likely an example of 'Community 
Music' . 

• :. Music is taught and learned through active participation in music making of many 
kinds 

.:. There is an emphasis on active musical knowing (including verbal musical 

knowledge where appropriate) 

.:. The teaching-learning context, or process, emphasizes a diversity of musics that 

are chosen to reflect or enrich ~he interests of the local, social community 

.:. Tutors/students demonstrate a respect for the cultural property of a given 

community and acknowledge both individual and group ownership of musics 
.:. The teaching-learning context features multiple student/tutor relationships, roles 

and processes 
.:. Tutors/students demonstrate an awareness of or a commitment to including 

disenfranchised and disadvantaged individuals or groups 
.:. Tutors/students recognize that participants' social and personal growth experiences 

are as important as their musical progress 
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.:. Tutors/students do not necessarily carry out music teaching and learning in relation 

to written curriculum documents organized in terms of verbal statements of 

objectives, rubrics, concepts, evaluation criteria and so forth 
.:. The teaching-learning process demonstrates an on-going commitment to 

accountability through frequent and diverse means of personal assessment 

.:. Tutors/students often believe in the value and use of music to foster inter-cultural 

acceptance and understanding 

In addition to these characteristics, Community Music programs most often 

accomplish their aims though the following means: 
.:. The combined use of flexible teaching and learning strategies and facilitation 

modes' (including oral-aural, notational, experiential, holistic and analytical modes) 

.:. Emphasis on excellence/quality of both the processes and the products of music 

making 
.:. Emphasis on honoring the origins and intentions of each specific kind of music 

Community Music in Practice: Four Cases 
In our view, the following examples qualify as instances of Community Music because 

they pivot on and combine most of the. characteristics we have just explained 

1. O'Carolan Summer School, Ireland 

During the summer of 1999, Sherry Johnson and I led a team of volunteers who 

signed up with Earthwatch to help us document the O'Carolan Summer School of Irish 

Traditional Music in Keadue, County Roscommon. This one-week summer school was 

two years old. It began as a harp festival and competition twenty years ago. 

The motivation for this school came from the local people who decided to put their 

collective energies behind this project for the purpose offostering new musical and 

economic opportunities for their young people and their area. 

As we witnessed it in 1999, the school had more than two hundred local students 

enrolled, plus a healthy international contingent. Of course, for many of these students, 

the O'Carolan Summer School greatly 

enhances their regular musical opportunities. 
Most of the O'Carolan teachers come from the Keadue region. Accordingly, 

teachers emphasize local styles. Indeed, the music at the heart of the Keadue summer 

classes is the music of the local people, especially the O'Carolan harp pieces and the Irish 

dance tunes which are special to this place. 
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The instruments taught include the harp, ·fiddle, flute, tin whistle, bodhnin, banjo, 

uilleann pipes, button accordion, piano accordion, traditional singing and set dancing. 

The O'Carolan Summer School illuminates and celebrates cherished ways oflocal 
music teaching and leaming. Indeed, the educational process is highly effective and 

engaging precisely because students learn Irish traditional styles in the authentic Irish 

context, from the tradition-bearers themselves. More on this point in a moment. 
By way ofbackgound, Irish traditional music began as rural music, played at 

weddings, local dances and in homes during long evenings. It was made and valued 
within the context of people's everday lives. Music happened along with tea, food, drink, 

conversations and dancing. Musicians were mostly unpaid, of course, save for wandering 
musicians -- perhaps 'travelers', like the one making the copper bucket, and the legendary 

Irish 'Harpers', like O'Carolan himself. 

Societal changes in Ireland during the past fifty years (e.g., new economic 

prosperity, technologiciil advances, urbanization) have influenced musicians and the 

ways they express themselves. Musical settings havemoved from homes to pubs, from 

private events to elaborate stage performances. But the essence of the musical tradition 

remains: people still get together to enjoy and nourish communal music making. Music 
classes in Keadue reflect this. Musical informality continues to dominate. After the 

day's work of teaching and learning is over, impromptu time-playing, or 'sessions', start 

up in the park, the B&B, or the pub. 

Further to the topic of teaching and learning, traditional Irish tunes serve as both 

the beginning and the pinnacle of musical growth. Beginners and experts play the same 

music together. Tunes are not strictly fixed [as they might be in a written or recorded 

tradition]. They are viewed as musical ideas t~ work with. And because the tunes 

themselves embody key aspects of Irish culture, Irish music making becomes a miniature 

hologram of Irish life: traditional tunes are honored but changed spontaneously during 

the ongoing processes oflearning, growth, and adaptation. 

Until very recently, traditional Irish music was only shared informally. There have 

always been musical families who played and sang together. Aspiring fiddlers not born 

into a family tradition of music making would seek out expert fiddlers for guidance. 

The role of the Irish music learner is as important as the role of the teacher. The learner 

chooses to learn how to sing, dance, or playa particular instrument. S/he seeks out a 

teacher, who is usually someone oflocal musical fame. The chosen musician is viewed 
as having an obligation to pass on his/her knowledge and skill as these are embedded in 
the tunes he knows. Sometimes money is exchange for lessons, but even today this is still 
not as important to the participants as the mutual responsibility they know they have to 

learn well and carry on the musical traditions being taught. 
These older models of musical sharing and apprenticeship continue to be 

important in Ireland, as illustrated by the working patterns of the O'Carolan summer 



school. Students choose to come to classes. They want to learn. The teachers are invited 

to teach. To be chosen as a tutor is a mark oflocal esteem. Although the teachers we 

interviewed were paid, several confided to us that they were not teaching for the money. 

The O'Carolan classroom copies traditional patterns in so far as students and 

teachers are organized in pairs x to achieve one-on-one instruction within a group

playing context. But this arrangement is flexible. Sometimes a student is given a tune and 

sent off to work on it alone while the teacher tackles another tune with another student. 

Sometimes a teacher focuses on developing individual, as in the case of the harp teacher 

we observed who concentrated on his student's melody- line performance while providing 

only a few ideas on how the accompaniment might be. 
The way this community expresses itself through music reveals a strong desire for 

continuity with the past and an eye to the future. While Irish harpers today enjoy the 

benefits of innovation, they are keenly aware of being in a long line of succession from 

the great harp players of the past and of preserving a musical tradition for those as yet 

unborn. The O'Carolan summer school and festival in Keadue pays hommage to the blind 

harpist and composer Turlough O'Carolan. But the importance of this master harper is not 

just that he was a fine composer who lived in this area three hundred years ago. O'Carolan 

symbolizes the survival of cultural ways. O'Carolan lived during one of the most difficult 

periods in Irish history. Following the destruction of the old Irish order by Cromwell, the 

dire era of Penal Laws (1695) striped Irish Catholics of their land and livelihoods. With 

the Irish language and culture under siege, the people in the Keadue area opened their 

homesto O'Carolan. He lived by composing music for his patrons, including the 

MacDermott Roes of nearby Alderford. O'Carolan's music crossed social boundaries; it 

was enjoyed by Gaelic and non-Gaelic people in the area. 
This custom of making music while honoring its origins has ensured the survival of 

harp playing in this region. And it is significant that the Keadue community desires to 

have a special summer school for its children and for the future of its music. 

2. Maiaorff School, Maia, Portugal 
Maiaorff is a small community music school in the suburbs of Porto, which is 

located on the northeast coast of Portugal. The director is a young woman in her late 

twenties, named Alexandrina, who works with young people from Maia, her home area. 

The building which houses Alexandrina's community music school was created 

by her father at the back of her family's home, which she shares with her mother, father 

and sister. 
The school began a decade ago in the following way. While Alexandrina pursued 

her university music studies and certiication for a career as a public school music teacher, 
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she also taught in a local private school. After a year, realizing that her philosophy was at 

odds with the values of the private school, she left. The childrens' parents were upset at 
her departure and came to her saying: "Now our children can't learn music." 

What do you mean?"; asked Alexandrina. "There are lots of schools!" 
"But we want you," the parents replied. Alexandrina, thinking fast, said: "I'll only 

teach in my own school!" 

A year passed. Alexandrina and her father were enjoying coffee at the local bakery 
one day when the persistent parents arrived to ask when she would open her own school. 

"What school?" asked her father. 

When Alexandrina told him about her exchange with the parents, her father said: 

"You sh~1l have ~our own schoo!!" He then proceeded to build an addition to the family 
home With teachmg studios, instrument cabinets, and a basement "coffee housen'where 
students could come to party, play rock and jazz and listen to their teachers play. 

The parents organized an advertising campagin for the school. IN the fall of 1991 

Alexandrina opend her school with 23 students who took Orff classes and/or instruction' 

in violin, piano and guitar. The Orff classes include composition, solfege, notation, 

instrumental work, recorder and traditional Portugese singing. Alexandrina finished her 

first year with 40 students. Each year since then more students have enrolled and more 
classes have been added on. At the present time Alexandrina's school includes 18 

teachers and 210 students who study violin, piano, cello, Portuguese guitar, flute, 

saxophone, jazz piano, voice, Orff and choir. Alexandrina also organizes camping trips 

for the. st~dents, monthly jam sessions, concerts and, most recently, a childrens' opera 
commissIOned for the students of the school from an Austrian composer, Franz Moser, 
who conducted the performances himself.. 

Alexandrina's dream for her school is to make is a musical community in which 

"all feel connected." We witnessed how this "connecting" works in action when we visited 

Maiaorff this past April for an evening jam session. The sessions are free for anyone who 

wants to come, and people are welcome to join in as they can. On this particular evening, 

a select group of young jazz musicians and their friends played in the special performance 
area built by Alexandrina's father to resemble a softlit , Bohemian cafe. A small comer 

stage is flanked by a state-of-the-art sound system, a synthesizer in one comer, a drum kit, 

a bar to one side, little tables all around, and posters of popular Portuguese musicians. The 
lively music was accompanied by wine, local cheese and Easter bread made by 
Alexandrina's mother. 

This school is unique in Portugal. When it opened, newspapers compared 
Alexandrina's venture to regular music schools and conservatories, criticizing it as "neither 
fish nor meat." Alexandrina replied: "No, we are fish AND meat!!!" 

The constant energy and fundraising necessary to keep Maiaorff going is intense. But the 

effort brings Alexandrina much joy. She's happy wi~ the current size of2oo students but 
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wants to expand the space to include a small auditorium, electronic studios and spaces for 

other kinds of music making. She is now negotiating with the bank for a loan to buy her 

parents a flat so she can take over the family home and remodel it to create a new wing 

for her school. 
We invited Alexandrina to come here to the seminar, but her graduate studies in 

music education at the University of Porto prevented her from attending this year. Look 

for her at the next CMA seminar! 

3. University Settlement House, Toronto, Canada 

This photo shows the first board of directors of the University Settlement House, 

circa 1910. You can see the founder, Sir Robert Falconer (President of the University of 

Toronto) on the far right. 
The Toronto school is the only Canadian member of a network of settlement 

houses in the United States which make up the National Guild of Community Schools of 

the Arts. The Guild includes 283 member schools throughout the United States. Two of 

the oldest and best known of these are the Hull House in Chicago, founded by Jane Hull in 

1892, and the Third Street Music School Settlement, founded in New York in 1894. The 

newest schools in the Guild are just a few months old. 

The National Guild's mission is "Arts for All." The Guild itself is an advocate for 

the arts. It seeks to promote good practices and connect like-minded people and 

organizations. The Guild's web site; describes many programs, events, and resources. 

Member schools offer music instruction of high quality to all who desire it. Together, 

these schools serve more than 300,000 students on a regular basis and reach hundreds of 

thousands of people in their special events. 

The story of how settlement houses and the Guild came into being is compelling-

and long. Suffice it to say that this movement came directly from England at the end of 

the 19th century as part of progressive efforts in community action. It is notable that this 

energy and enterprise continue today, especially in the UK, where we find some of the 

strongest voices for the professionalization of community music and for cultural work 

policies. 
Like its sister settlement houses, the Toronto University Settlement House was 

originally funded to assist immigrants. In the past ninety years, it has evolved into a 

multi-service agency aiding some 18,000 residents a year. The Toronto schools offer a 

wide range of programs, such as employment counseling, ESL classes, recreation 

programs, and day care. The Music and Arts School, which is nested in this center, offers 

individual and group instruction in music and other arts as well as its own concert series. 
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The mission of the Music and Arts school is to make the arts accessible to all and 
to provide a welcoming family atmosphere. Lessons are offered on 17 instruments and 

voice in a wide range of styles by more than 30 teachers. Recitals and special nights, such 

as "Latin American Cultural Night", or "Mozart and Beethoven" Night, are regular 
features of the schools programming along with a regular newsletter and fund-raising 
programs to make lessons affordable for all. 

Dr. Annette Sanger, Director of the Toronto Settlement Music and Arts School, 
and an adjunct professor of ethnomusicology here at the University of Toronto's Faculty 

of Music, has invited us to visit the school this Tuesday after our sessions, or on 
Thursday. If you are still in Toronto next Saturday afternoon, the University Settlement 

House will host a free afternoon festival in the park adjacent to its building, just behind 
the Art Gallery of Ontario. 

4. Lithuanian Sokiu Svente 

The Sokiu Svente is a Lithuanian Folk Dance Festival held every four years. Last 
week, Toronto hosted the Eleve~th of these festivals. This event offers a stunning 
example of a 'displaced-cultural-community-gone-global'. In ters of its content and 

organization, an international central committee selects the dances and music for each 

international meeting and then choreographs the pageant. 

Teams from various countries then send their representatives to an international dance 

camp to learn their parts of the dances for the international meeting. All teams of dancers 

then gather during the huge Sokiu Svente event where they rehearse for and perform at a 
final dance spectacle in a coliseum full of devoted Lithuanians. 

At the particular event I witnessed last week, forty-one dance troupes from all 

parts of the Lithuanian diaspora met in Toronto. Because teams from Brazil and 

Argentina were sandwiched between groups from Detroit, Boston and Lithuania, the 

dance instructions (and much of the casual talk I heard during rehearsals and 
performances) was Lithuanian. 

In essence, each team is one small part of a large, intense kaleidoscope of color, 

music and motion that fills the entire auditorium. The precision, grace, gestures and 

symbols of these agricultural dances epitomizes this ethnicity and a bigger identity for 

participants. Each of the dancers wears a special costume -- most are hand-loomed and 
may cost up to $1000 USD. Clearly, when a family elects to involve their children in this 
effort, they must make a large commitment of funds. 



Consider that these dancers, with the exception of a small professional group from 

the motherland, are all amateurs. Whole families dance, beginning at a very young age. 

There are specific dances for each age group and massed dances for all ages. 
My main informant, Deborah Kmetz, tells me that instruction in language, music 

and other arts usually accompanies this effort. 
The audience for this event were mostly Lithuanians, some of whom had no direct 

link to the dancers. People dressed for this occasion as they would for Easter Sunday in 

an Irish community. Women wore big chunks of amber in their ears, or as pendants, or as 

necklaces. One member of the audience explained to me that amber comes from Lithuania 

and is considered "their gold." 
Another interesting aspect ofSokiu Svente is the paradox created by the contrast 

between the rural dances -- dances of harvest, miIling, plowing, sowing, horse husbandry, 

and so forth- and the extremely well-educated and urbane people who gathered to dance at 

and celebrate this event. The music, as you can hear, has a sweet, old-fashioned, rustic 

quality that is generations and thousands of miles removed from the eveyday of these 

dedicated Lithuanian patriots. 

Conclusion 
Each of these examples demonstrates some combination of the characteristics (or 

commonplaces) we attributed to Community Music programs at the outset of our paper. 

Within all of these programs we also see characteristic patterns of teaching and learning 

that educational psychologists currently identify as aspects of Constructivism. Chief 

among these patterns are the following: . 

• Teaching and 'leaming proceed in multi~le ways, simultaneously, with an 

emphasis authentic, social interactions. 

• The generative processes found inthese programs are compelling to the 

participants because they are recognized as being authentic, current, authoritative, 

validating, and connected to living traditions. . 

• The integrity of students and teachers is prin:tary, as evidenced in the emphasis 

placed on personal safety and trust during teaching-leaning processes. The individual has 

responsibilities to the group; the group has obligations to the individual. What is 

essential is a climate of trust. Participants need to feel safety within the teaching learning 

context in order to sense the freedom needed to try things, to be a beginner and to fail 

without negative consequences. This 'safe circle' principle also translates to other learning 

environments where the individual voice is encouraged in the common quest. 
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• Membership is voluntary. The individual takes responsibility for hislher 
involvement and learning. This voluntary joining-in contributes to group- fluidity. The 

individual relates to the collective through shared goals and gradual initiation into the 

skills and understandings of the community as demonstrated by his/ her developing 
expertise. 

·Procedures, goals and roles are flexible, according to the needs to the learners. 
Teachers, students and peers take on different roles and responsibilities as the learning 
process proceeds, moment-to-moment, so that everyone experiences the necessary acts of 
musical modeling, analyzing, observing, listening, leading, following, arranging, 
advising, coaching and reflecting. 

• Teachers and learners work in a collaborative style as master and apprentice. 

Feedback is given continuously in the form of constructive feedback. There is an notable 

absence of formal tests, grades and other summative forms of evaluation that characterize 
conventional schooling. 

• Finally, we note that in all these examples, self-identity, self expression (musical 
and verbal), self-growth and self-esteem are basic factors and aims within the collective. 

Issues of identity, belonging, coding, immigration, assimilation and globalization are all 
played out in, through and by means of these musical communities. 
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The Burgeoning Growth of a Community 
Music School 

Graeme Wallis 

Abstract 
The Christchurch School of Music has filled a unique place in the fabric of musical life in 

the ~ew Zealand city of Christchurch. Through its lifetime of forty-five years it has not only 
sum ved but flourished. Maintaining a strong tradition it has grown to become more diverse and 
flexible through the continuous adjustment of policies and programmes in order to better meet the 
needs of the community it serves. 

In general terms the School is based on a group tuition scheme where students involved in 
lessons are encouraged to participate in ensembles, bands, orchestras and choirs. Currently the 
School has approximately 2000 course enrolments, a music staff of 95 teachers and three full time 
office and library staff. 

This paper explores the broad principles and ideas that have contributed to the success of 
this community music education activity and records the ways in which the School believes that it 
will best meet the needs of its community as it moves with cautious optimism into the twenty-first 
century. 

Introduction 
In this paper I begin by providing an overview of the forty-five year lifespan of the 

Christchurch School of Music. I then highlight how it has needed to adjust and diversify to meet 
the changing needs of a multicultural community. 

. . Most of us are fascinated at the manner in which a human being grows and develops during 
a lifetIme. From conception, the blueprint for the individual's life ahead is laid down. Following a 
comparatively predictable and stable childhood, the often tumultuous adolescent years typically 
question the authority and mores of their parents and the establishment. After much soul 
searching, negotiation of direction and compromise from all concerned parties, adulthood is 
reached as a welcome period of calmness and maturity. But even this does not last - eventually 
mi.ddle-age crises, empty nests and associated hormonal turbulence once again lead to questions 
bemg asked about where we have come from, what have we achieved and where are we heading. 
As I look at the life of the Christchurch School of Music, I see similarities between the School and 
the life which I, for one, have followed, born in one era and constantly changing and adapting to 
the demands of an ever evolving musical world. This analogy reflects the evolution, spirit and 
character of the Christchurch School of Music. 

Conception 
The conception of the School dates back to 1955, when a Mr. Robert Perks was appointed 

to the Christchurch Teachers' College. His philosophy, which was to make musical opportunities 
available to everyone through massed choirs and orchestras, was based on his own experience as 
a schoolboy in Dunedin during the Depression. At his school almost half the students were in the 
300 strong orchestra. "All the classes, whether engineering, building or welding were organised 
on the basis of voices, trebles in one class, basses in another ..... We had lots of fun! • 
(Macintyre, 1991 p.42). Robert Perks's desire was to father a music school (ie. a child) where all 
could share his love of music. 

In 1939 the Christchurch Primary Schools had established the Christchurch Schools' 
Music Festival Association that presented a combined schools' annual concert for choral singing. 
In order to fulfil his dream of fatherhood, Robert Perks approached the organisation with a view of 
establishing an orchestra for the 1955 concert season. His idea met with favour and at the 



beginning of 1955 fifteen music teachers were involved in evening and Saturday morning classes. 
In August that y~, a 140-strong "Primary Schools' Instrumental Group" took over the 
Christchurch Civic Theatre stage at the beginning of the opening of the programme of the week
long festival and presented its first public performance. The following day's paper stated: "An 
embryo orchestra of 140 pupils with only six month's learning ventured forth under the baton of 
Mr. R. E. Perks .. to see and hear these children - some of them very young - was enough to 
warm any heart" (Jennings, 1988 p.13). . . . . 

The School was nurtured through its earliest years by a close relatIOnshIp wIth Its parent 
body, the Christchurch Schools' Music Association, and financial support from the Department of 
Education. After ten years, the School took on its first official independent ~tl~ as an i~corporated 
society and became The Christchurch School Of Instrumental MUSIC. At this lIme Chnstchurch 
was still very much a monocultural city with strong similarities to middle-class En~lish society. As 
such, the demand was mainly for traditional western orchestral instruments. T~e rum of the School 
was: "To provide instruction in music and the opportunity for the study, practIce and performance 
of orchestral and chamber work by young people at their level of achievement" (Jennings, 1988 
p.32). . 

In its infancy the School was housed at the Teachers' College where Robert Perks worked , 
but as the School grew, more space was required. After twenty years the School found a base at 
the Christchurch Arts Centre and there it remained until it found a more suitable residence as it is in 
now - the Music Centre of Christchurch. 

These premises are close to the centre of Christchurch, a city of nearly 400,000. Because 
of the city's geographic nature, the Centre is easily accessible within 10-15 minutes from any 
suburb. The building is a three-storeyed historic building, formerly a convent. Recently 
refurbished, it is owned by the Christchurch City Council and managed by a Trust Board. With 18 
inch thick walls it is an ideal place to teach and learn music. The building is adjacent to a school 
and on Saturday mornings all Music Centre and school classrooms are fully utilised for the 
School's music lessons and associated activities. So with its central location and interesting 
structural features, the School provides students with a unique atmosphere, different from a normal 
school, yet providing an ideal learning environment. 

Adolescence 
In 1975 after a turbulent adolescence and escalating conflict between the School's Council 

and himself, Robert Perks tendered his resignation as Musical Director. The man whose vision 
had C?~cei,":ed the School ~d whos~ careful nurturing had guided it through its first stages said, as 
any dISIllusIOned parent mIght, "dunng these 20 years I have 'slept' and 'lived' the CSIM" 
(Jennings, 1988 p.66). 

Friction between the Council and the Musical Director contributed to Robert Perks' 
resig~ation ~d ;hlghl.ights the need for a positive and constructive working relationship for the 
effectIve admmlstratlon of the School. In the early years he had been able to maintain control over 
musical and staffing matters. With the rapid growth of the School, an administrative director was 
appointed and thus the earlier authoritarian nature of Robert Perks' position on all matters could no 
longer be sustained. 

Maturity 
Now in its maturity, the School is governed by a Council mainly comprised of elected staff 

and parent representatives. Effective partnership between parents and staff is crucial to the 
successful ope.ration of the. Sch?Ol. I~ addition t<;> supporting and encouraging their children, 
parents ar~ ~ehed on to assISt WIth yanou~ operatio~ tasks such as managing performing groups 
~d. organIsmg reh~s. In fact, m Chn~tchurch ~t would not be possible for the School, on its 
hm!ted budget, ~o provIde th~ present mUSIC education programme without major parental 
asSIstance. Sectional SUpervISOrs ~d gr:oup conductors form a Music Management Team and meet 
regularly. They are led by the mUSIcal director and supported by three full time staff: the office 
manager, receptionist and librarian. Each term the Board of Studies meets to consider new 
courses and r~vise current o~es. Sub-com~ittees of the ,:<>uncil such as finance, promotion, 
policy, operations, and appomtments commIttees play an Important role. 
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Like a healthy child, the School continued to grow steadily so that by 1980 the School 
boasted 1370 enrolments and a staff of 73. In 1999, the School had approximately 2000 course 
enrolments and 95 wel.19ualified teachers. The School provides group tuition and group 
performance opportumtles as a combination of these is considered a most effective means of 
developing ~usician.ship. All students are expected to participate in group performance and the 
School proVides a WIde range of orchestras, bands, choirs and ensembles in order to best meet 
these needs. The success and popularity of these classes is related to the environment where 
music-making is challenging and fun; there is a common interest, level and goal for all class 
members, and ~ sense of achievement from a successful performance. A recent innovation has 
been the estabhslunent of paired and individual lessons that have been developed in order to meet 
the more specific needs of advanced students. 
. ,As Christchurc~ has expanded over the last twenty years, its makeup has become 
IncreasIngly cosmopohtan. Although there are significant numbers of Maori and Pacific Islanders, 
they have not enrolled at the School because within their own culture music is not a written 
tradi tion. The Asian migrants on the other hand look to the School to meet their musical needs. 
~urrently 35% of t~e students are Asian and consequently on open days and enrolment days, 
Interpreters are available to assist with communication. 

, In ?rder to mai'.lta!n its place in the music education market, the School continues to expand 
~nd diverSify. The maJonty of the classes are held in the sixty rooms on a Saturday morning - a 
time when m.os~ students ~e available to attend. A meeting place with a tuck shop provides a place 
for. all to S?clal.lse. In Chns~church, however, many children play sports on Saturday morning. 
T~ls ,has histoncally neceSSItated a choice between sports and music. To cater to those children 
WishIng to do both, the School now provides classes during the week. One such recent move has 
seen the establishment of classes during the week set up in local schools. These are called 
Outposts. T~e classes are run on the same basis as the Saturday classes, but rather than the 
students com~ng to the. School, the t~her .t~vels to the students in the local school offering the 
class. There IS a groWIng trend for this actlVlty and one which is anticipated to be significant in 
future year~. The ~chool is open ~o students from age two years upwards. 

.An mterestIn~ and. rewardmg aspect of middle age is that our children start to produce their 
own. children. And hk~wlse the Music School now employs as teachers many of those whose 
musical love and learnmg was fostered at the School. As one teacher said: "I've taught many of 
the teachers ... they come back and contribute the gift of music that they received to today's 
pupils" (Macintyre, 1991 p.45). " 

y.'ithin the School, the symbiotic relationship that develops between the student and the 
teacher IS a key factor in maintaining the teaching I learning process. . 

A.nd ~ter the hectic and expansive years be~een the ages of thirty and forty, the School is 
now settlmg mt? a contented middl~ age period where effective systems are operating smoothly to 
cater to the mUSical needs of a multIcultural city. 

. Because of th~ numbers attending, the School is able to offer a comprehensive range of 
chOices frol!l performmg orchestras to bands and groups to suit varying musical abilities, age 
r~ges and mterests. The School is divided into various sections including violin, Suzuki violin, 
Viola, cello, doubl~ bass, recorder, flute, oboe, clarinet, bassoon, trumpet, horn, trombone and 
tub~, keyboard, gUI~, saxophone, junior musicianship, chamber music, voice, theory and aural 
sections. There are eIght graduated orchestras, three symphonic bands, various ensembles, 27 
chamber music groups and five choirs. 

In the early 1990s the choral section of the School began to flourish to such an extent that 
the Council moved to change the name of the School from the Christchurch School of Instrumental 
Music to the Christchurch School of Music. 

Traditionally a "Demonstration Concert," more recently called the ·Sho,wcase Concert," has 
been held annually. This very popular event, which includes some massed items, gives young 
musicians the opportunity to perform with experienced musicians. Many other concerts 
throughout the year keep students motivated and provide opportunities to build confidence playing 
to audiences. Each section of the School also has the opportunity. at least once a year, to 
workshop for a day with an outside specialist imported for the occasion. 

Life cannot proceed wi thout an income. Although the School has Ministry of Education 



support, which currently covers approximately 40% of teacher salaries, the major financial source 
is fees. All students at the School pay a once only annual membership fee, which in the year 2000 
is $80.00. This money is directed towards the administmtion costs of the School. The balance the 
student pays is related to the tuition of a particular instrument or ensemble. 

Generous contributions from sponsors have assisted with the purchase of instruments 
which students are able to hire. A donation from The Community Trust is used to assist students 
with limited financial means. In addition scholarships and twelve bursaries are awarded each year. 

The School has built up a substantial pool of instruments over the years. These are hired 
by students - particularly in the early years. The music library is the largest of its type in New 
Zealand and is often used by outside groups. Each year, a sum is budgeted for the library and as a 
result a substantial music library is now housed in the School. In 1999 the School was successful 
in an application for a donation to establish a composition laboratory. This technology offers 
students a great opportunity in the areas of composing and arranging. A composition competition 
is held annually with students given the opportunity to present their work at concerts. 

Conclusion 
There is no doubt that the Christchurch School of Music is one of its city's finest musical 

assets. In a city that boasts a number of professional perfonning organisations and an historic 
strength in amateur musical perfonnance, this may seem a bold claim. But the basis of this claim 
lies in the strength of a strong foundation in music education. As Christchurch's prime provider of 
practical music tuition, the Christchurch School of Music has now served the city with dedication, 
energy and distinction for forty-five years. At a national level it is an organisation without peer. 
And, further, it has over the years attracted and welcomed many overseas music specialists and 
visiting groups. There are numerous success stories of the School's fonner pupils. Many are 
pursuing careers as professional musicians with some having gained international recognition as 
soloists. Others are perfonners in international orchestras. A substantial number of players in the 
New Zealand Symphony Orchestm received their music education through the School. Of equal 
importance to the high achievements in the professional arena is the fact that the School has 
introduced thousands of students to the delights and enjoyments of music-making as a medium of 
self expression and as a potentially lifelong interest 

From humble childhood, through turbulent adolescence to stable maturity the School faces 
the new millennium with poise and confidence. 
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Communities, Scenes, And Individuals 

Beverley Di~mond 

I want to introduce to you a few of the extraordinary musicians that I have had the good 
fortune to get to know in the course of a project called the Canadian Musical Pathways, research 
that is concluding after about 5 years of case studies in ethnoculturally diverse communities in this 
country. Their stories are, in part, tales of "community" music. But in part they offer something of 
a challenge to those who see "community music" as a logical and important development in music 
education. 

As we all know, the very idea of "community" is under siege in the year 2000. There 
seems to be two major types of challenge to the idea The one about which the most ink has been 
spilled is the enormous impact of some (not all) peoples' mobility together with the globalization of 
economies in the modem world. James Clifford has called this the period of "traveling cultures" 
(though Canadians may note. that in his famous article with this title, he spelIs "traveling" with one 
"1" in the -dare I say--"local" U.S. way, not ours). Other authors have referred to this period as 
the "modem nowhere." Some ethnomusicologists have either feared a sort of cultural grey-oulor 
diagnosed an aesthetic of pastiche in which we freely but superficially borrow symbols and 
meanings from around the globe but we no longer know much about their history, their local uses 
and functions. In popular music studies, the term "scene" has often come to sit in for 
"community." A scene tends to cut across the boundaries of communities and draw people into 
temporary alliances, often in association with a specific kind of artistic production, as in hip hop 
culture, among ravers, or the Britney Spears fan club. The last example also reminds us that 
sometimes these scenes are virtual rather than real; they consist of internet users NOT participating 
musicians. Are these simply dismal threats to the ideal of community music or do communi ty 
music programs change in response to these very real aspects of early 21st -century experience? 

If globalization, traveling cultures or "scenes" offer one sort of challenge to community 
.(and community music), so too does the opposite end of the spectrum, the individual. Some 
social commentators have noted, at the end of the 20th century, that an increasing number of 
countries emphasize laws and policies that privilege the individual rather than community or 
collective rights. The historian, Michel de Certeau, for instance, goes so far as to claim that 
collective rights "have been driven out of legitimate discourse" (1997: 152). How is selfhood 
constructed, indeed how is selfhood constructed through music in this environment? Does a legal 
and civic emphasis on the rights of individuals mean that a general endorsement of innovative, 
idiosyncratic or indeed any type of exceptional behaviour, an emphasis that has been so central to 
the development of North American culture (particularly the "malestream" ofU.S.cultuie), has 
become more dominant around the globe? This issue has had much less ink spilled with regard to 
the cultural implications and it is the one that I will address primarily today. 

It is with the individual in a central position that I now tum to the research project I 
mentioned a moment ago: the Canadian Musical Pathways project and its collection of a diverse 
range of "musical life stories." I have found this project increasingly engages me in a huge 
question in music research. What is the place of individual musicians as the subjects of music 
scholarship in the 21st century? 

It is now passe to observe that, in the Euroamerican past, the male individual of genius 
was everything. The very idea of community music offers a form of resistance to this emphasis. 
But. while the "great man" traditions of historical musicology or jazz studies have been extensively 
critiqued at this point, especially by feminist scholars, only a few (among them Danielson 1997 
and Guilbault in forthcoming work on stars of the Caribbean) have begun to engage in cross
cultural study of the different constructions of notions of "genius· or "stardom" or other markers 
of exceptionality. Or to sort out whether and in what cultural contexts exceptionality is necessarily 
important in the production of mqsic. Feminist research has taught us the problems of "female 

access to ind.ividuaJity" (Spivak 1999: 118). For instance, many scholars of>autobiography 
(e.g., Brodzki and Sch~nk 1988) have provided compelling instances of societies in which males 
are encultura~d to depict themse~ves ~ radi<:ally individual while women were not so encouraged. 
What d~ thiS ~ean for the mUSical hfe stones of men and women? What does this mean for 
communIty ~USIC programs th~t h~,:e, to my knowledge, rarely considered this or other power
nuanced tOpiCS a,,?ut ac~ess ~o mdlVldl!ality. To musical individuality. Who is encouraged or 
allowed to tell their mUSical hfe story (10 my work)? Who gets to be creative and innovative (in 
yours)? 

. I start by addr~ssing several very simple questions to a small group of musicians whose life 
stones. were co.Hected 10 ethnoculturally diverse communities in the course of the aforementioned 
CanadlllI.l MuSical Pathways ~roject. What do each of these individuals assume that a "person" is? 
Are musl<:a! persons necessanly thought of as exceptional persons? And what do different people 
pay a~tentJon to when they make reference to musical "experience"? These questions are seemingly 
so n~ve ~at we ~ever ask th~m. Concepts like "personhood" and "experience" have rarely been 
theonzed 10 musIc ~ch.olarship ~tho~gh they have been addressed in other disciplines. 

I started thinking working With these issues after attending a conference in Sweden about a 
y~ ag<:> on "Mu~i~, M~dia, lI!ld Multiculturalism." My paper there presumed to address a number 
of Identity negotiations 10 a different subset of these musical life stories. At the end of my 
presentatIOn, the En&lish ethnomusicol~gist John Bailey offered a challenge that has preoccupied 
me off and on ever smce. He asked me If I could write the paper without using the word 
,,"identity," C?gently pointing to the overuse an~ often vague reference of the concept not only in 
my w<:>rk but 10 a lot of contemporary scholarship on aspects of culture in pluralist societies. This 
paper IS part of a response to that challenge. 

. . Already in my ~lier presentation I had pointed to the rather arbitrary distinction between 
attnbutes that are recognIzed as ~ of collective identity and those regarded as individual. With 
Charles Taylor.and Anthony AI?~lah (see Taylor 1992), I am fascinated by the fact that we 
co~gure ~rtam ~~tures (ethnlclty or sexual orientation, or age, for example) as group markers 

.:.hIl~ ~e~? qualities (e.g., greed o~ arrogance or gregariousness, for example) are regarded as 
IOdlvl~ual markers. If we recognIzed greedy people as a collective, what would their music 

sound like, I asked? 
. . What I hadn't quite thought through a y~ ago, however, w~ the need to place, 

hlstoncally lI!ld culturally, how people defi':le their personhood, particularly if they are persons 
who ~ muslcal!y competen~ or even especially talented, and what they pay attention to as 
expenence, particu~~y m~I<:a!, experience. An essay by Joan Scott helped me think about this. 
She observ~ that" expenence has ~n used to mean different things historically. In Western 
~uro~, un~ll the earl~ 18th <7.ntury, ~t V:~ closely connected to experiment, observation, and the 
viSUal, the IDcorporatJon of" reflec,~on . as an element of experience began in the writings of the 
19th century, and th~ accep~ce of feehng as well ~ ~ought" in the early 20th; the extension of 
the concept of expenence to mfluences external to mdlViduals social conditions institutions 
forms of belief or ~rceptio.n" is a product of>the 20th centurY (1992: 27).' , 

. Do c0l!lmun.lty musIc program~ ~ver s~ by considering what each participant thinks a 
m~slcal expenence IS? ~at ~ch p~Clpant thi~ a musical self is? To explore such questions, I 
~lll ~~w on s~veral musIcal. hfe stones collected 10 the Canadian Musical Pathways project, 
Imph~ltly ~ettm~ ~p com~son am~>ng them. My examples are anecdotal and yet not trivial, in 
my View, smce It IS not the Information we are looking at here but the discourse itself discourse 
mediated by many factors. ' 

A Mennonite Choral Conductor In Southern Ontario. 
. . ~eflecti~g the conse~atism, an~ valuing of simplicity, and modesty that are at the heart of 

his religiOUS ~l.lef, an On~o Menn~mte choral conductor, Harold, now in his 80s, repeatedly 
narrated how It IS culturally IDapp~pn~te to .put ~meself forward or consider oneself exceptional in 
any way. The very fact that Harol~ IDVlted his fnend Lou and their wives to participate in this 



interview is indicative. All of the remarks about Harold's remarkable choral conducting skill are 
ma~e by Lou. Furthermore, he describes Harold's work not in terms of talent, genius, or stardom 
but m ~rms of ~leadership" ~us linking his skill to his community resp?~sibil~ty. So exceptional 
tale~t IS r~gruzed here, but It may not be expressed about oneself and It IS eVident in community 
servIce. This value of modesty even affected repertoire choice in the 50s, although less so by the 
70s. In Ex. 1a, the group explains how a U.S. choir was criticized because their musical choices 
were too lofty. The Ontario group preferred hymns and spirituals as less arrogant musical choices. 
It is significant that he initially labeled his choir as a "study group" rather than a choir (see Ex. 1 b). 
I would need a very long handout to show you the verbal dance that both Lou and Harold do to 
jus~fy how conce~ could be ration~lized within this framework. Equally, it became apparent that 
audi~<;>ns w~re a Site w~ere prospective singers negotiated how to be regarded as competent 
muslcl~ Wl.thou~pu~n~ themselves forward. Initially, Harold rejected auditions preferring to 
form his chOIr by InVitation only. Although he says this was possible because he knew all the 
voi~, ~plying a very close-knit ~~munity indeed, he admits jokingly that actually it turned out 
~e didn t know the ~~lls of some In~ltees .. In Ex. 1c, however, a point at which he had 
maugurated an audioon system for his chOIr, we see how real problems of social relationship 
affected the choir's ~evelopment. People did not auditi<?n beca~e that implied they thought they 
were better than theIr ~~. But. m this ex:c~ange one sInger SaId he would be happy to come if 
Harold, the conductor, InVited him to audioon. Harold retorts that he should have told him to invite 
him, seeming to argue for a clarification of the codes. Harold on the other hand would be 
virtually compelled in this scenario to admit the invitee to the ~hoir or risk hurting his or her 
esteem. 

. ~he extent to which ~ese lII:atters ?f sh~wing.off, being proud or arrogant, or indulging in 
publ .. c disp~a~ were taken senously IS readIly eVIdent m the Mennonite community outside of the 
mUSical acllvlty. In my own expenence living next to Mennonite families in this southern Ontario 
comm~ty, I.recall ~new church bein~ s~d when a group of young women who refrained from 
decoraove.attIre decIded to w~ wed~Ing nngs, an?th~r when a man was shunned for sporting a 
colouI!ul tie at a Sunday monu~g service. The fractlOrung of the church in southern Ontario has 
-someomes been related to ~e ~ffer~nt waves of immigration in that province. First to arrive was 
~ 18th century layer of SWISS ImmIgrants most of whom came to Ontario via Pennsylvania Later 
In the 19th ~d ~oug~ the 2~~ centuries, Russian Mennonites came both to the Prairie provinces 
where block lmmI~oon polICies were favoured, consequently creating more homogeneous rural 
g~oups, and to Ontano where they enhanced the diversity within the community. Another 
difference for the Ontario ~ommunities is the proximity of Toronto, the largest urban centre, one 
that offered both opporturuty but also pressures to adopt different values. Harold himself was in 
the first generation to be professionally trained in music in Toronto and his choirs' came to be 
~idely ~ought for performances ther~. It goes without saying that the "culture" of classical music 
mto ~hich ~~ld was enculturated In Toronto, does have notions of genius and stardom 
associated With It Hence, the regard for exceptionality was vastly different in some parts of his life 
than others. 

C~early, then, it is evident that the disjunctures within the Ontario Mennonite community 
are as telling as the shared cultural values that I have thus far over-drawn with regard to 
peCS?nhood. My fmal example from ~old's oral history explores an instance where a particular 
~~Ical W?rk ~e a means of working out the schizoid differences that existed simultaneously 
10 ~s .muslcal lIfe. 1.'h~ wc;>rk was the Bach B Minor Mass. He chose to perform it with his smaller 
chOIr In ~973, descnb1Og .. t as ~ ~atershed event for several r~ons: the difficulty of the work 
challeng10g the value of SimplICIty, the need for an orchestra m a community where musical 
instruments were regarded as frivolous and incompatible with spiritual sincerity, and the fact that 
the wo~k was a Mass in the R.oman.Catholic tradition, i.e., not an acceptable Mennonite spiritual 
texllt IS here that the group mtervlewees spoke the most about Harold's leadership; the only way 
this work was acceptable was, according to Lou, the community's faith in his judgment, a faith 

that he had been building for 20 years at this point. As Lou said in Ex ld, they ·trusted his 
vision. " They validate his exceptional skill, a skill he dare not express. . . . . 

A second strategy for making this an acceptable experience was the humilIty With ~hi~h the 
choir was asked to approach preparation. They rehearsed for a y~ and a half before.c.onsldenng 
performance. This was, then, a study group. The risk of doing this work was also ml.ti.gated by the 
friendship and trust that the choir's leaders had cultivated with the local new~pa~r cnllc. B~t ~ere 
was risk, nevertheless, and the successful achievement of this performance In Spite of that nsk. ls 
no doubt what makes this event in all its dimensions so richly present in Harold's. mem.ory. I~ IS, as 
memory cognition studies reveal, an example of episodic memory where the emotIOnal mtenslty 
was such that many aspects are locked together. There is one further aspect and that concerns the 
conductor's daughter, now a professional classical singer, but back then expected by he~ pregn.ant, 
choir singing mother who explains that when the daughter herself had her ~rst opp<?rturuty to SIng 
the B Minor Mass, she seemed already to know it, to do it effortlessly. This seems In J>a;ft to be a 
rationalization of "talent" not as something inherent or indeed internal. but. ca~ed ~y envIronmental, 
external circumstances. No doubt this story also provides a retrospecove Justification for ~e huge 
defiance of the Mennonite norm of modesty that the B Minor Mass represented for the famIly. It 
reminds us that the meaning of performances is emergent; the stori~ ah?ut ~em are cumulative, 
with accretions and additional nuances that become relevant over ome, m this case some 20 years 
later. 

An Iroquois Singer . 
I tum now to a different oral history, one that, in some ways, resembles to the Mennomte 

narrative in its denial of any concepts of genius, talent, or celebrity ~d in its emphasis on 
community responsibility. In Ex. 2a, Charlotte, a Seneca First Naoon clan mother who leads the 
most widely sought out women's ensemble in Southern Ontario and No~ern New York, and 
founded the Aboriginal Women's Voice Project at the Banff Arts ~entre I~ AI~rta, reflects on her 
own identity as a musician. The excerpts are taken from several d1fferent mtervI~ws but they 
indicate moments of struggle with this matter of selfhood. In the first, she ~xplaIns that .she has 
trouble identifying with the concept of ·composer" because her langu~ge (hk~ most Nati~e. . 
American languages) is verb based not noun bas~. In her coID:IDuruty, she Is.one who IS. singing 
or making songs, nuanced differently from the notion that "she IS a composer. .She des~bes her 
own ability, not as talent but as intensive immersion, literally on the kn~e of vanous relaoves who 
sang constantly to keep her amused as a baby (see Ex. 2b). Together WIth the grou~ of women 
who have been her singing companions for almost the past 30 years, she also descnbes her wo~k 
in verb not noun terms. They have seen their children and now their grandchildren born, one SaId. 
Furthermore, their considerable celebrity--having performed at the Smithsonian festivals on the 
Mall, at major north American festivals including being the first aboriginal group invited to the 
New Orleans Jazz Festival, at ivy league universities, appearing on Robbie Robertson's latest 
album, etc. --seems of no consequence to them. They describe their work as it has ~ways been, as 
part of a mutual aid society in their ~ome co~munity. That. is, everything they earn 1S turne~ over 
to that society and returned to those.m need m the commuruty. The fact that ~~y now ~ higher 
fees than when they started is good In ~hat they ~ now tu~ down oPJ?O~ruoes that mterest them 
less without feeling that they are renegmg on theIr commuruty responslb1hty. 

The notion that all are equally part of a process is evident when the group performs. They 
share the duties of leading and explaining each song, often joking among themselves on stage. 
Among the stories they love to tell are ~nes like the time Sue mi:,ed up ~o tun~ and w~ singing 
the wrong song in response to the lead hne. Almost all such stones of the1r mUSIcal expenence are 
framed as moments of laughter. Among the various ways that we may hav~ of paying attention to 
experience, this framework of laughter has rarely be~n acknowledged. It IS fundam~~tal.here. The 
story is not a put down of Sue but a good story smce It evokes laughter and good spmts hke the 
music itself. 



Unlike the Mennonite context where individual uniqueness was often played down but 
special skill was acknowledged often couched in tenos of "leadership," the Iroquoian stories seem 
to cherish individuality insisting on everyone as a participant on their own tenos, with their own 
particular talents. There are roles, clan mother for instance, or one who sings, but they are valued 
equally and shared wherever feasible. The community, then, becomes less an arbiter of appropriate 
personhood than a supporter of individuality. I am reminded of another interview I conducted with 
the well-known Native American trio, Ulali, in which I asked them what they considered as their 
most important achievements. See Ex. 2c. 

Once again, my picture of Charlotte's oral history becomes less reductionist if I 
acknowledge some of the disjunctures, the points where different views of personhood, 
individuality, exceptionality come into conflict in her own life. One place where this happens for 
Charlotte is the conflict between the right to use traditional repertoire and yet the need as a creative 
individual to be innovative, to learn from other sources. She confronts her community's notions 
of intellectual property, ones that seem to imply a different notion of personhood than the laws of 
Western nations. When I first knew Charlotte, her views on this matter were very hard line. She 
was not interested in anything that was not hers and had no respect for people who appropriated 
songs, outfits, or anything else. She now confronts this when asked to collaborate with cross-over 
and popular music artists. She agreed to allow a traditional stomp dance, the widely known "Unity 
Stomp" to be used by Robbie Robertson, for instance, because he has earned the trust of her 
community. He is partly Iroquois himself and has re-established relationships with his home 
community. When I asked her what she thought about the fact that he had re-arranged her song, 
actually creating hints of counterpoint by dove-tailing the call and response portions of it, she had 
no opinion. Once trust was offered and permission granted, the result was not for her to judge. 

More difficult to resolve seem to be occasions when she confronts this issue of 
appropriation as a teacher of non-Native students, something she is called upon to do with 
increasing frequency. (My own knowledge of this stems from a summer course she gave to my 
own students which, of course, I audited, as a fully participatory class member, I might add.) She 
·teaches the same social dance songs she perfonos and enables students after an astonishingly short 
time period to compose new social dance songs, at least one of which I know is now regularly part 
of the local repertoire. That is, she uses her collective right as an Iroquois person to justify 
borrowing this song. Furthenoore, the genre itself has always borrowed, a fact that the non-Native 
student recognized by putting a line in the new composition, a line about "green eggs and ham" 
borrowed from a children's book in the Dr. Seuss series. But at the end of some semesters, she 
has been known to advise her non-Native classes that they do not have the right to perform this 
music they have learned, even those songs they composed themselves. Effectively, their creative 
work is treated as a gift to the Nation. Hence, her view of personhood and individuality seems to 
stop short when it comes to recognizing authorship. To some extent, I refer back to a point made at 
the beginning of this paper about the fact that it is not identity but the recognition of identity that 
counts, not experience but the recognition of experience. Charlotte comes close to a refusal to 
recognize this experience her non-Native students have had. Perhaps this is consistent with the 
narrative excerpted in Example 2a: they, too, are not composers but rather they make songs. 

As you might expect, she has been challenged by her students about this proscription, on 
several occasions. In part, an important event for her has been the Aboriginal Women's Voices 
Project which she herself devised as a space where aboriginal women could both respect their 
musical traditions and create innovative work out of that respect. In her case, a song called the 
"Travelling Song" became a site where respect for tradition and innovation were reconciled. Let me 
play it for you as you read Ex. 2d in which Charlotte describes the process of creating the 
Travelling Song. 

As she tells the story, the symbolism of individuality is present in the distinctive timbres of 
each of their voices, and in the fact that they share the lead singer role, each taking a stanza. The 

symbolism of collaboration lies in the fact that they crafted this new song from elements of 
traditional songs that each brought to the circle. Now my interpretive challenge here relates to 
another disjuncture. I think the result is dull. By distilling common elements from different musical 
traditions, "pulling" them, as Charlotte says and then later on "cementing" them into a song, the 
women have created a very simple piece, less sonically rich perhaps than the tradition bound 
repertoires they each brought to the circle. The challenge for me, and perhaps for American and 
European ethnomusicologists in general, is to recognize that the story here is perhaps as important 
as the artistry of the result. 

Two Different Caribbean Canadian Experiences: 

My final pair of narratives were offered by two Caribbean-derived singer songwriters, one 
born and raised in the Mari time provinces on the east coast of Canada, the other a more recent 
arrival from Trinidad in the 1980s. Here I want to focus on senses of self in the context of being 
uprooted, relocated. The Trinidadian I will call George, a well-known calypsonian in Toronto and 
I'm told by a colleague, also respected in his country of birth. In a series of interviews, mostly 
with York Ph.D. student Annemarie Gallaugher, paints a somewhat romantic picture of himself 
as a loner, an individual who has always been drawn to distant horizons, depicted in Ex. 3a as the 
San Fernando Hill visible >from a roof-top perch that he liked as a child. Perhaps like those far-off 
places, his early musical experience in Trinidad was diverse and derivative of various styles of 
American popular music. He mentions Christian hymns, North American popular music, 
'''Spanish'' (Venezuelan) music, country and western radio and rediffusion broadcasts, and British 
or American folksongs at school. His parents, like other authority figures in his life, frowned upon 
children singing calypso. But he did play in a steel band and fonoed his own pop music group as a 
teen-ager. 

His story makes very clear, however, that our narratives of the past are always a creation of 
the present, both a reflection but also a sort of creative mimesis of that memory, that reflection. For 
instance, he describes his adoration of Mighty Sparrow as a young boy, too young to understand 
.the sexual nuances in the classic calypso "Jean and Dinah" but old enough to know that the year of 
this performance was also the year the election of Eric Williams of the Peoples' National 
Movement brought a measure of autonomy to Trinidad. (Ex 3b) His breakthrough moment in 
Canada, after he had trained in literature and theatre, was when he was asked to play Mighty 
Sparrow in a local musical play. A new land facilitated his becoming his hero. In a story that 
seems almost to be the total opposite of Harold's narrative, George describes in Ex 3c how he 
loveq' to stap.d out, to dress in a spectacular fashion when he arrived in Canada, beaming as he 
narrates how he could stop traffic just by walking down the street Additionally, he came to learn 
that the points of reference for his highly individual style of dress were not always the ones he 
anticipated Wearing a three-quarter-Iength leather coat and Stetson hat, for instance, he was often 
mistaken for Charlie Pride, an African American musician who meant nothing to him personally. 

The disjuncture between his overstated difference (not always marked by Caribbean-ness at 
this point), however, and his alienation in the Canadian community was articulated in his best
known calypso thus far, called "Culture Shock." In this song and the narrative about it in Ex 
3d, he observes the isolation and the misunderstanding that become part of his daily experience. 

While George, then, has increasingly adopted a personal style and also a musical language 
that marks him as Trinidadian--that is, he becomes more local the further he travels--Canadian born 
James took a radically different route. Black, but also with some First Nations (Mi'qmaq) and 
European ancestry in what is demographically the most British of Canadian provinces, Prince 
Edward Island, he explains (Ex 4a) that he was unaware of race as a child, adopting elements of 
the dominant Anglo and Acadian cultures of the Island. While George felt and heightened his 
visibility, then, James was unaware of his. The intense commitment to an island identity, voiced 



~y large numbers of islanders, was meaningful to James whose first hit was a song about a 
~lg~thOUse, composed literally during a sailing trip around the island. The discourse of Ex. 4b) 
mdlcates that he willingly participated in what historian Ian McKay (1995) has called the 
construction of innocence in Maritime Canada, a construction that viewed hardy sailors and 
farmers of English descent as the real people and one that effaced the role of African Americans in 
particular. When James moved to Western Canada, he encountered more ethnic diversity, and 
given the cities he settled in fqr a while, more urbanization than his east coast experience had 
offered. Here he embraced African derived musics for the first time, playing in a reggae band (Ex. 
4c). For James the disjunctures augmented when he returned to his home province. Now his 
senses of self were not so compatible. He handled this by reading about the history of Africans and 
Caribbeans in his home city of Charlottetown, a history that had ghettoized the community in an 
area called the Bog where he now chose to live. He discovered the figure of Jupiter Wise, a former 
slave accused of murder and sentenced to servitude on a Caribbean-bound ship. For James, Jupiter 
becomes a hopeful figure who got to go home. He named his band after him and has, so far, 
written three songs about him. This act of mimesis, then, in comparison with George's acting of 
Mighty Sparrow, is positioned differently. In Ex 4d, we read not an echo of a great man, but a 
reinstating of the personhood of an unsung hero, an erased person. 

Conclusion: 

In conclusion, I would like to consider briefly what these excerpts, which are, after all, no 
more than fragments or shards of evidence, can offer by way of new perspectives on the study of 
music and perhaps new challenges to the development of community music programmes in 
pluralist societies. The legacy of defining persons in different branches of music study is one factor 
that is often overlooked in both music study and music practice. In the former, because historical 
musicology and indeed popular music studies tend to emphasize the great figures, that is because 
they put a lot of emphasis on exceptionality, one might argue that ethnomusicology was forced to 
compensate. We tended to overdraw the community, the collective values and structures. But in 
between these two are people such as the ones I introduce in this paper, people who are exceptional 
'in many ways, certainly in terms of their musical skill and their impact on their communities, but 
also often in terms of their national or international reputation. But they are neither what we might 
call stars, nor simply "representatives" of their culture. They are lost somehow to the studies of 
music cultures between the cracks of stardom and cultural formation and they need to be made 
more visible, 

Another significant factor is the implicit framework for the Canadian Musical Pathways project: 
the nation. I suppose that the most obvious thing that unifies Harold and Charlotte and George and 
James is the fact that they all currently live in the same country, three of the four in relatively close 
proximity. So they have the same legal rights and privileges as persons, and opportunities that 
differ in many ways from those of their sisters and brothers in the U.S., the Caribbean, Russia or 
Switzerland. By looking at the relationships across borders, we begin to see the factors that operate 
within them. In the case of Canada, for instance, the relatively minimal development of a discourse 
of race or the way in which regional demographics impact on a sense of selfhood. And yet the 
ways in which they define exceptionality and personhood -- theirs and others- the way that 
impacts on their work as musical persons differs so much. While I've hinted at shared systems of 
values underlying their narratives -- systems shaped by ethnicity, gender, class, region, length of 
residence, and the accidents of encounter - I have also tried to examine moments of disjuncture, 
moments indeed where we are forced to act as individual agents in order to somehow resolve the 
crises and the multiplicity that we encounter in our own lives. I have tried to see how music might 
serve at those moments, sometimes to articulate, sometimes to resolve, sometimes to simply 
facilitate an encounter. In the plethora of studies that touch on multiculturalism, globalization, 
media-ization, and diaspora, this is the level of understanding of how individuals live music that I 
think we are in danger of overloo~ng. And as we contemplate ·community music· the many 



differences in how individuals conceptualize their musical selfhood remains one of the important 
challenges and opportunities. 
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"Lived Music, Shared Music Making": 
Community Music In The New Millennium 

The Ninth Biel/nial MeetingJor the ISME Commission Jar Community Music Activity 
Toronto, Canada July 9-16,2000 

This document is the concluding statement of the 2000 ISME Commission 
for Community Music Activity. It sets forth the ideals, characteristics, principles, 
and recommendations for the future development of community music programs. 

Present and Future Ideals 

Community Music is a vital and dynamic force that provides opportunities 
for participation and education in a wide range of musics and musical experiences. 
Community Music activities are based on the premise that everyone has the right 
and ability to make and create musics. Accordingly, such programs can act as a 
counterbalance andlor complement to formal music institutions and commercial 
music concerns. 

In addition to involving participants in the enjoyment of active music-making 
and creativity, Community Music provides opportunities to construct personal and 
communal expressions of artistic, social, political, and cultural concerns. Also 
Community Music encourages and empower participants to become agents for 
extending and developing music in the community 

In the ~ursuit of musical excellence and innovation, Community Music 
activities also contribute to the development of economic regeneration, create job 
opportunities in the cultural sectors, and enhance the quality of life for 
communities. 

In all these ways Community Music activities can complement, interface 
with, and extend formal music education structures. 
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The Nature of Community Music 

At the heart of excellent Community Music activities are the following 
characteristics: 

o emphasis on a variety and diversity of musics that reflect and enrich the 
cultural life of the community and of the participants 

o active participation in music-making of all kinds (performing, improvising and 
creating) 

o the development of active musical knowing ( including verbal musical 
knowledge where appropriate) 

o mUltiple learner/teacher relationships and processes 

o a commitment to life-long musical learning and access for all members of the 
community 

o an awareness of the need to include disenfranchised and disadvantaged 
individuals or groups 

o a recognition that participants' social and personal growth are as important as 
their musical growth 

o a belief in the value and use of music to foster inter-cultural acceptance and 
understanding 

o respect for the cultural property of a given community and acknowledgment of 
both individual and group ownership of musics 

o an on-going commitment to accountability through regular and diverse 
assessment and evaluation procedures 

o fosters a personal delight and confidence in individual creativity 

o flexible feaching, learning and facilitation modes (oral, notational, holistic, 
experiential, analytic) 

o excellence/quality in both the processes and products of music-making relative 
to individual goals of participants 

o the honoring of origins and intents of specific musical practices 
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Calls for Action 

Cultural Diversity in Community Music 
Musics of the world are relevant for musical practice and music education 

because of increased accessibility (through media and travel) and increased 
mobility (migration) and also because of the growing cultural diversity of many of 
our communities. This diversity creates the possibility for openness and innovation 
through many practical models for teaching and learning music at all levels. 
Community Music programs and activities should encompass an appropriate range 
of musical practices, processes, materials, and philosophies from different cultures. 
We recommend the following initiatives: 

Regarding Formal Music Education 
o fundamentally re-structure school and community music education 
o encourage collaboration and cross-over between music educators in school 

systems and community musicians 
o establish music practice-oriented pilot projects both outside and within 

existing structures of music education 
o develop resources and make them widely available 
o approach music education and music in education from a 'world' perspective 

(including music history) 
o encourage teacher education programs to value and incorprate the value of CM 

cultural diversity in music education 

Cultural Co,ttext and Recontextualization: 
o recognition that musics/arts removed from one setting and replanted in another 

will change their nature 
o honor cultures and culture bearers but acknowledge that music and arts 

continue to grow and change 
o empower students and families as sources of musical/artistic expressions and 

negotiate ways of infusing their cultures into community and educational settings 
o utilize pedagogical materials that are developed in collaborations with culture 

bearers 

Cultural Diversity 
o honor intricacies of different interactive transmission processes 
o encourage educators to participate in diverse cultural communities that 

surround them 
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Calls for Action 

Collaborations and Alliances with Community Music Programs 

The present and future of Community Music depends significantly on 
improving Community .Music collaborations, alliances and exchanges across local, 
regional, institutional, national, cultural and stylistic boundaries 

To facilitate and enhance collaborations we recommend the creation of a 
Community Music website and electronic journal for the international exchange of 
Community Music case studies and narratives, resources, strategies, and 
experiences by January 2001!. Such use of the WWWwould: 

o facilitate alliances and exchanges between Community Music theorists and 
practitioners 

o articulate the roles of Community Music in the maintenance, development and 
renewal of school music programs (especially general classroom programs) 

o inform curriculum writers worldwide about the nature of Community Music 
and the ways Community Music ideas and practitioners can serve the goals 
and practices of music education at all institutional levels 

o clarifying the contribution that CM makes to broader social objectives such as 
social inclusion and community regeneration, by providing links with agencies 
and practicioners working in this field 
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Calls for Action 

Preparation and Development for Community Music Practicioners 

The present and future of Community Music requires the development of 
excellent training progrflIlls (informal and formal) for Community Music 
professionals. As well as fostering the musical, educational and finance-related 
competencies of these professionals, training programs should provide leadership in 
creating partnerships among Community Music programs, professional and 
amateur music-makers, and formal educational institutions. 

We reco~end the following initiatives: 

o develop .international centers for Community Music training 
o preparing Community Music facilitators 
o generate a database of existing Community Music training programs 
o formulate varied approaches to the recruitment of Community Music workers 
o reconceptualization of Community Music in relation to current research 
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Calls for Action 

Strategies for Community Music Programs 

The present and future of Community Music depends on the effectiveness of 

practitioners in this fiels}. This requires that a number of strategies be developed 

and implemented. 

This commission advises community music workers to consider the following: 

o investigate the values and needs of regional and national CM organizations 

and initiatives for CM workers 
o capitalize on the growing goodwill offormal institutions (e.g., universities) 
o work with existing (as well as with emerging) systems of training education, 

employment, health and so forth 
o reflect within, with and outside your own community 
o negotiate on the basis of mutual benefits 
o advocate and market Community Music initiatives to the entire web of 

potential supporters 
o develop visibility and public relationship programs 
o document and disseminaate successful Community Music processes and 

program results for evaluation, collaborative and grant-writing purposes 

I 
~ 
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Calls for Action 

New Music Technology 

Existing and evo~ving music technology (e.g. synthesizers, samplers, MIDI
controllers, software) has enormous potential in the field of Community Music in 
the 21st century. Technology permits and encourages access to all forms of music
making for new groups of creators -- with or without traditionally taught musical 
knowledge -- to become a reality, enabling the production of music of quality. 
Communication technology allows musical interaction to happen on any level 
(local or global). 

In addition, new technology allows Community Music programs to function 
t' ~ ., as fulcrums for the development of new musical languages and styles, the 

,expansion of present understandings of the nature of music, and the facilitation of 
performances and publications. 

In all these ways, music technology can open windows to music and music
making for disenfranchised sections of the population. We recognize that 
technology is not equally available in all countries and communities 

We recommend the following initiatives: 

o utilize existing and evolving networks of all kinds, from the grass-roots level 
to formal institutions local and world-wide 

o foster cq,llaborations that finance and share technological resources 
o demystify technology by emphasizing and creating user-friendly strategies 
o expand access to existing technology centers and resources 
o work toward making technology to all communities in all countries 
o reflect critically upon the limitations of technology (including issues of cost, 

ownership, accessibility, institutionalization, and forward-looking vs. 
backward-looking adaptations) 
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Calls for Action 

Funding 

We recommend a forum for on-going dialogues on funding in eM, including 
a different kind of [North-South, first world! third world] dialogue on international 
funding. We need to articulate and examine assumptions and expectations of 
cultural exchange and funding. These forums might take a variety of form or forms 
such as: a new commission, a focus group, a conference, a dialogue on email 
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Community Mu~dc Activity Commission 

Mission Statement 

The CMA is a distinct working committee within the International Society 
for Music Education (which originated in 1953). The CMA was formed in 1982. It 
meets every two years, one week before the biennial world conference ofISME. 
The commission was formed to adddress the interests and concerns of ISME 
members who 
(a) share the following ideas and 
(b) teach music in ways and situations that usually combine several defining 

characteristics (listed below under B). 

,: , A. Ideals 
Community Music is a vital and dynamic force that provides opportunities 

for participation and education in a wide range of musics and musical experiences. 
Community Music activities are based on the premise that everyone has the right 
and ability to make and create musics. Accordingly, such programs can act as a 
counterbalance and/or complement to formal music institutions and commercial 
music copcerns. 

In addition to involving participants in the enjoyment of active music-making 
and creativity, Community Music provides opportunities to construct personal and 
communal expressions of artistic, social, political, and cultural concerns. Also 
Community Music encourages and empower participants to become agents for 
extending arfd developing music in the community 

In the pursuit of musical excellence and innovation, Community Music 
activities also contribute to the development of economic regeneration, create job 
opportunities in the cultural sectors, and enhance the quality of life for 
communities. 

In all these ways Community Music activities can complement, interface 
with, and extend formal music education structures. 

B. Characteristics 
More specifically, at the heart of excellent Community Music activities are 

the following characteristics: 
o emphasis on a variety and diversity of musics that reflect and enrich the 

culturalIife of the community and of the participants 
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o active participation in music-making of all kinds (performing, improvising and 
creating) 

o the development of active musical knowing ( including verbal musical 
knowledge where appropriate) 

o mUltiple leamer/teacher relationships and processes 
o a commitment to Ii,fe-Iong musical learning and access for all members of the 

community 
o an awareness of the need to include disenfranchised and disadvantaged 

individuals or groups 
o a recognition that participants' social and personal growth are as important as 

their musical growth 
o a belief in the value and use of music to foster inter-cultural acceptance and 

understanding 
/~ , 0 respect for the cultural property of a given community and acknowledgment of 

both individual and group ownership of musics 
o an on-going commitment to accountability through regular and diverse 

assessment and evaluation procedures 
o fosters a personal delight and confidence in individual creativity 
o flexible teaching, learning and facilitation modes (oral, notational, holistic, 

experiential, analytic) 
o excellence/quality in both the processes and products of music-making relative 

to individual goals of participants 
o the honoring of origins and intents of specific musical practices 

~ 
C. Priorities 

The CMA Commission seeks to promote: 
1) cultural diversity 
2) collaborations and alliances 
3) preparation and development for community music practicioners 
4) strategies for working in community music 
5) new music technology 
6) funding 
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