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Author: STEVE GARRETT HI have been involved with the practice and development of community arts, 
and particularly community music, in Wales for many years, working in a variety of contexts. Until recently 
I was a Council member of the Arts Council of Wales, and was directly involved with the commissioning of 
ACW's recent external review of community music in Wales. For the past two years, I have been Wales 
Regional Coordinator for the National Foundation for Youth Music and currently I am Chair of the Wales 
Association of Community Artists. I currently runs Cultural Concerns - a freelance community arts 
consultancy based in Cardiff, providing advice, training and expertise in community arts project 
management and policy development as well as arts conference and event management. I organise regular 
international cultural exchange projects, with an emphasis on traditional and world music".  

Project Case Study: Willows High School MultiCultural Summer Project Location: Cardiff, 
Wales, UK Time: July/August 2003  

Context Cardiff hosts an increasing number of young asylum seekers who arrive in the city either with their families or 
in some cases alone. They are often 'dispersed' by the authorities to Cardiff very shortly after their arrival in 
the UK, with little or no prior knowledge of the area's geography, social history or culture. Whilst children 
are usually absorbed relatively quickly into the school system, they can experience a profound feeling of 
isolation and dislocation, combined with the insecurity of not knowing whether their family's request to be 
allowed to remain as residents in the UK will be granted. In some cases the children arrive in the U. K. 
'unaccompanied'. These difficulties are often compounded by traumatic experiences which children have 
experienced before coming to this country. An additional obstacle to their experiencing some 'sense of place' 
during their stay is the frequent negative stereotyping of asylum-seekers in the U.K. media, and the 
unwelcoming attitudes which may be expressed by members of the host community.  

Background to project This project was linked to, and took place in the period leading up to, 'A Sense of Place' - a 
conference organised by the British Council in Cardiff which aimed to "investigate, question and shed light 



on concepts of 'displacement' and 'integration' in Europe, through the intellectual focus of the role of the arts, 
culture and media". The experiences gained during the project were documented in video format and 
presented at the conference as a case study of the effective use of cultural activity in working with young 
asylum seekers. ·(This video has since been made more widely available to schools across Wales)  

Willows High School is located in an economically disadvantaged inner city area of Cardiff (capital city of 
Wales, one of the four 'regions' of the UK) and is currently receiving a relatively high number of displaced 
children due to its proximity to Cardiff s largest asylum-seeker reception centre. These children may be in 
Cardiff for varying periods of time depending on the status of their family's (or in some case their own) 
application for asylum. The schools system in Cardiff is legally obliged to find a way to speedily integrate 
and cater for the education needs of displaced children while they are in the country. However the constant 
arrival (and departure) of new children whose language skills may be very limited, and who may have been 
severely traumatised as well as having to cope with living in a new and unfamiliar culture, has put a severe 
strain on staff and other resources at the schools which are involved in ·this process ..  

The Headmaster at Willows welcomed this project - especially because it was externally funded and had no 
cost implications for the school other than the provision of staff time. He saw it as an opportunity to 
encourage better communication and integration between displaced children and local children, and as a 
way of responding to the needs of the newly arrived children for a positive and creative activity in which 
their cultural needs and identities would be recognised and affirmed.  

Contd.  
Project Details T~e project took place from luI 21 51 _ August 151 2003, and was devised and delivered wIth the 

professional support of facilitators from Valley and Vale Community Arts, a local community arts 
organisation group with broad experience of using video and music in their work with disadvantaged groups. 
Chttp://v,'ww.valleyandvale.co.uk) The objective of the project was to use video, music and theatre to provide 
an opportunity for a mixed group of fifteen recently arrived displaced children and fifteen local children to 
explore and reflect on the experience of arriving in, and coping with living in, a new and unfamiliar culture.  

The project began with two days of intensive 'theatre forum' work during which the young people collectively 
devised a theatre piece which graphically illustrated aspects of the interactions - some of which have been 
very tense- between local children and displaced children at the school. This 'ice-breaking' period, during 
which all the children exhibited an impressive level of honesty and commitment to the activity, was followed 
by a series of drama and songwriting workshops which took place during the last week of the school summer 
term as a way of engaging with the target groups of children before they disappeared for the summer holidays 
and thus encouraging them to return to school for the rest of the project during holiday time. All the children 
taking part were excused from classes for that week, which was an added incentive for their involvement. In 
fact the drop-out rate from the project was very low, largely due to the skills of the project facilitators in 
engaging with the participants and creating a sense of 'safety' and respect for all of them. This was particularly 
important for the displaced children, but it was decided from the outset to avoid giving the impression that 
these children were getting 'special treatment', so that a feeling of mutual trust and good communication could 
be fostered within the groups of participants at every stage. This 'psychological' element of the project was 
considered by the project leaders to be at least as important as the details of the creative work taking place. 
Katja Stille, the project leader, is particularly concerned that musicians who go out to work 'in the community' 
with little training in this aspect of the community arts process may find themselves out of their depth when it 
comes to working with people who have particular emotional issues or who exhibit challenging behaviour. 
This project demonstrated the importance of more specialist training in coping wi!h and responding to the 
intense forms of expression which can be exhibited by people (perhaps especially young people) under stress.  

Many of the young people involved with the Willows project wanted to talk about their experience. It was felt essential 



that the facilitators were able to listen and to not judge, or generalise the different experiences. Together with 
the group they established certain ground rules at the outset. For example, it was up to the participants 
whether they chose to talk in front of a camera or the individuals at any other time. Also it was open to 
everyone until the final edit of the video of the activities to change their mind and to take out material of 
themselves they were not happy with or did not want to share with a wider audience. Some of the young 
people did not want to be filmed at all and it was felt important to respect their decision. This did not in any 
serious way preclude their participation in the activities. It was also important that the arts workers did not 
impose their understanding of the situation the young people were in , but let the individuals and groups 
choose what kind of messages they would like to put across. Handing over the direction of a project to the 
young people can be nerve-wracking at first especially if funders are expecting an 'professional' outcome. 
However trust and respect were two things the young people needed to create more than anything, and any 
artistic results could only be built on this foundation.  

Project Outcomes The project enabled local children to gain some idea of the reality which faces displaced 
children who have been arriving in their school - some of whom they may have known as friends without 
understanding or knowing much about their particular circumstances. Mutual understanding was developed 
through the process of working together on the various elements of the project and through devising and 
discussing the creative work which was produced. As well as music - notably the collaborative writing and 
recording of a rap song and the sharing of traditional songs from the home cultures of the displaced children - 
the project included drama; painting; video production; dance; and three- dimensional artwork. The project 
engaged with the issues facing young asylum seekers in three ways: fIrstly the participants worked together on 
creative pieces which expressed and portrayed (from fIrst hand experience) the experience of young displaced 
people; secondly a video was made by the participants (which included a group performance of the 
collectively-written rap song) which was shown to their peers at Willows School and also to school-age 
children in and around Cardiff; and thirdly a video documentation of the entire project and a teachers pack 
containing suggested exercises was produced which will be made available to school teachers and governors 
across Wales - to raise awareness of children and teachers about issues of displacement and to introduce to 
them the potential effectiveness of using music and other artforms in working with displaced or other 
specially disadvantaged children.  

An outside tutor with very broad experience of working in rap and hip-hop genres with disadvantaged young 
people was brought in to work with the children to create a rap song. His approach was to respond to the ideas 
and suggestions of the young people involved at every stage. The rap genre has the advantage of being very 
accessible, even to children with no previous experience of music-maklllg, and of providing a way for them 
to express their feelings and concerns in a very direct way. Although the lyrics refer mainly to the experience 
of the displaced children, the local children seemed to be able to identify directly with what was being 
expressed - possibly reflecting that they had their own experiences of 'displacement' as adolescents in a 
society, and sometimes in families, that could seem uncaring, but which were less easy for them to identify 
and describe. The song was written and rehearsed to the point where the children were happy to perform it 
and record in a studio and on video, during fIve daily two-hour sessions and one full day.  

Lyrics to Rap Song: "Respect" Listen for a minute while I let you know the 
score My situation before wasn't easy I couldn't take it no more Haunted by 
the things I saw People fought, it was raw Never been so scared when war 
came knocking at my door  

Imagine seeing your father being murdered in front of you How would you 
feel? Tell me what would you do? Accused of spying People lying, waking 
up crying, Being tortured to help those people dying  

Now is the time for you to take a glance Look around I've got 



another chance Respect what I feel Respect what I see Listen to 
my voice and try and understand me  

Won't forget the things that I've been through Now I take this 
chance to share with you Respect what I feel Respect what I see 
Listen to my voice and try and understand me  

Since coming to this city I fmally feel safe. A chance to rebuilt our life 
and fmd a sense of place No longer being chased, could it be I'm free? 
The army made me flee To this land of opportunity  

For me it is a chance to gain better education Sanitation, More jobs And              
better medication Through conversation my reputation extends Sharing        
my culture with others and making new friends.  

I'm going for a second chance Ain't no song or dance Through the fault of governments I learnt to deal 
with ignorance. Bad press with isms and schisms Fuelling the bad attitudes and racism 
Outsiders in a place where we now live and all we really want to do is fit in. All we really 
want to do is fit in  

Won't forget the things that I've been through Now I take this 
chance to share with you Respect what I feel Respect what I see 
Listen to my voice and try and understand me  

There follows a selection of statements from some of the children who took part in the project:  

'I've enjoyed I1Ulking friends with the asylum seekers. Now that I've heard some of their stories I feel really sorry for 
them and at least Inow understand a bit about what they have been through. I've really enjoyed I1Ulking the 
films which uses dance as a journey - they were all different in their own way - everyone seemed so 
frightened'. Hayley Gallagher (13) a pupil at Willows  

'You get the opportunity to meet new people. I don't think I would have approached one of the Asylum Seekers before 
but now I've realised what nice people they actually are'. Shona Innocent (13) who took part in the project.  

, I like everything we are doing in this project. The British kids are really nice and I will carry on being friends with 
them after the project is finished'.  
Samia Hussain, an asylum seeker  

And Fay Haji also an Asylum Seeker summed it all up like this:  
'I loved everything about the project. I have learnt that we have to share everything'.  

There follows two extracts from a writing exercise carried out by the project participants.  

Theme: "Journeys"  

Most people enjoy journeys, but some don't, because maybe they are sick. People who are doing a journey 
are always very tired and most of them are refugees. Refugees are leaving their countries, they are always 
very stressed when they are on their journey because they don't know where they are going to and who they 
can trust, so their journeys are very tiring an stressful and scary.  



At the same time they are happy because they have escapedfrom trouble. Most of all the refugees have stress 
because they might have left their families andfriends behind. For those who don't understand why refugees 
are here, it is because of problems. Refugees are human beings like all others, they are not here because 
they want to be here. Everybody likes to be in their own count/}'. If people think we steal their money they 
are wrong. Please for god sake understand. Refugees find it hard to be left out. Be like their sisters or 
brothers. They really are under a lot of pressure. If you can understand that, I think the refuges will be very 
grateful. Thanks in advance  

Rosi, 13 asylum seeker Willows High School  

Theme: "Differences and similarities between local girls and asylum seeker girls":  
"We like the same music, go to the same school, watch TV , we like dancing and we are all girls, we don't have the 

same religion, speak the same languages, we have different personalities and wear different cloths, only 
afew of us cover our hair, we have different coiour skin, eat different food and come from different 
countries, some of us only eat halal meat, we all like chips. It was interesting finding out about each other, 
we learnt, not to judge each other by the way we look". Sami, Rosi, Rhoda, Hely, Cloe Willows High School  

A Personal Perspective from Sobia Iqbal, Project Staff Member  

"The group of young people participating in the Willows project was a mix of local children with asylum seeker 
children. We had expected about twenty young people to take part and though the first day was a bit thin on 
the ground where the children were probably unsure as to what the project entailed, by the second day and 
the rest of the week more and more young children came along to take part. As I had only met with Valley 
and Vale to discuss the project once beforehand I did not know what to expect myself so I fully expected to 
rely on Valley and Vale quite a bit to tell me what to do. But with more than thirty kids 'running riot' the 
majority of the project ran using each adult's own initiative!! Even at twenty five years of age I am 
constantly told by other young people that I look about eighteen years old, so I think a lot of the kids 
involved assumed I was just another one of them taking part. Almost straight away I was 'accepted' by the 
young Somali children as all those of this origin taking part in this project were Muslim like myself. On the 
second day as I walked in to the hall I was greeted by 'Assalam'u'alaikum' which translates as 'may peace 
and blessings be with you'. This is a greeting normally given to elders and those who are respected so when I 
was greeted by this in the morning I was delighted!  

All in all I felt that the kids got a lot out of the project. The asylum seekers got the opportunity to talk about 
their experiences openly in front of the Welsh kids without being afraid of what they would think. I think the 
reason they felt comfortable in doing this was because in a way they felt a sense of ownership of the project 
as they kn.ew it related to them. It was heart warming to see the local kids mixing in with the asylum seekers 
and asking them questions that adults would probably feel uncomfortable in asking. That's the beauty of 
working with kids, there's none of that having to.be politically correct all the time and being wary of 
offending others. A highlight of the project was walking in one day to find Rosie (an asylum seeker) sitting 
on Laura - a local girl's lap. They had never spoken prior to this project starting but the bond that had 
developed between them was so special you knew that they would be friends for the remainder of the time 
they would both be in the same school.  

I felt that the aims of the project were achieved. For me the project was all about integration. I wanted to 
see the two groups of kids who are almost always segregated- even in school- working together and most 
of all having fun! For me it was about breaking barriers an.d misconceptions and hearing true experiences 
from the people affected themselves and not twisted false versions that we so often read about in the press. 



After speaking to the local kids they all said they had enjoyed the experience and would remain friends 
with the asylum seekers and for me that's what its all about."  
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An intergenerational question: are large community choirs losing contact with the 
communities which gave them birth?  

Introduction/abstract  

This paper explores the relationship which choirs in general, and large community choirs in particular, 
have with their community in the British musical tradition. For the purpose of this study a large 
community choir is defined as one which has over 100 Singers, and one which is independent of any 
other organization such as a university, school or orchestra.  



The author's recent study of a large community choir in Wellington, New Zealand resulted in a book 
Orpheus: portrait of a choir (Dunmore Press, 2002). As part of that project data was gathered from three 
other large choirs in New Zealand, four in the United Kingdom and one in Canada. It became apparent 
during that study that many large choirs face very similar challenges, and this paper is the beginning of a 
wider study to analyse those challenges.  

This paper suggests that community values in New Zealand have changed over recent decades, but that 
large choirs often have not. This has produced a dislocation between large choirs and their conm1Unities, 
which threatens their survival. To use an illustration drawn fTom evolution - when the environment 
changes dramatically many small animals adapt and survive, but the larger dinosaurs can't adapt, and 
perish.  

Choir/community relationships  

The relationship of a choir to its community is a subtle two-way process. In the first place, choirs need input 
from their community. They need Singers of appropriate voice ranges and with appropriate commitment, 
audiences to buy tickets and hear the performances, and community venues of suitable size and acoustics. 
Large choirs also need community-based orchestras to accompany performances, and vocal soloists. 
Finally, large choirs often need community sponsorship to make up the budget gap between what can 
realistically be charged for tickets, and what each concert actually costs.  

What the choir provides for its community is more difficult to define, but none the less valuable. The choir 
provides cultural enrichment and entertainment for the community, and an outlet for individual artistic 
activity. It also provides opportunities and encouragement for young vocal soloists, and for the preservation 
of repertoire and of community tradition. Lastly the choir provides education and personal development for 
community members, and employment for the conductor, soloists and sometimes for orchestra members 
(Tipping, 2002b)  

Large amateur choirs have been chosen for this study because their size brings greater complexity to their 
relationship to their community. They need to attract more Singers, and, as we will see later on, their 
repertoire is to some degree limited to works which use soloists and orchestral accompaniment. Orchestras 
and soloists often have to be paid, and this means a big budget performance which needs to attract a large 
audience  
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if it is to cover its costs. Large choirs need large performance venues, which are sometimes scarce 
and expensive.  

Small choirs can happily exist with minimal connection to their community. Large choirs need to manage 
the relationship very carefully to survive. While smaller choirs can afford to exist as more spontaneous 
expressions of community music, meeting together for the pleasure of singing, and givmg performances 
which may attract only friends and supporters, large choirs need to structure themselves like businesses, 
handling an annual budget of well over $NZlOO,OOO. In this financial climate, one poorly attended 
concert can mean the difference between solvency and bankruptcy.  

This paper looks at the large choir/conmlUnity relationship through four aspects: membership, 
repertoire, audience and finance.  

How changing values in the community affect singing membership  



Choral singing in New Zealand schools is in good heart. Both national and local youth choirs are 
flourishing, and the annual secondary schools choral festival is well patronised. However, this situation 
does not translate into recruitment for large choirs. All the choirs surveyed reported a lack of younger 
people in both choir and audience.  

The author recently conducted a survey of the 46 members of the New Zealand National Youth Choir of 
(aged 19 - 25) in which singers were asked to indicate what size of choir they might join on leaving the 
NZNYC. None said they would join a choir of over 100 voices. When they were asked to give reasons, 
the most common responses were 'they learn the music too slowly', 'my contribution would get lost in the 
whole', and 'it's too difficult to hear how the whole thing sounds'. While these attitudes to some degree 
reflect the choral experience these Singers have had in chamber choirs, and are currently having in the 
NZNYC, they deserve further analysis.  

Those in our community currently aged between about 21 and 41 belong to generations often referred to as 
Generation X (born 1963-1977) and Generation Y (born 1978-1983). The attitudes ofthese generation 
groups have been the subject of intense scrutiny in recent years. In his study of Generation X in the 
workplace, Tulgan (2000) finds that its members "examine institutions for very specific virtues before 
deciding to make a personal investment. .. Xers develop loyalty to institutions that reflect back to Xers our 
own value." These virtues include:  

• the ability to make a meaningful individual contribution;  
• sufficient access to information;  
• the opportunity to work in one's own way;  
• the ability to monitor the return on one's own investment in the organisation.  

A brief glance at these will show that Singing with a large choir may not necessarily provide much satisfaction in these 
terms.  

• Although a singer makes an individual contribution to the sound of the choir, it is the essence of 
choral singing that the individual is not audible.  
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• Information is sometimes so scarce that some choir members have in the past had to request a translation into English                     
of the words they were singing, and it is often difficult for individuals to see where their part fits into                    
the whole.  
• While choir members can practice at home in their own way, in rehearsal together they are under                  
strict discipline, making sounds only upon commands from the conductor.  

• The return on a singer's investment in a choral situation is often only apparent at the final                  
performance - sometimes after several months of rehearsal. This return has none of the immediacy               
which GenX looks for.  

Generation Xers also exhibit a general bias against 'belonging', or long-term commitment to organisations. This extends 
in many cases to outright suspicion of institutions. In commenting on the decline in membership of 
organised mainline churches, Ward (2004) compares declining church membership with declining 
membership of sports clubs, noting that in New Zealand "active participation in rugby declined from 
400,000 in the 1970s to 120,000 in 2000, despite the belief that support for the 'national' sport remains 
strong."  



While the values ofposunodern society are strongly individualistic, large community choirs have 
flourished since the 19th century partly as an expression of the democratic ideal. Activities which involved 
groups of people assembling with worthy aims, were of their nature democratic and to be encouraged. 
Russell (1987) notes that in the 19th century, the heyday of U1e establishment of large choral societies, 
there was "a belief that by bringing people togetl1er from different backgrounds music could act as a 
social cement" (p 19), and that "attempts to harness music to the service of popular improvement were 
made by industrial entrepreneurs"(p21). In tl1e language of the 1980s and 90s, choirs were creators of 
'social capital' (Schuller, 2004).  

The aims of the Hutt Valley Music Society, set up in 1947 as the parent body of the Orpheus Choir, 
make interesting reading:  

• to promote and stimulate an interest and appreciation of music in the Hutt Valley;  

• to establish groups for the study and performance, public and otherwise, of chora~ orchestral, chamber 
music and kindred arts;  
• to provide lectures and classes in musical subjects.  

There is a distinct flavour of social and individual improvement about these aims. If we were 
hypothetically to transfer the aims to a contemporary choral group, the single aim which would probably 
replace them would probably be 'to produce excellent music' (which is not actually stated in the 1947 
manifesto). In the 1947 objectives of the choir several values from the 19th century are surviving: the use 
of music to improve and elevate the participants (both in extreme cases to keep them off the streets and 
away from drunkenness, and in a broader sense to bring them closer to great art and to God). There is a 
touch of the singing schools movement and the workers educational institute about the aims, and it is 
worth noting that public libraries had some of the same ethos - to elevate, to educate. Libraries and arts 
activities were a 'public good' which should be facilitated by the community. Such values were not only 
changed (as is shown in the attitudes of Generation X) but rudely overturned in the commercialisation 
which occurred in the 1980s. 'User pays'  
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replaced 'public good' emphasizing a change in values and ideology. Reflecting this dramatic shift, postmodern New Zealand society is 

more cynical, sceptical and individualistic.  

Sacks (1996, p 161) identifies 'hyperconsumerism' as one of the traits of postmodern ~  
society in developed countries. This, he says, produces "a society based on the near absolute right to consume one's way into happiness, 
or into the middle class, or wherever consumption might lead one." In this kind of society, responsibility for one's own lack of 
happiness, self-improvement or performance of any kind can easily be offloaded onto a government or organisation. These values are in 
direct opposition to the values of co-operation and responsibility which are illustrated by the Music Society's aims.  
The author's interviews with members of the Orpheus choir confirmed that relationships of Significance are formed with long-term 
choir membership. Further, in the survey of members of the New Zealand National Youth Choir, 73% of respondents identified social 
interaction as one of the five most important aspects of choir membership. However, it was also suggested that the social aspect of 
choral Singing has been eroded by the increased seriousness and technical perfection required of community choirs (more time spent 
singing, less spent relating socially). The Orpheus Choir's social programme in the sixties and seventies was a full and vibrant one, 
including annual dinners, parties and informal concerts. As time went on, the time spent socialising diminished, as the pressure towards 
higher standards increased. As amateur choirs struggled to match their standards to those of the professional orchestras with which they 
were increasingly associated, and of the numerous other professional performing groups which became accessible through radio and 
recording as well as live performance, they entered a no-man's-land halfway between amateur and professional status.  
Russell (1987, p 226) reports that some English choirs in the 19th and early twentieth centuries generated "not merely intense local 
pride, but an enthusiasm for choral music of almost epidemic proportion." Similarly, the Orpheus Choir was in its earliest days the 



pride of its community. Local newspapers reported its concerts at generous length. The mayor was an active patron and attended its 
concerts and social occasions. A former mayor held soirees for members in his large residence. Now the newspapers often print 
minimal notices, and news items usually when there is bad news to purvey, and the choir's relationship with its mayor and council, 
though still extant, is mostly a financial one.  
Changing values in repertoire  
Young (2003) notes "as the [20th] century progressed ... the concept of a monolithic, universally applicable choral ideal was called into 
question." As a symptom of this came the international move towards historically-informed performance. Concern for historical 
accuracy suggested that no longer should heavyweight choirs like Orpheus, with over 100 singers, attempt the works of Palestrina, 
Bach, Handel and even perhaps Haydn and Mozart. Smaller, specialist choirs emerged to present this repertoire.  
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While the Orpheus did not take this doctrine on board wholesale, it did bring changes. Fewer baroque and 
classical pieces were programmed, and the cash cow, Messiah, was performed only every second year, 
instead of annually.  

This change had far-reaching consequences for those large choirs who adopted the new principles. A large 
amount of interesting and singable choral music was unavailable to programmers, and the singers' 
satisfaction was diminished as a result. Perhaps more serious were the financial implications. Baroque and 
classical scores generally call for small, cheaper orchestras, whereas 19th and 20th century works generally 
call for large, more expensive ones. Not only does the choir have to avoid works which would help it 
balance its books, but it also has to limit itselfto works which are often very expensive to perform. 
Unaccompanied works - the cheapest to put on - were largely from the out-of-bounds period.  

The religious values of the community are also changing. Both membership and repertoire for major choral 
societies in England and also in New Zealand, was deeply rooted in religious tradition. Choral society 
membership was built on church and chapel choirs, and singers who started in these smaller choirs 
graduated almost as a rite of passage into the larger oratorio choirs. The large choir's repertoire, "firmly 
grounded in cantata and oratorio, provided 'respectable' society, be it patrician or plebeian, with rational 
entertainment steeped in sacred sentiment" (Russell, 1987, pI3). Writing of music in the small New 
Zealand town of Hawera in 1947, Allan Thomas (2004, p 145) says: "the performance of sacred music had 
itself become a religious act. Choral and solo music was not simply an aid to worship but one of the central 
acts of it. When the music occurred outside church, in concert hall or band, an emotional piety was evoked 
which the community recognised as an end in itself. Music had become a religious observance."  

The repertoire for large choirs is still predominantly sacred. New Zealand, more than many countries, has 
become a secular society. Weekly church attendance in 1960 was about 20 percent of the population, and 
by 2000 this had been halved to 10 percent. Singers and audiences are no longer willing to accept as a 
matter of course the relevance of bible stories, masses and other sacred texts. What was, if not believable, at 
least familiar to previous generations, is not even familiar to current ones. Twenty- first century New 
Zealand society has no need of the 'sacred sentiment' or 'emotional piety' which the writer above discerned 
in earlier choral performances, regardless of whether the works being performed had sacred or secular 
themes.  

To develop this point, the repertoire of nine community choirs (located in New Zealand, the UK and 
Canada) was analysed, and it was found that over a four-year period an average of 58% of their repertoire 
was sacred. The two ends of the scale are particularly interesting. The Wellington Orpheus Choir had the 
highest proportion, at 75% sacred repertoire, and a very successful London (UK) choir, the Crouch End 
Festival Chorus, the lowest with only 38%. On the other hand, in the NZNYC survey, though 97 % of 
singers felt that their choir sang a lot of religiOUS music, 82% were happy with that situation.  

The church and chapel choirs which provided breeding-grounds for choral society singers in the 19th               



century and first half of the 20th, are rare in New Zealand today. The very concept of massed singing                   
has moved out almost beyond the margins of  
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adult experience. (Even the NZ national anthem at rugby matches has to be sung by a soloist, to save the crowd having 
to do it!) Most people's only contact with massed singing now comes occasionally through school- a 
worthwhile contact, but one which most young adults associate only with school and not with the 
confidence- building, fellowship and religious experience that previous generations experienced through 
it.  

In the New Zealand community there are cross-cultural considerations which affect both audience and membership of 
community choirs. The annual secondary schools' choral festival run by NZ Choral Federation 
demonstrates some relevant cross- cultural issues. Among choirs with large Maori and Pacific Islands 
representation, repertoire is often narrow, focusing predominantly on popular and gospel style. Technique 
is also an issue. When choirs of this type attempt European music, they are often unable to use their head 
voice effectively, as the chest voice is the cultural norm. (There are some remarkable exceptions to this). 
As an audience, too, these young singers want to apply the rules of their own culture (whether it be 
popular culture, Maori or Pasifika), by talking and moving around during performances in a relaxed and 
informal way. Choirs singing Western art music often interpret this as lack of respect. While these issues 
are observed at secondary school level, it is reasonable to extrapolate to the formal large choir, which 
operates mostly with Western European values and traditions, and to see it as to some degree dislocated 
from the multicultural community in which it operates. Maori and Pacific Islanders are under-represented 
in the formal large choir.  

Changing values in the audience  

In what ways is the large choir out of step with its community audience? In the last 15 years, the loyalty of the choral 
audience has declined. Competition from live theatre, dance and cinema has increased. The postmodern 
generation is just as likely to get its entertainment from Sitting in a cafe with friends as from attending a 
formal concert. Loyalty schemes such as the annual subscriptions of the 60s and 70s imply commitment, 
and are not in favour any more.  

Wbi Ie the audience has chang!!d - the performance has not. A recent marketing study on the Orpheus 
Choir showed that young people had a less positive image of choral concerts than older people. One 
younger respondent said, "watching a choir of 100 members sing does not appeal." (McArthur and 
Balasubramanian 2003) The comment is revealing, echOing another recorded by an Australian researcher 
from a school pupil: "I don't know what to look at when I listen to classical music." (Gillies 2004). This 
emphasis placed on the visual aspect of music surprises many seasoned choral music followers. They have 
never thought it necessary to look at anything except the choir while they listened to a concert. But the 
postmodern audience is accustomed to spectacle - the moving picture on the screen, the music video, the 
large screen at sports events relaying in great detail things they couldn't see with the naked eye. As Sacks 
(1996, p 152) puts it: "Born into the postmodem spectacle, GenXers know no other language than the 
language of the spectacle .. and by definition, the spectacle knows so completely the language ofthe youth 
culture." The standard large-choir performance is no spectacle at all It is a relatively static and formal 
event. Choir, orchestra and soloists enter and exit with military precision, and remain as still as possible 
while performing.  
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The marketing survey by McArthur and Balasubramanian (2003) showed that 75% of younger respondents 
were interested in performances which combined choral music with modern dance or ballet. The Wellington 
Orpheus Choir, has introduced elements of drama into some choral performances. Most notable was a 
semi-staged version of Elijah, in which soloists moved around a small stage to create a series of tableaux. A 
performance of Monteverdi'S Vespers oj 1610 moved soloists around the large spaces of the cathedral to 
add a visual and spatial dimension to the music. Response has been encouraging, but this type of innovation 
is still very much the exception rather than the rule.  

The cross-cultural issues already mentioned, between Maori, Pacific Islanders and European New 
Zealanders, may have an equal effect on audiences as on singing members of choirs, and have to be 
mentioned as a source of potential disruption between the formal large choir and the multicultural 
community in which it operates. The Maori and Polynesian audience expects to be more active in its role 
at a choral performance - to callout and applaud the beginning of a song and section of a piece which they 
liked, to move to the music when it suits them, and even to get up on the stage spontaneously to join in. 
The gulf between this type of community and a traditional choral performance is obvious.  

Changing values in finance  

The community finances large choirs in three ways:  

• through the fees which singers pay to belong to a choir (these generally cover fixed overheads such 
as rehearsal rooms, payments to conductor and accompanist, and maintenance of library and fixed 
assets - some choirs could almost exist solely on these, as long as they never gave concerts).  

• through the money paid for concert tickets - the community pays for the 'service' which the 
choir renders them.  

• through sponsorships which commercial organisations, arts councils and local bodies give choirs.  

Dislocation between the community and the choir can occur when fees and subscriptions are so high that potential 
singers are put off joining. Amounts vary widely between large choirs in New Zealand, and some singers 
in the Orpheus Choir mentioned that the level of fees had grown oppressive.  

When it comes to sale of concert tickets, though, the situation becomes critical. As a result of the repertoire 
restrictions imposed by the choir size and the demands of historically informed performance, large choir 
concerts are often extremely expensive to mount. The cost of hiring a professional orchestra for much of the 
standard large- choir repertoire often makes up over 60% of the total cost of a concert. To cover this cost, 
ticket prices have to be high. This is where the dislocation occurs again. The community is unwilling to pay 
the higher prices demanded by large choirs which need to balance their concert budgets. In earlier years, 
when the community did not demand any adherence to the historical performance practice, large choirs 
could balance their budgets by programming lightly accompanied works - (usually Baroque or earlier) the 
cheaper ones to perform - alternately with the heavyweight works.  
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The question has to be asked, is it the community at large that requires historically informed 
performance, or merely a small proportion if it - the musical cognoscenti? How should the choir 
respond?  



This is where the third income source - sponsorShip - comes in. While it must be acknowledged that 
commercial sponsorship of the arts, as a relatively new phenomenon, might be regarded as a way in which 
community and choir are getting in step again, the risk is that as community values change, the large choir 
will no longer be seen as a suitable subject of sponsorship. Sponsorship from non-commercial bodies eg 
arts councils, local authorities and commwtity councils is often present, but variable, and often follows the 
dictates of what the members of these bodies regard as worthwhile artistic undertakings.  

The financial situation of large choirs in New Zealand is precarious, to say the least, and it is not difficult 
to se tIus as another piece of evidence of the dislocation of choir and commuluty.  

Summary  

This paper began by suggesting that community choirs exist in a delicately balanced relationship with 
their communities and that tile large choir, as the product of an earlier and different set of community 
values, is now tllreatened by changes in these values. It has traced the changes in these commuluty values 
as they affected the singing membership of large choirs, tile repertoire which the choirs sing, the audience, 
and finally, as a result of all these changes, the choirs' financial situation.  

The future for New Zealand large choirs is not certain. Nor is it certain whether the circumstances 
identified among these choirs are occurring in other parts ofthe world which follow the Western European 
musical tradition. The author is currently engaged in an extensive survey of large community choirs in 
England and Scotland to broaden the scope of the study.  
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"Bringing it Back Home": Exploring the use of traditional songs to re-engage a community 
with its musical heritage  

Kate Strudwick Arts Development Officer Caerphilly County 
Borough Council  

ABSTRACT This paper examines the process of how communities can become disconnected from their cultural heritage and 
looks specifically at the area covered by Caerphilly County Borough in the Valleys of South East Wales. Specific 
reference is made to a recent project undertaken with young people in Caerphilly County Borough (Prosiect "Alawon 
Fy Ngwlad") using folk song as the medium to stimulate re-engagement with traditional arts. The paper also examines 
some of the issues that can discourage community participation in traditional arts activities and suggests strategies to 
overcome these barriers.  
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Introduction and Background  

Caerphilly County Borough is situated in the former coalmining region of the South-east Wales Valleys, just north of Cardiff and 
Newport. Up until the beginning of the 19th Century it was a sparsely populated, agricultural community. With the 
industrial revolution, there was a period of rapid population growth as people flocked to the area to labour, firstly in its 
ironworks and then in the coalmines and steelworks. The availability of jobs brought many more languages and 
cultures into the Valleys alongside the native ~elsh, including Irish, English, Italian and Yiddish. Caerphilly's 
proximity to the border With England - and the general suppression of the Welsh language - gradually led to a 
situation where the majority of the population have English as their first language.  

"Cenedl heb iaith - cenedl heb galon" "A nation without a language - a nation without a heart" (Welsh idiom)  

The Anglicisation of South Wales grew alongside the jobs and relative wealth but in the process contributed towards 
an identity crisis where the people of the Valleys, many of them descendents of the original "incomers", became 
increasingly disconnected from Welsh culture, developing instead a strong local "Valleys" identity.  

Over the past twenty years the Valleys area has undergone an enormous amount of change. The industries that 
brought the people there in the first place - the iron, coal and steel - have all disappeared. Recently, there has been a 
great deal of investment in regeneration schemes and a big revival of interest in the Welsh language. Since 1993 
Welsh has had dual status with English in all official documents, as evidenced by the bilingual road signs and its 
position as a core subject in the national curriculum.  

The very strong chapel movement in Wales in the nineteenth century has made some contribution to the preservation 



of the Welsh language and it brought with it the creation of some of the greatest hymn tunes and words ever written. 
However, it was also responsible for the suppression of what were considered the "Godless" traditional arts - the 
music and dance forms of the common people. These days, the familiar image of Welsh culture is a male voice choir 
Singing stirring Welsh hymns. The repertoire of Wales' once famous Bards - its musicians and poets - has largely 
been lost.  

The Eisteddfodau and Other Organisations  

Great efforts have been made to preserve traditional Welsh culture - particularly via the Eisteddfodau -local and 
national competitions celebrating the Welsh language and cultural arts. The National Eisteddfod is one of the biggest 
cultural festivals in the world and in the "Urdd" also has a thriving version for young people. However, the festivals' 
focus on the Welsh language and the emphasi~:~ has sometimes been identified as a barrier to active partiCipation of 
people w English as their first language.  

More recently two other organisations have been concerned with the revival of Welsh traditional arts in the area - Menter laith 
Caerffili, encouraging language skills and Welsh cultural activities and TRAC, the development agency for traditional 
music in Wales.  
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!RAC: !n particular, has concerns about the low numbers of young people participating In traditional music activities 
and has developed schemes across the country to develop opportunities for them to take part and learn these skills 
from older practitioners.  

Welsh Culture in Education  

Welsh language and culture are important elements in the core curriculum in Welsh prif!1ary schools. In Caerphilly 
County Borough eight of the eighty primary schools deliver the curriculum entirely through the medium of Welsh. 
There is also one Welsh- medium comprehensive school. However, the majority of schools are for English speakers 
and once they are old enough, many children opt out of Welsh studies in favour of other modern languages.  

The first-language English primary schools have a designated teacher as a 'Welsh Language Co-ordinato!"". Many of 
these teachers are Welsh learners themselves and they can lack confidence operating outside basic lesson plans. Most 
of the schools use St David's Day (1 sl March) as a focus for celebrating Welsh culture, holding their own 
"Eisteddfod" events. Although all children learn some songs in Welsh, these are not necessarily "traditional" songs. 
The evidence gathered from regular meetings with teachers suggests that very few children are familiar with Welsh 
traditional songs and tunes learned from sources other than at school.  

The Alawon Fy Ngwlad Project  

In Caerphilly County Borough, the sorry state of traditional arts in schools was highlighted when a visiting singer from Scotland 
was unable to find a school where the children could respond to her request to hear a traditional Welsh song from 
them (even in English translation).  

The "Alawon Fy Ngwlad" Project was devised as a simple scheme'(that could easily be replicated in other areas) 
teaching a basic repertoire of folk songs, to encourage the enjoyment of Welsh traditional music and pride in cultural 
heritage - regardless of whether the participants' first language was English or Welsh. "Alawon Fy Ngwlad" means 
"tunes from my country" and was also the title of one of the most famous historical collections of Welsh airs in the 
nineteenth century.  



In order to promote "ownership" of the songs, it was decided that the basic repertoire should include some songs that had an 
identifiably local connection. A central tenet was the idea that traditional arts should be "passed on" by sharing them 
with someone else and this ethos had to be built into the project.  

The involvement of children was seen to be crucial to the success of the project so it was decided that the scheme 
would have an educational element, operating in primary schools, and a community element delivered by means of 
informal free concerts held in local libraries. A series of eight free concerts took place in six libraries across Caerphilly 
County Borough with programmes of Welsh traditional music and songs, including a new commission of a piece of 
music based on three local traditional melodies (supported by a grant from the Performing Right Society Foundation).  

Partnerships  

The development of robust partnerships was seen as an important aspect of the project - not just in terms of funding, but also with 
regard to the sustainability of activity afterwards. The majority of the funding came from a development grant from 
TRAC with contributions and support from Menter laith Caerffili, the Arts Council of Wales, Caerphilly Music 
Service, Caerphilly Libraries, participating primary schools and local musicians and singers. The entire cost of the 
project was £8,700.  

Schools Project, Methodology  

A basic resource pack was created consisting of:  
A teacher's handbook containing the words, music and chords for thirteen Welsh folk songs (in both English and 
Welsh versions) A CD of all thirteen songs, sung in English and Welsh versions Song sheets for photocopying  

Schools were invited to partiCipate in the project at a cost of £60 per day. This included the resource pack and a visit from a local                          
folk singer (Heather Jones) teaqhing different songs to each of up to eight classes a day.  

The children were encouraged to "share" their songs with someone else, not only adding extra songs to their repertoire 
but also emphasising the importance of "handing on" traditional music to preserve it for the future.  

Schools were offered the choice of learning the songs in English translation or in the original Welsh. Where the school opted for 
English versions, the class was encouraged to try at least the first verse in Welsh. Teachers were offered a follow-up 
training session where they had the opportunity to learn the songs in Welsh with a language coach from one of the 
partner organisations, Menter laith Caerffili.  

Since January 2003 the project has been delivered in 44 schools and has involved over 9,000 children aged between 3 and 11 
years. The project was welcomed by teaching staff and in the evaluation forms they completed, 98% of them requested 
further workshops with traditional music practitioners.  

Researching the Songs  

In many ways, the most difficult aspect of the project was actually getting started. Although advice was sought from many 
quarters (including TRAC, the Welsh Folk Song Society, music teachers and folk singers), it soon became clear that it 
would be impossible to agree a "definitive collective" - especially as the small number of songs would simply be 
scratching the surface of the huge resources available.  

Choosing to have both Welsh and English versions of particular songs was also problematic. Often the English 
versions bore no relation to the original songs. The quality of translation was patchy, and the archaic language used 
would sound bizarre to children today. A further problem was that where good translations existed, they were  
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usu.ally subject to copyright - this was a severe stumbling block in a small budget project where we wanted to 
actively encourage participants to make photocopies.  

It soon became clear that the project would necessitate new translations and I made the ?ecision to translate the songs 
myself. As a result, some of the more complicated Issues surrounding the preservation of Welsh folk song traditions 
were raised. Many people seemed unhappy that the songs should be translated at all - and particularly by a Welsh learner 
who wasn't even a singer. There was some passionate opposition to the process from die-hard traditionalists and certain 
songs in the selection were deemed by experts to be "untranslatable". It was ironic that at the same time as there were 
intense discussions about the precarious future of traditional Welsh music, there were so many objections raised against a 
project that sought a means of consolidating it.  

In the end, the following criteria for the selection of songs were adopted:  
they had to have a tune that children could easily learn to Sing where possible, they should mention 
place names that sounded local. they should include songs representing particular Welsh song 
"genres"  

The final selection was: "Ar Ben Waun Tredegar" , "Ar Lan y Mor", "Ar y Ffordd wrth Fynd i Rymni", "Cobler Coch 0 
Hengoed", "Cyfri'r Geifr" , "Cysga Di, Fy Mhlentyn Tlws", "Lisa Lan", "Merch Megan", "Sosban Fach", coy Deryn 
Pur" , coy Gelynnen", "Ym Mhontypridd Mae 'Nghariad" and coy Pren ar y Bryn".  

There are many editions of these Welsh folk songs available but the majority of the songs selected were sourced from 
"Caneuon Gwerin i Blant" and "Canu'r Cymry (Phyllis Kinney & Meredydd Evans), "Ueisiau'r Werin" (Welsh 
Folk-Song Society) and "Mabsant" (Siwsann George & Stuart Brown).  

The Translations  

It was made clear from the outset that the English versions of the songs should be viewed very much as a "stepping stone" to the 
original Welsh versions, and this principle was often reflected in the translations. Sometimes particular words were 
used, not necessarily because they sound best when they were sung, but because they would aid the transition to 
learning the song in Welsh. The aim was to get the singer to a stage of readiness where they would be familiar with the 
tune and understand what the song was about. Even if they never actually made the final step of learning the song in the 
original language, they would at least recognise the tune and have an idea of the context of the words.  

An important element of many Welsh folk songs is their "cleverness". This is rarely found in the common English folk 
song repertoire, where people are happy simply to appreciate a good tune, with words of varying degrees of literary 
quality (indeed, some are just nonsense). In Wales, the folk song was often used as the medium for showing off the 
singer's skills as a poet and many tunes have several settings stemming from the improvisations of different poet-singers. 
Often the verses are extremely elegant and show great dexterity in the use of complicated internal rhyme schemes and 
repetitions. Where possible, all this had to be replicated in the English translations, not with any claims to literary 

elegance, but merely pointing out to the partiCipants a particular feature 7  

of the song. Anybody seeking stylistic dexterity would be directed to the original Welsh songs.  

Unlike the original versions, these English translations were not regarded as "precious" in their own right and, where appropriate, 



the participants were invited to suggest their own updated versions, in fact, anything that helped them gain a 

familiarity with the songs.  

Developments Following the Project  

Although the work was principally directed at Caerphilly County Borough's primary schools, the project has 
already had an impact in other areas: .  

Heads of Music in comprehensive schools have requested copies of the resource pack so that they can build on the work once the 

children have moved up to secondary education.  

Schools have used the songs extensively in their own Eisteddfod presentations.  

The songs have been used as the inspiration for visual displays in schools.  

Some school clusters plan to meet for massed singing sessions where they can share their songs with each other.  

The song lyrics have been used in Welsh language lessons.  

Other local authorities have started to use the project resource pack in their schools, or have used the project as a blueprint for one 
of their own, using songs from their locality.  

The project's resident artist has used some of the songs in performances in other public venues.  

Children have performed the songs at local day centres for elderly people (who have been delighted to hear the 
familiar songs of their childhood).  

The Caerphilly Primary School Choir performed one of the songs in concerts during an international exchange with a 
Canadian choir.  

Schools returning their evaluation forms have indicated that they want more sessions of traditional music.  

The first 30 schools had the project at a greatly subsidised rate. Once the subsidy had run out, the project continued to 
be taken up by school at its full cost. This means that a market has been created for traditional music practitioners - 
boosting the local arts economy.  
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Conclusions  



The success of this project is in some ways due to the fact that everything was organised for the participating schools 
by a central administration officer. It is clear that the teachers themselves have little time to seek out artists who can 
deliver such work, even if it is something that they want to develop in their schools.  

One surprising result was that so many of the county's Welsh medium schools opted to take part in the project. This may be because 
many of the children come from English- speaking households where their parents would be unfamiliar with the songs. 
It might also be related to the fact that leaming the songs was not in the context of a competition.  

The partnership with a folk singer (Heather Jones) worked extraordinarily well. Despite her slight build, Heather had 
the physical robustness and stamina that enabled her to cope with such a punishing schedule. Her enthusiasm, 
commitment and personal charisma contributed an enormous amount towards the success of this project and she has 
proved to be a terrific ambassador for Welsh traditional music.  

During the sessions with each class, there was the opportunity for the singer to broaden the scope of the workshop to 
include discussions about other aspects of Welsh culture. This acted as a catalyst for the teachers in attendance to 
further develop work on a cultural theme in class.  

Our experience shows that schools are very eager to participate in projects of this nature. A recurring theme in focus groups of 
primary school teachers has been the need for help in delivering the Cwrricwlwm Cymreig - especially through the 
medium of English. This raises the question as to why the participating schools were not already involved in similar 
projects of their own. The reason is most likely to be related to teacher confidence - particularly with regard to singing 
the songs in Welsh.  

An important feature of the "Alawon Fy Ngwlad" project is that it was "guilt free" - with no penalties for choosing to 
leam the songs in English, if this made the participants feel more comfortable. The encouragement to try the songs in 
Welsh was achieved gently and amicably. The INSET sessions were specifically designed to support teachers who 
needed extra help in pronouncing the Welsh lyrics.  

The choice of songs relating to the area, plus "permission" to play with the songs has helped participants gain 
familiarity with the tunes and encouraged the development of a sense of ownership of the tradition. Another factor that 
has assisted the growth of the project has been the accessibility of the material, in that everything can be photocopied 
and distributed without causing any copyright problems.  

Although this project has proved its worth, both in terms of the number of participants and the legacy it has left in 
Caerphilly schools, it was very nearly abandoned as "unworkable" at an early stage because of opposition encountered 

to the proposed methodology (particularly the suggestion that the songs could be learned in translation). 9  

It is ime.ortant that, in our eagerness to preserve a tradition, we do not end up puttiQ9..it ~ on a pedestal, creating barriers to 

simply enjoying it. There are two ways of engaging ~ witl:l FI'll:Jsic --as listeners and as participants. It is nOfenough 

simply to celebrate the wonderful repertoire we have inherited - we must also encourage participation, so that our traditions 
can be handed on. For this purpose we should explore many different means of generating an interest in traditional music. If 
young people do not encounter it, then they cannot develop an appreciation of it. Finally, we must acknowledge that it is 
possible to appreciate traditional music at many different levels that are all equally valid - including a recognition of its skill, 
its authenticity and even just because there are some jolly good tunes that we want to share.  
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Sound worlds of community: A case  

study of social capital in a community  

choir  

Tom Langston Tenerife July 2004  
Introduction  



'You tell me how many choral societies there are in an 

Italian region, and I will tell you, plus or minus three days 
how long it will take you to get your health bills 

reimbursed by its regional government' (Putnam, 1995, p. 

3).  

T Langston Intro OHP  

Social Capital Definitions  

, ... the glue that holds societies together and without 
which there can be no economic growth or well-being' 
(I. Serageldin, in Feldman & As- saf, 1999, p. i)  

, ... features of social organization such as net- works, 
norms, and social trust that facilitate co- ordination 
and co-operation for mutual bene- fit' (putnam, 1996, 
p.66)  

, ... connections among individuals - social net- works 
and the norms of reciprocity and trustwor- thiness that 
arise from them' (Putnam, 2000, p. 19)  

, ... an accumulation ofthe knowledge and iden- tity 
resources drawn on by communities-of- 
common-purpose' (Falk & Kilpatrick, 1999)  

'relationships among actors (individuals, groups, 
and/or organisations) that create a capacity to act for 
mutual benefit or a common pur- pose' (Spellerberg, 
2001, p. 9)  

T Langston OHP 1  
Social Capital Indicators  

• trust;  

• civic involvement;  
• networks;  
• leadership;  
• political involvement;  
• knowledge;  
• feeling valued by others and valuing others;  

• teamwork;  
• faith-based engagement;  
• norms and values;  

• learning.  

T Langston OHP 2  

Methodology  

1. Preliminary 'thoughts on choir' survey, 2. 
Demographic survey, 3. In-depth interviews.  



T Langston OHP3  
The Choir  

• Choir is bound, ostensibly, by a single com- mon interest-choral 
music;  

• Strong Gemeillschaft or bonding element; Membership derived        
from 40km radius of Milton - a regional city in Tasmania;  

• Majority retired but have worked in the area;  

T Langston OHP 4  

• Active membership varies seasonally & ac- cording to the music being performed;  

• Membership is open, no audition process;  
• Ability levelsl experience vary widely;  

• Free concerts to local community; Members also members of church organisa- tions; Majority had previously been members of (mainly church) choirs;  

• Majority currently in other choirs; Vast majority indicated that they had been in choirs, especially school and church choirs, as a child.  

Interviews  

• Designed to' ... jog the memory of the inter- viewer about 
certain issues or concerns ... this interview guide is revised as 
informants pro- vide information which has not previously 
been thought of by the re- searcher' (Minichiello et \11, 1995, 
p.82).  

• Explored issues from "Thoughts on choir" survey, probed 
attitudes and beliefs about community, their engagement in 
community activities, examined the social capital indica- tors 
manifested in their lives.  

• Interviews took place in the homes of the participants or in 
other places selected by in- dividual participants;  

• •... interviews are always social interac- tions' (Mason, 1998, 
p.40), and given my long-term relationship with the 
participants, conversational approach adopted.  

T Langston OHP 5  

Researcher role  

'Complete member researcher' sometimes referred to as 
an 'opportunistic' researcher as I have studied a setting of 
which 1 am already a member (Ellis & Bochner, 2000, 
741).  

I must acknowledge also possible issues of power that are 
inherent in my relationship to the participants of the 
study.  

T Langston OHP 6  



Analysis  

Data interrogated and analysed through lens of social        

capital indicators derived from literature (Krishna &       

Schrader, 1999; Schuller, 2000; Onyx & Bullen,       

1997; Bullen & Onyx, 1998; Onyx & Bullen 2000).  

A further social capital indicator emerged from the 

study:  

'fellowship'  

A further type of community emerged also:  

'a community of common histories'  

T Langston OHP 7  

Fellowship  

' ... those tangible substances [that] count for most in the daily 
lives of people: namely good will, fellowship, sympathy and 
social intercourse among the individuals and families who make 
up a social unit' (Hanifan, 1916. In Putnam, Bowl- ing Alone, 
2000, p. 19).  

Fellowship -  

• A benefit of attending the choir  

• Based on trust and mutuality  
• Love of singing and choral music creates emotional bond 
between members that builds upon the sharing of mutual inter- 
ests and experiences  
• Feeling of companionship that is almost spiritual, that 
transcends mere friendship or common interest  
• Fellowship fostered by participation with others - a mutual 
benefit derived from participation with others  

T Langston OHP 8  

• Fellowship is the manifestation of bond- ing social capital.  

Fellowship Continued  

Fellowship provides:  

• A mechanism for informal networking, knowledge 

sharing, caring and develop- ing feelings of trust  

• An opportunity to learn about other par- ticipants 

and with other participants, and through this 

learning, forge a bond with them to the mutual 

benefit of the choir and of the members.  

T Langston OHP 9  
Fellowship  



Matthew:  

.. the feeling I get from being a part of that organisation 
is the feeling of fel- lowship there, of contributing to 
something that is, to me, something that is really 

worthwhile and there is a great sense of enjoyment if you 
really commit yourself to it.  

T Langston OHP 10  

Fellowship  

Olivia:  

A lot of them have been here for a lot longer than me and 
it has a vely strong fellowship - a very strong caring, 
loving attitude to one an- other plus there is a lot of 
humour there and we really enjoy being together and 

lookforward to our Monday nights and it is not just the 
singing, although the singing is a priority thing, but I 

think we enjoy being together; we enjoy the chat- ter; we 
enjoy the socialising and I think we could make a lot more 

of that ... Because we have known each other so long, 
there is that sense of community and caring and it is not 
Just while you are at choir ... people get together socially 

during the week - like Bernice and Rachel, they play 
tennis together and they have morning teas together ... 
but I think this has come out of their fellowship in the 

choir. It is a very durable and strong - it is a life support, 
isn't it?  

T Langston OHP 11  

A community of common histories  

• EssentiaUy the same story;  

• Interest in music as child - music in home, school, or church, 
and often all three;  

• Name their childhood music teachers and describe musical 
activities and events in which they have participated;  
• Good standard of education leading to professional careers;  

• Now have families who followed the same sort of common 
history;  

• In retirement continue with community organisation 
membership, church in- volvement, musical activities - espe- 
cially choir involvement, continue to be involved with family 
and friends;  
• Commonality of background created a predisposition or 
propensity for active involvement in community activities 
leading to social capital formation.  

Tom Langston OHP 12  

~ . 

Conclusion  

The notion of communities of common 'histories' 

tends to be overlooked.  



Fellowship - unrecognized indicator of the presence of social capital  

The factors that promote fellowship may be ignored in community groups.  

Attention needs to be paid to these elements in addition to other facets of social capital, as for many participants in 

this community music activity and maybe in community music activities in general:  

"It is a life support, iSII't it?" (Olivia)  

T Langston OHP 13  
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COMMUNITY MUSIC AND "THE MUSICAL COMMUNITY": BEYOND 
CONVENTIONAL SYNERGIES  

In order to provide a framework for a discussion of "Compelling Connections:  

Community and Music Making in Canada" (Veblen, 2003), Kari Veblen utilizes the  

typology she and Bengt Olsson adopted in an earlier study entitled "Community Music:  

Toward an International Overview" (2002). The typology, based on the American model  

of Leglar and Smith (1996), identifies seven groups engaged in community music activities. These are:  

(I) community music schools  

(2) community performance organizations  

(3) ethnic/preservation groups  

(4) religious groups  

(5) associative organizations within schools  

(6) outreach initiatives of universities and colleges [and]  

(7) informal, affinity groups (see Veblen & Olsson, 2002; Veblen, 2003).  

Considering each group in turn, Veblen is able to identify ways "in which C[ommunity]  

M[usic] activities and school music programs connect, intersect, or bypass each other"  

(Veblen, 2003, p. 25). Her conclusion is that "there is a rich and complex mosaic of  

community music groups, activities, and networks in Canada which relates to music in  

schools in important ways" (Veblen, 2003, p. 27).  

Closer examination reveals that schools can be primarily sponsors, partners or  

beneficiaries of community music activities. Sponsors support activities developed for  

communities, by communities or by sponsors themselves. Partners work with  

communities to develop activities and beneficiaries reap the rewards of activities  

developed, sponsored and perhaps partnered by others. Other relationships are, of course,  

possible, but can usually be analyzed as variants or amalgams of sponsorship and 2  

partnership. Note, too, that the line between ad hoc activities and formal programs must  



be constantly redrawn since the border between them is porous and ill dermed. Non-  

curricular activities fertilize school music programs and curricular programs yield non-  

curricular activities. Whatever the structural paradigm might be, successful activities and  

programs accrue reciprocal benefits to communities and schools.  

Although fluidity between communities and schools seems ideal for both constituencies it  

does not always occur. A school may function autonomously so that it and the  

community in which it is located, to use Veblen's word, "bypass" one another.  

Conversely, it may be the community that rejects the school's efforts at outreach. Either  

way, it is the school that suffers most. The community may remain unscathed by a  

school's insularity but the reverse is rarely true.  

For the most part schools do not function alone. Community music schools "often merge  

or meld with public school music programs" (Veblen, 2003, p. 25; see Abeles et aI.,  

2002) and "orchestras, opera companies and other professional organizations partner with  

school systems, as well as with other branches of the community" (Veblen, 2003, p. 26).  

Veblen further notes that individuals who recall "positive [musical] experiences in high  

school" are likely to support musical organizations later in life. Professional and  

community performance organizations alike benefit from a tradition of quality musical  

instruction in schools.  

As much as community music involves partnership with schools, it also involves  

sponsorship by them. "Associative organizations, "ethnic/preservation groups" and  

"informal, affinity groups" function and sometimes flourish in schools. The school's  

initial commitment may be minimal, as when a newly formed radio club is provided with  

meeting space. At this early stage, the club itself may lack structure and purpose. Over  

time, the loosely constituted group becomes a more formal entity. It elects a board of  

directors that holds regular meetings apart from the membership. In effect, the  

membership becomes the informal club. A teacher advisor is appointed to oversee the 3  

club and the school may commit financial and other resources to it. Passive sponsorship has evolved into 
active partnership.  



In most cases, sponsorship and partnership go hand-in-hand. Organizations that sponsor  

outreach programs usually partner with schools, daycares, seniors' homes and so forth.  

Many educators reject sponsorship without partnership, although this is not to say that it  

doesn't occur. Outreach programs of professional arts organizations frequently aim to  

convert children and less often adults to a cause, be it ballet, theatre or symphonic music.  

This kind of outreach without engagement has lost much of its credibility, since it has  

proven less effective than means involving true partnership of propagating interest in the arts.  

Without buy-in, sponsorship imposes upon communities values it may neither need or  

welcome. Veblen's example of schools and their affiliation with religious groups is  

illustrative. Clearly, a "school [that] has a mandate to remain secularly tolerant of all  

faiths and beliefs" (Veblen, 2003, p. 26) will have a different rapport with the religious  

community than a "religiously affiliated school [in which] students perform and sing as  

part of daily religious training" (Veblen, 2003, p. 26). In the fIrst example, the school  

accepts and respects the religious community, but is arms' length from it. In the second  

example, the school fuels and nurtures religious beliefs and is closely allied with the  

religious community. Relations between religious schools and secular communities can  

be problematic. Imagine a school seeking to inform and educate the community by using  

music as a tool of religious conversion. The line between partnership and incursion has  

been violated, so the motive for community involvement and means of achieving it are  

suspect.  

Connections between community music activities and schools serve as a template for  

connections between community music activities and universities. In North America,  

universities house schools of music that are integral to "the musical community." It must  

be. noted that the defmition of the latter has expanded in the past forty years beyond its  

once seemingly inviolable boundaries. It is now recognized that community musicians ---------------J 4  

G . M / are crucial to a healthy musi~al community. They work alongside professionals paid to  

create and re-create music, professionals paid to train others to create and re-create  

music, and administrators and bureaucrats who manage and create infrastructures so that  

composers can compose, performers can perform and teachers can teach. In Canada,  



colleges and universities are central to this model, since they hire established composers,  

performers and teachers to train new ones. Other participants in the musical community,  

from facilities managers to music therapists to recording engineers, may receive college  

or university training along the way.  

At best, school music programs flow seamlessly into community music programs. Can  

the same be said of university music programs? Many universities now have service  

learning components to their degrees that reflect a new commitment to community  

outreach. Joe Deal, provost of the Rhode Island School of Design cautions that "we  

should not forget . . . in our enthusiasm to embrace a more public role for higher  

education in the arts that our first obligation is to the students enrolled in our programs"  

(Deal, 2003, p. 16). Where does this leave university music programs with respect to  

communities? To begin to answer these questions, it is necessary to consider how, and  

how effectively university-based musicians act as sponsors, partners and/or beneficiaries  

of community music activities.  

Community performance organizations are not typically sponsored by universities, but  

frequently enter into partnerships with them. In Brandon, the university provides  

rehearsal space for the community orchestra. The relationship - to this point passive - is  

more layered than this. Conducting students are given opportunities to direct the  

orchestra. Rehearsals are videotaped and students are critiqued by their professor. Student  

and community musicians are both beneficiaries of this active partnership, which is cost-  

neutral to both parties since services are exchanged in kind.  

The positive outcomes of partnerships of this sort can be far-reaching. In Sault Ste.  

Marie, Ontario, a community jazz orchestra created to instill community spirit and civic  

pride in a demoralized citizenry, spawned a jazz program at Algoma University College. 5  

This program, in turn, provides players to the community jazz orchestra. This partnership,  

too, is cost-neutral, since students receive academic credit, not fmancial remuneration for  

participating in the ensemble. It is not unusual, particularly at universities away from  

large urban centers, for students to receive credit for participating in community  

ensembles (Suriano, 2003, p. 9). Sometimes these ventures are fully co-operative - the  



Brandon Choral Society and Brandon University Chorus is a single ensemble.  

Community members participate as volunteers while students register to receive  

academic credit.  

Ethnic/preservation groups and universities frequently co-operate with one another.  

Ethnomusicologists, anthropologists and folklorists work with communities to record,  

preserve and study music from oral traditions. Universities also form ties with affmity  

groups and, in a particularly interesting twist, affinity groups themselves become the  

focus of scholarly investigation. A sociologist at Brandon University, for example, is  

studying folk musicians as members of a singer/songwriter/listener community that is  

differentiated from other subcultures by its practices, perspectives and relations (Grills,  

2004).  

The extent of reciprocity between religious groups and university music schools depends  

on the university. If the university has denominational ties the relationship can be a close  

one. Canadian Mennonite University, which is located in Winnipeg and has a fme music  

program, is affiliated with the Mennonite community in the city and region. Sometimes,  

universities have sacred music programs that require practica and service learning  

placements in community churches.  

Most Canadian universities, including those that were affiliated with religions, are now  

publicly funded secular institutions committed to religious pluralism as a matter of  

principle. Since all religions, from this institutional perspective, are equal, affiliation with  

one religious group or another is impracticable. Brandon University is currently grappling  

with this issue. The Christian Heritage School, which is privately owned and operated,  

recently approached the University for assistance in developing a music program. The 6  

School's mission, according to its website, is to provide an education "in which the  

Lordship of Jesus Christ and Biblical principles permeate all instruction and activity . .. . "  

(Christian Heritage School, 2004). If it transpires that music must be taught from a  

Christian perspective, as would seem to be the case, the university. can have little or no role to play at the 
school.  



Associative organizations with schools, and associative organizations with universities,  

provide an interface between institutional learning and the community. Apprenticeship  

programs bring students together with professional arts organizations. Student musicians  

play beside their professional counterparts in symphony orchestras or sing supporting  

roles in operatic productions. In Canada, which is a unionized environment, an agreement  

must be negotiated between the university and appropriate union since students will be  

doing the work of union members. With goodwill on both sides potential complications  

can be easily circumvented.  

It is evident from the foregoing examples, involving community performance  

organizations, ethnic/preservation groups, informal affinity groups, religious groups and  

associative organizations that, when universities participate in community music  

activities, they do so following much the same models as schools.  

Returning to Veblen's typology, we have yet to consider "outreach initiatives of  

universities and colleges." This category is different from the others that denote groups of  

people that share common aims, attributes, beliefs or practices. Why do the other  

categories not specify, "outreach initiatives"? Why not call the present category  

"universities and colleges"? Universities, after all, are collectives of like-minded people  

not unlike preservation, religious or affinity groups. Or are they somehow different from  

this?  

The simple answer is that universities thrive on diversity rather than uniformity of • opinion and outlook. 

The real answer is that universities are not commun~y based. Until  

recently they could gaze chiefly inwards and still be seen to flourish. Since the 1960s, 7  

universities have become increasingly accountable to granting agencies, especially  

governments, and to students, parents and community partners. It is no coincidence that  

the universities now maintain community outreach and engagement are essential, even pivotal to their 
functioning.  



Universities respond more and more frequently to needs identified by communities. It is  

not universities that elect to partner with communities, but communities that elect to  

partner with universities in the much the same way that they do with schools. Nor do  

universities have the final say concerning outcomes of joint ventures. Communities,  

using their own criteria, determine the success or failure of cooperative programming.  

That universities engage in outreach at the community's discretion, and are subject to  

assessment and evaluation by the community, is difficult for universities to accept. They  

are used to assuming or presuming to assume a leadership role with respect to their  

community partners.  

Nevertheless, there are three sorts of outreach initiatives in which universities routinely  

engage. There are 1) those originating in the academy in response to its needs; 2) those  

originating in the community in response to its needs; and 3) those originating in the  

academy in response to the community's needs. Initiatives originating in the community  

in response to the academy's needs are scarce and do not form part of the present  

discussion.  

In the academy/academy scenario, a conductor-researcher may wish to work with an  

intergenerational choir. Given demographics at most universities, it is only natural to  

solicit membership from the community in addition to the university.  

In the community/community scenario, citizens may want to have a local theatre restored.  

A university professor is called upon to provide advice and guidance. The community is  

the main beneficiary of this arrangement, although the professor may derive  

supplementary income from contract work.  

8  

The academy/community scenario is most usual. The university may identify need for an enrichment 



activity, such as one-to-one instrumental instruction to supplement the band - program at school. The 

university, perhaps through its conservatory, develops an after-  

school program to which schoolteachers refer students. The goals seem altruistic, but  

student recruitment by the university probably figures into its participation. The  

motivation, then, may be equal parts academy/community and academy/academy.  

Many universities in Canada operate conservatories that are community music schools in  

all but name. Group and individual instruction is offered at all levels and includes Suzuki,  

Kindermusik, Kod,Uy, Orff, Dalcroze and other teaching methodologies. While students  

are the closest link between schools and conservatories, since they often receive  

instruction at both places (e.g. group lessons at school and private lessons after school),  

teachers are the closest link between university music schools and conservatories.  

University professors teach at conservatories as independent contractors or in conjunction  

with university contracts. Senior undergraduate or graduate students may also teach as  

independent contractors, to fulfill teaching assistantships, or satisfy requirements of a  

teaching methods or pedagogy class. Work-placement or service learning modules  

involving community teaching may be required in a university program.  

In each of these examples - academy/academy, community/community, and  

academy/community (including the conservatory model just described) - the university  

provides instruction and leadership to the community. This is as it should be, but only to  

a point. Although real benefits accrue to the community in each example, the relationship  

between academy and community is consistently hierarchical. The academy teaches the  

community. The community learns from the academy. Universities comprise experts.  

Communities comprise lay people. Professionals work at the university. Amateurs live in  

the community. Such stereotypes underestimate resources in the community. This skews  

the university/community balance and outreach motives and methods, methods and  

outcomes may no longer accord with one another.  
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Susan Knight, reflecting on her role as a choral conductor, addresses this disjuncture between aims and 
achievements:  

If I conduct a pedagogical practice in which I autocratically direct, diagnose,  

prescribe, treat, and redirect the music-making, then how can my students  

acquire those qualities which I most what for them: independence, self-  

directed skill acquisition . . . self-confidence, creativity, awareness and  

consideration of others .. . ? I, as their teacher-conductor, must find effective $ ways to distribute the 

power amongst [choir members] ... [and] share the  

decision-making with them. (Knight, 2004, p. 11)  

The same principles apply when university experts contribute to community activities.  

The goal, surely, is for the communitX-lo realize self-sufficiency. This is not achieved by --...-- sustaining 

the separateness of academy and community, but by bringing the two much  

closer together. The goal is "an alliance of academy and community so reciprocal that  

distinguishing one from the other has nothing to do with purpose or meaning, but solely  

with administrative and physical structure" (Carruthers, 2003, p. 12).  

Until this is achieved, any distribution of responsibility or power that favours the  

university threatens the community. For this reason, when faced with the prospect of  

cooperation with universities, community recalcitrance is neither uncommon nor  

unfounded. A quarter-century ago Minzey and LaTarte (1979) noted this phenomenon  

with respect to schools. "Groups dealing with community education . .. perceive that  

schools are going to expand their activities into the specialties of other agencies and will  

infringe on, disrupt, interfere with and even eliminate other organizations. It is a typical  

case of 'turfdom' of which we are all sometimes guilty . .. " (p. 51).  



Leo Charbonneau (2004) elaborated on this situation with respect to universities in a  

recent article on community service learning and civic engagement in Canada.  

"Community organizations often have limited resources and may even feel reluctant to  

participate [in community service learning] for fear of being subsumed by the university" 10  

(p. 16). Charbonneau advises independent management of co-operative endeavours. He  

gives, as an example, Trent University, in Peterborough, Ontario, where community  

service learning is "managed through an independent non-profit organization called the  

Trent Centre for Community-based Education. The centre's board, made up of  

representatives from both Trent University and local community agencies, strives to have  

neither side dominate" (p. 16). In this way, the university embraces its new role as leader  

in the community, but abandons its historical role as leader of the community.  

Stereotypes within the musical community must also be challenged if synergies between  

academy and community are to occur. In a paper on arts synergies I presented in Paris  

last year (Carruthers, 2003) I recounted John Blacking's summary of Percy Grainger's  

appraisal of who does what in the world of music.  

Role distinctions between creator, performer and listener, v

musical styles and contrasts in the apparent musical ability 

and performers, are consequences not of different genetic en

of the division of labour in society, of the functional interre

groups and of the commitment of individuals to music-mak

activity. Distinctions between music as 'folk', 'art', or 'popul

concern with musical products, rather than with the dynami

music-making. (Blacking, 1987, p. 21)  

[  
osite shores of an unbridgeable gulf -  

Grainger was ahead of his time in rejecting the notion that amateur and professional  

likewise, eastern and western, concert and popular, concert and folk music, and so forth.  

Distinctions such as these have long been impediments to university involvement in  

community music. Furthermore, the emphasis on product at the expense of process, and  

on talent at the expense of training, is at odds with what community music seeks to  

achieve.  

11  

The belief that individuals assessed as talented should have greater opportunity for study  

than others in the population is anathema to community music education. Finland has  



long been enlightened in this regard. The large number of world-class musicians  

emanating from this comparatively small country does not speak necessarily of superior  

talent. It speaks of an education system built on the premise that music study is  

everyone's right. As Riita Poutanen, principal of the West Helsinki Music School states, "if you only educate those                  
with a special talent for an art, the culture loses" (Tillotson, 2004).  

Concepts of a musical elite and an elite music are bound up with one another.  

Universities, as custodians of elite music, have had little to do historically with  

community music. Herein lies a peculiar contradiction that belies musical foresight. As  

Estelle Jorgensen observes in her most recent book, Transforming Music Education (2003), Throughout 

history, common music has constituted the bedrock for elite  

music .. . . This is the case, for example, with jazz, in which the tradition  

that began as informal music making was transformed into a classical  

tradition in its own right appealing to an elite group of practitioners and  

listeners. (p. 33)  

It is only once common music becomes elite music that universities take note. Prior to  

J that, they evince little interest in repertoire 
outside a strict canon for undergraduate  

teaching, as distinct from graduate research purposes. Courses on rock music, for example, became standard fare at                 
North American universities only once the 1960s and 70s were safely over and done with.  

What makes music "important" enough to be studied at university is, for the first time in  

a long time, in a state of flux.  

12  
The notions of centre and periphery, mainstream and margin, and universal  
and local have long been important criteria for the scholarly study of  
Western art music. Indeed they are often taken for granted. During the  
nineteenth-century these relationships were complementary and underwrote  
the corollary assumptions that, whereas great music serves to mediate the  
local and the universal . . . lesser music remains perforce contained in its  
local sphere. (Sallis, 2004, p. 1)  
In our own day, assumptions about what constitutes greater and lesser music, and how music's relevance to the community 



that produced it is assessed, is undergoing review. t he result is that non-elite musics are gaining a stronger and 

~tronger curricular foothold,  
which augers well for academy/community liaisons.  
To make this transformation possible, universities must accept that amateur non-elite  
music lacks the polish and fmish of professional elite music. The public, too, must accept  
this difference. Jorgensen blames the chasm in public perception of community and  
professional music on "advertising by multi-national corporations [that] undermines and  
devalues amateur participation in music making by subjecting it to comparison with  
exacting professional and commercial standards" (Jorgensen, 2003, p. 2). The university,  
as a bastion of professional standards, has interest in maintaining the status quo and takes  
a Janus-faced view of community music. Everyone should be encouraged to make music and has ability to do so in some                     

degree. On the other hand, community music is not the - same standard as professional music and lherefore lies outside                    

the purview of university ~ ~ music programs. Although other practitioners, in health-care and community  

development, for example, may play a role in community music activities, university  
musicians, the reasoning goes, belong to a professional elite whose talent and training  
sets them apart from the community at large (Small, 1977, p. 208; Small, 1998, pp. 64-  
74).  
So the question remains - are meaningful synergies possible between communities and  

universities when it comes to music? The answer, of course, is yes, but only once certain 13  

assumptions within the university concerning music and music education are struck  

down. This process is well underway. Reconsideration of the function of non-classical,  

non-professional music, realization that music from oral traditions has great significance  

beyond its immediate local sphere, and recognition that musical complexity and musical  

sophistication is not the same thing is dramatically changing the way universities  

approach music education.  

University sponsorship and partnership can be means of encouraging community music  

activities, but do not assure effective collaboration with universities. Institutional  

outreach that does not foster community engagement is self-serving and apt to lead  

nowhere. Community relations with universities and professional arts organizations have  



been too hierarchical, too mired in stereotypes of experts and novices, which usually  

mean leaders and followers, to admit radical change easily. Approaches to educating  

musically that equate talent with privilege, that countenance discrepancies between those  

who have and those who have not, for whatever reason, received formal training in music  

must be relinquished if new synergies are to occur. It is only by moving beyond  

conventional synergies that community music can flourish within the university musical  

community.  
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Wheels within Wheels: community music activities of the Irish 
Chamber Orchestra  

I view the orchestra as an ensemble of possibilities, (that does not) 



exclude anything  

• Background  
Pierre Roulez (as quoted in Joining In:l02)  

• Investigates how the infrastructure of the ICO supports and enhances the            
possibilities for community music activities within Irelandllinks ~ith other         
organisations  

• Education work with children of primary school age within the school setting  

• Highlight how community musicians, while imparting skills and guiding the           
music-making experience, can at the same time empower participants  

• Theoretical intersections of community music activity and the music 
curriculum of primary schools in Ireland  

• Conclusions and implications  

Wheels within Wheels ISME CMA 
Commission 2004  

Infrastructures  



• ICO  

Links and partnerships  

• Arts Offices/Arts Officers of City and County Councils throughout 
Ireland  

• I)epartment of Lifelong Learning, University of Limerick/Age and 
Opportunity  

• ICO, orchestra in residence, University of Limerick  

Education work of the leo in primary (1st level) schools  

• theoretical intersections between community music activity and the         
recently revised primary schools music curriculum in Ireland  

• Highlights ways in which community musicians can empower 
participants  

• Implications and conclusions arising out of our work in primary schools· 
are also noted  

The RathcabbinlRedwood project (North Tipperary, October 2003)  

Compose Yourself .. .let's celebrate (Limerick City, December 2003)  

Our Own Music (County Wexford, January/February 2004)  

The Whisper of Ghosts (County Wexford, May 2004)  

Wheels within Wheels ISME CMA 
Commission 2004  



Theoretical intersections  

Arts education enables the child to explore alternative ways of communicating 
with others. It encourages ideas that are personal and inventive and 
makes a vital contribution to the development of a range of 
intelligences. A purposeful arts education at primary level is 
life-enhancing and is invaluable in stimulating creative thinking and in 
promoting capability and adaptability. It emphasises the creative 
process and so ensures that the child's work is personal and has quality. 
Attempts at artistic expression are valued, self- esteem is enhanced, 
spontaneity and risk-taking are encouraged and difference is 
celebrated. It is this affirming aspect of the creative arts that makes· 
participation such a positive experience. Arts education is integral to 
primary education in helping to promote thinking, imagination and 
sensitivity, and arts practices can be a focus for social and cultural 
development and enjoyment in school.  

(Primary School Curriculum, Music 1999:2)  

Children of all ages and abilities have potential in music, and music education             
celebrates individual differences among them. The child's musical        
expression and responses to musical experience are valid, and his/her          
creations and innovations in musical compositions alre fostered and valued.          
The ability to explore with guidance and to experiment and take risks with             
sound combinations is an essential aspect of musical growth. Music          
education also recognises similarities among children and the joy of shared           
experiences, which demand collaboration, concentration and discipline.       
Music adivUy, alone or with .others, contributes to tile childs' developin.g           
creativity and self-esteem. ~ibid: i)  

W11eels within Wheels ISME CMA 
Commission 2004  



• Fundamentals - within a particular genre  
• Access - related to space  

• Commitment to creativity  
• Inclusive approach to the work once it is started  

• Language - is the language appropriate  

• Individuation  
• Towards democracy of process  
• All styles accepted - no style is better than another  
• Together empowered - not as is therapist/client or tutor/student  
• Process and product of equal value  
• Acceptance that a person's musical and personal growth are of equal 
importance  
• Evaluation - a commitment to evaluation  

Wheels within Wh~els ISMB CMA 



Commission 2004  
Page 4 of 4  

tl share. the same i~strument. .It m~es possible to expand the .number o.f students in the school of le.Commumty bands 
wIthout havmg to mcrease the expenses buymg more mstruments. We can also notIce that the beginners were able to do their 

first public performance with three months of activities. T~ere is no record showing that this can be obtained with the 

common pedagogy utilized by these bands USing the same amount of time spent with the collective instruction. At last, it is 
important to register that the pedagogy motivated not only the students, but also the band's members.  

The experience in the CAS shows that the collective instruction works in the private school motivating students and 
producing fine ensembles. Besides, it also indicates that an instrument used by more than one student may not affect the 
quality of the final result.  

Conclusion  

We may conclude that collective classes may be one way to cheapen the cost to learn a band instrument, making it 
available to more people when compared to individual lessons that are the practice in Brazil. Also, if compared to the 
traditional approaches of teaching band instruments in this country, we can say that these three programs have a more 
complete pedagogic methodology because it includes work on perception, creativity, and memory, besides music reading, 
technique and music knowledge. It is important to add that the work with a more expanded pedagogic did not compromise the 
time to have an ensemble performing publicly and its musical quality.  

Considering our question on how we can improve the band instrument instruction in Brazil and make it available to a 
greater number of people, we may conclude that collective instruction, including a more comprehensive pedagogic approach, 
may be one solution.  
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Building Bridges - Bringing music of various communities to the schools  

Abstract  

Recent drive to incorporate local ethnic community music into the Music curriculum  

has led to more attention given to the ethnic community performing groups in the  

National Arts Council's Arts-in-Education programmes In 2002, National Arts Council  

provided funding and support for educational directions to bring these community musics  

to schools. A number of projects were initiated. This paper presents 3 of these projects;  

LiYuan Opera (Chinese Opera), Nanyin Music (Music of the Southern Chinese) and one  

for Zapin (Malay traditional dance and mllsic).  

ARTS-IN-EDUCATION PROGRAMME  

The Arts-in-Education programme was launched by the National Arts Council, in  

1993 to promote an awareness and appreciation of the arts among Singapore students and  

to cultivate an arts audience base. The National Arts Council is a division of Singapore's  

Ministry <if Information and The Arts (MIT A). The Arts Education Programme features a  

large number of performing groups and artists offering a diverse range of presentations to  

schools, and through this Programme, schools enjoy a wide choice of performances and  

workshops not only in Music, but in Literature, prama, film/media and the Visual Arts as  

well .. The Arts Education Programme receives generous sponsorship of up to 60% of the  

cost from the Singapore Totalisator Board, and this has enabled schools to bring the arts  

to students much more easily. A positive thrust in the program looks towards bridging  

the gulf between the performer and the audience.  

The vision of the NAC is ''To develop Singapore as a distinctive global city for  

the arts", and its mission is ''To nurture the arts and make it an integral part of the lives of  

the people in Singapore" (http://www.nac.lwv.sg). The NAC fIrmly believes that "arts  

appreciation is best inculcated at a young age" and therefore offers a range of arts  

education programs in schools to provide students with opportunities to appreciate and  



participate in the arts. It hopes that these efforts will develop and broaden the audience  

base and thus accomplish their vision and mission. It is with this in mind that the Arts  

Education Program was launched in 1993 (Thevarakom, 2001), "to stimulate our  

students' creativity and develop their interest and appreciation in the arts". The AEP has  

three different thrusts:  

• •  
s opportunities for students to "actively participate in  

t of the classroom to a different  

environment such as formal performing venues, museums

rehearsal spaces" to catch artists at work.  

• The Arts Exposure program is probably the most popular of the three programs as  

it involves arts practitioners visiting schools to give a brief introduction to their  

art forms through a 30 to 40 minute performance, usually at a school assembly.  

The visiting artists would provide some explanation about the background and  

development of the art form and the group would present their performance.  

(http://www.nac.gov.sg/aep/)  

The Arts Exposure program has managed to reach out to a large proportion of  

students with the variety of performances offered. Offered within this program are hosts  

of performing groups featuring local ethnic community music. These are of particular  

interest as they add the necessary inter-racial dimension to the performing arts in  

Singapore. It also serves the role of bringing music of various communities to the  

schools. Under the Music Exposure series of the Arts Education Programme, there are 10  

out of a total of 37 performances which feature either Chinese, Indian or Malay musical  

arts (27%). Of these, 4 are Chinese, 4 are Indian and the remaining 2 come from Malay  

groups. The performing groups generally aim to introduce students to their particular  

style of music through stage performance usually during school assemblies. Most groups  

would provide some form of commentary during the performance in order to help  

students to understand and appreciate the music better  

In the recent years, the emphasis to have more local ethnic community music in the  

school music curriculum has led to increased focus to the ethnic community performing  

groups in the National Arts Council's Programs. In 2002, National Arts Council  



provided funding and support for educational directions to bring these community musics  

to schools. A number of projects were initiated. This paper presents 3 of these projects;  

LiYuan Opera (Chinese Opera), Nanyin Music (Music of the Southern Chinese) and one  

for Zapin (Malay traditional dance and music).  

LIYUAN Opera. (Chinese Opera)  

Through the years, the term Li Yuan referred to musical or dramatic performance  

and to the operatic art form of Quanzhou. Li Yuan Opera, with 800 year history, is one of  

the most ancient of Chinese operatic forms, employing musical styles similar to Nan Yin  

(Music of the South).Li Yuan Opera, translated literally to "The Opera of the Pear  

Orchard", is derived from a legend of a Tang emperor who was fond of enjoying music  

and opera performances in his pear orchard. Under the influence of Nan opera and the  

ancient social culture of Quanzhou, Liyuan opera has developed an elegant and exquisite  

artistic style.  

The Liyuan opera's librettos, music, singing and the style of performance are all  

considered unique among the vast variations of Chinese operas. The Liyuan opera music  

belongs to the "linking tunes" style with the lyrics sung with Quanzhou accent.  

Preserving numerous tunes from the Tang and Song dynasties, the Liyuan opera has a  

close relationship with the ancient Nanyin. The accompanying musical instruments  

include the horizontally held Nanyin Pipa which is similar to those made in the Tang  

Dynasty, Erxian which is similar to those made in Jin Dynasty, Xiao which is the same as  

Chiba and Nangu (Drum) of the Tang Dynasty, and is performed uniquely with a foot  

pressing on it.  

One of the defming a  

characteristic of Li Yuan  

Opera is the attention  

performers devote to  

details in movement and  

gesture. These movements  

are meticulous and  

refilled, supporting subtle  



and elegant expressions  

for the various characters in the opera. Li Yuan operas often parade a cast of  

differentiated characters. These may include the young scholarly gentleman, the virtuous  

lady, the helpful maid-servant, the elderly official, the brave warrior, etc.  

Activities in the teaching kit (teacher's guide and VCD) include:  

1. The characteristics of Liyuan Opera  

• The four roles in chinese opera  

2. Movements and Gestures  

3. Differences between Western Opera and Chinese Opera  

NANYIN (Music of the South China)  

Nan Yin, which literally means "The Music of the South" , can be traced back to  

the Han Dynasty (206BC-AD220). Originally palace music, it has preserved the  

characteristics of ancient music. Civil turbulence then forced court musicians to migrate  

south. One group settled in Sichuan in South-west China while another group moved to  

the South-Eastern coastal province of Fujian. It was in the historical city of Quanzhou  

that Nan Yin flourished and evolved into the form as we know it today. Nan Yin has  

been ascertained by musicologists to be among the oldest and best preserved of musical  

art forms in the world, having a complete musical system and a unique set of notation of  

its own. The chief musical instruments used in a Nan Yin performance have not changed  

in form or appearance for hundreds of years. They are namely, the erxian (a two-string  

UUI.I);A,I<l.U (a vertically-held-six-hole bamboo flute, see picture), the pipa ( a  

pear-shaped four string lute, said to have originated from  

Persia), and the sanxian ( a long-necked three-string fretless  

string instrument whose sound box is covered with python  

skin).  

The singer usually takes her place at the center of the  

ensemble, holding a clapper in her hands to mark the fIrst beat  

of every measure. A full array of Nan Yin musical instruments  

would include hand-bells, gongs, cymbals, woodblocks, as well  



as a set of short hand-held bamboo pieces know as sibao which are made to vibrate  

against each other at high velocity. Nan Yin can be grouped into instrumental ensemble  

music, music which may either be played or sung, and songs.  

The activities in the teaching kit (teacher's guide and VCD) include the following:  

1. Grouping of music instruments of Nanyin  

• Instruments: dongxian, pipa, erxian and sanxian  

2. Nanyin Notation  

• Characteristics of the Nanyin melody  

3. Percussions of Nanyin  

• The percussion instruments  

• Perform the Sibao (bamboo percussion)  

ZAPIN (Malay traditional dance and music)  

One particular group, the Sri Warisan Som Said Performing Arts group has a  

passionate interest in educating young people about Malay music and dance, and  

encouraging them to take part in these activities. The Sri Warisan Som Said group has  

several programs in the NAC's Arts Education Programme. "Let's Play Kompang, The  

Art of Playing Angklung and Understanding Dikir Barat" are three courses that are  

offered under the Music Experience category. The aims and objectivies of the Sri  

Warisan Som Said group are closely linked to the overall objectives of the National Arts  

Council in their desire to "instill more cultural vibrancy and to make arts a way the life in  

Singapore".  

The group recognizes its important role in nurturing new talent and audiences for  

the Malay arts through dance and music courses and even competitions. They are  

committed to providing quality programs which do not only entertain their participants  

but also engage them in the arts to foster a healthy appreciation for Malay culture. The  

Arts Education Program has been an ideal platform for this group to realize its goals and  

they have enthusiastically gone into many Singapore schools with their varied programs.  

The Sri Warisan group continues in its effort to reach the community of young people  

through education and strives to develop even better programs to communicate their  

vision of a Singapore where arts and culture are an integral part of life.  



A teaching kit for introducing the Malay Zapin  

dance (see picture) and music was developed in 2003.  

This kit was made possible with funding from National  

Arts Council "to equip teachers to conduct a follow-up  

lesson with ... students right after watching a Sri  

Warisan assembly perfbrmance." The Zapin is a form  

of traditional Malay dance brought to the Malay  

Archipelago by Arab traders. The activities in the  

teaching kit (teacher's book and VCD) include the  

following:  

4. Basic Zapin Dance Movements  

• Experience the beats of Zap in music through basic dance movements  

5. Musical Instruments Worksheet  

• Listening for various traditional Malay music instruments  

6. The Gambus  

• A traditional Malay string instrument  

7. The Drum  

• The use of the drums in the Zapin Dance  

CONCLUSION  

Based on feedback and discussions from teachers, who have invited the  

performance groups and used the kit, traditional musics of different communities in  

Singapore have been difficult to introduce in the general music classrooms. Many  

teachers have limited understanding and thus have not been able to include the music in  

any significant way when planning their music lessons. Thus the educational kits,  

supported by live performances, teachers' guide and VCD are a welcome help to the  

teachers. A handful of teachers found the VCD invaluable in showing students the  

instruments demonstrated during the assembly performances. Many also found that the  

educational kit provides students hands-on and involved activities to better learn about  

the music. This active approach ensures that students personally experience aspects of the  

music, rather than be a passive audience. Actively involving students in making music is  



an important component of effective curriculum music lessons (Harland. Et aI, 2000, P 489).  
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