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Preface

Background

The first Sociology of Music Education (SoME) symposium took place at the
University of Oklahoma, Norman in April 1995 when Roger Rideout, Stephen Paul
and Hildegard Froehlich invited an international group of scholars to contemplate
sociological issues and perspectives in music education scholarship and research. The
second SOME gathering was convened four years later at the same venue, followed by
the third symposium in 2003, hosted by the University of North Texas, Denton. The
conference series continued in 2005, taking place this time at Ambherst,
Massachussetts. A biennial pattern was established two years later at the fifth
international symposium, held for the first time outside the United States at St John’s
Memorial University, Newfoundland, Canada. The move of the sixth SoME
symposium in 2009 to Mary Immaculate College, University of Limerick, Ireland
marked a further development and extension from the original grouping, but it is
noteworthy that a number of the delegates (including one founder) from the first

gathering presented at and/or attended the Limerick event.

Limerick 2009

While previous symposia had always embraced an international perspective, SOME
2009 was the first in the series to be convened in Europe. Interest and scholarship in
matters pertaining to music education sociology have steadily grown since the first
symposium, and this was evidenced by the quantity, breadth and quality of papers
presented in Limerick. A total of forty-two peer-reviewed presentations were read,

twenty-five of which are included in these proceedings. But before moving on to
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strictly scholarly matters, I would like to note the scheduled music events that acted to
remind those of us involved of ‘the thing itself’, to echo the phrase used by Micheal O
Suilleabhdin, Professor of Music at the University of Limerick, during his opening
speech at the symposium. Two of these events took place on campus: an enlivening
session of traditional music performed by recent graduates of Mary Immaculate
College, and a breathtaking piano recital by Durval Cesetti featuring works by
Szymanowski and Chopin. As the symposium dates coincided with the MBNA
Limerick International Music Festival, delegates also had the pleasure of attending its
opening concert performed by the Irish Chamber Orchestra (quite a few also found
their way to a cabaret at the late night festival club). And it was fitting perhaps that
the symposium would end by way of an impromptu musical expression led by two of
its participants, Mary Nugent on wooden flute and Thomas Johnston on uileann pipes.

An international dimension to the symposium was evidenced by delegates’
countries of residence, with representatives from Brazil, Canada, Estonia, Finland,
Greece, Ireland, Norway, Singapore, Turkey, UK, and US. As noted above, the range
of papers given was quite broad, from presentations that reported on school- or
community-based research, to those that were primarily engaged with sociological
and/or educational theories. A number of papers also addressed wider political issues,
for example, Evelyn Grant’s work on music and social inclusion, and Bruce Carter
and Louis Bergonzi’s groundbreaking presentation on ‘Queer Study and Music
Education’.

The symposium included two open discussions. The first of these, ‘Identifying
Key Areas for Research in the Sociology of Music Education’, led to a lively debate
on the potential interrelationships between theory, practice and research. Without

wishing to reduce the complexity of the arguments expressed, two distinct ‘camps’



emerged at the opening of this discussion, namely, those who regarded sociological
theory as fundamental to the interests of the symposium series, and those who
considered practice-based inquiry as a more grounded starting point for research.
What followed was a very useful exploration of the ways in which these two positions
could complement one another. The second discussion centred on where future
biennial symposia should be hosted, and it was agreed in principle that for the
forseeable future the honour should alternate between North America and Europe
(Michigan, US in 2011 and Greece in 2013). However, a number of delegates were of
the view that the symposium itself needed to be more socially active in ensuring that
it became truly international and inclusive, and accordingly, venues outside of Europe
and North America ought to be considered beyond 2013.

Mention should also be made here of the Society for Music Education in
Ireland (SMEI), which held its first exploratory meeting during SoME 2009 in
Limerick. SMEI was officially established in June 2010 following extensive
consultation and correspondence, and the society was granted ISME national affiliate
status in August 2010. It seems that wheel has now come circle with the launch of
these proceedings at SMEI’s first annual conference held at University College Cork

in November 2011.

Proceedings

While it is beyond the scope of brief preface to offer a preview on each of the twenty-
five chapters in this publication, I would like to say something about the two keynote
papers. The title for Lucy Green’s essay asks the timely question, ‘What do we mean
by the sociology of music education?’ Her paper goes on to map the diverse origins of

the sub-discipline(s) involved, considers what these fields might include and
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contemplates possible future directions. Lucy’s meta-analysis also proves useful in
interpreting the spread of themes represented in the symposium, insofar as it
highlights the ways in which music education researchers come to employ
sociological concepts and/or categories, whether these are considered consciously or
otherwise.

The second keynote by Marie McCarthy asks us to appraise global music
education issues in changing demographic contexts. Adopting a historical lens, she
first explores how various ideologies have influenced music education policies in
Western educational systems, largely with the goal of achieving social cohesion. The
paper then moves away from a systemic vantage point towards the perspectives of
migrant groups for whom the construction of musical community and narrative may

offer ways of negotiating cultural change.

The remaining chapters are rich in their diversity, with topics as seemingly far apart
as sociologist Basil Bernstein’s theorization of ‘the pedagogic device’ (Ruth Wright
and Hildegard Froehlich) to the identity of kit drummers (Gareth Dylan Smith); on
closer inspection though, we might find unexpected ‘conversations’ emerging
between these and other contributions. In turn, it is hoped that the 2009 Proceedings

can offer some starting points for future symposia.

John O’Flynn November 2011



Keynote Paper 1: What do we mean by ‘the sociology of music

education’?

PROF. LUCY GREEN

Institute of Education, University of London, United Kingdom.

Introduction

I think we would all agree that, compared with the age of the discipline of sociology itself,
which has antecedents in the 18" century, and the sociology of music, with antecedents in the
19" century, the sub-discipline of the sociology of music education is very new. In fact the
phrase barely existed only 15 years ago. In this keynote I would like to address a question
which I hope will be of some relevance or interest to most people here. It is:

a) What is meant by ‘the sociology of music education’?

Of course I can’t help but give a personal view of what I mean by the ‘sociology of music
education’. Something which we’ll no doubt be discussing over the next few days is also, of
course:

b) What do we, as this particular group of people who have all come to the Sixth
Biennial International Conference of the Sociology of Music Education, mean by this
term; what areas of agreement do we have about it, and where are our differences?

I am of course not going to attempt to say what I think this group of people means by the
term, but near the end of my talk I will present a little exercise that I have undertaken towards
summarising the topics of this conference. A third, and crucial, question to which I will
finally very briefly turn is:

c) What’s the point of doing research in the sociology of music education?
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What is meant by ‘the sociology of music education’?

In considering what is meant by a term, we necessarily come across the question of how it
differs from other similar or cognate terms. So, how does the sociology of music education
differ from, say, the psychology and social psychology of music education; ethnomusicology;
the philosophy of music education; and the history of music education? Which also brings in
the question — what does our field have in common with those fields? And then again, we
need to ask — how is our sub-discipline related to its parent discipline of the overall discipline
of sociology itself; and within that, one on hand, the sociology of music; and on the other
hand, the sociology of education. It’s helpful to start by stripping away both the concept of
‘music’ and the concept of ‘education’, so as to consider the main features of ‘sociology’

itself, at an abstract, general level.

Sociology

Perhaps we could agree something like this: that sociology is the study of:

a) Relationships between people. This can be anything from large-scale macro-level
relationships between classes or other social groups; to small-scale interpersonal
relationships between members of a family or between say, teachers and learners in a
classroom (or instrumental studio).

b) How those relationships become normal and institutionalised. By ‘normal’ T don’t
mean ‘natural’, but how they come to seem natural, and to be taken-for-granted. By
‘institutionalised’ I don’t mean just how they turn into bricks-and-mortar buildings such
as schools, universities, hospitals and so on, but also abstract institutions, which may or

may not be associated with particular types of buildings, such as marriage.
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c) How those relationships and institutions help to reproduce the society along the same
lines. That is, how they keep the society going, and how they help to ensure the
continuation of the same relationships and institutions, and the same practices and values,
from generation to generation. This can occur through taken-for-granted traditions, or
through governmental policies specially designed to uphold old values and practices; and
through the exercise of power by groups in whose interests it is to keep things the same.
d) How those relationships and institutions help to revolutionise, or initiate change in the
society. This can happen through bloody revolution or military coup, or more peacefully
through democratic processes leading to changes in governmental policy; or through
technological, demographic and cultural changes of many different kinds.

Although by no means adequate at a general level, I hope this thumbnail definition is

serviceable enough for now.

Social groups

As a major part of the above areas of enquiry, sociologists have of course considered the
nature of social groups. Some of the most familiar and well-researched ones are of course,
class, ethnicity and gender; but there are many, many more including age, religion, race, the
family, and so on. Of course, groups are bound to overlap each other — for example, within
the middle class there are several different ethnic groups, and within each ethnic group there
are likely to be many classes. At the level of the individual person, each person is bound to
be a member of several different social groups. Some of these might conflict with each other
— for example a person could live in a middle-class family home but be doing a working-class
job; and some of them might change over time — for example a person may change their

religion, move from one class to another, or even have a sex-change. The crucial thing is that
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it is impossible for any person to avoid belonging to a range of social groups. Even a person
who is explicitly committed to a position of extreme individualism has acquired his or her
individualist perspective through social interaction and membership of a variety of social

groups, and will belong to some social groups whether they like it or not.

Social groups and music

So, how do the concepts of sociology and of social groups, so far, relate to music? One issue
is that people in different social groups are liable to engage in different musical practices in
relation to different kinds of music, or what I will call musical styles. For example as is well
known in many countries of the world: the majority of people who listen to Western classical
music, are white, middle class and over age of 35; most (but not all) rap artists and DJs are
black, male and under 35; most (but not all) famous classical composers are white, male and
dead.

Note that even in these brief examples, I have referred to four social groups (race,
social class, age and gender); and, as it happens, three musical practices (listening,
performing and composing), and two styles of music (classical and rap). Therefore I'd now

like to think about how social groups relate to musical practices.

The social organisation of musical practice

It can be helpful to break down the question of how social groups relate to musical practices,

into three main areas:
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a) Musical production: e.g. composition, performance, sound engineering etc. —
including, incidentally, these practices when they take place in classrooms or other
teaching-and-learning contexts.

b) Distribution: e.g. retail of sound-recordings, TV, radio, music on the internet, live
concerts, busking on the streets, sessions in pubs, religious ceremonies, or teaching.

c¢) Consumption — or what I will refer to as reception: this includes how people use

music, e.g. listening to recorded music in their homes, at work, in the car, on their
iPods, radio or whatever medium; watching music programmes on TV; going to
concerts, dancing to music; just hearing music played around and about; and also
teaching and learning.
I think at this point it is helpful to distinguish between large-scale social groups — such as
class, ethnicity, gender — and small-scale socio-musical groups, with respect to the practices
of musical production, distribution and reception.

As just one example, regarding production: different social groups — e.g. classes,
ethnic groups, gender groups, age groups, religious groups and so on — are characteristically
involved in producing different types of music in different ways, depending of course on the
historical era, geographical location and other contexts. At the same time, therefore, musical
production throws up new socio-musical groups, such as performers, composers, recording
engineers; as well as subgroups within each of these such as orchestral composers,
songwriters, rock bands, orchestras; and within those, trumpeters, singers, sound engineers, or
kids recording in their bedrooms. Of course these groups will characteristically be involved in
different musical styles, and will often have quite specialised involvements in quite a limited
number of styles. Although some musical producers, such as session musicians, might cut

across several styles, even session musicians are unlikely to be able to play across a really
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diverse range: say, Indian classical music and Western classical music and African and
Gamelan music too!

That’s just one example, concerning only to the category of production, of how large-
scale social groups can interrelate with small-scale socio-musical groups, regarding a range of
musical styles. Of course there are many other examples within the category of production;

and then many more within the categories of distribution and reception too.

Musical beliefs / values

As I’ve already indicated, sociology does not only consider social groups in relation to their
practices, but also the complex, sometimes contradictory, changeable and overlapping beliefs
and values that the people in those complex, sometimes contradictory, changeable and

overlapping social groups hold. Along with that area come questions about:

-how people come to agree and disagree about their beliefs and values;

-how they reproduce old beliefs / values and produce new ones.

Any discussion of how something is valued tends to lead to distinctions between that which is
valued, and that which is not valued. In a sense we could say that valuing actually produces
distinctions, which is of course why the great French sociologist Bourdieu named one of his
most important books by that title. In music, most of the broad ‘distinctions’ concern what
we can generally term ‘musical style’, which is categorised by the music industry, education
and several other social groups or institutions, into the main, broad categories of classical,
popular, jazz, folk and traditional musics of the world. As with social groups, there are of

course blurred boundaries, changes, and many overlaps and contradictions between these.
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Generally when considering what people believe about music and how they value
music, the concept of musical style comes into the fore. This is because when we consider
our beliefs and values about music we necessarily already start to make distinctions; and the
distinctions we make are liable to include, somewhere in them, stylistic distinctions. This is
the case whether we are distinguishing between large-scale styles, such as ‘I like Beethoven
but I don’t like Mozart’; or between finer gradations, such as ‘I like Mozart’s slow
movements but I’'m not keen on his fast stuff’. Also of course, people can value some
particular pieces of music within one style more than another; for example, we can say ‘I like
Bob Dylan’s 1960s’ songs but I don’t like any after 1972’; or even ‘I love “The Times They
Are A Changing” but I can’t stand “Subterranean Homesick Blues”.’

When discussing issues of musical belief and value, sociologists — including myself —
as well as philosophers, psychologists, ethnomusicologists and others, have for many years
used the term ‘musical meaning’. The question of what people think about music and how
they value it then can sometimes turn around to appear to be a question about what music
means to people. This has caused a lot of confusion when it is accompanied by an implicit
assumption that music somehow contains a meaning off its own bat. Of course, that is an
appearance that sociologists of music, amongst others, have been quick to dismiss.

For a time, in much sociology of music — and in feminist musicology and other
critical musicological arenas — it was either implicitly assumed, or explicitly argued, that
music’s meaning is entirely dependent on whatever people say it means (or what they believe
it means); and by the same token, music’s value is entirely dependent on whatever value
people attach to it. This position is very much in accord with the work of Bourdieu. Taking
that position, it follows that, for example, Western classical music is not ‘really’ ‘great’; but
only seems to be great because it happens to be the favoured music of those social classes

who have the most power to claim its greatness, and — more importantly — to put in place
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various mechanisms of musical production, distribution and reception which reproduce its
greatness.

This process of reproduction is made possible by two, what you might call, belief
systems, or two aspects of ideology: — reification and legitimation. Through reification,
classical music, for example, takes on the appearance of possessing greatness, not as a result
of human belief or value, but as a property which is independent of human belief and value,
and which is, therefore, is a natural, eternal and inevitable part of the music. Greatness is,
then, a property of classical music, or is contained within classical music. Through the
processes of legitimation, the social practices which are built up around the greatness of
classical music, the huge amount of effort and resources, and the high status attached to
classical music, seem to be justifiable — or legitimate — and indeed necessary, because the
greatness of the music inevitably demands them, and it would be morally wrong for a society
to ignore this music. In such ways, reification and legitimation are twin aspects of musical
belief and value — or in other words, are the building-blocks of musical ideology.

Of course, music education has historically been one of the most powerful social
institutions involved in the reproduction of ideologies, that is beliefs and values, concerning
which music is ‘great’, and which music is less so, or which music is ‘rubbish’. At the same
time, one of the ways that music education has traditionally participated in this is not only
through helping to define which music is supposed to be ‘great’ but also, of course, through
defining which musical abilities are supposed to be the most valuable and the most advanced;
and then, through developing assessment mechanisms which most highly reward those
children (or adults) who display those particular abilities, and ignore or give lower grades to
those children (or adults) who do not. And the most valuable and greatest musical abilities are
of course, the ones that are required in order to produce, as well as to wisely consume, the

most valuable and greatest music!
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These comments incidentally don’t apply only to the Western music education system
and Western classical music, which is of course what I’ve been implying. But if they have
sociological soundness, they should apply in a broad sense, to any education system or any
teaching-and-learning practices, and the beliefs and values that go with those, in any society,
and with relation to any style of music. The fact that differing social groups within any one
society can have differing — and often strongly felt — views about these matters is also bound

to be the case, to varying degrees in different social times and places.

What we construe and what we construct

It is important here to distinguish between how we can study a set of beliefs in terms of two
things: We can consider:

a) What those beliefs consist in;

b) How those beliefs have a material effect on the reproduction and / or production of

social relationships and institutions

In the first case, philosophers of music would have a field-day; and have of course had many
debates over what different beliefs about music consist it, for more than a couple of thousand
years. However, from a sociological point of view, we could say that any discussion of what
people’s beliefs about music consist in — whether we are talking about the beliefs of
philosophers, or the beliefs of passers-by outside the supermarket on a Saturday morning —
any discussion of what people’s beliefs about music consist in, will remain at the level of
‘mere description’ unless it proceeds to the second level. In other words, this concerns how
those beliefs serve to reproduce or produce social groups and the opportunities and rewards

available to social groups and the individuals within them.
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To illustrate what I’m trying to say here, let us imagine a fictional piece of research in
which the researchers go about asking music teachers the question: ‘what do you mean when
you use the term “musical ability”?” Various teachers give their different replies, which are
then analysed in such a way that they can be grouped into categories. The researchers then
present their findings as a collection of the various different categories of things that teachers
mean by the term ‘musical ability’. It could be quite interesting; for example lots of teachers
might all say similar things about one aspect of musical ability; but differ greatly about
another aspect, and so on. End of piece of research...!

But sociology does not stop there; it is not interested merely in what teachers or other
people ‘mean’, or think they mean, or say they mean, when they for example, use the term,
‘musical ability’. What people mean, or think they mean, or say they mean when they say
‘musical ability’ is merely a matter of how they construe musical ability. Rather, sociology in
general, and the sociology of music education in particular, is interested not only in how
people construe, in this case, musical ability; but how they construct musical ability through
their actions in relation to social groups and social institutions, and the structure of
opportunity for people to not only acquire, but also to demonstrate musical ability within the
society. In other words, it goes further to ask: how does the meaning of the term ‘musical
ability’ materially contribute to the reproduction and / or production of actual musical
abilities themselves, or their lack; and of actual musical successes and failures, in various
groups of musicians and music-learners in relation to various musical styles?

Of course, education and other teaching-and-learning practices are very important in
those reproduction and / or production processes. By looking at a society’s educational or
other teaching-and-learning practices in music, we can discern, for e.g.:

-which musical practices and the abilities required to practice them, and/or

knowledge about them, are included in education;
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-which are most highly rewarded by for example, high status educational

qualifications;

-which are included in education, but given lower status;

-which are not included in education but exist outside educational institutions; and

SO on.
What we find will be bound to be linked in different ways to different styles of music.

Through examining all these educational and other teaching-and-learning music

practices, their concomitant styles, and the various levels of importance and status these are
given, we can see how overall groups within the society combine together, to construct, not
merely construe, social institutions, not merely ideas; and how these institutions govern, not
merely the reproduction of pre-existing musical practices, and the abilities and successes and
failures that go with them, but also the production of new ones, as they interact with changing

material resources and opportunities.

The musical product: ‘music itself’

However there is something that has been left far behind in this discussion so far: the musical
product, or ‘music itself’. Many sociologists of music, and also many contemporary ‘critical
musicologists’, feminist musicologists, philosophers of music and others today, wish to say
that there is no such thing as ‘music itself’. As already discussed in relation to sociologists of
music; music, for many of them, is only whatever people say it is; and its meanings and its
value are only whatever people say they are.

But I want to suggest something which may at first appear to be deeply
‘unfashionable’. It is that the notion that music means only what people say it means, and is

only as valuable as people say it is, is going a step too far. For music is not merely a
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symptom of our musical practices and the meanings and values we attach to it, but it does
have some independent existence — or autonomy — which enables it to act back on us. This
level of autonomy is not unlike what the psychologist Gibson referred to in general as
‘affordance’, and which has been more recently applied to the field of music through the
musicologist Allan Moore, the sociologist of music Tia De Nora, the music psychologist Eric
Clarke amongst others. I’'m not sure that they would be happy for me to link that term with
the term ‘autonomy’, but in fact I can’t see that there is any fundamental difference between
the two concepts.

Both the concepts of autonomy, or ‘affordance’, in the context of my present
argument, refer to music’s capacity — that is, the capacity of ‘music itself” — to influence our
beliefs, values, feelings or behaviour. For example we can hypothesise the following — and if
we wanted to, we could easily conduct an empirical experiment to see if our hypothesis will
be borne out: Let us ask a primary-school teacher — in more or less any country that we care
to choose where there are primary schools of some kind — let us ask him to play some fast,
loud music with an explicit beat and a prominent percussion part to some children; and ask
the children to dance to the music in whatever way they like. How will the children dance?
We can hypothesis that they will jump around vigorously. If they are asked to dance to soft,
slow string music, how will they dance? They are likely to glide about gracefully.

In this example, the musical product, or ‘music itself’, seems to be influencing the
children’s responses; or we can say that the music affords certain responses more than, or
instead of, others. To that extent, then, the music does have a level of autonomy from our
wishes and our actions; even if this level of autonomy can only ever be realised within
particular social contexts.

One of the most difficult questions that confronts the sociology of music is how far

people’s responses to music are ‘natural’, and how far they are the result of learning,
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socialisation, enculturation, or convention. For example the children in the hypothetical
example just now are always-already socialised, or encultured, into appropriate or
conventional responses. How do we know what is natural and what is learnt? I’'m not going
to give you an answer to that question — and indeed I believe there never will be a solid
answer to that! But I will suggest, as a fundamental underlying proposition of what I believe
to be a balanced sociology of music, that we should not shrink from employing the concept of
‘music itself’, or indeed from analysing the musical product itself, and bringing these into a
conceptual relationship with all the other terms that we use. Otherwise, we will miss the very
object that is at the centre of our field and that is the nub of everything that we purport to
study.

Whereas Adorno’s project was to do just that, that is, analyse music itself in relation
to society, where he fell down was in the ambitious attempt to forge a macro-level correlation
of music’s properties with the properties of the society from which it emanated and / or in
which it was disseminated. As I pointed out in Music On Deaf Ears, and was also pointed out
by Tia De Nora in Music In Everyday Life, Adorno felt himself to be above undertaking
detailed work into the processes of how music, its meaning and values, are constructed within
the society; but in order to understand music sociologically, we do need to turn our attention
to just those processes, and work from the micro-level outwards to the macro-level.

So to get back to my question: what do I mean by the ‘sociology of music education’?

A thumbnail sketch of the ‘sociology of music education’

Firstly, in relation to the sociology of music — without the word ‘education’ in there just yet,

to me, work in the sociology of music can, does and should look at one or more of the
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following four areas, at either or both the micro- and / or the macro-level. I’'m sure you would
want to add other areas:
(a) Social groups and socio-musical groups;
(b) Musical practices (production, distribution, reception);
(c) Musical beliefs, values and abilities, (as they are both construed and constructed
by social groups and socio-musical groups through their musical beliefs and
practices; and as they interconnect with musical abilities);
(d) ‘Music itself” (however problematic a concept that is, in terms of what it is in
some music that affords some responses, and in other music that affords other

responses).

I believe that fundamentally, we music-sociologists need to at least bear all four areas in mind
and attempt to contextualise our work within or across them all, as far as is reasonably
possible; whilst of course wanting to focus mainly on one, or a portion of one of these at a
time or in any one piece of work.

(At this point I am tempted to add just one short paragraph which wasn’t in my
original keynote: as Ruth Wright pointed out later in the conference, my speech did not
address itself substantially to the sociology of education. She was quite right, I am focussing
on the sociology of music and the sociology of music education, and rather leaving that third
crucial part of the triangle, the sociology of education, to look after itself. However those
who are familiar with the work of educational sociologists such as M. F. D. Young, Basil
Bernstein, Bourdieu, Michael Apple and others — will be able to make the links between my
suggestions here and the basic tenets of that field. These tenets are intrinsically wrapped up
with concepts of reification, legitimation, and the role of education in social reproduction and

production.)
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When we come, then, to the sociology of music education and what is meant by it,
we can perhaps suggest, in line with the four points a) to d) above, that: the classroom,
instrumental studio, the bedroom, street and other teaching-and/or-learning environments:

(a) Involve teachers and/or learners from a variety of social and socio-musical

groups;

(b) Provide contexts for musical practices (production, distribution, reception;

(c) Provide contexts for construing and constructing musical beliefs, values and

abilities;

(d) Affect, and are affected by, the nature of ‘music itself’.

In addition to all this, it’s very important to say that sociologists in general do a type of work
which has always lead them to question the ethical make-up of the societies they study;
including whether the society is fair or just; whether it gives equality of opportunity and
equality of outcome to all its members; whether it shares out its wealth and so on; and in
asking if not, then why not; and if not, what can be done about it.

This brings me round to this conference and to the reasons why we’re all here today.
I have been talking so far at a level of abstraction, about what I personally think ‘the
sociology of music education’ means; or how I construe it. Now, I wonder what the
community of sociologists of music education mean by the term, and how they construe the
term; and more significantly, what sociological work is actually going on in music education
which contributes to the reproduction of existing musical beliefs, values, practices and
abilities; and to the production of new ones? This sociological work is of course directly
involved in constructing the sub-discipline of the sociology of music education, and may also
be involved in influencing how music education is practiced in educational or other teaching-

and-learning environments.
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A thumbnail sketch of the topics in this conference

In order to get some idea of an answer to this question, I went through the abstracts of this
conference. 1 am talking now rather informally and I by no means wish to give the
impression that I have done a proper NVivo or AtlasT analysis of the Abstracts! Also I do
realise that the Abstracts I was reading were the ones submitted to the conference and people
may have changed their topics or focus since then. However, out of interest, I will share what
I found. I did a quick and sketchy first-level cataloguing of the main terms which seemed to
be the focus of more than one, and in most cases, quite a few Abstracts, and of various
congruent terms that went along with them. The very informal results look something like the
list below. The list shows each term followed by the number of times it was used in the
Abstracts. (For words that have various endings, I have used an asterisk, e.g. ‘teenage™®’,

instead of writing out ‘teenage, teenaged, teenager, teenagers’ etc.)

Social groups

Class: 8

Gender: 10

Women: 9

Ethnic* / race: 7
Immigra*: 14

Diaspor*: 2

Adolescent* / teenage™: 9

Subcultur*: 2
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Educational institutions or other transmission contexts
School*: 76

Universit* / higher education: 56

Classroom: 21

Instrument/vocal* [al / tuition / studio]: 14
Community: 48

Virtual [music / learning]: 7

Original®* / Authentic*: 5

[General] cultural context™: 3

Musical practices, i.e. ways of teaching / learning
Teach: 87

Learn: 78

Formal: 26

Curricul: 24

Instruct™®: 12

Pedagog: 17

Informal / aural: 11

Musical practices
Sing*: 19

Play* [instrument]: 7
Compose: 9

Improvise: 0
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Musical styles and related issues
Classical [music*]: 3

Popular [music*]: 5

Jazz: 5

Folk [music]: 10

Tradition* [musical / aural / oral]: 9
World [music*]: 1

Multicultu / intercultu*: 14

Belief systems/social constructionism
[Social] constructi*: 23
Discourse / discursive: 15

Ideolog*: 2

Ethical issues

Equit* [able / ity ] / equality: 4
Just* [ice]: 5

Fair* [ness]: 3

Inclusion: 2

Cohesion: 1

18
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Important but miscellaneous terms (?)
Identit*: 85

Agency: 5

Musicality / musical ability: 4

Policy: 9

Notice immediately above, the high number of mentions of ‘identity’ issues, and the
low number concerning ‘ability’ — I wonder what is behind that? When it comes to
research methods:

Research methods / methodologies

Qualitative: 7

Interview: 17

Narrative: 11

Grounded theory: 4

Ethno* [graphy / graphic / methodology]: 4

Social constructi*: 6

Case study: 5

Holistic research: 3

Incidentally:

Quantitative: 0
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However, although the term itself didn’t arise in the Abstracts that I analysed, there was in
fact one paper offering a substantial analysis of quantitative data. More worryingly perhaps,

and interestingly given the general concern with identity issues, there was also this result:

Globalis* / colonis* / imperialis*: 0

Localis*: 0

And interestingly:

Assess* [of musical ability]: 0

Those might be areas where new work in the sociology of music education could be done,

perhaps. I will close with my final question:

What’s the point of doing research in the sociology of music education?

I have been considering what I ‘mean’ by (or how I construe) the sociology of music
education, and have then said a couple of things about what this group of people might mean
by it. As I suggested earlier, there is a difference between ‘construing’ meaning and
‘constructing’ meaning. Researchers can easily go around asking people what they think
things mean. But one of the points of sociology is surely to go one step further and
investigate how those meanings translate into material practices; that is, how they do not
remain at the level of ‘mere’ belief or what people construe, but how they contribute to the
actual construction of not only beliefs, and values but also propensities, such as in our case,

musical abilities; and very importantly, how these propensities relate to the opportunities,
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rewards and status that are available to different social groups and individuals within those
groups, in relation to structures of power and wealth.

There is an ethical dimension to many abstracts in this conference. Whether or not
they used the specific words I put up earlier, such as ‘equality’ and so on, most of the
abstracts have as their wish, the aim to improve things — all research fundamentally has that —
but in our case it is often to improve musical opportunities for under-represented or needy
social groups, and/or to improve the recognition of and respect in which the music of such
groups is held within the education system and in society generally. So sociologists of music
education are, and should be, interested in actual teaching and learning practices: we need to
think hard about how music is taught and learned in various contexts, not just educational
institutions; and whether it is a) possible and b) worthwhile trying to bring a broader range of
teaching and learning practices into broader use within a system of greater equalities of
opportunity. Such an aim I also found reflected in the Abstracts.

As the sociologist of education M. F. D. Young and the sociologist of music
education Graham Vulliamy suggested a long time ago, if schools can turn categories and
values upside down, or around, this would result in ‘a massive redistribution of the labels
educational ‘success’ and ‘failure’. There was a utopian angle to that hope, perhaps. But I
believe it is not too much to think that our work as sociologists of music education may in
some small ways bring about a greater level of equality through the redistribution of musical
beliefs, values, knowledge, abilities and opportunities; so as to enhance the musical
involvement, and strengthen the musical identities of a broader swathe of people than in the
past; and help to break down some national, religious, gender, class, ethnic, racial and cultural

barriers and inequalities.
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Keynote Paper 2: Music Education and Narratives of Social

Cohesion: From National Melting Pot to Global Community

PROF. MARIE McCARTHY

University of Michigan

Abstract

The goal of integrating people from diverse cultural backgrounds into a cohesive society has
been a long-standing goal of Western educational systems. Various ideologies to integrate
immigrants into society were advanced in order to achieve this goal--from assimilation and
cultural pluralism to multiculturalism and globalization. In turn, each of these ideologies has
influenced the direction of music education. In this paper, I provide perspectives on social
cohesion and education, illustrating how ideologies were used to promote socially cohesive
societies. I explore how the construction of narrative—and music as a form of narrative—is
important in the process of adapting to a new culture. From there, I examine community as a
metaphor and narrative for music education in the twenty first century. Finally, I apply the
concept of community to propose a view of music education as a space of hospitality and
possibility that can contribute to building a socially cohesive society.
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Social dimensions of music education have been neglected until recent decades. The
international symposium in music education series which began at the University of
Oklahoma in 1995 has been a catalyst for what we might call the ‘sociological turn’ in music
education. It is wonderful to see the efforts of early leaders—Hildegard Froehlich, Roger
Rideout and the late Steve Paul—generate interest in and commitment to the value of
sociological perspectives in music education. Now we gather here in Europe for the first time,
and in a sense it is an intellectual homecoming since sociology and social theory have their
roots in continental Europe.

When I set out to write this paper, [ was keenly aware that I wanted to address a topic
that is sociological in nature, international in scope, and one that has particular relevance here
in Ireland. I kept coming back to the experience of living ‘between worlds’, something that I
have experienced personally for over twenty years as I travelled back and forth between the
United States and Ireland, those worlds that are separated geographically by a vast ocean that
has been well traversed over the years. I am reminded of Micheal O Suilleabhain’s address at
the last sociology conference in St. John’s in 2007, ‘A Thread Across the Ocean’, in which he
described the great transatlantic cable laid down in 1866 between the continents, but also the
emotional and intellectual ties between St. John’s and Ireland (2008, p. 9). Those ties between
the continents have become closer ever the years.

My paper is somewhat autobiographical as I explore the age-old phenomenon of
immigration and how it has shaped and continues to shape social narratives within music
education. Living in two countries for over twenty years has meant a constant renegotiation of
national identities, changing relationships with the home country and the adopted one, and
reassessment of values in keeping with the dynamic nature of culture and the fast-paced
march of globalization in this particular period. I gained a few insights from reflecting on this

personal experience of migration and dislocation. First, each emigrant’s story is a unique one,



Marie McCarthy Music Education and Narratives of Social Cohesion 25

as unique as the circumstances that cause them to uproot or be uprooted and leave home;
second, music is often central to the process of cultural relocation—a praxis of living out who
we are as border people, a means of maintaining continuity with the past by drawing on music
of the home culture, and a way to make sense of life in the adopted country by participating in
its musical cultures.

Engagement with music can be incredibly powerful and profoundly significant in
positioning oneself in new political and cultural landscapes and filling the spaces between the
old and familiar and the new and the distant worlds. Indeed there are elements of the migrant
experience in each person’s life, similar to Hildegard Froehlich’s observation that we are all
immigrants. We do not need to cross a political boundary and settle in a new country to
encounter cultural difference, experience hegemony, or feel marginalized and
disenfranchised.

In a sense, we all live in multiple worlds as part of everyday life and we may
experience being ‘Other’ in certain contexts. In postmodern discourse, this experience is seen
to occur not only at the level of ethnicity and race but also in relation to social class, gender,
disability, sexual orientation, generation, political affiliation, among others. For the purpose
of this presentation, I am keeping this more expansive definition of ‘Other’ in mind while
focusing on the experience of immigrants as ‘Other’, exploring how music education can
provide a doorway for them that leads into a space of hospitality and possibility. This kind of
doorway is modeled here in Limerick in the work of Doras Luimni (trans. from the Irish as
‘door of Limerick’), a group of concerned people who have come together to welcome and
provide support for refugees.

Ireland has a long history of emigration and an even longer history of occupation by
foreigners, from Celts to Vikings, Normans to British. But the recent influx of immigrants is

unique and central to discussions of education and social and cultural life in Ireland today. For
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example, the 2008/2009 Seamus Heaney Lecture Series explored questions of culture and
identity in contemporary Ireland. A new interdisciplinary journal based in Irish universities
titled, Translocations: Migration and Social Change, presents ‘an intersecting set of
perspectives that create [sic] the terrain on which we choose to situate ourselves’ [Available
http://www.translocations.ie Accessed 15 June 2009]. And an upcoming special issue of the
journal Irish Educational Studies is devoted to the theme of ‘Race, Migration and Education.’
The editor of that journal writes: ‘Education is central to processes of production and (re)
production in society and should be at the core of any discussion about immigration and the
development  of  multicultural and  socially  just  societies.’ [Available
http://www.tandf.co.uk/journals/ctp/riesctfp.pdf Accessed 15 June 2009]

The topic of immigration and cultural diversity in education has been at the core of US
education for over a century, and in the UK since the 1960s; now it has surfaced as centrally
important to Irish education and society. In what follows, I examine issues of music,
education, and migration through the lens of social cohesion and provide some direction for
music education. First, I provide some perspectives on social cohesion and education; that is
followed by an historical overview to show how metaphors were used to promote socially
cohesive societies and how music education contributed to that goal. Then I explore how
narrative—and music as a form of narrative—is especially important in the process of
adapting to a new culture. From there, I examine community as a metaphor and narrative for
music education in the twenty first century. Finally, I apply the concept of community to

propose a view of music education as a space of hospitality and possibility.
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Perspectives on social cohesion and education

Socio-political ideologies based on theories of assimilation, cultural pluralism,
multiculturalism, and interculturalism aimed at promoting social cohesion through education.
Such ideologies were developed primarily in response to migration and demographic change.
The term ‘social cohesion’ has an expansive literature and contested meanings, starting with

Emile Durkheim, the father of educational sociology, who wrote in the early 20" century:

Society can survive only if there exists among its members a sufficient degree of
homogeneity; education perpetuates and reinforces this homogeneity by fixing in
the child, from the beginning, the essential similarities that social life demands.

(Durkheim, trans. Giddens 1972, p. 203)

Durkheim’s functionalist view of social cohesion was aimed at achieving social equilibrium.
The great pragmatist, George Herbert Mead, in his landmark book published in 1934, Mind,
Self and Society, observed that societies are complex and any explanation of social cohesion
needs to take into account the ‘interlocking interdependence of human individuals upon one
another within the given organized social life-process in which they are all involved is
becoming more and more intricate and closely knit and highly organized as human social
evolution proceeds on its course’ (p. 310). He compares the relatively loose and disintegrated
social organization of feudal times with the relatively tight and integrated social organization

of nationalism and points to ‘some form of international civilization’ (p. 310).

Mead’s view emphasizes the complexity of social cohesion and the importance of
approaching it not as a simple dichotomous or hierarchical social process but rather as a
continuum of efforts that variously achieve a balance between homogeneity and diversity—

from highly cohesive nations seeking to achieve a mono-cultural society, to nations such as
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the US which are founded on diversity, and to socially cohesive communities within more

loosely structured political arrangements.

Social cohesion and music in education

As sociologists of music education, looking to the past can provide us with insights that are
vital to understanding contemporary social ideologies. In order to focus the vast topic of
education and social cohesion, I have chosen metaphors as a way to capture the essences of
ideological thinking. Geneva Gay (2003) says that we use metaphors in constructing our
narratives to help convey feelings, beliefs, and values (p. 7). Taking Gay’s idea, let us go back
in time, in fact just one century to find the first dominant metaphor of social cohesion that
impacted educational thinking in the US, that is, the melting pot.

Assimilation. This year is the centenary of the publication of the play The Melting Pot
by English playwright Israel Zangwill. The play was first produced in Chicago in October,
1908 and again in Broadway in September, 1909. The play presented a utopian vision of
America as a crucible that blended all nationalities and races into a new American people,
interethnic and interracial (Gans, in Jacoby, 2004, p. 33). The use of melting pot metaphor
went back to the nineteenth century with images appearing in popular magazines. The
metaphor aligned well with the political ideology of the time and caught the imagination of
the American people. The image became more popular as politicians advanced the ideology
of Americanization, E pluribus unum, promoting unity through the development of common
Anglo-Saxon values.

In advancing the social ideal of Americanization, all immigrants became nationalized

through learning the language, participating in national holidays and celebrations, attending
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public schools, and learning the values of citizenship. In public-school music education, as
Terese Volk points out in her book, Music, Education and Multiculturalism, music was seen
as an activity that could unite people of different ethnic backgrounds, social classes, religious
beliefs through singing and playing instruments together, thus instilling ideals of American
nationality. The melting pot theory sought to assimilate and to maintain a social equilibrium
in the face of unprecedented immigration. In that sense, it was closely aligned to functionalist
social theory.

In that same period in the early 1900s, Ireland was a country of diverse religious
denominations (Protestant, Catholic, Presbyterian, Quaker) and various socio political
groups—native Irish, Anglo-Irish, British landed gentry, and minority groups. The driving
political force for independence from Britain was coming from cultural nationalists who
promoted Irish language, songs, and literature to build momentum for gaining political
independence. When independence was achieved, that diversity was not acknowledged as an
ideology of political and cultural assimilation was used to build the national fibre. Song
repertoire in Irish primary schools—Irish language songs, historical ballads, and hymns
passed on vital information to build a nation based on native language and culture and
Catholicism. Although drawing on two quite different cultural contexts, a melting pot theory
was the underpinning ideology in both efforts to create sociopolitical unity, one based on
Americanizing immigrants and making good citizens, the other on advancing a particular
definition of Irishness that did not accommodate diverse sub-cultural groups. The goal in both
cases was to build a strong national identity, and music education was a servant in realizing
that goal.

In the same time period in the early twentieth century, a counter theory of cultural
pluralism was advocated by philosopher Horace Kallen and made public in an article in 1915

titled ‘Democracy versus the Melting Pot.” The theory advocated an alternative route to
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achieving social cohesion out of diversity. Kallen likened cultural pluralism to a symphony
orchestra where the different ethnic groups played different instruments and out of the
diversity, harmony was created. In a letter to Kallen, John Dewey endorsed his idea, with the
condition that ‘we really get a symphony and not a lot of different instruments playing
simultaneously.” He continued: ‘I never did care for the melting pot metaphor, but genuine
assimilation to one another—not to Anglo-Saxondom—seems to be essential to an American’
(Letter to Kallen, 31 March 1915, in Eisle, 1983, p. 151) While Dewey rejected the melting
pot metaphor as such, he did not turn his back on the notion of assimilation. He wanted to see
‘genuine assimilation to one another’. One interpretation of that statement might be that
music educators create an environment that not only welcomes and tolerates ethnic diversity
but also helps students to explore difference and communicate about difference with the goal
of developing empathy and mutual understanding. Dewey wanted the kind of dialogue and
individual reflection that we associate with conflict theory and critical pedagogy, a social
ideal that would resurface later.

In the early decades of the twentieth century, music as a school subject applied the
melting pot theory and music teachers did their part to assimilate immigrants through singing
patriotic songs, folk songs of various western European countries beyond the German canon
which dominated school music up to that point, school pageants and festivals (Volk, 1998, pp.
40-44). ‘American Unity through Music’ was a dominant theme during World War Il when
the Americas consolidated their relations in the face of hostility from abroad.

The music education profession came up with its own response to the melting pot
theory in the powerful metaphor of music as an international language. This became popular
during World War I and lasted into the 1960s; in fact, it is still used in some contexts to
describe the ways in which music can unite peoples of different nations and ethnicities in the

name of peace and fraternity. In this context, music is seen to transcend national boundaries
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and create unity among nations. Grounded in this belief, the International Society for Music
Education (ISME) was founded in 1953 in the aftermath of World War II with the aim of
bringing music educators together to build international friendship through music.

Cultural pluralism. Metaphors that projected music as transcending cultural
differences and as building international harmony began to fall out of favour with the rise of
multiculturalism and identity politics in the transformative and tumultuous decade of the
1960s. The notion that universal meanings were somehow embedded in music was rejected
and the cultural significances and contextual meanings of music took centre stage. New
metaphors such as mosaic, patchwork quilt, and salad bowl took the place of the melting pot
to visualize the complex cultural make up of nations and the dynamic nature of music
cultures. According to this view, immigrants retain and value their heritage and maintain a
high visibility as part of the national cultural mosaic. Perhaps the most powerful image of all,
one that is associated more with interculturalism than multiculturalism, is the kaleidoscope. It
captures the dynamic and ever-changing relationships between individuals, social and cultural
groups, and nations in a globalized world. It implies social interaction and ultimately builds
social identity, a foundation of all human identities (Jenkins, 2008).

In these images of cultural diversity, there are connotations of different textures and
colours and nuanced richness that reflect the multi-vocal, multi-musical foundations of U.S.
society. In varying degrees, school music programmes now reflect what these metaphors
stand for. This is evident in music textbooks, arrangements for choir, band, and orchestra,
availability of musical instruments from all over the world, professional development around
world music, and a body of research on multicultural music education. Provision of diverse
materials is an important step, but it is simply the beginning of the journey. It tells us little
about how children and youth and teachers experience the curriculum built on such

materials—how the immigrant is welcomed into the community, how his culture is woven
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into the curriculum, who listens to her voice, who hears his music, what is the quality of the
teaching environment and the pedagogical encounter? What doors are opened? What
possibilities (musical and otherwise) can he imagine beyond the threshold?

Globalization. As one of the dominant processes of our time, globalisation, coupled
with new waves of global migration, is testing assumptions and prompting new questions
about the role of education in integrating immigrants into society. Peadar Kirby
(‘Globalization and Identity: Reflections from the Irish Experience,” 2009) argues that the
advent of globalization has brought identity to the fore and asks: ‘Where is the basis for
fashioning the community?’ Referring to the same phenomenon, James Banks (2009) believes
that education should be helping students to develop identities and to function in cultural,
national, and global communities.

In recent literature we find a new discourse of social cohesion with connotations of
assimilation and a refocus on nationalism, aligned with contemporary values and social
realities. Entwistle (1999/2000, p.14) struggles with the two dominant models of social
cohesion of the 20" century—assimilation and cultural pluralism—and concludes that perhaps
neither metaphor is suited to multicultural societies. Instead, he argues, we should engage in
‘a detailed discussion of what a healthy, multicultural society needs in order to ensure both
justice for the individual immigrant and the necessary social cohesion for citizens to feel
connected to each other as contributors to the common good.” Entwistle is not alone is voicing
the need for a new metaphor, a new model.

Some scholars are questioning the limits of multiculturalism as a national ideology
and some are even returning to the melting pot idea but with a new lens in light of
contemporary society. Jacoby (2004) writes that we may need a new understanding of

assimilation:
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... a definition that makes sense today, in an era of globalization, the internet, identity
politics.... Just what kind of assimilation is taking place today? What is possible?
What is desirable? And how can we reframe the melting-pot vision to make it work for

a cosmopolitan, twenty-first century America? (Jacoby, 2004, pp.4-5)

Jacoby argues that people are hungering for a larger, shared narrative that ... provides an
understanding of what holds us all together as Americans, and one might reasonably extend
that to other nations too (p. 4). He says that assimilation is about ‘finding a sustainable

balance between what makes us different and what we have in common’ (p. 15).

Reports from European countries, Canada, and Australia indicate that there is a
parallel movement to revisit multiculturalism in the context of nationality and national
identity. James Banks (2009), the great proponent of multiculturalism, recently reported that
citizenship education is being used in nations such as Australia, Canada, and the UK to
promote a new form of assimilation called ‘social cohesion’, originating in concerns about the
fracturing of national identity and the maintenance of national unity (p. 3). These concerns are
in part in reaction to global immigration and increasing diversity in nation-states which is
forcing nations to rethink how they can develop civic communities that incorporate the
diversity of people and yet have an overarching set of values, ideas and goals (pp. 306-08).
Furthermore, Peadar Kirby (2009) argues that globalization is undermining the centrality of
the place of the nation-state. That causes him to ask — if not the nation, what binds us
together? What are the human bonds that unite us? He sees social cohesion (in Ireland at
least) as a process that is happening more at the local, particularistic level. There is evidence
of grass roots responses to cultural diversity. For example, a multicultural festival in Ardara,

Co. Donegal titled The Melting Pot was established recently, using the arts to celebrate and
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perform diversity. The festival website describes the event as celebrating ‘many of the ethnic
cultures in the area as well as others from around the globe’
(http://www.ardarameltingpot.com Accessed 27 June 2009).

With these perspectives in mind, what kinds of educational communities align well
with global realities and migration trends? What narratives do we seek to build around those
contexts of transmission? What repertoire of stories will build local, national and global

identities that Banks advocates?

Narrative as a cultural mediator

Bruner (1996) claims that ‘the importance of narrative for the cohesion of a culture is as great,
very likely, as it is in structuring an individual life’ (p. 40). It is through its narrative, he
writes, that ‘a culture provides models of identity and agency to its members’ (p. xiv). It is not
easy, he says, ‘to help a ten-year-old create a story that includes him in the world beyond his
family and neighborhood, having been transplanted from Vietnam to the San Fernando
Valley, from Algeria to Lyons [sic], from Anatolia to Dresden’ (p. 41), and I might add from
Nigeria to Limerick, or from Brazil to Gort.

Whether narrative is expressed and embodied in an image, myth, folk song, story,
piece of music, dance or custom, by the power of imagination narratives can serve to bring the
pieces of one’s life together. As we tell and write stories, we can weave the threads of
ourselves into a whole; similarly, as we make and create and listen to music, we can weave
the soundscapes of our past and present together. It is an act of synthesis. In the process of
musical engagement, we tell ourselves a story and form relationships, as Christopher Small

(1998) expresses so well in his book Musicking: ‘There is a sense in which all musicking can
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be thought of as a process of storytelling, in which we tell ourselves a story about our
relationships’ (p. 139). Maxine Greene (1995) believes that encounters with the arts help us
‘to cross the empty spaces between ourselves and those we teachers have called ‘other’ over
the years’, (p. 3) and it is, she says, above all, ‘what makes empathy possible and what can
bring severed parts together, ... [to] create wholes’ (p. 38).

By participating in the codes of a culture through music making, an immigrant is more
likely to feel empowered to participate in musically meaningful ways that exercise agency and
that bring her in touch with a group’s communal ways. I turn to community as a key concept
for constructing and living out narratives, forming a democratic ideal of social cohesion, and
for developing local, national/multinational, and global identities in a place of learning and

enculturation.

Gathering around community: Toward a democratic narrative of social cohesion

The concept of community came into use in social science and music education around the
same time that the melting pot image gained popularity in the teens of the twentieth century.
What did it mean then and how is the concept useful to us now? The literature on community
is extensive and its meanings are varied. Cohen (1985) speaks to the power of community
when he describes it as ‘a symbolic construction, resource and repository of meaning, and a
referent of one’s identity’ (p. 118). Participation in community can be concrete and at the
local level, associated with place and geographical area. It can engender feelings of
attachment, belonging and commitment in those who are members. It implies social
interaction, whether face to face or in cyberspace. It contains the real and the imaginary, as

Benedict Anderson (2006) put it in his description of nations as imagined communities.
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Community then, is a multifaceted concept and suited to exploring ways of building social
cohesion in diverse groups. At the same time, one must be aware of the potential limitations
of communities as social structures. Nel Noddings (in Jorgensen, 2003, p. 15) points out that
communities can have, ‘tendencies toward parochialism, conformity, exclusion, assimilation,
distrust (or hatred) of outsiders, and coercion.” Estelle Jorgensen (2003), who has written
extensively on community, added that ‘despite educators’ best efforts to create and sustain
dialogue and an open-ended community.... other forces invariably contradict, countermand,
or crush these efforts’ (p. 15).

The concept of community has become popular in the arts and education today. The
Community Music movement which began in the UK in the 1970s has grown as an academic
field, evident in the development of degree programme offerings and the founding of a
scholarly journal, the International Journal of Community Music. In general education, the
notion of classrooms as communities of practice resonates for practitioners and researchers
alike, and ideas of learning communities, school as community and community in the school
are themes that have dominated educational literature since the 1990s.

Finally, community can be a common denominator uniting the goals of school music
and other institutional contexts of music education. The music educator, as Hildegard
Froehlich (2007) points out, can be a bridge builder between different communities—school
communities, music communities, political communities (p. 43). So what might we envision

for relationships between music education and community?
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Community in the making: Music education creates spaces of hospitality and worlds of

possibility

In this final part of the paper, I offer a view of music education that includes a place for the
outsider (the immigrant, in this case) in our communities of music making and that assists in
the process of relocation and integration. I have identified openings in music education,
doorways into spaces of possibility that I believe will support the development of citizens

who are engaged locally, attached nationally, and conscious of global influences.

Music education can open the door of hospitality and nurture the idea of home

Music informs our sense of place (Stokes, 1994), and when there is dislocation (as in
immigration), participation in music can play a powerful role in relocating or re-embedding
ourselves. He continues: ‘The musical event... evokes and organizes collective memories and
present experiences of place with an intensity, power and simplicity unmatched by any other
social activity’ (p. 3). There are abundant opportunities in music education to welcome the
outsider by opening the door of hospitality in the act of music making. In his lecture on ‘The
Poetics of the Stranger’, Irish philosopher Richard Kearney (2009) presents hospitality as an
act of translation and transformation that involves taking risks related to interaction and the
building of relationships between host and stranger. Small (1998) points out that the gestures
of musicking can articulate many kinds of relationship at once, opening the possibility of
crossing over and negotiating past and present, places, people, attachments, and experiences.
Music making, then, is a space for building relationships between self and other, and living

out one’s multiple national and cultural identities, evidenced in the following case study.
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Helen Phelan (2008) organized a community-based choir made up of women from the
asylum seeking community in Limerick and women from the traveler community, with the
intention of supporting music native to the two groups and opening each group to the music of
the other group. She found that participants chose instead to select pieces which reflected their
sense of the other community. In the end, Phelan writes, it was not easy to decipher which
songs came from which group and both groups sang them with equal ownership. Findings
from this case study are a reminder of the power of music making in generating a community
and the notion of ‘musical affordances’ that Lucy Green shared in her paper, that is, the
possible meanings that a musical event affords.

Emphasis on praxis-based approaches to music education in the last two decades
aligns well with the ongoing work of building socially cohesive communities. Recently, I held
a world music workshop at the University of Michigan in which students performed music
from traditions unfamiliar to them—Mexican mariachi, Balinese gamelan and Japanese koto.
The experience illuminated the transformational nature of performance and the value of
tradition bearers in introducing the music of an unfamiliar culture. Creative music making is
another medium for creating a transformational space in music education. This is borne out in
the study reported in Bruce Carter and Adria Hoffman's paper where students were afforded
an opportunity to create through composition activities, generating an inclusive space for

those who may perceive themselves as excluded in school and society.

Music educators can provide space for different voices to be heard

The hoped for community, Maxine Greene (1995) says, is ‘a community attentive to

difference, open to the idea of plurality’ (p. 167). Classrooms, she writes, ‘ought to pulsate

with multiple conceptions of what it is to be human and alive’ (p. 43). Greene’s ideal
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community is one to which we aspire as educators. The norms of classroom life in mass
education systems, however, are based on a nineteenth-century industrial model founded on
homogeneity of content, of pedagogy, of outcome, regardless of the demographic and socio-
economic makeup of students and school communities. So the task of living out the values of
heterogeneity is immense since we have inherited a system based on a radically different
educational vision. In a sense we are privileged to be transmitting a subject that models
diverse voices and functions, from local musical accents to cross cultural fusions. Presenting
diverse musics is but one part of the task; creating an environment that models the values of
diversity is the more fundamental mission, one that involves moral and ethical considerations.
As Geneva Gay (2003) puts it: ‘Multicultural education, like other kinds of teaching, is a
moral enterprise that requires deep personal engagement, commitment, advocacy, and agency
from those who participate fully and genuinely in the enterprise’ (p. 6).

The qualitative nature of the classroom learning environment becomes crucially
important if we put ethical considerations at the core—social justice, human rights,
inclusiveness. I believe that students are ready to engage with music in such an environment
of democratic ideals and ethical standards, where their social consciousness is activated and
they seek ways to connect the empowering nature of music with the plight of the other,
whether that is immigrant, those who live in fear of living out their true selves in public
spaces, or those whose indigenous values are not acknowledged as worthy in the mainstream.
In the end, we have no choice but to follow our social consciousness and seek to keep the
doors to democracy and social justice open. As American poet Walt Whitman reminds us in

‘Song of the Broad-Axe,” from Leaves of Grass (1900):
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The shapes arise!
Shapes of doors giving many exits and entrances,...
Shapes of Democracy total, result of centuries

Shapes ever projecting other shapes.

Music education can help students locate themselves within the national community

National groups express their nationhood through various symbols, events, holidays, anthems,
emblems, and cultural festivals. In educational settings, participation in such performances
and narratives seeks to develop in students’ minds the landscapes of that imagined community
called the nation as well as the real community in which nationhood is expressed. Building a
sense of the nation through its unique musical heritage is a sound one when framed in this
way, since national identity is a strong part of one’s sense of self; for immigrants, it involves
expanding their sense of national identity from: ‘I'm Mexican’ to ‘I’'m Mexican and
American’, or, ‘I’m Polish’ to ‘I’m Polish and Irish’.

But as we saw from earlier examples, the inclusion of national agendas in music
education does not always have the effect of expanding students’ sense of themselves, but
rather narrowing it. When music education is focused on advancing the idea of nation,
national security or national pride, curriculum change sometimes results in an inward-looking
vision of music education or the promotion of a narrow, exclusionist version of national
identity. Then national unity is founded on hegemonic principles and closes off rather than
opens up the possibility for dialogue with other groups and nations.

John Mueller’s idea of ‘social heritage’ (1958) is helpful in resolving this point.
Writing in 1958, possibly the first essay bridging music education and sociology, he argued

that social heritage is extremely abundant, complex, and heterogeneous, and even
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inharmonious in scope. For an immigrant child to know that the social heritage of their
adopted country is itself diverse is likely to create a depth perception of the culture and
provide access to the creative impulses and aesthetic values of the nation through time. An
intriguing feature of music as social heritage is that each generation is motivated to go back
into some aspect of its musical heritage and re-create it in the context of contemporary
culture—for example, Enya’s resurrection of old Irish melodies and Latin hymns set to the
sounds of new age music, native American groups who have brought the haunting melodies
of their tribes into Christian rock and other popular genres, or the Silk Road project headed by
Yo-Yo Ma that traveled along the ancient trade route through the middle east and Asia to
gather the pieces of the musical past and present them in light of our times.

The elements of social cohesion evident in approaching the nation as a musical and
cultural reservoir can be less politically motivated and more focused on plumbing the depths

of a nation’s musical resources and accessing the spiritual wisdom of ancestors.

Music education can develop a global consciousness

As already pointed out, the negative impact of globalization is often highlighted over its
benefits and possibilities. While it is important to acknowledge such impact, we cannot ignore
the global movement of peoples (175 million people living outside their original homelands in
2000 compared to 33 million in 1910) (Banks, 2009), and the popular metaphor of the world
as a global village. Music as a cultural phenomenon is already functioning as part of that
global community. Musicians are collaborating across the world, being influenced by sounds
and genres from across the globe, resulting in musical fusions and blended genres. The formal

institutions of music education are slowly acknowledging the need to reflect the diversity of



Marie McCarthy Music Education and Narratives of Social Cohesion 42

musical practices in their communities. Bernadette Colley’s paper illustrated how that is
happening in the area of alternative instrumental ensembles.

Here again, immigrant students can be an asset to a community seeking to expand its
musical horizons. With their extended families, they bring their world view, culture and music
to the community. By the very act of moving from one country to another, they have begun
the journey toward global citizenship. Their task (or one of them) is to re-locate and embed
themselves in a new community and expand their national identity. For music educators and
instructional leaders, the inclusion of local, national and global musics is key to curriculum
development in the twenty first century. The homogenizing influence of globalization
imposed from above can be balanced by the creation of a grass roots experience of
intercultural dialogue through music making. Then immigrant cultures are seen less as
challenges to their host countries and more as contributing social and cultural riches to local

communities.

Closing Remarks

What is to be made of this journey through time and across cultures? How can the many
threads be woven together to inform a sociological view of music education in our time and in
times to come? Clearly, ideologies of social cohesion have underpinned music education
narratives and practices during the last century. From the perspective of sociological theory,
some were aligned with functionalist theories of education while others embodied the tensions
and complexities of conflict and interaction theories. As we look beyond the post-nationalist
era, what is the next social ideal, the next vision of social cohesion that will underpin our

educational endeavours? Nieto (2009) posits that accommodating diversity in education is ‘a
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project of hope in the human spirit and hope in the promise of education to improve the lives
of people both in the United States and around the globe’ (p. 90).

Looking at music education through these macro lenses provides us a viewing point,
perhaps not one that a music teacher has in mind as she steps on the podium or sits in a circle
to teach a song to first class. Is not that one of the reasons we are here, to bring awareness to,
connect with, and enlighten the micro worlds of classrooms and schools through an
understanding of the macro forces that shape learning communities. But not to stop there—to
mediate the macro socio-political forces and weave alternative narratives out of the threads of
cultures in our midst, locally.

That is a task of enormous proportions, lived out in spaces of music making that we
aspire to call hospitable and full of hope—full of hope, but at all times vulnerable and fragile.
I would like to end with a verse from a poem by Irish poet Micheal O’ Siadhail titled ‘Dance’
from his collection A Fragile City (1999). It captures for me how participation in music and
dance can facilitate communication and at the same time point to the fragility of the threads

that join us and the need for a hospitable learning space for the ‘Other’.

Openness. Again and again to realign.
Another face and the moves must begin
Anew. And we unfold into our design.
I want to dance for ever. A veil

Shakes between now-ness and infinity.
Touch of hands. Communal and frail.

Our courtesies weave a fragile city. (Used by permission)



Marie McCarthy Music Education and Narratives of Social Cohesion 44

References

Anderson, B. (2006), Imagined Communities, rev. ed, London; New York: Verso Books.
Banks, J. A. (2009), ‘Diversity and Citizenship Education in a Global Age’, in Banks,
J.S. (ed.),

The Routledge International Companion to Multicultural Education. New York:

Routledge.

Bruner, J. (1996), The Culture of Education, Cambridge, MA: Harvard University Press.
Durkheim, E. (1972), Emile Durkheim: Selected Writings, trans by A. Giddens (Ed.),
Cambridge: Cambridge University Press.

Cohen, A. P. (1985), The Symbolic Construction of Community, Chichester: E. Horwood,
London ; New York: Tavistock Publications.

Eisele, J. C. (1983), ‘Dewey’s Concept of Cultural Pluralism,” Educational Theory, 33(3
-4), pp. 149-56.

Entwistle, H. (1999/2000), ‘Educating Multicultural Citizens: Melting Pot or Mosaic?’,
International Journal of Social Education, 14(2), pp. 1-15.

Froehlich, H. (2007), Sociology for Music Teachers: Perspectives for Practice, Upper
Saddle River, NJ: Prentice Hall.

Gans, H. J. (2004), ‘The American Kaleidoscope,’ in Jacoby, T. (ed.), Reinventing the
Melting Pot: The New Immigrants and What it Means to be American, New York:
Basic Books.

Gay, G. (2003), ‘Introduction: Planting Seeds to Harvest Fruits,” in Gay, G., ed.

Becoming Multicultural Educators: Personal Journey Toward Professional Agency,
San Francisco, CA: Jossey-Bass.

Greene, M. (1995), Releasing the Imagination: Essays on Education, the Arts, and Social



Marie McCarthy Music Education and Narratives of Social Cohesion 45

Change. San Francisco, CA: Jossey-Bass.

Jacoby, T. (2004), ‘Defining Assimilation for the 21* Century’, in Jacoby, T. (ed.),
Reinventing the Melting Pot: The New Immigrants and What it Means to be
American, NY: Basic Books, pp. 33-46.

Jenkins, R. (2008), Social Identity, 3d ed. London & New York: Routledge.

Jorgensen, E. R. (2003), Transforming Music Education, Bloomington, IN: Indiana
University Press.

Kallen, H. M. (1915), ‘Democracy versus the Melting Pot: A Study of American
Nationality’, The Nation, 100, February, pp.18-25.

Kearney, R. (2009), ‘Poetics of the Stranger: Hospitality and Imagination’, Seamus
Heaney Lecture Series 2008-09, Cultiir agus Féinitilacht in Eirinn an Lae Inniu/
Culture and Identity in Contemporary Ireland, 2 March 2009 [Accessed June 13,
2009].

Kirby, P. (2009), ‘Globalization and Identity: Reflections from the Irish
Experience’, Seamus Heaney Lecture Series 2008-09, Cultur agus Feéiniulacht in
Eirinn an Lae Inniu/ Culture and Identity in Contemporary Ireland, 22 February 2009
[Accessed June 13, 2009]

Mead, G. H. (1934), Mind, Self, and Society, Chicago; London: Chicago University
Press.

Mueller, J. (1958), ‘Music and Education: A Sociological Approach’, in Henry, N.B.
(ed.), Basic Concepts in Music Education, Chicago: The University of Chicago
Press.

Nieto, S. (2009), ‘Multicultural Education in the United States: Historical Realities,



Marie McCarthy Music Education and Narratives of Social Cohesion 46

Ongoing Challenges, and Transformational Possibilities’, in Banks, J.S. (ed.), The
Routledge International Companion to Multicultural Education, New York:
Routledge.

O’ Siadhail, M. (1999), Poems 1975-1995: Hail! Madam Jazz/A Fragile City, Newcastle
Upon Tyne, UK: Bloodaxe Books.

O Stilleabhain, M. (2008), ‘A Thread Across the Ocean’, in Roberts, B.A. (ed.),
Sociological Explorations. Proceedings of the 5" International Symposium on the
Sociology of Music Education. St. John’s, Newfoundland: The Binder’s Press.

Phelan, H. (2008), ‘Practice, Ritual and Community Music: Doing as Identity’,
International Journal of Community Music, 1 (2), pp. 143-158.

Small, C. (1998), Musicking: The Meanings of Performing and Listening, Hanover;
London: Wesleyan University Press.

Stokes, M. (1994), ‘Introduction: Ethnicity, Identity and Music’, in Stokes, M. (ed.),
Ethnicity, Identity and Music: The Musical Construction of Place, Providence, RI:
Berg Publishers.

Volk, T. M. (1998), Music, Education and Multiculturalism: Foundations and Principles.
New York; Oxford: Oxford University Press.

Whitman, W. (1986), ‘Song of the Broad-Axe’, Leaves of Grass (1900), in Murphy, F.

(ed.) Walt Whitman: The Complete Poems, London: Penguin Books.

Marie McCarthy is a Professor and Chair of the Music Education Department at the School of
Music, Theatre & Dance, University of Michigan, Ann Arbor, MI USA

Email: mfmcc@umich.edu



‘Mine’ and ‘other’: Cultural policy in the field of Music

Education

MARIA ARGYRIOU

Department of Music Studies, lonian University, Greece

Abstract

Multiculturalism is a central issue of educational policies for the western countries, which
have now become very multicultural themselves. The presence of various dissimilar groups
with their own cultural identities poses a number of questions regarding ways of their
assimilation in the educational system and the teaching approaches that consider interaction
and reciprocation with the dominant cultural group. Music education plays a significant role
in the acquisition and re-enforcement of national identity, the adaptation in wider localities,
the transmission of moral and cultural values, meeting and recognising the Other. As a result,
a number of research studies have been carried out on the subject of educational application
of music materials from around the world. Based on the view that music should be placed
within the cultural framework that determines values, structures and attitudes and the notion
that learning about our own musical culture can be achieved through learning the musical
cultures of others, we are here presenting the trends prevailing in Greek music education.
Proposing a model of intervention for dealing with learning and social difficulties in
collaboration with the Centre for Research and Application of School Psychology
(Department of Psychology, National and Kapodistrian University of Athens), we are going to
examine teaching approaches to multiculturalism and music education.
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Setting the scene

Over the past few decades, music teachers have faced questions about whose music should be
studied in classrooms and who has the right to make such decisions. Clearly, music education,
which centers almost exclusively on Western art music, has become a thing of the past, and is
common now to include many types of music in the curriculum. One way of seeing music
education is to think of it as the study of music as a series of sound and silences. Another way
is to define it as cultural studies — that is, a subject concerned with uncovering the differences
and power relationships among groups of people and their cultures.

One consequence of a cultural studies approach to the music curriculum is that music
education is brought into areas of political debate, something that not all music educators are
familiar with, even thought it brings the music curriculum closer to the realities of everyday
life — realities that include poverty, ownership and social justice. This connection with
everyday life is one reason why it is important for music educators to consider a cultural —
studies perspective in music education.

History shows that immigration is a social phenomenon, which has been around since
the time of Homo Sapiens and has never been regarded as an extraordinary one. Regardless of
its old age, this phenomenon has never been so high on the agenda of governmental policies.
Groups of people tend to separate themselves from others. My group has a common feeling,
the foreign group is ‘the other’. Therefore, groups of different ethnicities seem to be keeping
themselves apart from the national culture of the host country. Being a member of one’s own
group provides members with a sense of security and a chance for identifying oneself with
certain attitudes and symbols (flags, emblems and so on), thus ensuring a sense of belonging.
Faith in our own difference leads the foreign being regarded as a threat. The better defined the

borders are between groups the more prejudiced their members become against the members
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of any other group. People get trapped in what they believe to be in agreement with what is
considered their own, thus maintaining an intolerance of any other (Adorno, 1968).

Understanding the foreign is an essential prerequisite for understand ‘mine’. This
means reviewing and enlarging one’s own identity, which cannot be imposed, but formed
only through communication and interaction.

In order to cross the borders of a national or solely European perspective, the principle
of multiculturalism has to be put into use. Thus, processing issues which touch upon
cohabitation of nations through aesthetic education can provide students with new
possibilities for a critical response towards any factor that tends to marginalize parts of the
population or aims at their complete disappearance. At the same time ways of examining

powers that contribute to a balance and fair system can be introduced.

Music Education and Culture: the multicultural solution

Globalisation has direct and indirect effects in the function of modern societies and
educational systems as it affects a number of fields, such as immigrations, cultural integration
and changes in educational policies and international economy. As a social vision it requires
an ‘opening to all” without jeopardising cultural diversity and with education empowered as
an instrument for understanding and accepting diversity.

Transferred to education, multiculturalism ideally requires the use of teaching
recourses from all cultures, acceptance of culturally derived responses to teaching and
learning situations and acknowledgment that teaching and learning styles differ from culture
to culture. In music education, however, the use of music from wide-ranging sources without

acknowledging the cultural implications of music has resulted in a specific application of
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multiculturalism. What many music educators assume that music education already
sufficiently addresses cultural issues focus on:
- the types of music studied widening to include music from all styles, periods
and genres (popular music, jazz).
- the roles of music in specific settings (e.g. to accompany a calendar event, to
relate historical events, to assist with work), thinking that studying music in this
manner sufficiently addressed culture.

- The desirable attribute of society to aid in the development of multiculturalism

Curriculum documents, however, typically state that the purpose of studying music from a
range of cultures is to develop a comprehensive understanding of how music works as a
system of manipulated sounds.

Support for a tolerance of pluralism and comprehension of culture as a factor
influencing contemporary life, has not been a clear expectation of the multicultural focus of
music education. This is why pluralism — not only music, expectations of the music
curriculum and methods of delivering teaching — thus becomes an essential outcome of and
rational for the music curriculum. How can teachers assist in questioning current cultural
biases in the music curriculum? Here are some suggestions by:

- Adopting teaching methods that correspond to the music being studied

- Becoming aware of and teach from the aesthetic positions of each music being
studied

- Identifying received teaching methods as derided from Western thinking and

seeking out other methods, when appropriate
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Multiculturalism as part of International Education Policy

Today more than ever before, international organizations such as Unesco are faced with the
challenge of adopting strategies and policies which will work towards providing solutions.
The reality of a unified Europe, constantly influenced by international developments,
the advancement of educational technology and the formation of new values (Tedesco, 1995;
Borchardt Klaus-Dieter, 1995), inevitably leads to a number of necessary actions such as the
following:
* Re-training educators
* Improvement in the management and supervision of schools
* Introducing revision examinations and doing away with fruitless parrot-fashion
learning
* Modernisation of curricula
* Introduction of computer technology to all levels of education
*  Writing and publishing new school books and establishing new school
activities
The orientation of educational policy seems to be clear when considering that the citizens
of Europe have to be heading for a life in a Europe without borders, where they will be able to
move freely in all countries, live, work and co-operate with citizens of other countries.
Therefore, the multicultural dimension of education comes afore involving issues such as
language, history and culture and an effort to find those characteristics than unite the peoples
and showing respect of difference as well as strengthening each people’s historic memory.
Multicultural education has to enable dissemination of ideas and reflection on every country’s
experience in education and culture. Values such as defending human rights, respect for

tradition and identity, freedom, democracy, protection of the environment and struggle for
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international peace create new agendas for education aiming at the development of
personality, the re-enforcement of respect to human rights and the different cultures (Perotti,
1994).

The above are clearly stated in the texts of the UNESCO International Conventions on
Education in Geneva (1992) and on Culture in Mexico (1982). Both conventions made it clear
that within the material, emotional and spiritual characteristics of every society there are
traditions, ways of living, attitudes, arts and value systems that touch upon human rights.
Moreover, the term Popular of Folk Culture does not only include heritage but is constantly
enriched through creativity and memory, being impregnated with external cultural influences
(Balassa-Flega, 2002). At the UNESCO Intergovernmental Convention on Cultural Policies in
Europe (Helsinki, 1972) it was stated that culture in its wider meaning has now become an
indispensable part of every day life, irrespective of political, social and economic structures of
the various European countries. Getting more and more organised, culture has an increased
influence on modern life and accelerates progress. In the same text it is pointed out that
cultural is inter-related to education and there is an increased need for a unified approach of
cultural and educational issues within the framework of Life-long Learning (Sergi, 2007)

The aforementioned conventions seem to have had a great influence on the contents of
the national educational systems of all European countries determining a unified educational
policy along the lines of the 18" Rapport (19" November 1974)'2, which defined a hierarchy
of factors contributing to a multicultural strategy for education:

* Terms such as ‘education and global perspectives’, ‘understanding’, ‘co-
operation’, ‘international peace’, ‘Human Rights’, ‘inter-cultural education’ were
re-defined

* The international dimension of education has to be applied on all levels of

education
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* The global perspectives of education clarify the objectives of inter-cultural
education

* Suggestions for national policies that increase efficiency of an education with
global demands

* Development of attitudes and behaviours which will be based on recognition
of equality and mutual respect and defining the cultural sectors and fields where
these can be applied. Especially articles 20-21 educators are encouraged to apply
an interdisciplinary approach to educational research aiming at facing the
problems of the modern multicultural society especially concerning opportunities
of access in education

* Actions in various fields of school activities such as Co-operating Schools
supervised by UNESCO

* Setting up a framework for the renewal of means by which educators can carry
out re-training programmes in intercultural education through comparison of
experiences

* Creation of educational materials with a global spirit in presenting local and
national dimensions of issues concerning the cultural history of humanity

* Encouraging and supporting innovative research on the subject of international
educations policy

* Promoting international co-operation and exchange of teaching materials

Finally, at the UNESCO 43" International Convention on Education in Geneva (1992,
September 14-19) and the 6™ Summit of the Educational Committee of the Council for
Cultural Co-operation in Strasburg (1992, 24-25 September), topics discussed seem to have

also influenced national cultural policies. These were:
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* National Heritage in educational programmes

* The role of education in cultural and artistic development of the individual (Art
Education, provision of scientific knowledge)

* Cultural development through co-operation between schools and local
communities

* Cultural and inter-cultural dimensions of education: New fields of

responsibility for educators (teacher training and research)

All the above give a distinct cultural dimension to international educational policies through
constant interaction and innovation. Therefore, the quest for the aesthetic dimension in
curricula as well as any artistic activity become alternative ways of looking into cultural

policy and widen greatly the pedagogic effect of Art on education.

Multiculturalism and Music Education in current bibliography and research

The history of education in English speaking countries has been equated to the quest of
pluralist ideologies since the time of Rousseau’s Emile. The aim of this quest has always been
the legalisation of various types of education and the various curricula offered for social,
ethnic and racial minorities.

Multicultural and intercultural are often used as meaning the same. This depends on
the viewpoint and the geographical frame. For some ‘multicultural’ means the social
formation and ‘intercultural’ refers to education and pedagogy as regards issues concerning
the relationships of groups forming a society (Chistolini, 1995).

In a resent UNESCO paper it is clarified that multicultural education promotes

knowledge of other cultures and aims at ‘acceptance or at least tolerance towards them’. On the
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other hand, intercultural education aims at more than passive cohabitation rather looking for the
development of understanding and respect between different groups as well as the promoting
the dialogues amongst them (UNESCO, 2006).

Despite any confusion, the term ‘multicultural education’ can be regarded today as an
umbrella term referring both the measures taken for offering equal opportunities to immigrant
children as well as the ‘training’ of all citizens in a society so that they learn to live in a
multicultural society. According to James A. Banks (1994), multicultural education comprises
five dimensions: homogenisation of content, construction of knowledge, pedagogy for equality,
decrease in prejudice and a school culture that empowers the members of the school
community.

Multicultural education has become an integral part of schools classes in England since
1981, a result of the post-war waves of immigration. A few years later, the focus started moving
from simple survival to the very structure of the educational system. Would it be possible to
offer immigrant children the same opportunities for academic success and generally success in
life as for the rest of the population? (Verma & Ashworth, 1985). Rejecting the ethnocentric
philosophies of assimilation of the 1960’s, many talked about a system with a pluralist
orientation embracing a multi-national perspective. The first study on this was the Schools
Council research (Little & Willey, 1981; 1983) into policies and practices of local educational
authorities and schools in multi-national education (Modgil, Verma, Mallick, 1997). All
research shows that dominant cultural ideas have to be more deeply studied, supported by
experiential evidence, problem analysis, formation of strategic objectives and, finally,
development of criteria for assessment.

As for aesthetic education and particularly music education, various curricular agendas
gather (Norman, 1999), from concern for educational equity (Green, 1983) to expanding

musical content. Hollinger (1995) criticizes ‘multiculturalism’ as a movement that has drawn
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energy from a variety of constituencies and tries to address wide-ranging questions, but with
underling principles and vocabulary that remain too vague to allow closely reasoned discourse.
It is also used to criticize as well as generate educational change (Lemann, 2000; Ravitch, 2000;
Kearns & Harvey, 2000; Schlesinger, 1991). The extensive use of the term ‘multiculturalism’ in
the research literature of this period emphasizes the problem due to the lack of clarity of goals,
and the differences among its adherents.
Volk (1998) identifies three ideas supporting cultural diversity in music education:

* Recognition of a culturally diverse U.S population (Seeger, 1996)

* Development of global understanding (Anderson & Cambell, 1989, 1996,

Reimer, 1993)

* Concern for balance, tolerance, the wise use of resources, and respect for other

inhabitants of the earth (Jordan, 1992).

There are a variety of policy statements by professional organizations in education and in
music that provide similar support for incorporating musics of the world’s cultures in music
instruction in the schools (Cambell, 1994; Damm, 2000; Volk, 1998;) There is international
support including the ‘Policy on Musics of the World’s Cultures’ of the International Society
for Music Education (ISME). It seems, theoretically, that students are able to form a more
realistic perspective on the cultures of diverse groups in the U.S.A by studying their musics,
and, since music is a global human phenomenon, to form a more authentic global perspective
on music as a result of studying selected musics across the world’s cultures (Jorgenson,
1990). However, Robinson (1996) uncovered the widespread perception among elementary
teachers that ‘multicultural education’ is for ‘others’ and thus the standard Eurocentric
education of public schools in this country already meets their needs. In elementary general

music practices, Robinson observed pervasiveness of ‘qualities known to be in opposition to
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multicultural education such as rigidity, task orientation, narrow minded conceptions and
ethnocentrism’.

Consideration of these issues needs a solid ground for clarification and for future
research. Even if music educators have diverse perspectives, clarity is critical about: why
musics of the world’s cultures are taught, what perspectives on music and culture support this
practice, for whom the instruction is designed, what music cultures and what aspects of these
cultures as well as levels of competence are attempted and assessed, and who is doing the
teaching and what background they must have in order for them to be efficient (Reeder

Lundquist, 2002).

Aesthetic Education: ‘the tip of the spear’ for cultural policy in schools

Though research into human behaviour when participating in cultural activities has been
studied since the 1970s, there still exists a difficulty in determining the reasons, the
motivation and the factors affecting it. This is due to the fact that the weight of each factor
depends heavily on the interrelation between factors and if greatly influenced by the
frequency of participation (NEA, 1981; Mc Carthy & Jinnett, 2002).

Recent research in England and North America has shown the close relationship
between cultural education and the interest for art and cultural participation developed at a
young age (NEA, 1981; NEA, 1988; Scottish Arts Council, 2001). It has been supported that
art education plays a central role in understanding and enjoying art and determines greatly the
future participation patterns of the individual, by far exceeding any other factor, such as social
class, sex and financial conditions. Cultural experiences have been recognized as a

prerequisite for personal development, social integration and creative participation in cultural
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life allowing for better knowledge of one’s own culture as well as that of others (Freese,
2005).

Opinions on the place of Aesthetic Education within the framework of obligatory
school education still differ, while a lot is also mentioned about marginalisation or
abandonment of subjects that do not seem to have an immediate application on the demands
of modern life (Plummeridge, 2001).

Despite being threatened with marginalisation, the Arts are still and indispensable
aspect of human existence so the school can find help from various cultural organisations
when looking for allies in Arts Education. Many of these offer educational programmes as
part of their social mission dictating the abolition of obstacles limiting free access to cultural
goods, regardless of these obstacles being geographical, economic, social, racial or
educational (Freese, 2005).

Free access through understanding, assessment and enjoyment of Art and artists’ work
is the focus of activities of such organisations. Interactive approaches are being emphasised
thus ensuring contact between the individual and the artistic products as well active
participation of the individual in the creative process. This is believed to contribute to a
holistic growth of human personality in the modern world (Rogers, 1998), and gradually leads
to the acceptance and incorporation of cultural practices in every day life. Achieving this goal
translates in a rise of living standards and somehow justifies the existence of cultural
organisations supporting their survival in the present and future. Without real appreciation
and love for the arts, there is no guarantee for the continuation of cultural participation (Kotler
& Scheff, 1997), insofar as all the other factors are satisfied, for example social status,
curiosity, peer pressure and so on). As for artistic work itself, interaction between the work

and the individual as well as between the individual and the cultural organisation leads to new



Maria Argyriou ‘Mine’ and ‘other’: Cultural policy in the field of Music Education 59

approaches, questioning the works and the existing models and practices, promoting new
developments and ideas.

Hence, educational activity of cultural organisations can have multiple benefits for the
individual, society, artistic work and the organisation itself (Rogers, 1998). These benefits, as
in any other educational activity have long-term effects and show immediately; so long-
lasting stable and mutual bonds have to be developed between the individual, artwork and the
cultural organisation. Cultural organisations are usually places for the exhibition or
presentation of works of art, performances and so on, so experiencing art means visiting these
places.

Understanding artistic processes breaks down the obstacles for participation,
especially when the audience is not a passive observer but actively takes part in them
(McCarthy and Jinnett, 2002). With this idea as a springboard, cultural organisations widen
their educational contribution by offering co-operations programmes to schools, aiming at
activating and liberating both students’ and educators’ artistic potential. Co-operation of this
kind can become more effective than formal education, as they usually avoid the teacher-
centered models of interaction promoting creative participation for everybody involved
(Small, 1983).

Acting as motivators and facilitators, artists provide basic instruction, encouragement
and help, allowing educators and students to explore different ways of approaching art
through activities of listening and viewing, through music, performance and visual
expression. This way the discrepancy between professional-producer and amateur-consumer,
on which limitation of individual expressive power is based (Adams, 2201), gets less acute
(Small, 1983). The focus of attention moves from the formulated object to the creative
process, cultivating the fertile conditions for assimilating the artistic experience in the lives of

both children and adults, thus giving art its true meaning (Rogers, 1998).
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Given the frequent limits of time, means and specialised knowledge of schoolteachers,
cultural organisations adapt their educational services to the current needs of educators. Many
of them organise seminars for teachers’ personal artistic development, informing them on
current approaches, ideas and activities incorporating artistic creativity in the classroom and
enriching teaching practices with a variety of artistic practices, such as painting, music,
theatre and so on.

Another important advantage of the co-operation between artists and schools is taking
the arts from its formal framework of presentation — the cultural organisation — inside the
school environment, the school building, where children spend most of their time. Despite its
limitations imposed by the environment, this transfer cancels any psychological obstacles a
strange, often overwhelming, place may put, familiarity of the environment making contact
with art easier and less threatening. Furthermore, when it comes to music education, co-
operation with artists from the community enables presentations with a greater variety,
broadening the content of music education and adding an ethnographic interest. Particularly in
our modern multicultural globalised environment, multicultural education allows for
exploration of other kinds of music, representing the cultural heritage and the current interest
among students (Green, 2001). The presence in the classroom of artists from various cultural
backgrounds enables experiencing the rich variety of musical expression, making the subject
of music education more accessible and of course a lot more interesting. An orientation
change from the rules of European harmony to the polymorphy of music creativity can help
students understand the differences among musics of various times and places, develop
individualized ways of thinking and delving in music, discover and hat construct personal

meanings of the musical experience (Spruce, 2001).
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Teaching approaches in multicultural education: A model of intervention of School

Psychology for Diversity and Culture

It has been globally observed that most schools today in almost every educational system
have student populations with multiple levels of ability, skills, motivation models for
learning, and psycho-social adaptation calling for equally multiple ways of intervention.
Determining factors judging efficiency and school adaptation run along two main lines,
similarity and difference. Similarity has to do with the various achievements all children are
expected to accomplish at their various stages of development. Difference refers to each
individual, the family, the school and the services provided for the facilitation of learning and
the promotion of psychological health. (Chatzichristou, Giavrimis, Dimitropoulou, Kati,
2005).

One of the most significant sources of differentiation among students in all schools is
the difference in cultural background. The increasing number of immigrant students in the
Greek educational system is the basic source of differentiation and calls for a lot of action in
facilitating learning and psycho-social adaptation. Cultural background seems to be the most
important factor in adapting to the school environment and has to be taken into consideration
in formulating teaching practices. Culture plays an important role in forming emotions,
recognizing them as they are expressed through the tone of voice and facial expression and
understanding the feelings of others.

Leaving one’s own homeland and settling in a new country in itself is a painstaking
experience. Adapting to new conditions is very important for ensuring emotional balance in
children given the fact that they are called to face a number of difficulties at the point when

two different cultural worlds meet.
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Along the lines of the most current developments in School Psychology, a new model
of combining theory, research, training and intervention has been proposed in the Greek
educational system in 2006-2008. It comprises four inter-related phases of which the first
three refer to the description of the needs and the compilation of a broad information base of
experiential data for the design and of interventional programmes according the needs of
children in Greek schools. In the fourth phase the Centre for Research and Application of
School Psychology was established at the University of Athens, including among its
activities:

* Education and Training in prevention and promotion of psychological health in

schools for the facilitation of learning

* Co-operation between the University, schools and communities for the design

and application of programmes of primary and secondary prevention as well as the

provision of counseling services

¢ Carrying out research and making relevant publications

One of the intervention programmes designed and applied by the Centre was the

programme of Promoting Psychological Health and Learning: Social and Emotional
Education in Schools (Chatzichristou, ed., 2004a, 2004b, 2008). It consists of ten thematic
units aiming at promoting psychological health and learning, the creation of a positive
environment in schools, the holistic development of children, the prevention of learning
difficulties and school adaptation. Some of them are:

¢ Communication skills

* Recognition, expressions and handling of emotions

¢ Self-perception and self-confidence

* Responding to stress generating situations

¢ Facing conflict
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* Diversity and Music Culture

The programme has been going on during 2006-2008 in state schools in Greece and
Cyprus and is based on a synthesis of different modern theoretical approaches. The
application of the programme is realized by school psychologists or specialized teachers who
have undergone specific training and supervision. In recent years emphasis is placed on the
programme being applied by teachers, promoting psychological and sociological strength in
the school environment and the creation of a network of schools taking part in the
programme.

A complex model of assessment is used by participants, both teachers and students.
Assessment has shown significant benefits for all and has encouraged application of similar
programmes in the entire school community. More specifically, the results of the assessment
in previous years show high level of acceptance by the entire teacher-student population.
From children’s replies it has been shown that the basic goals of the thematic units of the
programme have been achieved. Moreover, students have found the programme helpful in
expressing their feelings, improving their personal relationships, understanding and accepting
themselves, and generally in their communication and co-operation with others.

The tactics for psychological adaptation followed were in accordance with Berry’s
theory (Berry, 1984; Berry et all 1992) on both personal and group level and gave answers to
two essential questions:

* To what degree are cultural identity and ethnic characteristics maintained in
people who have moved,

* How important it is for relationships to exist between the group of immigrants
and the host country.

The conclusions of the thematic unit entitled Diversity and Culture are summarized

below:
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* Stereotypes seem to pose the most significant obstacles between different
groups and raise walls in the efforts of the different groups to communicate with
each other.

* The most stress-generating factors for immigrant children are weak school
results, low levels of self-perception and inability to handle stress.

* Different as well as similar needs of children were observed.

* The framework of interaction between students enabled common development
among children.

* Special emphasis was placed on skills such as communication and conflict

management.

Generally, current research evidence from Greece and other countries re-enforce the view
that a school oriented toward the emotional environment surrounding learning is better
equipped to respond to the basic psychological and sociological needs of children, which are

the need for efficiency, autonomy and a feeling of belonging.

Conclusion

‘Learning to live together’ is the 21* century challenge. School happens to be a compulsory
stop in this route, despite its utopias and controversies. Because however many weaknesses
we can see in the school, we still recognize its power in providing ways of personal and
communal action, action than often has a potential to change the world. The school of the 21*
century has to answer convincingly to those questions posed by to countries and societies in
the modern world of information and communication, respecting difference and ensuring

justice. Of course we mean an education dictated by a spirit of community, co-operation, a
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school for all, a school that can follow social developments offering representations of a
community where we learn to learn together.

Culture is a field asking for long-term action. Therefore, for a cultural policy to be
viable in aesthetic education, in strengthening cultural identities, in the decrease of inequality
and the enjoyment of cultural goods, it is important to have certain directives: specific
objectives, predictions, means and measures, time frames, resources, application institutions
and axes for the quantitative and qualitative assessment of efficiency (Konsola, 2006).

Subsidiarity of school intervention in the field of culture is a focal point shedding light
to the importance of the state in the citizens’ society. The aim of this Subsidiarity is to set off
the process of cultural production of society itself at a primary level. Then, and only then, will
educational policy ‘through the arts’ maintain high levels of the meaning of common social
interest and keep its mission to serve the public alive.

Robinson (1999) points out that schools are neither islands not ghettos when it comes
to culture. On the contrary, they have the same cultural frame as their environment and are
determined by the same cultural values. Even teaching theories and methodological
approaches mirror the views of society on school (Fletcher, 1991). Thus, if we want to
interpret the orientation, the objectives and the content of education, we have to examine the
social system, the oppositions and the interests it serves, since school depends on the state and
is controlled by it. Educational authorities are a point of reference for educators, especially
those called to act and play a role in the same field of responsibility. Therefore, they have to
be inspired by a tolerant and liberal inclination aiding practices of intellectual and artistic
creativity. Those for this type of approach contribute to the role of the school in the
improvement of school efficiency even by students who come from different ethnic groups.

Setting up student communities with co-operation being the main characteristic, designing of
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a common teaching approach for the educator communities, opening the school to artistic
groups, taking part in European programmes for mobility are some of the practices proposed.
Education is placed on the crossroads of difficult decisions an accent on the role of
school management so that schools can successfully face the demands of a constantly
developing society. Social change, development in family structure, culture particularities and
mobility meet at the school making up the mosaic of each class. The effort to create a ‘we’
putting ‘mine’ and ‘other’ together definitely takes all sorts. To define music curriculum as
cultural studies is to suggest a new way of thinking about music education and its purposes. It
is a way of clarifying the relationship between music education and culture. Implementing a
cultural studios perspective will not be easy, but it will be their biggest challenge in the

twenty-first century relevance.
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Abstract

There is a popular perception that Ireland’s musical reputation is based principally on its
traditional music with other musical genres featuring to a lesser extent. This paper explores
the musical reputation of a small area in the West of Ireland, East County Galway. Focusing
on the emerging musical identities of 14 young Irish adults, it illustrates how the sociocultural
context of a particular learning environment can exert dynamic influences on pathways of
musical growth. The study is informed by accounts of musical learning ranging from pre-
school to young adulthood stages and it is sited in primary and secondary level schools as
well as in the homes and the local communities. This emerging empirical data is linked with
historical perspectives and methods of learning distinctive to the East Galway area. Also
included are findings that suggest that musical development is enriched when learning
systems used in this traditional culture integrate with other methodologies, both formal and
informal. The paper will conclude with a proposed construct of a musical identity specific to
the East Galway region.
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Introduction: the East Galway context

Fig 1: Location of Study

TIPPERARY

The location of this study extends north and east of Galway Bay for a radius of 20 to 30
miles. This region plays host to an interesting cluster of cultures. To the west of this site, the
area called the Connemara Gaeltacht is a stronghold of the Irish language and a locale in
which traditional music, song and dance are also nurtured. At the south of the district lies
the city of Galway, a dynamic community that enjoys a plethora of musical traditions. A
third influence is the Irish construct of schooling with its pronounced influence of Western
European culture as embodied in the primary and particularly the secondary school
curricula of the 1980s and the 1990s. The main thrust of this paper is an investigation of the
manner in which this tri-partite symbiosis moulds the development of young musicians in
the area. The 14 young respondents in this study are successful musicians and now aged
between 20 and 30 years, they are all playing or teaching music in a variety of genres. They
have been educated in different parts of the county; the city of Galway, the three small

towns Tuam, Loughrea and Headford, and the village of Corofin. All musicians have
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provided information in a short questionnaire and have participated in a semi-structured
interview. Focus on these emerging musical pathways has been divided into four areas,
three of which are linked to the stages of schooling: pre-school, primary level and second
level. The fourth sector runs alongside the other three and centres on the influence of

community music.

Pre-school environment

The musicians in this study were all born in the early to mid 1980’s and at this time in East
Galway, the most common pre-school musical environment constituted a family home with

three or four children.

Table 1: First Encounters with Music (n=14)

Family Family Listening Family Family Listening Family Listening
Performing Performing

Irish Traditional Irish Traditional Classical Classical Rock/Country

7 3 1 1 1

Describing their earliest musical memories, 10 of the interviewees remember first becoming
aware of music in Irish Traditional style. As the table illustrates, some of these respondents
remember listening to music being played on local radio or on cassette tape. This music
included the work of local artists, the singing of Dolores Keane for example, or the

traditional fiddle playing of Matt Cunningham.
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As shown on the table, these encounters relate to music that is more often performed
by a member of the family. For instance, Nadine’s father plays to his daughter as he learns a
traditional tune on the banjo. Ciara’s mother is making music on the button-accordion.
Breege’s granddad makes bodhrans, (traditional Irish drums made of goatskin) which are
then played by her father and her brother. The most common experience, as Tracey
remembers, is that of a father or a brother playing the tin whistle or singing spontaneously.
These encounters involve listening to performance with an ‘active maker’ as described by
Young (1995, p.51) and it is the parents, along with other family members who are the

important ‘key others’ labeled by Davidson et al. (1997, p.197-203).

In addition to listening, these young Irish children are also responding actively to the
traditional musical stimuli. Andrew, having watched a friend perform, decides to take up the
button accordion and at the age of five he begins lessons with his own accordion. Nadine
nags her mother to ‘find lessons’ so she can ‘play the fiddle like her cousin’. Tracey, aged
four, remembers asking her Dad to ‘show her tunes on the fiddle’. This is exactly the ‘active
response’ to musical environment tabulated by Plomin et al. in 1977, and it becomes a
likely harbinger of success as the families reciprocate further, reaching out from the home
environment to traditional music-making in the community. Breege recalls watching her
brothers rehearse in the local hall, and at the age of three being given a shaker and ‘starting
into it...just to make a noise’. Nadine remembers as a pre-school child trying to copy her
brothers by learning to play an Irish polka. Her proud parents subsequently bring her to the

local traditional community class to display her achievement!

There is a sense that young observers at this pre-school stage are picking up strong
cultural signals from traditional Irish music-making. This process, coined ‘enculturation’ by

Herskovitz (1948, p.39), is described by Green as ‘immersion in the everyday music and



Mairéad Berrill Pathways to Performance 75

musical experience of one’s social context’ (2002, p.22). It is evident here in many of the
homes and perhaps more significantly, it is manifesting in the link between music-making

in the homes and in the local communities.

Primary school environment

Embarking on their primary education around the age of five, these young children attend
institutions which range in size from small rural two-teacher schools to larger
establishments in the towns and in Galway city. Class size also varies accordingly ranging
from a very small group of 5 pupils to the more usual 30- 35 pupils per class.

Many of the respondents refer to this school as their ‘National School’, a term that
resonates with the ‘comprehensive Gaelic revival plan’ instigated by the Irish Government
in the aftermath of political independence some 80 years earlier. This plan as documented
by McCarthy (1999, p.117-120), led to the singing of Irish and Anglo-Irish songs in the
primary classes and when books of instrumental music were subsequently introduced, these
‘Gaelic Tunes’ were played on the tin whistle. The utilization of songs, tunes and
instruments associated with the traditional culture was resonant with the government’s
promotion of Irish musical heritage and by the late 1930s and early 1940s, whistle bands

had became popular in the primary schools.

Returning to this East Galway study some 80 years later, the primary school
environment is remarkably similar. Of the 14 musicians, 13 describe first classroom music
lessons where they also play Irish tunes on the tin whistle. Rehearsals are part of the normal

daily classroom routine.

Ronan 1 used to really enjoy the tin whistle. We’d always have 10 minutes a
day.
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Breege In ‘baby infants’ [year one in the Irish primary school system] we were
playing polkas straight away. You had a tin whistle at home and a tin
whistle in school so there was no excuse.

Young musicians also remember preparations for the celebration of St Patrick’s Day,
Ireland’s national holiday. In this instance religious and nationalist sentiments of the area
combine as primary school bands march in the neighboring towns and villages. Collette
describes ‘learning a few tunes every year for St. Patrick’s Day’. Andrew remembers being
brought to the school gym to practice playing and marching for the St. Patrick’s parade while
Norah talks of learning Irish marches ‘from the board’ in preparation for St. Patrick’s Day.
These primary school bands of the 1980°s now boast a variety of traditional instruments, with
button accordions, melodicas and fiddles joining the tin whistles. In addition, at this level, the
young musicians are encouraged to diversify and begin learning a second instrument. For
example, Tracey aged five plays the tin whistle in school and the fiddle at home with her Dad.
Ian, once started on the tin whistle, is encouraged to ‘branch out’ to the banjo as soon as

possible while Collette learns the button accordion and the tin whistle simultaneously.

Notation systems

A second finding in this environment is the strong link between methodologies used in the
primary schools and that which is employed in the community for traditional lessons. These
young musicians describe transcribing from ‘letters on the blackboard’ or writing ‘letters in
a note-book’. By way of illustration, the first section of the popular double jig ‘The Irish

Washerwoman’ is written here in conventional notation.

Fig 2: The Irish Washerwoman Notation
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It might be written thus in the letter system:

Jig in G major

D'CIBGG DGGIBGB D'CBICAA EAAICAC ED'CIBGG DGGIBGB D'-BICBC AD'CIBGG

G-

This system, a type of notational memory aid, is used in conjunction with learning
by ear and as is illustrated above, it involves writing out the melody of the tune in letter
names. Bar-lines are sometimes included but often there is no corresponding organization
applied to the rhythm of the tune. In fact methods in general are not consistent varying from
teacher to teacher within the locality and also from region to region.

The use of alternative indigenous notation systems, some from as early as the
nineteenth century, is documented by McCarthy, (1999, p.101-103), and an interesting
study of the ‘Sliabh Luachra Code’ by Cranitch (1996) illustrates two imaginative systems
of tablature, one for the fiddle and one for the button accordion, which were employed by
Padraig O Keeffe, a teacher working in the border areas of County Cork and County Kerry
in the 1950s.

Looking back on her experiences in 1980s Galway, Ciara describes notebooks full
of letters, where occasionally there might have been ‘a long line drawn ... to maybe hold
the note if that one was longer than the one before it’, while Breege recounts the use of
conventional notation and the letter system simultaneously. This lack of consistency is
perhaps not as remiss as it would seem. These young students of Irish music are already
familiar with the dance metres commonly in use, (for example 4/4 for a reel or 6/8 for a
double-jig), and a letter plan to guide or aid the melodic memory is more than adequate. The
first learning contact remains the actual sound of the music when the teacher plays or lilts

the tune and the student listens. This experience, described by Shepherd et al (1977) as ‘an
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immediate rather than a mediated relationship with the music’ is a process which resonates
thirty years later as the young adults in this study describe their learning methods in a

variety of genres.

The Specialist music teacher

Ilustrating a third important trend at this level, 11 of the 14 players in this study describe
being taught by a visiting teacher. These musicians are not employed by the Department of
Education but are talented traditional performers and teachers from the local community.
They visit weekly, sometimes collaborating with the class teacher and sometimes
instructing the more senior classes. Rachael says,
. we had tin whistle and up until our second or third class [year four in

the Irish primary school system] it was just our normal teacher and then

we had some people coming in.
Breege describes a very significant experience:

Our class teacher, she used to line us up to face the board. She’d put up the

notes and she’d stamp her foot. And the school had such a big music

involvement that you couldn’t avoid it, you just expected it. For junior and

senior infants (years one and two), music was in class, and further up we

had an outside teacher who came in.
For Ciara the encounter is intense, perhaps even formative:

The lady who came into our primary school to teach Irish music...That

took up such a chunk of my life. It was her influence ... her enthusiasm for

Irish music.
Musical encounter at Primary level is intrinsically linked to music-making in the local
community culture regarding methodology and the choice of instruments. O Suilleabhdin
(1996, p.5) describes this relationship as a ‘living bridge’ by which young musicians can

come to know the social context of their musical heritage. In this enquiry the ‘living bridge’

can boast a two-way traffic system because once the children have mastered a few tunes in
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the school classes, they can bring their skills back to the community and join the weekly
evening sessions.

At this point it is worth considering Comhaltas Ceoltéiri Eireann, an association
which features commonly in the accounts of the interviewees and one which is responsible
for the most dynamic growth and development of Irish musical culture in the East Galway
community. Founded in 1951, this movement is involved in the preservation and
promotion of Irish traditional music countrywide. It organizes community classes and
weekly sessions in local halls and school buildings and it also co-ordinates a thriving
infrastructure of competitive festivals or feiseanna culminating in the all-Ireland Festival or
Fleadh Cheoil na hEireann. Here a strong sense of ‘the musical community ‘prevails.
Tracey remembers, ‘It was nearly like a day out going to the fleadh’. Breege recalls
travelling to the fleadh in a community bus which had been subsidized by the local football
club!

Throughout the adolescent years, musical activity plays an important role in the
construction of social identity. To be part of the ‘in crowd’ playing the ‘in music’ going to
the competition, these are social markers as well as creative pursuits. (Tarrant, North and
Hargreaves, 2002. p.137). In East Galway the absence of an established youth club
infrastructure means that organizations such as Comhaltas Ceoltéiri Eireann often become a

hub of social as well as cultural activity. Breege recalls:

It was great when we got older. We weren’t going out to discos....and
’cause no-one had a social life, it was our way of socializing.

Secondary school environment

Entrance to Irish second level education in the mid 1990s coincided with the advent of new

certificate curricula in both the junior and senior cycles. These syllabi represented a moving
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away from an almost complete adherence to Western art music traditions and signaled a
new inclusivity with all musical styles now welcome. In addition, since 1996 the senior
cycle music programme has embodied a potential 50% weighting of the total marks for a
performance elective. It would seem that in the second level classroom the local musical

culture of East Galway now has the potential to feature strongly alongside other styles.

Responses of the 14 interviewees in this area are varied and they fall into three
categories. In the first case, performance at second level is enjoyed frequently, but usually
in more conventional ensembles such as the school choir or the orchestra. In a second
instance, regular classroom performance is planned but it rarely happens, occurring only in
a burst of activity approaching practical examinations. Happily, the third and largest group
(about 50%), recount very positive experiences where their skills in traditional music are
accepted and celebrated regularly in the second level classroom. They perform with and for
their peers, they play at lunch-time concerts and they can share gigs with their musician
friends in the community. In the ‘musicing’ mode central to Elliott’s paraxial philosophy
(1995), they work their own arrangements, sometimes fusing their traditional performance

with other genres.

Collette elucidates the importance of this type of group performance:

There were lots of people who were really good classical players... also
really good traditional players and there were lots of people who didn’t
excel in any particular field, but when everybody worked together it all
worked.

When the socializing blends with ‘musicing’, (ibid.,1995) and when the young players
develop a non-verbal togetherness, then the musical moment becomes special.
lan It was never said or anything but we ... as well as being friends

and having conversations, we had musical conversations when
we played. And you learn an awful lot about people. And it’s
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hard when you get that buzz to ... you know it’s almost like a
drug ... you need to get it!

Breege  You were so used to playing with each other you just had to look
and you’d know... Can the arrangement change now or will we
get faster or get slower?
In 2008, Green (p.124) describes this state as being possessed of a kind of ‘spontaneous
interpersonal togetherness’. In some secondary school environments this togetherness is
projected outward and the ‘living bridge’ between school and community becomes a well-
trodden road as the students reach out with their musical activities.
Collette 'We would play for all sorts of ... not so much competitions but
some different events in the community...and outside of our
own community. One that immediately comes to mind would be
a Telethon concert that was put on in the local hall and also
there were other musicians that weren’t in the school involved
in that and we worked with them.
Later, Collette recalls:
We got to record with some other artists and do shows with some other
professional musicians who contacted the teacher and asked for students to
get involved. So there was huge activity all the time, every month of every
year.
Anna, meanwhile, comments:
I remember playing at the hospital at Christmas. Just to be able to do that
was wonderful. It was something special ... to be able to give in that way.
If the experiences of these 14 teenagers (especially those in the second level
classrooms) are considerably varied, there are three areas where their approach to various

musical encounters at this stage remains remarkably similar, namely, Multi-instrumental

talent, Bi-musicality and Playing by ear.
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Multi-instrumental talent

The ability to play more than one instrument seems standard in this group, and the sources
so far have shown that the impetus for this diversification often begins within the Irish
tradition itself. It is true that a genre that is mainly melodic might lend itself quite easily to
such diversification and this phenomenon certainly resonates with Irish traditional
musicians in the professional limelight. Button accordion player Sharon Shannon also plays
fiddle, tin-whistle and melodeon while Frankie Gavin is noted as much for fiddle playing as
for his virtuosity on flute and tin whistle. As Table 2 below shows, no player in this study
has a working knowledge of less than three instruments (basic skills on additional

instruments are not included).

Table 2: Multi-instrumental Table

Multi-Instrumental Table

ENumber of People

2

6
: = 3
= 1
— [ — —

3 Instruments 4 Instruments 5 Instruments 6 Instruments 7 Instruments

In this sample, to be multi-instrumental is the norm. It certainly seems useful for survival as
a professional musician in East Galway. Two examples illustrate this point. Collette, when
auditioning to be a singer in Grada, (a traditional / folk group), used her voice and played
both fiddle and guitar. She was also asked to perfect her bodhran playing, a fourth

instrument being deemed useful. Nadine has been organizer of a student string quartet that
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performs at weddings. In her efforts to locate suitable players for the various weddings, it

has been an invaluable asset to be technically proficient in violin, viola and ‘cello.

Bi-musicality

In the present study, playing with confidence on more than one instrument has spread to
performing with confidence in different genres. All members of the sample can be said to
be bi-musical and describe playing in more than one musical style on the appropriate
instruments. Of the 14 respondents, 10 play in three or more styles. The following table

outlines three developmental profiles.

Table 3: Instrumental Profile

Approximate Age Ian’s Profile Dara’s Profile Nadine’s Profile
Traditional Tin
5 Yrs. Classical Piano/ Recorder | Traditional Keyboard/ Fiddle
whistle/Banjo
10 Yrs. Rock Drums Traditional Flute Classical Violin/Piano
12 Yrs. Jazz Trombone Rock Drums Traditional Concertina
15 Yrs. Classical Singing Jazz Saxophone Classical Viola/Cello

The term ‘bi-musicality’ as coined by Hood (1960) is defined by O’Flynn (2005) as the
ability to have an understanding of and be proficient in ‘the technical requirements and

stylistic nuances of two distinct musical systems’. Again there are examples of ‘key others’.
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McCarthy (1996) cites the example of the young Irish students of Maoin Cheoil Chois
Chlair who are learning both classical music and traditional music simultaneously in the
manner of young bilingual children. In the professional limelight, Zoé¢ Conway a young
violinist equally at home with both classical and traditional styles has toured with the Irish
Chamber Orchestra and has won an all-Ireland Senior Fiddle Championship at the Fleadh
Cheoil na hEireann. Cora Venus Lunny, also a violinist and RTE’s Musician of the Future
in 1999, has recently joined Jewish Kletzmer band ‘Yurodny’ while continuing to perform
her classical repertoire. Iarla O Lionaird, a traditional sean-nés singer, collaborates with
contemporary musicians Donnacha Dennehy and the Crash Ensemble. These ‘highly
positive identity models’ (Csikszentmihalyi et al 1993) are certainly giving example of

musical adaptability as they transfer from style to style.

Playing by Ear

Almost all the musicians in this study have encountered traditional music as a first activity.
Although only four now pursue it as a main encounter, the majority (12 of the 14 musicians)
still prefer to learn by ear. This predilection is perhaps to be expected in the traditional and
folk music styles. Both Collette and Liam for example, describe their current learning

methods as ‘almost 100% by ear’. It is interesting that Tracey and
Ciara the secondary school music teachers, both enjoy working a lot by ear. For example:
Tracey 1 depend on my ear a lot. Only if a piece is particularly difficult
would I try to get some notation.
Of most significance is the response of the classical musicians. Nadine the viola player and

Ronan the violinist consider working by ear to be their main method, despite the fact that

they both can sight-read conventional notation with ease.
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Ronan  If T use my ear, I can learn a piece straight away. I do these
chamber music weekends. We’d play in sextets quartets octets.
If I was pushed for time I’d have the music in front of me and
I’d put on the CD. I can hear the whole lot and that’s how I
learn.... I’'m a fairly decent sight reader as well!

Conclusion

Each of the musical environments discussed in this study has its part to play in the moulding
of musical pathways in East Galway. Beginning with the pre-school stage, the strong
cultural imprint has developed links with traditional Irish music making in the local
community. This link is nurtured and strengthened at primary level as community musicians
collaborate with the class teachers. Then as the student musicians grow older, performing in
the community and in the secondary school, these cultural activities play an important role
in the establishment of their social identity. Despite some variance in experiences within the
second level classroom, some characteristics of traditional Irish musical methodologies
remain with these players. In the manner of a first language, these aspects continue to mould
engagement with musical encounter whatever the style. This combination of factors
produces a young musician who is a multi-instrumentalist, who is often bi-musical and who

has the confidence to engage with an aural immediacy whatever the musical genre.

In County Galway there is neither a faculty of music in the city university, a
conservatoire of music, nor any other such third level educational institution. There is
therefore the possibility that some of these young musicians may have diversified or moved
sideways to engage with a different instrument or perhaps a new genre. Certainly the
classical musicians in the study have had to travel out of the county in order to progress to a

required standard. On the other hand, the region now boasts a number of talented multi-
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instrumentalists who have adapted to this environment and who can engage in bi-musical
encounters while retaining a strong link with the style of their local musical culture. The
dynamic quality of musical life in this area can only be augmented by this state of musical

affairs.

The contemporary perspective

Since this qualitative research focuses on memories and past events of the 1980s and the
1990s a view from the perspective of the present prompts the raising of three pertinent

questions:

1) How does the musical environment in an East Galway home in the 21%
century compare with one in the 1980’s? Does the modern pre-school
environment still resonate with Irish traditional music-making or have factors

such as increased use of technology affected this process of enculturation?

2) In the current primary school curriculum class teachers are encouraged to
engage completely and positively with music in their classroom. Does the link
with the richness of Irish traditional music in the East Galway community
remain? And if it exists, what is the nature, or the present shape of this ‘living

bridge’?

3) Music at second level has witnessed a most positive growth. The popularity
of the subject is unprecedented and the numbers sitting the Leaving Certificate

exam have almost trebled in the last ten years. (State Examinations Commission
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2007, p. 5). In this new plurality, can teachers, students and community
musicians embrace the unique phenomenon of Irish traditional music, in a

practical environment that is both inclusive and productive?
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Abstract

This paper reports results from the second round of data collected in the author’s ongoing
research on alternative ensembles in school music programs. (The first stage of the research
was reported at the Fifth Sociology of Music Education Symposium in Newfoundland 2007).
Following a brief introductory summary of the genesis, growth, and sustenance of programs
reported in the first stage of the research, qualitative teacher survey and interview data from
an additional eight school sites across the U.S. are examined in light of the program policy
decisions which these new cases, collectively, suggest. Specifically, policy choices and
parameters raised during the first round are discussed according to: a) student participation, b)
conceptualizations of musicianship, ¢) cultural-aesthetic congruence and, d) program design.
Ways in which traditional and non-traditional ensembles do, and can, co-exist while each
contributing to developing musicianship among children and teenagers will be offered as
exemplars. Differences in inherent assumptions between alternative ensemble practice and
traditional ensemble practice form the basis of recommendations set forth for the initial
framing of an applied research agenda for music teacher education reform regarding music
ensemble program policies in schools.
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Today’s talk continues my interest in the changing soundscape of instrumental ensembles in
public schools in the United States, as a sequel to research, which I presented two years ago at
the fifth Sociology of Music Education symposium in Newfoundland. That investigation was
a fishing expedition of sorts to find and record instances of instrumental ensembles which had
been begun by music teachers and maintained successfully for five or more years, and whose
instrumentation lay outside the band-orchestra spectrum. The initial research identified salient
issues regarding how and why such ensembles get started, how they are maintained, and what

future prospects exist for their sustenance (Colley, 2008).

Context

As a brief and cursory context to this line of inquiry, two major trends appear to be forcing
ensemble transformation in music education, the first being rapidly changing demographics of
school age populations. Recent census bureau forecasts predict, e.g. that by the year 2020
enrollments of Hispanic children will increase by 60% (Spring, 2002). As recently as two
weeks ago, the popular morning television show, TODAY, in the United States, reported in the
context of the continuing contentious debate over bi-lingual education in U.S. public schools
that by 2025, one in four students will be of Hispanic heritage (Almaguer, 2009). Secondly,
the availability of musics outside the Western canon via live and electronic sources continues
to proliferate, creating expectations among parents and students for school music programs to
accurately reflect our art form (Ball, 2009; Goodale, 2009; Hartman, 2009; Mixon, 2009;
Randall, 2008; Spray, 2008; Tanner, 2007; Volk, 1998; Wade, 2004).

Accordingly, this second phase of my research deals with policy decisions connected
with ‘enabling additives and alternatives’ to school ensemble programs. I have struggled to

arrive at this awkward and cumbersome terminology. The word ‘alternative,” which was used
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previously by itself, suggests ‘instead of’, which I find not only elicits turf-protection among
band and orchestra directors but, moreover, misrepresents that many ‘non-traditional’
ensembles are, indeed, program additions, and not replacements of large traditional
ensembles. (So, I welcome suggestions for less grammatically awkward terminology.)

In her book, Transforming Music Education Estelle Jorgensen (2003) said of the
curatorial role that music teachers have historically been expected to play in preserving
particular musical traditions:

... My own dialectical view of the tensions between the curatorial, ethnological,
and critical suggests that it is incumbent on educational policy makers to work out
practical resolutions for their particular circumstances. To take this approach,
however, means that music teachers and those interested in their work must look
beyond a narrowly focused curatorial view of the traditions(s) they practice
toward the claims of a more culturally contextualized and critical view. This may
lead them to actively transgress the taken-for-granted to, as Giroux puts it, ‘focus
on ‘ruptures, shifts, flows, and unsettlement.” Transforming music requires
careful and critical reflection concerning those aspects to affirm and transmit, or
repudiate and jettison.... Such a broad view necessitates significant changes in
teacher preparation (p.110-111).
As I explained two years ago in Newfoundland, it was with an eye toward transforming music
teacher preparation that I undertook research to document the genesis, maintenance, and
sustenance of non-traditional ensembles begun by music teachers. Now, in 2009, I examine
policy implications for aspiring music teachers to consider that are inherent in the
interviewees’ circumstances, decisions, and stories

I use as a lens for policy discussion perspectives from two authors’ entries in the 2002
music education research handbook (Colwell and Richardson, 2002). According to National
Association of Music Schools president Sam Hope, policy is a ‘perceived need to act...a
decision which arises because of a question of how to proceed’ (Hope, 2002). MENC
president John Mahlmann contends that policy is neither prescriptive nor dictatorial, but

descriptive, i.e. policy is a way of describing an organization’s behavior that is true to the

group’s mission (Mahlmann, 2002). Viewed in the context of recent policy research
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syntheses from our parent field of education (Fuhrman et. al., 2007) whose conclusions decry
a one-size-fits-all approach to educational policy development in U.S. schools, I embrace the
view of veteran educational policy analyst and program evaluator Carol Hirschon Weiss on
our roles and responsibilities as researchers:
Education research certainly can (and does) contribute to the development of
structures, practices, and materials that enhance student learning, but it is
unrealistic to expect research to identify features and combinations of features that
maximize learning for each type of student in each type of setting. Moreover,
research does not produce hard-and-fast findings once and for all. (Weiss, in
Fuhrman et. al., p.284)
In addition, this research on alternative ensembles was begun as a step in the development of
an ‘applied’ research model in music education that is characterized by, among other features,
its situated timing during paradigmatic shifts in our field, (in this case, an expansion beyond,
or departure from, the prevailing large-ensemble-as-music program model in schools), and in
environments where data would be most salient, (in this case, in schools and communities

where music teachers are successfully transforming standard large-Western-ensemble models

to include substantially diverse instruments, timbres, and/or repertoires).

Methodology

Methodologically, my research approach was inspired by anthropologist Catherine
Besteman’s Transforming Cape Town (2008), an ethnography of one of the most remarkable
political and social transformations of our era. Choosing to synthesize a collection of case
studies over time, rather than conduct a single ethnography, Besteman concluded
It would be difficult to capture the story of the transformation of Cape Town in a
single case study — a jumble of case studies more accurately captures the slow yet

frenetic, uncoordinated, amoeba-like grassroots efforts at transformation...all of
the stories I’'m following are important to the central theme of this book... A man
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in the tourism business who regularly traverses the city’s many neighborhoods
described Cape Town to me in 2003 as a city that appears frozen in (apartheid)
time, yet when you look closer you realize that the ground is moving
constantly.... It is a messy portrait. (p.21-22)
So too, with the evolving soundscape of music ensembles in United States schools. My
‘messy portrait’ of a slow transformation from the orchestra-band-chorus trilogy still common
in most school systems to a colorful array of diverse repertoire styles and instrumentations
depicts music teachers who took sometimes controversial stances to, as Jorgensen suggests,
repudiate and jettison, while simultaneously performing their expected curatorial role as
affirmers and transmitters of the large-ensemble-as-music program cultural status quo.

As policy makers, arts educators, in the U. S. at least, are somewhat unique among
their teacher peers in schools in that that do enjoy a greater degree of autonomy over program
policy, and can -- more than the average math, science, or English teacher at least, begin
initiatives independently, garner administrative and community support, effect change, and, as
we shall learn, influence local policy.

As I argued at the Research In Music Education (RIME) conference at the University
of Exeter, United Kingdom in April 2009, our music education research community is sorely
in need of applied research models employed by our counterpart colleagues in educational
research and in the natural and physical sciences. If we ever expect to make meaningful and
effective links between research and practice, applied research models - characterized by their
situated timing of field research during paradigm ‘shifts’ in the field, need to inform policy by
studying practice, not just prescribing it, as we in ‘higher’ education are too often too quick to
do. Policy development divorced from studied practice is sure to fail. What we gain from
applied research which documents and records teachers’ actual practice are answers to the
simple question, “What works?” What we learn is how creative and committed music

teachers negotiate demographic shifts in student populations, rise to meet the artistic
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challenges of available new musical genres, and, by so doing, enable more students to make
more music.

While the research reported herein does not test a single ensemble program model, per
se, its survey and analysis of like-minded models among teachers in diverse settings across
the U.S. identifies features and philosophies which might eventually lead to an applied
research initiative aimed at producing music-ensemble program structures and policies

flexible enough to adapt and/or replicate these experiences in other schools and communities.

Sample

Today’s report combines the 2007 data from four pilot cases with new data from eight
additional cases, bringing the total sample to twelve ensembles from ten states (Texas, Utah,
Pennsylvania, Georgia, New Jersey, Massachusetts, Nevada, Oregon, Kentucky, Minnesota)
and one American International School. Added to the 2007 cohort of an elementary recorder
consort in an urban Massachusetts city, a country/bluegrass ensemble in a rural Kentucky
high school, an elementary marimba ensemble in an affluent Washington suburb, and the
system-wide secondary mariachi program in Clark County-Las Vegas Nevada are now: two
high school fiddle ensembles from Flemington, New Jersey, and Fulton County Georgia; one
high school rock ensemble from Irving, Texas, and one high school steel pan ‘orchestra’ from
Redwood Falls, Minnesota; a middle school handbell/handchime choir and a Fife & Drum
corps from Hamburg and York, Pennsylvania, respectively; a middle school percussion
ensemble from Salt Lake City, Utah; and one elementary Javanese gamelan ensemble from
an American International School in Indonesia. The sample of twelve was garnered through a
snowball referral technique which began with an emailed request to graduate students

enrolled in Boston University’s graduate music education programs, asking for music teacher-
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alternative ensemble director contacts, Inquiries continued until a sufficiently diverse
representation of genres, states, and grade levels was gathered (Creswell, 2009).

The longevity of the twelve ensembles’ tenures ranges from three to thirty eight years:
five having existed from three to nine years, five from ten to fifteen years, and two for sixteen
and thirty-eight years. The sample includes three elementary, three middle school, and six
secondary ensembles. Enrollment sizes of the twelve groups range from five to thirty-five
members, with the exception of the systemic secondary Mariachi program in Clark County

which involves over two thousand children in grades seven through twelve.

Data Collection and Analysis

Analyzing new data from an additional sample of eight schools and communities allowed me
to begin to test, confirm or re-examine issues identified in the 2007 pilot study. I again asked
for a brief description of the ensemble’s formation and history, being especially interested in
why the ensemble was started. I then investigated issues of practice and policy that had
emerged from the original sample. I wanted to know how, by whom, and at what level policy
decisions had been made in each of the situations. The respondents were asked about the
status of their ensembles relative to other, more traditional, ensembles in their school
environments, and how the non-traditional ensembles were viewed and received among the
music faculty, administration, and community. Four policy issues, each of which had emerged
in the pilot interview data (Colley, 2009) were designated as question topics. Specifically, I
investigated: a) the extent to which participation in the program was equitable or
competitive, b) the extent to which the definition of musicianship was
physical/kinesthetic/aural or notation-dependent, c) the extent to which the cultural aesthetic

of the music was congruent, i.e. familiar or foreign, to the ensemble members, and d) the
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extent to which the design of the program was the idiosyncratic effort of one individual or
was assured to be sustained over time, regardless of personnel changes.

Teachers in the second round of data collection answered an emailed survey of seven
open-ended questions at their leisure, using as much time and space as they chose, and were
invited to supplement the survey data with documents, artifacts, recordings, website
addresses, etc. The survey data was corroborated neither by student and administrator
interviews, nor by site visits, but all respondents were available for telephone interviews.
Seven of the participants consented to dissemination of this research with full disclosure of
their names and identifying information; the respondent from an American International
School in Southeast Asia is represented by a pseudonym, with permission. All of the quotes,
which follow, were received on emailed questionnaires from these music teachers in the

spring of 2009.

Results

On certain characteristics and issues, the 2009 data confirmed findings from the original four
case interviews two years prior; in other cases, issues required additional demarcations and/or

subtle changes in interpretation.

Participation

I had predicted, based on the pilot sample, the same dichotomous participation policy
distribution, previously explained by the directors’ motivations of either insuring equity of
access or auditioning for excellence, but the additional eight respondents reflected policies

that embraced gradations in between. Within the entire sample, participation access runs the
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gamut in degree from entry-level Equity... to mid-level Exposure ... to high -level
Excellence. Having shifted from the traditional K-12 music program paradigm of ‘entry’
being focused in elementary schools, and advanced excellent ensembles residing only in high
schools, open-access ‘entry-level’ ensembles, like Kent Nelson’s middle school (world)
percussion class, Christine Ryan’s middle school hand bell and hand chime choir, and
Kristofer Olsen’s middle school feeder steel pan program for his ‘Pandemonium’ high school
ensemble are open to all students interested. Jody Smith’s gamelan ensemble in an
International school is unique in that all students are required to participate from kindergarten
through fourth grade, but only play publicly as an ensemble in grade four.

Michael D'Spain’s rock n roll ensemble started out with access opened to all, and
then, due to its popularity but lack of additional staff to direct additional ensembles, had to
adopt an audition policy to limit participation. Interestingly, Christine Ryan did the reverse.
Originally she only allowed members of her select concert choir to ring bells. Regarding the
policy change she said:

As for who decided this, it was me. I always have felt that ringing bells was a

privilege for my choir members, but, 12 years later, I think that if a student has an

interest in ringing but not singing, they should still have that opportunity.

Beginning in 2009-2010, I will find room for these students in one of the choirs.
Sheldon Fisher developed his ‘Fiddle Team’ in Fulton County, Georgia to ‘expose’ students
to styles beyond the Western orchestral canon but his participation policy grants access only
to students enrolled in their school orchestras. However, students outside the orchestra are
allowed in if they play non-traditional instruments such as guitar, banjo, mandolin, drum set
and piano, which, as is typical, the school music program does not offer. The policy was not
without controversy amongst the music faculty:

Originally, the department chair wanted this to be a select auditioned group.

However, my past experience taught me that students who desire and want this
type of music experience have a tendency to shy away from auditioned groups as
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many of them see this as a highly competitive situation. Their interest is not in
competition, but in enjoyment of performing alternative styles of music.
At the end of the continuum are the cases of Richard Worley and William Magalio, whose
Fife & Drum Corps and select ‘Fiddle Club,’ respectively, are accessible by audition only,
and only to students who have studied violin, or drum and fife, respectively, in their curricular

school music program.

Musicianship

On the second policy question of musicianship the pilot sample had split evenly between
philosophies stressing either aurality or music reading, each exclusively. Again, answers from
the 2009 sample did not polarize as the pilot sample had, but ranged in degree between the
two positions. At one extreme, is a commitment to cultural authenticity embraced by Jody
and the music faculty at her American school in Southeast Asia where gamelan is taught by
rote as it traditionally would be among the native Indonesian population. So, in Jody’s case
one mustn’t ‘play from’ notated music, even though the music is archived in notated formats.
The transmission of the music is directly aural to kinesthetic. Music teachers in her school
resort to formal analysis with the children only when the aural-to-kinesthetic process fails.
Four of the other seven ensemble directors subscribe to mixed rote-note philosophies,
but with differing rationales. Since, in Michael D’Spain’s rock and roll ensemble, his purpose
is ‘...to get kids into the music program regardless of their previous music education,’
previous reading ability has no bearing on access and entry. However, he explained:
We teach the group to be functional musicians in pop/contemporary genres. We

want our kids to be able to navigate charts and also create their own charts. In all
honesty, aural skills more often than not come in handier than reading skills.
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Similarly, Kent Nelson wrote of his junior high school percussion ensemble:

Experience has taught me that by junior high, many students who do not read
music really do not want to learn to at this point in their lives. But they DO want
to participate and perform. I do not need to list all the famous musicians who did
not read music, so I see no need to overemphasize this skill. Yet, learning to read
music is encouraged and taught in the ensemble class, but not graded heavily.
Aural skill is a valued skill if a student cannot read music. Because of the nature
of the music in this ensemble, independent hand (and feet, in some cases)
coordination and a strong sense of rhythm are overriding skill considerations
above the manner of how a student processes the musical information.

Sheldon Fisher, who has developed and directed alternative string ensembles for over twenty

years, reported that even though most selections are notated students are encouraged to get

‘off music’ as soon as possible, and aural skills are emphasized over music reading. He

explained:

I have attended jam sessions and studied with experts of ‘alternative’ style strings
to learn the benefits derived from this type of ensemble playing. Over 25 years [
have observed that the skills learned in this type of group contribute to a student’s
confidence not only in their playing skills but also in personal interaction skills
...Students are sensitive to each other’s skill level and work with each other
before and after rehearsal as well as setting up time outside of the rehearsal, and
away from the building.

Interestingly, Richard Worley followed the opposite path — from aurality zo notation. It was

after spending a week with the professional Colonial Fife and Drum Corps in Williamsburg,

Virginia that he became convinced of his group’s need to move beyond “memorizing

fingerings”

to a greater emphasis on musicianship and traditional note-reading.

For the final two respondents, music reading in their ensembles is a ‘must.” In

William Magalio’s Fiddle Club, music literacy is essential to learn the nearly 100 pieces of

repertoire, which includes “bluegrass, Celtic, Klezmer, gypsy, strolling strings, and Swedish.”

And Christine Ryan explained the unique hunt-and-peck technique of bell choir musicianship:

It is truly teamwork to make a song happen, since one student’s pitches are not
reproduced by any other student. Rhythm reading skills are especially important,
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since bell choir music looks essentially like piano music, and each student must
find his/her own pitches and figure out when to ring them, and when to damp
them...

Cultural/Aesthetic Congruence

Respondents were asked to describe and explain the extent to which the cultural aesthetic of
the ensemble is familiar or foreign to that of the student population majority. In the 2007
sample of four, two of the teachers,- those founding the country music ensemble in Kentucky
and the mariachi program in Las Vegas, had done so with the expressed purpose of making a
cultural match between music ensemble and cultural background of the student population.

In analyzing cultural congruence issues among the eight new respondents in the
sample, it was necessary to separate the familiar-to-foreign continuum question into issues of
instrumentation and repertoire, since one did not necessarily align with the other in the second
cohort. Of the eight ensembles, the two fiddle groups’ directors founded their ensembles in
order that students stretch beyond the Western classical canon toward new styles of repertoire
on instruments already familiar. Another five teachers founded ensembles using instruments
not normally accessed in school music programs, e.g. hand bells, colonial fifes & drums;
drums from foreign countries, the Javanese gamelan, and steel pans from Trinidad, but these
ensembles’ repertoire is not necessarily traditional to, nor congruent with, the culture of the
instruments’ origin, nor the culture of the current student population. (In two cases, ensemble
size was an additional motivation, the desire being to have a small ‘touring’ ensemble to
respond to community performance requests.)

Of the eight ensembles in this 2009 sample, only one - Michael D’Spain's rock
ensemble at McArthur high school, could be said to have been a purposeful attempt at cultural

congruence, as the country music and mariachi programs had been in the 2007 sample. ‘M5’
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was founded to play musical repertoire and instruments that both, as he says, ‘speak to these
kids.” The group’s collective tastes in music determine the repertoire performed, i.e., the
vocals and instrumentation are determined by particular members in any given year — which
can include bass, drums, keyboards, synthesizers, horns, guitars, percussion, singers, or

rappers.

Program Design

When the 2007 cohort members were asked what future prospects existed for the four
ensemble’s continuance should the current director depart, two were doubtful, one was
hopeful, and only one confident that the group would be sustained, the latter being Marcia
Neel, the (now former) director of the systemic secondary mariachi program begun in Las
Vegas’ Clark county School system. This also tended to be the trend in the 2009 sample. On
a continuum of program sustainability ranging from the sole passionate driving force-
teacher/director to a systemic commitment to the ensemble, among eight directors, only one -
the Javanese gamelan ensemble at the American school in Indonesia, reported a systemic
commitment, similar to Las Vegas’ mariachi program. While this situation could be viewed as
an anomaly of location and instrumentation, it is nonetheless noteworthy that the gamelan
ensemble has achieved sustenance and status within that school’s music program because it is
embedded into the general music curriculum. Facility on gamelan is required of music
teachers, and professional development is provided for them as a matter of practice,
structure, and policy. When asked about relations between the ensemble and the rest of the
music program, Jody reported:

The gamelan is of separate, but equal status with band, strings, and vocal

ensembles. It certainly holds equal, if not more important, status, however, as it is
required for all students in K-4. Each elementary music teacher has a rotation in
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the gamelan room during the year lasting 7-8 weeks, during which time each of
her/his music classes spends about 45 minutes in the gamelan room every three
school days.
Replies from the other seven respondents describing sustainability prospects ranged from
possible to doubtful. As Michael D’Spain said of his rock ensemble:
I do not know that music colleges are developing choral music educators or
instrumental educators who could successfully take this rock ensemble over if |
was to leave. I am hoping that someone from within the group will graduate from
college soon, and come back to take over.
The necessity of relying on student leadership to compensate for ill-prepared teachers was
echoed by steel pan director Kristopher Olsen, who said
I am headed to a doctoral program in the fall...The new director does not have
any experience with steel pans and is understandably apprehensive about taking
over. The students are talented enough to teach a director the technical issues to
step in and lead...When I made my decision to go back to school; I had a
discussion with the students about the importance of their role in the transition. I
am confident that they will make sure the program continues.
Even amongst the doubtful, it was noteworthy that al// of their ensembles enjoy high status
within their communities. Whether this signals a disconnection between student ensembles
that communities value and those that teacher preparation programs prepare music teachers to
deliver, is an issue worth pursuing. Despite the dim prospects for future sustenance reported
by these directors, the future picture is not entirely clear. The very presence of the ‘odd
ensemble’ itself, in fact, does sometimes, shift attitudes among music faculty peers. As
Christine Ryan noted, when reporting the discomfort that exists among her colleagues over
the administrative and community support and popularity that her bell choir enjoys:
Interestingly, the middle school band director, after many years of my suggesting
that there is interest in the student population to make music, but not in the
traditional band setting, is thinking about beginning a drum ensemble. The
conversation that revealed this happened only a week ago.

And moreover, even within the minds of these directors of alternative ensembles themselves,

such paradigmatic attitudinal transformations are occurring as a result of them having
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breached traditional role models of music making and musicianship. They have, so to speak,
acted their way into a new way of thinking.
Wrote William Magalio, who founded his Hunterdon Central fiddle club as a select
co-curricular orchestra ensemble:
I do not consider the fiddle club to be too much in the way of ‘alternative’ music,
because there still is a strong base of traditional music education with the students
performing in it. I can’t imagine this group being able to work without that basis,
but I am willing to admit that anything is possible. It would be very interesting to
see if my sending districts were to make a change towards using alternative music

as a primary method of ensemble music education, how the fiddle club would
evolve...

I close with William Magalio’s speculation because I find the analogy of evolution in the
natural sciences with transformation in the music education profession useful. Just as animals
and plants have their origin in other preexisting species and types, and just as distinguishable
differences are due to modifications in successive generations, musical ensembles programs
will, probably, evolve over time. I hope to have demonstrated that conducting research on
transformative practice elected by music teachers, which is then used toward the expressed
purpose of developing applied research models to enable diverse ensemble programs in
schools to grow, is inextricably linked to music education policy development which furthers
improvements and sustenance of music programs in schools.

We researchers would do well to identify and showcase in our research agendi
teachers who take initiative to — returning to Jorgensen, ‘repudiate and jettison,” — especially
while serving as cultural curators who ‘affirm and transmit.” In so doing, the research
community could enable and support additives and alternatives which generate discussions at
the local school level which, in turn, can influence policy development at the community,
district, state, and national levels. Ultimately, this could produce policies that are

substantively, and accurately, informed by practice.
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The next steps in the research agenda begun herein are to synthesize data from these
eight new ensembles with the original four, and to continue the sample’s snowball expansion,
with the ultimate goal of developing an ensemble structural model to pilot-test in school
systems. The model’s features would accommodate differences in school sizes, populations,
cultures, and resources, so that both music making opportunities and music making styles will

be on the rise in U.S. schools.

References

Almaguer, M. (2009), ‘Lost in translation: Latinos and the bilingual divide’, MSNBC Allday

June 17 2009, [online], http://allday.msnbc.msn.com/archive/2009/06/17/1968748

(accessed 31 July 2009).

Ball, L. S. (2009), ‘More schools getting in tune with mariachi’, The Associated Press:
Hosted News Google, [online] Available at:
http://www.google.com/hostednews/ap/article (accessed 8 January 2009)

Besteman, C. (2008), Transforming Cape Town, Berkeley: University of California Press.

Colley, B. (2008), ‘Culture, relevance, and instrumentation in the school music ensemble:
moving beyond the band, orchestra, chorus trilogy’, in B. Roberts (Ed.), Sociological
explorations: Proceedings of the 5" international symposium on the sociology of
music education (pp. 63-80), St. Johns NF: The Binder’s Press.

Colley, B. (2009), ‘Educating Teachers to Transform the Trilogy: Pre-Service Practice for
Ensemble Alternatives’, Journal of Research in Music Teacher Education, Fall, 2009.

Colwell, R. and C. Richardson (2002) (Eds.), The New Handbook of Research on Music

Teaching and Learning, New Y ork: Oxford



Bernadette D.Colley Music Ensembles in U.S Schools 106

Creswell, J. W. (2009), Research design: qualitative, quantitative, and mixed methods
approaches, 3". ed. Los Angeles, CA: Sage, pp. 183-193.

Furhman, S., D. K. Cohen, and F. Mosher, Eds. (2007), The State of Education Policy
Research, Mahwah, NJ: Lawrence Erlbaum.

Goodale, G. (2009), ‘Obama’s call to arts’, Christian Science Monitor, January 16 2009.

[Online], http://www.csmonitor.com (Accessed 30 January 2009).

Hartman, S. (2009), ‘Modern Pied Piper Cheats Death’, CBS News May 1 2009. [Online],

http://www.cbsnews.com/stories/2009/05/01assignment_america/main4984493.shtml

(Accessed 2 May).

Hope, S. (2002), ‘Policy Frameworks, Research, and K-12 Schooling’, The New Handbook of
Research on Music Teaching and Learning, New York, Oxford University Press, pp.
5-16.

Jorgensen, E. R. (2003), Transforming Music Education, Bloomington: Indiana University
Press.

Mahlmann, J. J. (2002), ‘MENC: A Case in Point’, The New Handbook of Research on Music
Teaching and Learning, New York: Oxford, pp. 17-22.

Mixon, K. (2009), ‘Engaging and Educating Students with culturally Responsive Performing
Ensembles’, Music Educators Journal, 95 (4) pp. 66-73

Music  Educators National Conference. (2007), Mariachi Newsletter. [Online],

http://www.menc.org/connect/mariachi/english/newsletter/2007 04  (Accessed 13

April, 2009)
Randall, M. (2008), Out of the box. Teaching Music, 15 (6) pp. 30-34
Spray, B. (2008), ‘Mariachi madness’, MENC: The national association for music education

August 11, 2008, [Online], http://www.menc.org/v/band/mariachi-madness; (Accessed

17 August, 2009).



Bernadette D.Colley Music Ensembles in U.S Schools 107

Spring, J. (2002), American education, New Y ork: McGraw-Hill

Tanner, C. (2007), The steel band game plan: strategies for starting, building, and
maintaining your pan program, Lanham, MD: Rowman & Littlefield Education.

Volk, T. M. (1998), Music, education, and multiculturalism: foundations and principles, New
York: Oxford University Press.

Wade, B. (2004), Thinking musically: experiencing music, expressing culture, New York:
Oxford University Press.

Weiss, C. H. (2007), ‘The Role of Education Research: Commentary-Can We Influence

Education Reform Through Research?’ In Furhman et. al. (Eds.), pp. 281-287

Bernadette D. Colley, Ed. D., is founder and principal investigator at Colley Consulting

(www.colleyconsulting.com), and former Associate Professor of Music Education at Boston

University

Email: berncolley@gmail.com



A Process of Change in the Teaching and Learning of Traditional

Music Performance in Ennis, Co. Clare 1961-1980

GERALDINE COTTER

University of Limerick

Abstract

Ennis, Co. Clare is now considered to be one of the principal strongholds of traditional Irish
music practice in the world. However prior to 1961, the music practice in the town appears to
have been limited to a few musicians, many of whom had roots in rural areas. A history of
unbroken effective teaching has contributed to this transformation since then. This paper
addresses the emergence of the formalisation of the transmission of traditional music through
educational means i.e. the setting up of the first institutionally led class in 17/4/1961. I will
examine the conditions which led to it; looking at the ideological foundations which
underpinned the introduction of this formal structure, focussing principally on the institutional
bodies through which it occurred; namely the Clare Vocational Education Committee and
Combhaltas Ceoltoiri Eireann. Since then there has been a steady increase in the number of and
the diversity of class contexts in order to meet the demands of growing student numbers and
the broader changes in society. I will trace the connections between it and subsequent classes
in Ennis and its hinterland, considering how it contributed to the reshaping of the identity of
Ennis, from being a place largely devoid of traditional music to becoming a place
internationally known and recognised as a major hub of the tradition.
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Introduction

What prompted me to do this research in the first instance was an awareness that the town of
Ennis, Co Clare in the West of Ireland, which had very little traditional music performed in it
in the 1950s, changed in the space of a couple of decades into a place that is now a recognised
international site for traditional Irish music. It is now possible to hear traditional music
performed every night of the week at informal pub sessions and at other venues. Moreover,
traditional Irish music is now such an integral part of the fabric of the town’s culture that for
many people it is difficult to imagine a time when it was not popular here. Perhaps it is not
surprising therefore, that for the past ten or fifteen years a considerable number of traditional
musicians from all corners of the world have been attracted to living here. Prior to 1961
however, music practice in the town appears to have been limited to a few musicians, many of
whose roots were in rural areas. The decades which followed provide confirmation of a
momentous development in teaching, which was highly influential in the transformation.

In this paper I address the emergence of the formalisation of the transmission of
traditional music through educational means i.e the setting up of the first institutionally led
class in 17/4/1961. I examine the conditions which led to it, looking at the idealogical
foundations which underpinned the introduction of this formal structure. I focus principally
on the institutional bodies through which it occurred; namely the Clare Vocational Education
Committee —abreviated to (VEC) and Combhaltas Ceoltéiri Eireann(CCE), commonly referred
to as Combhaltas.

This class was particularly significant in that it was one of the first structured classes
for the teaching of traditional dance music to be recognised by the Department of Education

outside of Dublin and Cork." Since then there has been a steady increase in the number and
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diversity of class contexts, to meet the demands of growing student numbers and changes in
society. I trace the connections between it and subsequent classes in Ennis and its hinterland.
What are the factors that have led to this phenomenon? In particular, what conditions
have contributed to this largely rural pursuit becoming established in an urban setting? It is
my contention that the unbroken record of effective teaching, since the first traditional music
class commenced under a combined VEC/CCE Scheme in the town in 1961, has been central

to this development.

Ennis - a town in transition.

The 1950s; the period leading to the first formal class for traditional music; was a very
exciting decade in County Clare. The post war depression of the 1940s and early 1950s was
starting to ease. This had been an era of vast emigration from Clare particularly working class
citizens of Ennis. Musicians from all areas of the county migrated, chiefly to the large urban
areas of Great Britain and the US.

However, during the 1950s Ennis began to industrialize and factories were built in the
town. The Lemass Whitaker plan had already been implemented in the 1950s, which
culminated in a Programme for Economic Expansion in 1958. This included many incentives
to attract foreign investment to Ireland. In 1959 Shannon Development was formed, its remit
being to promote the Midwest region. It was instrumental in the rejuvenation of the area both
in terms of industry and tourism. By the 1960s there was an increased sense of optimism and
confidence in the Midwest particularly following the emergence of Shannon Airport Duty
Free Zone in the early 1950s. A new planned town and an industrial estate were built in
Shannon and other factories were built in Ennis and other places. Even though unemployment

had been a major problem in Clare, rural electrification (1947-1979), the opening of Shannon
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Airport and the locally available technical training through the VEC for prospective industries
combined, led to a sense of optimism and confidence for the future. The appearance of urban
Ennis began to change. The demolition of-the many laneways of the town began and the
families were relocated to new housing estates. People (many of them traditional musicians)
began moving in from the countryside and returning home from abroad, which in turn had an
impact on traditional music itself.

The VEC, whose role and mandate was to bring educational opportunities to areas and
to people who would not have had them, recognised the changes as an opportunity and
cooperated fully with businesses who sought their support. The schools developed many new
courses and introduced new subjects. From the earliest stage the local communities had a
vested interest in the development of these schools, and from the 1950s on, there was an
increase in the interaction between the local communities and the schools. Most local events,
whether educational or recreational — for example, lectures, demonstrations, cultural events,
debates and so on - emanated from the schools.

In addition, since the composition of the Committee was primarily based on elected
members of the County Council, the ethos of the VEC was reflective of that of the
Government. For example, the Irish language had a prominent position, in that, as far as it
was possible, the business of the Committee meetings was carried out ‘as Gaeilge’ or in Irish.
However, this did not extend to music and the arts in general. The arts were not a serious
contender for inclusion on the curriculum of the schools in County Clare until the 1960s. In
fact there was no permanent appointment of a music teacher here until the late 1970s.

Two significant events occurred in Ennis in the 1950s: firstly the ‘An Tostal
Festivities’ was initiated in the early ‘50s. In the Clare Champion (the weekly newspaper for
the county) dated January 1953 there was an announcement regarding an ‘Ireland-at-Home’

festival, which was to start on April 5™. This was a weeklong countrywide festival to include:
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... pageants, games, marches, military and other displays, musical festivals,
decorative effects, drama, horse jumping and a number of other features. (Clare
Champion January 3™ 1953)
This was the first mention of An Tostal; a national event to promote tourism through Bord
Failte and to improve the economy and increase prosperity. It also gave a significant boost to

morale throughout the country. This was followed by the first Fleadh Cheoil in Ennis in

1956.% The event attracted musicians from all corners of Ireland.

Combhaltas Ceoltéiri Eireann

Although Comhaltas Ceoltéiri Eireann was formed in 1951 for the promotion of Irish
traditional music,’ it did not start in County Clare until 1954. Its principal focus in the early
years was on the preservation and revival of a tradition that was generally considered to be at
in decline. This was done initially through the promotion of music through organising
sessions.” In the opinion of many the same pressure was not in County Clare for musicians to
be brought together in this way. Locally there was a lot of musical activity and in addition, at
a time when very few people owned a car, Sedan Reid a musician from County Donegal who
moved to Clare when he was appointed as an engineer with Clare County Council, began to
organise sessions, bringing musicians from the East and West of the county together.
Following the excitement of An Téstal in the early 1950s and the success of the All-
Ireland Fleadh Cheoil in Ennis in 1956 there was an increased optimism in County Clare but
particularly in the town of Ennis. In terms of traditional music there was a creative energy and
buoyancy. Clare musicians had been particularly successful at the Fleadhanna Cheoil and
many of them were becoming well known through radio broadcasts, particularly those of
Ciaran MacMathtina. There was only one Branch of CCE in Clare until March 1958, when a

new Branch was formed in Ennis.’ Although there were plenty of sessions and regular
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concerts held, there was a consciousness during this period that young people were not being
attracted to the music.
There was a gap. [ was 21 in 1960.... 10 years younger than the likes of JC Talty
and Michael Falsey. Willie Clancy was about 25 years older.... I suppose we all
knew that we weren’t bringing the young ones with us at that stage. (Interview
with Séamus MacMathuna, January, 2007)
Although discussions had taken place within CCE at national level at an early stage around
the issue of training teachers to teach Irish music, it wasn’t until the approach by members of
the Clare Branch of CCE to the VEC in the late 1950s that anything formal happened.
Because the VEC committee were aware of its mission within the Community they responded
and by 1961 the first CCE /VEC class was established. Over time CCE began to develop and

new branches were established throughout county, the country and in due course also

internationally.

The First Class for Traditional Irish Music

The organisation CCE had already built up a relationship with the VEC having received much
support from them during events such as the All Ireland Fleadh held in Ennis in 1956. On
6/10/1959, Sean Reid, secretary of Comhaltas in Clare, approached the VEC and on his
recommendation Jack Mulkere® was appointed to teach in Ennis. This class began on
17/4/1961. Classes were held on two nights per week and were attended by 30 students for the
violin classes and 28 for the ‘flageolet’.” Jack continued to teach in Ennis for many years. In
addition, following a request from Fr Minogue, he also began teaching in Crusheen, his local
Parish. Initially it was started as ‘... an experiment on not more than two evenings a week’

(VEC Minutes 3/3/1962 Item 31). Even though there was not an actual VEC school in



Geraldine Cotter A Process of Change in the Teaching and Learning of Traditional Music Performance 114

Crusheen the Committee began an outreach scheme here which was to lead to similar
developments in four other villages throughout the County.

By 1969 there were six music teachers being employed by the VEC throughout the
County- four of them teaching traditional Irish music. However, of a total of over 800 hours
of music tuition only 186 were for the teaching of traditional music while the remainder were
Western Art music i.e. music appreciation and choral work. However, by 1970 the allocation
had improved and of the paid 1,449.75 hours of music teaching, 728 were for traditional
music. By 1972 there were classes held in Ennis and in eight more centres. In 1973 the VEC,
following a request by Combhaltas, agreed to increase the number of centres in the county to
eighteen provided that the fees covered the cost of the teacher. Although the classes for
traditional music continued to flourish the VEC involvement in them decreased over time.®
Comhaltas became more active and musicians themselves become more actively involved in

teaching.

Cois na hAbhna

Between 1978-1983 Cois na hAbhna, the headquarters for Comhaltas in Clare, was built in
the Ennis. It became a centre for the teaching and learning of music not only for the people of
Ennis but also the larger community of County Clare. It was the primary reason that this
particular association with VEC came to an end.

During the 1970s new teaching spaces emerged. In the late 1970s Kilfenora born
fiddle player Gus Tierney established classes in the Maria Assumpta Hall, a parish hall.
Similarly, fiddle player, Vincent Griffin taught for many years at the Greengrove, a pub in the

outskirts of the town.
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One of the major spin-offs of the VEC/ CCE classes was that the many school
teachers who attended these classes passed on what they had learned to their own student e.g.
at Toonagh National School through the school principal Frank Custy, a past pupil of Jack
Mulkere. Many of these teachers established school bands e.g. as increasing numbers of
young musicians attended St Flannan’s College Fr Hogan saw the opportunity to set up a céili
band. Teachers in many other schools followed suit.

There were also a number of musicians who began teaching privately form their own
homes. The majority of these began as a result of a demand from pupils for more individual
attention and were generally small class groups or sometimes one to one tuition. Up to late
1970s music teachers in Ennis taught whatever instruments students brought to class
regardless of whether they played them or not. However, as pupils became more interested
and maybe more competitive they looked for more focused tuition. This led to a demand for
individual classes e.g. Eamonn Cotter was the first to teach flute and tin whistle from his
home in Ennis, similarly with Michael Butler who taught the accordion.

Music has always been available to students of the local schools in Ennis but in terms
of traditional music it was the VECs response to the community, as represented by CCE,
which led the way in terms of traditional Irish music. In County Clare, because of the number
of teachers attending them, these classes led to a change in the musical canon of the local
primary schools. Many of the musicians who established classes themselves had a connection
with these initial classes held in Ennis e.g. Frank Custy and Fr John Hogan who have

influenced many young musicians were themselves pupils of Jack Mulkeres.
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Ennis in the 1970s

As a native of the town growing up during these significant years I feel I am well placed to
trace this transition. My recollection of the 1970s was that it wasn’t out of the ordinary to be
playing traditional music. This was in stark contrast with the experiences of people in earlier
decades. In my view and that of my contemporary ‘townies’ it was a providential time to be
growing up in the town as a traditional musician.

The transformation in Ennis happened during a significant part of my adult lifetime.
Furthermore I am part of this account because I am an Ennis ‘townie’ playing traditional
music and, although I did, I did not necessarily have to move outside of the town to learn it.
The time was particularly significant in that young ‘townies’ began playing a music that had

been, in County Clare at least, primarily associated with an older generation in rural Ireland.

Conclusion

The first formal class of 1961, run jointly by Comhaltas Ceoltéiri Eireann and the Vocational
Education Committee, left a lasting impression. It not only created the conditions for other
formal classes to follow but over time led to new sites of learning and performance practice. It
is interesting that a significant number of Clare musicians have musical links which lead back

to the original class in 1961.

Unquestionably the impact of these developments on the life and culture of the Ennis
is significant. The town of Ennis during the period which I have focused on was at a
crossroads both economically and culturally. Ennis was not unique in this but certainly it
would seem that the unique conditions here, led to a response from the community which
resulted in an outcome singling it out from other population centres. If conditions had been

different I expect Ennis would now be a different place musically.
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Endnotes

' Leo Rowsome taught uilleann pipes in the Municipal School of Music in Dublin, as did Micheal O’Riabhaigh
in Cork School of Music.

? “Fleadh’ means ‘a feast of music’. At that time Combhaltas organised one annual fleadh. The 1956 marked the
6™ such Fleadh, the first being held in Mullingar in 1951. Nowadays musicians compete in a number of
qualifying rounds culminating in the annual Fleadh Cheoil na hEireann.

% There are now 400 branches of CCE in Ireland and abroad. The local branches are responsible to county boards
that in turn are accountable to four provincial councils and ultimately a Central Executive Council.

* Now the organisation promotes traditional music through teaching, fleadhanna cheoil and other festivals,
international concert tours and its magazine Treoir, recordings.

> Following this, other branches were formed throughout the county.

% From Crusheen, a village a few miles outside Ennis, Jack Mulkere had an established reputation as a teacher of
traditional music in his own locality and in South East Galway.

’ Tin whistle

¥ Other musical genres were supported. In July 1971 George Tweedle was appointed to establish a Brass Band.
Clem Garvey, Leonard Sheridan and Kathleen Touhy were also appointed to teach music as a subject within the
School Curriculum in Shannon Comprehensive School and in Ennis Vocational School. Other schools were to

follow.
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Abstract

The purpose of this study was to investigate the role of others (influential persons) in the
socialization process of members of an amateur string quartet. The questions were: who
encouraged subjects to become involved with music during pre-college years, college, and
post-college years; and, how was the process different from the experiences of music
educators in earlier studies? These questions have been tested earlier in a large-scale survey
and in a case study setting (1994 and 2007). This study (2008) was done on 4 amateur
musicians who played in a string quartet. Using similar research questions for the role of
musician from previous investigations, this study will show the part that others played in the
developing social roles of the subjects as musicians. According to Regelski (2007), the
significance of the amateur musician in musicking deserves the attention of music educators.
Often the only difference in an amateur and a professional musician is that the latter is paid
(Booth, 1999). In this study, taped interviews were used to gather information about how the
beginning and amateur musicians’ concept of self has changed over nearly two decades of
performing with a string quartet. Who encouraged them to keep playing? What
discouragements did they face from others? What factors, such as being paid, and audience
response have contributed to their inner concepts of self as a successful musician?
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Introduction

The life-long process of finding our niche within groups of people is known as socialization
(Berger and Luckman, 1966; Brim, 1966). It requires common knowledge and skills to
function within a group. The earliest and most fundamental impact upon the individual from
this process comes during the primary phase (Cooley, 1922) when family members as

significant others (Denzin, 1977) provide the individual with a framework from which their

later development is analyzed (Brim, 1966). The secondary phase begins as schooling and
later training for a specific occupation are added, but the influence from earlier years is
maintained and continued (Berger and Luckman, 1966).

In the field of music education, role perception and the ambivalent nature of
occupational identity as both musicians and educators has been studied across life cycles
(Bladh, 2003; Clinton, 1991; Cox, 1994; Cox, 2007; Harris, 1991; Isbell, 2008; L’Roy, 1984;
Roberts, 1990; Roberts, 1993a). From this research, there is evidence that the role of
musician develops much earlier than that of educator or teacher (Cox, 1994; Cox, 2007).
Family members, especially mothers, were most often mentioned by subjects as important in

the process.

Previous Research

In 1994 (Cox), Arkansas music educators were studied. The 310 subjects were asked who
influenced or encouraged them towards their roles as musicians and their roles as teachers
during childhood, adolescents, college years, and adulthood. Fifty follow-up interviews were
conducted from among the 310 subjects. Results showed that parents, especially mothers,
were most likely to have influenced subjects to become involved with music and continue

during their life cycles. The study showed that there was much support for the role of
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musician, early on, in subject’s lives, but not for the role of teacher. The development of the
role of teacher came later. Earlier studies showed that college music education students
consider themselves musicians, but rarely describe themselves as teachers (L’Roy, 1983;
Roberts, 1993a).

A qualitative, follow-up study was done in 2007 (Cox, 2007) in which three subjects
were asked similar questions to those used in the 1994 interviews (Cox, 1994). Who
influenced subjects towards their roles as musicians across their life-cycle, and who was
influential towards their roles as teacher? This study showed much of the same results as the
first study, that parents and grandparents were key players in the socialization process of
subjects towards their roles as musicians. The role of teacher developed much later. The
2007 study differed from the earlier one (Cox, 1994) in that subjects were able to address the
negative impact that some important people, especially ensemble directors, colleagues, and
college level applied music instructors may have had. The more detailed and in depth, face-
to-face interviews seemed to make the difference.

What about musicians who are actively engaged as ‘amateurs?” Do they have
different patterns of socialization? Can they name people in their life cycles who influenced
them to play or sing? Is there evidence that the impact of self as significant other or

influential person is a strong factor?

Purpose Statement and Definitions

The present study is an auto-ethnographic approach in that my own reflections, as a member
of the group, are a part of the study. The purpose of this study was to investigate the role of
others (influential persons) in the socialization process of members of an amateur string

quartet. The questions were: who encouraged subjects to become involved with music
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during pre-college years, college, and post-college years; and, how was the process different
from the experiences of music educators in earlier studies?

The Searcy String Quartet actually has 5 members who play regularly. Only four (two
violins, a viola, and a cello) are engaged for each job, but it has been necessary to expand the
list of ‘substitutes’ to try to fulfill the growing number of requests and work within each
player’s schedules. Hence, there are four subjects in the study besides my own reflections on
the data.

Defining the term ‘amateur’ may be a challenge as it relates to this study. A
Thorndike-Barnhart dictionary (Barnhart, 1969) defines amateur as ‘a person who does
something for pleasure, not for money or as a profession.” Regelski (2007) said that using the
term, amateur, to suggest a type of student performance that is less than perfect is judgmental.
He further states that whatever instigated the ‘admiration’ of music should be nurtured so that
it makes ‘life seem incomplete without music.” Subjects in this study began playing their
instruments as ‘amateurs’ by this definition. Playing for pay came years after career decisions
had been made, and the money associated with their services was never seen as a major
source of income. All of the subjects referred to the pleasure that they derive from the
participation in the Searcy String Quartet, and it was for that benefit that they began their
association. Thus, the other four subjects, excluding myself, are defined as ‘amateur.’

Influential persons are those in the life cycles of subjects who have had an impact on

career choices and decisions. In previous studies (Cox, 1994; Cox, 2007) this term and
significant others have been used. The term, influential persons, was chosen for this study to

facilitate communication with the subjects.
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Background Information

In 1992, we formed the Searcy String Quartet. The invitation was extended during a rehearsal
for the Homecoming Musical production. We were in the orchestra pit when I invited three of
the community members to join me for a weekday rehearsal to organize the ensemble. They
eagerly accepted at the time, but a couple of them told me later how they wondered why I
would ask them, because they felt inadequate, but also complimented. In 1998, another, more
experienced violinist and public school science teacher moved to the community and began
playing, regularly, with the group.

You might question my judgment. Why invite two players who qualified as beginners
and another who only played on occasions to join me in this project? Wouldn’t it be easier to
bring in musicians, already trained, from Little Rock or Memphis when we needed them?

My plan was to introduce a wedding repertoire based upon my own arrangements of
traditional music and a collection of easier love songs, plus other reception-appropriate pieces
that, with some work, the group could play. At the time, we were receiving one or two
inquiries each year about a string quartet for weddings. Most of the calls came at times when
college students were not in town or were engaged in final exams. The resident musicians
were more likely to be available for such. If we ‘imported’ musicians from Little Rock or
Memphis, money was always an issue and rehearsal time was never adequate.

Although I began working with the original three members of the quartet as we
prepared music for weddings and receptions, there were other purposes in my mind. We were
located in rural Arkansas and I wanted to do my part to encourage others to play stringed
instruments. My ultimate goal was to help generate enough interest so that a string
curriculum could be added to the music programs in the Searcy Public Schools. The Searcy
String Quartet was 1 of the community projects that I initiated to work towards the goal. Our

first playing experiences included many receptions and ceremonies on the university campus
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for which we received no pay. When we played for our first wedding and the reception that

followed, we were paid for our services and that practice has continued.

Interviews
Initially, the interviews done with the subjects in this study were taped in a group setting. The
quartet travels to and from ‘gigs’ in one vehicle, and so the tape recorder was passed from one
subject to another during the trips. Questions from previous studies (Cox, 1994; Cox, 2007)
were modified to fit the subjects in that the role of teacher was not addressed. Subjects were
asked to describe how they became involved with music and playing their instrument. They
were asked who helped them get started and offered support for playing or singing during
childhood and adolescence; college years, and adulthood.

As the results of the first interviews were analyzed, other questions were formulated
for clarification and to complete the data. It was necessary to individualize these questions
because each subject expressed unique patterns of influence during the earlier sessions. The

later questions and responses were done via e-mail.

Results

The first subject was given the name, Cynthia, for this study. Cynthia is married to a band
director. Cynthia’s major field of study is biology and she teaches science courses at Searcy
High School. As a teenager, Cynthia qualified to play violin in the Texas all-state orchestra,
and while she worked in Texas, she played with the San Angelo Symphony. Cynthia moved
to Searcy in 1998, six years after the quartet began playing together. Realizing that we

needed someone to play viola in my place because I was scheduled to be teaching in Italy
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during the spring of 2000, she purchased an instrument and quickly learned to read alto clef.
She also began, immediately, to substitute when the other violinists needed relief.

Cynthia said that her grandpa took her to fiddling contests when she was a very young
child. She enjoyed the experience because she loved being with her grandpa and also because
she was fascinated by the fiddlers. One day she saw a neighbor girl carrying a violin to
school. She ran to catch up with her and to ask about it. The girl told her that she would have
to wait until she was a sixth grader to take lessons in school. Cynthia reported that she
couldn’t wait to get home and ask permission. Cynthia received excellent support from her
parents and grandparents throughout her early experiences. During adolescence, however, the
earlier support and influence shifted.

I felt somewhat behind in music because of some decisions my parents me and
because of other decisions that were out of my control. I wanted, desperately to
play in the Lubbock Symphony. I went to one rehearsal and was invited to play
for the season, but then found out that my mother was not willing to let me drive
to rehearsals across town at night, nor was she willing to take me there regularly.
I also thought that everyone who majored in music would have already had music
theory before college, and that I was behind in that respect. Theory was not
offered in my school, and my request for a transfer to a school where it was
offered was denied. My parents made no effort to help me get the transfer except
that my mother drove me to the administration building and sat in the car while I
went in, alone, to plead my case. My parents were quite glad that the transfer was
denied. They would have had to find a way to get me to school across town. I
really felt abandoned at that time. It seemed that all the encouragement I had been
given at an early age was pulled out from under me. As I look back now, I realize
that much of that was my own selfishness coming through. My parents did
sacrifice a lot for me. But at the time I needed support the most, I thought it
wasn’t there. That, along with another major feeling on my part, caused science
to be much more attractive to me as a major. You won’t like this part, but it was
my real feeling at the time, so brace yourself! I had no respect for women
orchestra directors and did not want to put myself in that position. The directors
whom I respected were men, and, to me, it was a man’s field, for that reason, I
had no interest in teaching music in school...only in playing or teaching,
privately.

Cynthia majored in biology, but played in her college orchestra on a sizable
scholarship. She had the following to report about her adult years and those who have

influenced her to keep playing.
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I am very blessed with a husband who appreciates my love for playing and has
always encouraged me. We got to know each other in an orchestra hall. How
great is that? I had to stop playing, regularly, for a few years when we were too
far from an orchestra and I knew no one who played a stringed instrument. Mark
would keep the boys and let me go practice in his office from time to time so that
I didn’t feel like I was losing everything I had worked for. That meant more to
me than any non-musician could ever imagine. I cannot stand the thought of not
playing. Iknow that the time will come when my hands won’t be able to do it any
more. [ pray that it will be a long time before that happens.

When asked if there had been people who, as an adult, have made it difficult for you to
continue to play, Cynthia answered with these words.

Yes, the rudeness of the first symphony conductor I played for made it very
difficult. He was rude to everyone, very condescending attitude. 1 had little
practice time. Anderson was less than a year old, and I was teaching full time. So
I always felt inferior to the other players. I played for that conductor for only one
year. A few years later, when Mark started playing, I started again. As you
know, Charlie was hard to work for, sometimes too, but he really didn’t
discourage me as much as his wife did. She was extremely difficult for the entire
section. We were all relieved when she didn’t show up for a concert weekend.

The last question asked what factors contribute to your inner concept as a musician?
Is it the money that we are paid, the compliments from the audience, or other things?

The money is nice, but I really don’t play just for the money. I just love to play.
Compliments from the audience are also good when they are genuine, but my
greatest sense of accomplishment comes when I know that, as a group, we did a
good job. Whether it’s the HU orchestra, quartet, or symphony.

Subject number 2, Rebecca, plays cello with the quartet. She is married to a retired
biology professor who played clarinet in school bands. Rebecca’s family of origin was rich
with music. Her father taught voice at the college level and led singing at church. Her
mother was a former Julliard student, and played piano and violin. Rebecca played piano and
sang, as a child, and was mostly taught by her mother. She articulated wonderful support
from parents and grandparents for her involvement with music at an early age.

Yes, my parents were wonderful and encouraging of my early efforts. By age 3 or
4, I could pick out melodies on the piano and soon afterward, added a bass note.
Mom taught me to read music and showed me the notes on the piano. She

continued to teach me and I practiced 20 minutes a day, usually, and was doing
quite well. When I was 12, Dad had a ‘nervous breakdown’ when my brother was
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diagnosed with a congenital hip deformity which resulted in 3 years of wearing a
brace, followed by a primitive hip replacement (he was 12), and constant pain
ever since. We also moved 3 times in quick succession. Life, as I had known it,
fell apart. I continued to play the 8 or 10 pieces on the piano-some Chopin,
Mozart, Beethoven, but had no lessons. I always loved the music in church. Since
Dad led singing, I was exposed to mostly the ‘good ones,” and they stuck in my
mind and still serve me well. I now know that I was very depressed, and the
music comforted me.

Rebecca entered college as a music major, but changed to English with a French minor
after only one semester. Here are her words regarding this decision.
School choruses were always a great source of fun for me, and I did sing in the A

cappella at Harding. After one semester of majoring in music, however, I knew I
couldn’t face the recitals.

As an adult in the 1970s, Rebecca became fascinated with the flute and took lessons.
She worked hard and played well enough to join the university orchestra’s flute section at the
same time that her daughter was studying cello. As she watched her teenager drift toward
other interests and the cry for string players continue, Rebecca decided to play her daughter’s
cello. Rebecca’s mother was very supportive of it all, and so she began her work on the cello
in the 1980s.

Rebecca responded to the question of who encourages and influences you now as an
adult musician.

Rebecca: Church music (and church in general), which had been very satisfying,
became a huge disappointment in the 1970s. The situation continued to decline.
Finally, Robert retired and we found Trinity Parish Church—one of the best
things that ever happened to us. On the ‘musical note’, I was quickly accepted
into choir and soon was coaxed (with the help of anti-anxiety and antidepressant
drugs) into playing the cello with [the choir director] accompanying on piano or
organ. I have even sung duets and trios. Of course, the music is only part of the
joy and blessing that comes from finding a wonderful church with warm and
welcoming (and encouraging) people; but that’s another story. You have been the
most constant encouragement in my adult musical experience. Thank you for
daring to gather the quartet group and continuing to teach and encourage all of us.
Quartet sustained me through years of very little music.

Patricia: What factors contribute to your inner concept of self as a musician?

Rebecca: Positive response from others (quartet or orchestra members as well as
‘audiences,” means a great deal. I know when I’ve played well (or not), but good
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comments from others are always gratifying. Being paid for playing came so late
in my life that I already enjoyed the experience without being paid. After years of
being paid, however, it is an affirmation that I’'m actually ‘good enough’ to be
playing ‘professionally.” Still, not being paid for choir doesn’t diminish the
enjoyment to me in any way.

Subject number 3, Jenny, is a registered nurse with a specialty in community health.
When the quartet was organized, she was an instructor in the College of Nursing. She is
married to a native of White County, Arkansas. In recent years, Jenny has been teaching
private violin in our Searcy Community School of Music. She continues to work as a
community health nurse.

Jenny: It was my grandmother who had the violin in her attic. She gave it to me,
and my dad got it into playing condition and found me a teacher. My mom
always enjoyed my playing and would tell others that I played and sometimes
would want me to perform! My dad accompanied me for Solo and Ensemble
festival when I needed a piano player! Mom took me to my weekly hour-long
lesson across town and waited for me or ran errands.

Patricia: Did anyone encourage you to major in music during your college years?

Jenny: 1 did not major in music because I did not feel that I was a good performer
or that [ would enjoy my music as much if it were a ‘job.” I also liked the medical
field better as a profession. When I was in college in Nashville, I joined the
Nashville Youth Symphony because I missed until after I graduated because there
was no extra time for music during nursing school! I played with the Harding
orchestra when Trinton was the director. My mom was a nurse! She used to
come home and tell me stories about her patients and her work. She was also the
camp nurse where we went to church camp.

Patricia: In adulthood, who encourages and influences you to keep playing?

Jenny: You are the one who probably kept me in my music since then.

I think you have encouraged me the most as professional in the music field. Tyler
has always encouraged me by keeping the kids when they were young when I was
at rehearsal or gigs. He always kids me that I need to learn how to play the
‘fiddle.” My parents were always excited that I continued my violin. After my
mom got sick, remember how excited she was that we were going to play there.
My kids have always thought it was great that I could play the violin. The all took
piano lessons and lessons on other instruments.

The only source of discouragement that Jenny described was with self because she

finds very little time to practice. She finds little challenge in the quartet repertoire and the
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private lessons that once gave her an incentive to practice are no longer in place. Family
responsibility made it hard, early on, to be a part of a music ensemble.

The fourth subject, Sara, is married to a professor of art. As a young child, Sara can
remember no one who encouraged or supported her early involvement with music.

After pondering my musical background since you wrote and inquired about it, I
am quite surprised that I am today playing in and managing a string quartet. I feel
that I had very little encouragement before the age of 15. I also had huge gaps in
my musical training. One time, I went about five years without playing my violin
at all, and another time, I went 17 years without playing. I began playing in either
the fourth or fifth grade when I lived on Air Force base housing outside of
Wichita, KS. My dad was a career Air Force enlisted man. I do not remember
anyone wanting me to choose the violin, but my first experiences were in a group
string class at school in either fourth grade or fifth grade or both. I can remember
two girls in my string class who played far better than I did and had had previous
training. One was a very pretty girl named Ann who played the famous
Humoresque piece by—I think—Dvorak and she played it, in my opinion,
flawlessly. The other girl was named Cindy and she played very well and had
kind of a snooty attitude and said to me, ‘if anything is worth doing at all, it is
worth doing well.” Neither one of my parents was musical or encouraging. My
dad, as I told you before, always offered me a quarter if I would quit practicing.
When I mentioned this to my mom sometime in the last year, she surprised me by
not taking my side and by saying, ‘Sally, you have no idea how awful you
sounded those early days!” This, of course, was very hurtful to me. I do
remember some private lessons in those early days in the nearby town of Derby,
KS, with a young female teacher. My mom was of the opinion that if I had not
practiced much that week, then there was no need to go to the lesson at all. So,
my private lessons were sporadic and I think it was probably because we could
not really afford those lessons. With five little girls and only one income, money
was tight.

Sara described her husband’s influence and encouragement to keep playing violin in
adulthood. They met during college years, or the period that began Sara’s 17 years of no
violin playing.

Jesse would encourage me to play during these 17 years, but at some point, my
violin had been taken by my mother for some work on it, when I was much
younger, and when we picked it up at the music store, the scroll had been broken
off and then re-glued. We were never informed of it by the store until we got it
home. From that point on, my violin was very difficult to tune. So, when Jesse
would want me to play for him, I would struggle to tune the violin and the pegs
would keep popping out, and I would give up. Because of the problems with my
violin, I was unable to play for Jesse or for my own amusement.
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When Sara and Jesse moved to Searcy, Arkansas, Jesse joined the art faculty. The
orchestra director at Harding University heard that Sara could play and he invited her to join
the orchestra in the fall of 1982. When her new baby was a year old, Sara began playing in
the pit orchestra at the university for homecoming musicals. Then, from 1985-1987, Sara and
Jesse were in Lincoln, NE for Jesse to complete his Ph.D. in art education. Sara was able to
study with the same teacher whom she had during her adolescent years in Lincoln. With
student loan money and the teacher’s guidance, Jesse purchased a violin for Sara that she
treasures and plays with the quartet. It’s fair to say that both the Lincoln teacher and husband,
Jesse were very influential in Sara’s musical involvement as a young adult.

We spent every lesson both years working on 2 Boccherini duets and most lessons
would only cover 2-6 measures, and then we would see if we could put it together
with him playing his part and me playing mine. It was exceedingly difficult for
me, but I loved it! I wanted to do it to show that I could, and to make Mr. Collins
proud of me.

When they returned to Searcy, Sara called the director of the pit orchestra for the
homecoming musical to ask if she might play again that fall semester. The director, recalling
Sara’s earlier playing, was not thrilled about her rejoining, but he allowed it. During one of
the rehearsals, in front of everyone, this director said, “You’re playing better now, Sara, much
better than before.” Sara felt like he was pointing out to the others how badly she had played.
However, she continued for five years to play with the pit orchestra each fall. When I asked
Sara to tell me more about why the director’s remark ‘crushed’ her, she said that she was
‘guarding’ her playing from him because she knew that she was ‘over her head.’

I still remember a beautiful duet that you and the student concertmaster played in

The King and I, my first pit experience. | was amazed at how beautifully you
played, and how you made it seem like nothing.
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Sara said that it was during the pit orchestra experiences that I became her musical
mentor. Sara said that she appreciated my kindness, encouragement, and reassurance. She
said that I made her believe that she sounded better than she actually did.

Sara received support and encouragement from one of her sons. He always wanted
people to know that his mother wasn’t just a homemaker, that she had a job as a member of
the quartet. Sara, herself, wants to keep playing because she had a desire to have a ‘sense of
identity as one of the string quartet members and not just as Jesse’s wife or the mother of her
four children.

When the question was put to Sara about who, in their adulthood, not only influences
them to keep playing, but also, at times discourages them, she related that one of her good
friends told her that she didn’t like the kind of music that the quartet plays. Sara felt that her
friend should have kept that comment to herself. She also told me about her oldest son as
another source of discouragement. Amos is working on a D.M.A. in oboe performance at
Ohio State University. He plays very well and seems aloof to his mother’s musical
endeavors. She said that when our clientele have family members who may not have
encountered a string quartet before and give her negative feedback, she feels discouraged.

The last question that I asked the four subjects in this study was what factors, such as
being paid and audience responses have contributed to your inner self-concept as a successful
musician? All of them said that while the money is good and has been increased over the
years, they value the compliments from listeners more and the self-satisfaction that they
receive from belonging to the group. The subjects in this study fit the profile for ‘amateurs’

more closely for the way they responded to this last item.
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Discussion

Besides the obvious indicators from the subjects about who influenced them to play or sing
across their life cycles, they gave me insight into how hard they have worked over the years
of our association. Sara and Rebecca described their long hours of practice before each gig,
especially in the early years when all of the music was new to them. They both continue to
spend a lot of time preparing their parts. I felt humbled in the face of the stories because I
never practice our quartet music outside of the regular rehearsals, and, at times, have felt
impatient at having to repeat phrases so many times for them. Sara, Rebecca, and Jenny all
told me that I play a significant role in influencing them, as adults, to keep playing. Hearing
the words from each of them, individually, is yet another humbling experience. I hope that
my impatience never showed through to the extent that I might have been a source of
discouragement. When I consider my role in the quartet as musical director, the concept
involves a lot of teaching. Because two of the three were beginners at the onset, I have
assumed the role of a music teacher as we work together. The interaction with Cynthia also
involves teaching.

All of the participants spoke about how much the quartet playing experience means to
them. They said that, although the money is good, the main reason that they continue to play
is for the love of music and the satisfaction that they receive from hearing good comments
from clients and from knowing, themselves, that they played well.

My own attitude is different. While I enjoy the association that we have as a group
and I am proud of the results, the money seems to be more important to me now than it was at
the onset. The repertoire is appropriate, but, for me, lacks challenge. Clients choose similar
music and there is little variety. Wedding and reception music is mostly traditional. I see
myself as a musician with a job to do. As I recall the financial needs of my family in 1992,

it’s understandable that I would look for ways to increase my income. Although I needed the
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money, | never imagined that our Searcy String Quartet would become so well known and
generate as much income for all of us as it has done. In the early 1990s, I was playing with
several symphony orchestras in Arkansas and teaching preparatory students. As the work
with the quartet increased, it became harder to schedule symphony rehearsals on weekends
and quartet gigs. When I think about my own role models and private violin teachers from
my childhood, I remember that they taught private lessons in the afternoons after a full day of
teaching music and directing school ensembles. In the evenings, they often rushed to
symphony or opera rehearsals before they ended their day at 10:00 p.m. They often come to
mind when [ am rushing from teaching college level classes and private lessons to private
lessons for preparatory students, and then to rehearsals or gigs in the evenings and on

weekends.

Summary and Conclusion

The purpose of this study was to investigate the role of others or influential persons in the
socialization process of members of an amateur string quartet. The questions were: who
encouraged subjects to become involved with music during pre-college, college, and post-
college years; and, how was the process different from the experiences of music educators in
earlier studies? Because this is an auto-ethnographic study, my own reflections on the other 4
subjects’ responses are a part of the discussions.

Subjects were able to report both positive and negative influence during their pre-
college years from influential persons in their families. When compared with results of
previous studies, the influence during this crucial time in the life cycle was similar for
subjects 1, 2, and 3. However, all of the subjects in the present study reported negative

influence from parents or self when they were making career choices.
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In a comparison of the socialization process of the four interviewed subjects from the
point at which they made a career choice by choosing non-music majors in college, to the
processes described by subjects in previous studies (Cox, 1994, Cox 2007), there are clear
differences. All of the subjects found influential persons and reference groups from other
fields of study. They did not have to participate on recitals or meet ensemble requirements to
obtain their college degrees. The ‘side-bets’ (Becker, 1970) that were made by connecting
with others in their chosen fields of study and the commitments all related to other endeavors
and career goals, outside of music. My own experiences were similar to subjects in previous
studies involving music educators (Cox, 1994, Cox, 2007, Roberts, 1990, Roberts, 1991,
Roberts, 1993a). Recitals were rites of passage for music majors enrolled in degree programs.
By the time that we graduated, there was much invested in becoming experienced performers
and music educators. In this study, Rebecca said that she changed her major because she was
unable to face the recitals. Other studies (Geer, 1966, Goodlad, 1991, Lortie, 1959, Lortie,
1975, Simpson, 1967) reported evidence that subjects need to be socialized toward their
occupational roles during college and post college years so that they come to see themselves
as a part of an occupational reference group.

The first subject, Cynthia, could recall parents and grandparents who were happy to
support her in playing the violin in the sixth grade, enjoyed all of her concerts and talent
shows until she reached adolescence and was seriously considering majoring in music.
Cynthia reported the negative and discouraging impact that her parents’ lack of support had
on her. She also reported negative influence from self as she knew that she wasn’t good
enough to have a career as a concert violinist, and couldn’t see herself on the podium as a
school orchestra director. Cynthia chose biology as a major during her college years.
Cynthia’s husband, a practicing music educator and low brass musician, is her main source of

support and encouragement as an adult. She expressed her genuine pleasure at playing the
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violin and reported that the money she receives is nice, but not the main reason for playing.
Cynthia’s commitment to music may be stronger than the others because of her husband’s
involvement. However, she, herself, described her playing more as a hobby, and an emotional
outlet.

The second subject, Rebecca, the quartet’s cellist, like Cynthia had parents and
grandparents who influenced and supported her to learn to sing and play. Her parents were
both well educated and accomplished musicians. During her early childhood, when others
have the greatest impact on our social frameworks, Rebecca had both support and instruction.
Her brother’s illness, her father’s mental breakdown, and her parents’ subsequent divorce
were devastating, not only to Rebecca, but also to her family. She turned to previously
learned piano pieces and hymns to comfort her. Rebecca entered Harding University
majoring in music, but soon changed to English with a French minor when she, herself,
decided that she couldn’t face recitals. Rebecca surmised that if her father and paternal
grandparents had remained closely connected to her as an adolescent and college student, she
might have overcome her fear of recitals. She added that she did not see music as a career
field for financial support, because she did not enjoy working with children, and therefore did
not want to pursue music education as a major. She did, however, enjoy singing in the chorus
during college years. In adulthood, Rebecca’s mother supported her daughter in her desire to
learn to play the flute by purchasing an instrument for her. Later, she switched to cello
because of the need for string players. She reported her cello teacher and later, the director of
the Searcy String Quartet as mentor. Rebecca, like Cynthia, used altruistic terms when
speaking about playing with the quartet.

Jenny, the third subject, like Cynthia, and Rebecca reported a grandmother and her
parents as influential persons who encouraged her to learn to play the violin. Jenny loved to

play her violin, but she did not consider majoring in music or music education during college



Patricia Huff Cox The Socialization of Members of a String Quartet 135

years. Her mother was a nurse, and Jenny could see herself doing the things that her mother
told stories about doing in her own nursing career. Jenny wanted to keep playing her violin
because she found it to be a genuine pleasure. Although nursing school took most of her
time, when it was possible, Jenny played with the university orchestra. Her nursing studies
and clinical experiences were her major focus. She was socialized into nursing (Simpson,
1976). Upon graduation, she played, regularly with the orchestra while working as a faculty
member in the College of Nursing. As an adult, Jenny found that her parents remained
supportive of her playing as a worthy outlet. Her husband and children were pleased that she
was a part of the string quartet and orchestras. She also mentioned the director of the quartet
as an influential person now that she is an adult, for her role as a musician. Jenny mentioned
that teaching violin for the Searcy Community School of Music serves to validate her role as
musician in recent years. However, Jenny remains connected to the field of nursing and her
main occupation is in health care.

The fourth subject, Sara, indicated a unique socialization pattern when it is compared
to the others. She said that no one influenced or supported her in her choice to join a school
strings class. She reported negative influence from both of her parents. Although her
maternal grandparents seemed to encourage her to practice, they modeled musicianship that
was, according to Sara, less than stellar. She never considered majoring in music or music
education in college because she said that her violin playing was not done seriously, only for
fun. Sara had a very kind and patient violin teacher during adolescence, but he did not impact
her career choices. It was only when her husband, Jesse, entered her life that anyone had
asked her to play. Even then, it was impossible because of a botched repair job on her violin.
Jesse was supportive and purchased a good instrument for Sara, and she was able to reconnect
with the same Lincoln, NE teacher from her childhood. Even with intermittent playing and

few people to influence her, Sara wanted, very much, to play her violin. She was able to
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recall friends and orchestra directors who, as an adult, ‘crushed’ her with their comments. On
the other hand, she was also able to describe the positive influence of the other quartet
members and the director. Sara finds that compliments from audiences and bridal families
mean a lot to her satisfaction as a musician.

All of the subjects in this study were able to articulate others who had influenced
them, across their life cycles to become involved with music and continue to play or sing
during their lives. When compared with subjects in previous studies, with the exception of
Sara, the results were similar for early childhood. Cynthia, Rebecca, and Jenny were able to
name parents and grandparents, even school music teachers, private teachers, and ensemble
directors who positively supported their early efforts. Cynthia and Sara reported negative
influence during adolescence from their parents, and Sara reported negative influence from
parents during early childhood. We know from other studies that early childhood influence is
the strongest and remains with us throughout our lives (Cooley, 1922; Berger and Luckman,
1966; Brim, 1966; Denzin, 1977). In previous studies, music educators were able to recall
having parents and grandparents who supported them in their early musical experiences. The
real commitment seems to be generated from support during late adolescence when subjects
were making career choices, during college when occupational socialization begins, and
especially later when individuals enter the work force and become socialized within an
occupational reference group.

It should be noted that both Cynthia and Rebecca described themselves as influencing
their choices to major in non-music areas, even with strong involvement with playing and
singing during high school years. Rebecca couldn’t face recitals and Cynthia couldn’t see
herself on the podium of a school orchestra setting. None of the subjects considered music
performance as a career choice. Therefore, none of the subjects had the influence of college-

level music experiences where playing and singing, both solo work and with ensembles, are
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requirements for the degree. Their commitment levels to music differ from those of music
educators who have faced the formal training and rituals required for graduation.

Groce (1991) studied songwriters and found that the learned social role evolved over
time in that songwriters did not decide to become one; rather, they grew into the role. As
subjects in his study were able to successfully produce popular songs, they became more
closely identified with the social role, especially when they interacted with others in the
business. Perhaps the socialization of subjects in this study, excluding myself, may be
similar. As the subjects began playing with the Searcy String Quartet, they may have
considered it a good thing to do. They expressed their eagerness to accept my invitation to
play. However, they could have walked away from the group and little would have changed
because, at the onset, there was relatively little commitment. With the passage of years and
experience, and the money that they received, the question could be raised about ‘side bets’
and a growing commitment. However, none of the members rely upon what they are paid for
their quartet services to pay their bills.

Although the members of the Searcy String Quartet are technically amateurs, they
have taken their involvement with the group very seriously. They are reliable and careful
about making the music sound good. All of the subjects report times when they practice long
hours to prepare for gigs. Cynthia, Sara, and Rebecca all practice very carefully and often ask
the group to help them by repeating a section of the music. Sara, Rebecca, and Jenny have, in
the past, scheduled private lessons with the director.

Considering the ensemble members’ different backgrounds and occupational
socialization patterns, the group works well together. Becker and McCall (1990) said that
socialization is a continuous process and that how we define ourselves within a given
situation changes, if we want the association to continue. I know that some of my original

goals for the quartet involved the inclusion of my college students in the group. Only
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occasionally does this happen, successfully. It has been necessary for me to consider the
Searcy String Quartet as an entity of its own, and not directly related to my goals as a music
educator. From a personal perspective, the conflicts that arise may be explained in the way
that I see myself within my occupational reference group that includes a host of other music
teachers, ensemble directors, and instructors, from both the past and the present. The other
members have their own occupational reference groups, but as amateur musicians, their
experiences and commitment levels to music and music education are not as heavily vested as
my own. Only through doing this study have I been able to analyze the quartet’s social
interaction. All of us are members of the same community, and, as adults, we respect each
other. Thus, sociological analysis was overlooked until it was done deliberately. The

implications from this study should help me, as the director, to adjust my expectations.
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Abstract

Despite the processes of learning by popular musicians at a very personal level, there is very
little common knowledge or recognition of how popular musicians in general learn or of the
attitudes and values they share in relation to music learning. A serious examination of popular
music learning practices could provide insights for teaching and learning of popular music as
well as to provide lessons in music. Having begun initial studies of a local Extreme Metal
group, Rudra, I study two of their songs, ‘Malediction’ (released in 1995) and ‘Ageless
Conciousness I Am’ (released in 2005). While ‘Malediction’ revealed the presence of written
exiguous notation Rudra members relied on for their recording, the final recording of
‘Ageless Consciousness I Am’ revealed two earlier sound recordings. Rudra’s exiguous
notational system was later supplanted by their reliance from 2000 onwards on recorded
sound files as notational systems but accrued significant benefits for the band in the early
stages of their learning. By making observations about their songs and lessons learnt when
studying an approach to music learning in the practice of Extreme metal music, I revisit
epistemological foundations of in/formal learning through music.
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Introduction

In her chapter on curriculum discourse, Janet Barrett noted the calls for change in curricular
practice along at least four areas:

1. Challenge longstanding views of musicianship and musical understanding including:

a. More comprehensive views of musical behaviours

b. A wider array of musical styles

c. An integrated sense of music as an embodied experience, and
d. Greater depths of musical understanding

2. Situate the music curriculum as a dynamic social practice;

3. Relate developments in the music curriculum to broad arenas of educational policy
that enable or inhibit change; and,

4. Foster views of teachers as primary agents of change in curriculum work. (Barrett
2007, pp. 147-161).

Out of Barrett’s rich discourse, I want in this paper to focus on music of popular culture,
specifically the musical dimensions which are as follows:

1. Challenging, at an epistemological level, an understanding of music and by
consequence its creators, makers and participants. This is implicit in the call for more
inclusive views of musical behaviours which are contingent on musical practices
which reveal human behaviour in situated contexts (Blacking 1973; 1995).

2. Reinforcing these musical practices as /iving practices rather than arte/facts of and
about musics that have privileged specified persons, places and systems more than
others based on unilaterally imposed criteria. Conversely, certain musical practices
have not been considered because they are unable to satisfy these said criteria.

3. Concomitantly, as living practices, these musical practices are performed as
performative cultures (Dimitriadis 2006).

4. These performative cultures, as embodied and lived experiences, make the musical

experience as much a socio-cultural, socio-historical and socio-political experience if

not engagement.
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5. These musical practices are performed not only in the musical instrumental sense but
also re/created by people through a variety of media in the authoring and authorising

of their lives (Dimitriadis & Weis, 2007, p.333).

My extrapolations from Barrett’s discussions are considered with reflections and assertions on
the performative in popular music and culture because of the need to contextualise both
aspects and situate them in the educational landscape. The presence of popular music in the
school-based curriculum is not new and has been dealt with many, most recently by Green’s
(2002; 2004; 2008) observations of the ways popular musicians learn informally. An
examination of the nature of changes in the last forty years popular musicians’ informal
learning practices, attitudes and values could help towards:

* an understanding of popular musicians’ experiences in formal music education and

the dynamics of these changes; and,

* Exploring some of the possibilities which informal popular music learning practices

might offer to formal music education.

Green (2002, p.7) argues that a serious examination of popular music learning practices could
provide insights for teaching and learning of popular music as well as provide lessons in
music.

To begin with, informality seems at odds with convention and author/ity of formal
training translated as prior preparation, systematic training & regulation, and assessment and
validation. All these combine to question in popular music the credibility in teaching and
learning conventions of informal learning processes. Understanding how popular musicians
learn should question modes of learning and assessment as well the terms of reference for
learning that is said to take place. On the other hand, popular musicians leave little evidence

or trace of informal learning to be able to raise to common knowledge, recognition of how



Eugene Dairianathan

Lessons from Extreme metal musicians 147

popular musicians in general learn. This contributes to problems in understanding learning

processes by popular musicians on their own terms.

For instance, Green (2004, pp.228-236) articulates the ways in which musicians learn
through popular musics, which are tabulated below:

* Enculturation

* Listening and copying

* Playing with peers

* Acquiring technique

* Informal acquisition of knowledge of technicalities
* Understanding practising

* Coming to terms with “feel”

* Encountering friendship and cooperation

* Articulation of enjoyment

* Expressions, implicit or otherwise, of self esteem
* Appreciation and respect for “other music”

What seems noticeably absent in this tabulation is the aspect of learning through

writing and reading notation. Based on her interviews with musicians in selected genres of

popular culture, Green (2002, pp.38-40; pp.206-207) offers an explanation for the place of

notation in popular music:

1.

Instructional status of notation which ‘...is liable to be thrown away as
soon as the instruction is internalized by the musician’. She explains this
exigency ‘...when a musical director or bandleader may hand out their
own pre-written charts, or may “scribble” something down and pass it to
the musician during the session itself’. It is for this reason notation is
further qualified as ‘... unpublished notation...used in a variety of
circumstances’.

Mnemonic function ... whereby musicians may prepare themselves for a
session after having worked with a demo or other recording, or may write
down ideas and instructions for themselves during a session’.

Supplement rather than a major learning resource. This she argues is
because ‘... notation [which] includes conventional staff notation, guitar
tablature, drum notation and chord symbols ... often referred to as “charts”
... 1s always heavily mixed in with aural practices’. If notation by popular
musicians possesses currency, it seems to happen ‘... after the early stages
[when] published scores are used only by some function bands and session
musicians, some of whom may have sight-reading abilities’.

Ambiguous if not ephemeral status as it *... does not have the function of
preserving or passing on the music for, as already seen, these practices
occur primarily through aural means which pay attention to musical
aspects that are not readily notatable. Partly because of this, published
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scores, particularly songbooks on sale in music shops, are usually very
inaccurate...musicians who play the songs do not use the scores that are
available in shops, so there is no need for the scores to be accurate. This in
turn, of course, provides another good reason for avoiding them’ (Green
2002, p. 38).

Green’s account is instructive in a number of ways. First, consigning instructional
status to notation implies a prescriptive, pragmatic and precarious function to notation in
popular music learning. While Green is correct to point out the presence of exiguous written
instructions, these practical yet written instructions merit a much closer scrutiny than being
rendered disposable currency. Do we know what these written instructions comprise? Despite
their apparent lack of correspondence with the solidified convention of conventional notation,
should we not ask why and how are they written? Do such practical yet written instructions
convey select readership? Would such notation be the same for other forms of popular music?

Secondly, Green’s distinction of notation as un/published suggests a medium and
mode of presentation for commercial consumption. Paradoxically, while Green informs us
these published versions are remarkable for their inaccuracy, they are available as commercial
products. But the issue of publication does not pursue the question of authorship or authority
of such notation. Was such notation intended by its authors for dissemination beyond its
intended purpose or possess any value or currency beyond its function? Moreover, might the
‘inaccuracy’ of notation suggest a convention already familiar in European art music practices
of the Baroque period, jazz and certain world music practices of notation as a point of homage
and departure on the part of performers or consumers of this convention? Moreover, the
equating of published scores with sight-reading abilities seems to transpose expectations of
trained musicianship in reading conventional written symbols and signifiers onto situated
written conventions.

Thirdly, notation is considered a supplementary rather than a major resource in its

contribution towards music-making; rendering notation’s subservience to aural and oral
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processes evident in popular music. Yet it is accorded mnemonic function. Memory aids are
not only visual but are also embodied through the aural and oral acuity so often prized by
musicians in music-making activities such as rehearsal, copying and exploring. Might
notation not be regarded with more than supplementary status in relation to facilitating
muscular, oral and aural memory?

Fourthly, gleaned through her interviewees, Green is probably correct in her
observations about the nature, role and function of notation in the learning, copying and
assimilating of pre-existing popular music repertoire. But Green’s focus on informal learning
processes in popular music seems to concentrate more on re-creative than creative endeavour.
How might notation be understood, applied and practised among musicians creating their own
compositions in a genre of their choice?

In this paper, I study two original compositions by Rudra, an Extreme (Death) metal
band from Singapore; ‘Malediction’ (ca.1993/4) and ‘Ageless Consciousness I Am’ (2005).
This group began their creative endeavour with ‘written details’ I call exiguous notation. |
focus my attention on one of their early songs ‘Malediction’ (ca.1993/4) observing the sonic
processes (pitches, riffs, power chords, vertical sonorities, etc.) and structures emergent from
the recorded example. I also observe the correspondence between Rudra’s attempt/s towards
recording this song through their use of exiguous notational system (Rudra e-communication
2008). This exiguous notational system was later supplanted by Rudra’s reliance from 2000
onwards on recorded sound files as notational systems. ‘Ageless Consciousness I Am’ is
preceded by two such prior tracks or rehearsals. I observe these two ‘instances’ of this work
and compare them with the final version. Finally, through these two songs, I assess
in/significance of notation for Rudra from the formative years to the recent present (Rudra,

personal communication with K. Kathirasan, July 2008).
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Documentary evidence of Rudra’s repertoire may be found in five CD releases (Rudra,
1998; Aryan Crusade, 2001: Kurukshetra, 2003; Brahmavidya Primordial I, 2005;
Brahmavidya Transcendental I, 2009), a three-song release (The Past 1995) and original
material written as early as 1993 and 1994. Their praxis has also been supplemented by
multiple interviews with local and (more) international maga- and e-zines. The Rudra website

www.rudraonline.org indicates no less than ten international performances albeit considerably

fewer local events (highly profiled or otherwise).

Methodology

My initial searches, by word of mouth network, were eventually supplanted by an electronic
network when I met K. Kathirasan of Rudra on the internet. Any attempts to schedule
interviews with the group proved difficult partly because of conflicting times, and also fuelled
by a sense of wariness. When their confidence was won and with bassist/vocalist K.
Kathirasan acting as group spokesperson (with consensus from other members), I was able to
obtain information through personal contact and e-mail exchanges, some of which could be
corroborated by e-documentation available on Rudra’s website alongside information from
other media. Moreover, the use of e-contact and correspondence enabled me to receive more
articulate and considered views about their practice. In 2008, I was granted access to their
collection of privately held materials. Sustained e-contact and personal interviews with K.
Kathirasan, as custodian of these materials, resulted in richer discussions about their use of
notational systems in relation to their practice in the formative years as well as a number of
sound files of ‘earlier takes’ of songs recorded after 2000.

Out of their collection of materials, I was able to select two songs, ‘Malediction’

(ca.1993/4) which was released in 1995 because of the presence of written notation leading up
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to the recording. Of the sound file recordings, ‘Ageless Conciousness I Am’ (released in
2005) was available in two prior versions which enabled me to observe the pathways of the
song to the final recording; in fact the only recording thus far from Rudra to exist in two
earlier forms. Rather than attempt to transcribe the materials, I have presented some of the
ideas in a form that they have chosen — upper case pitch names in order to present them in

their authentic written reality together with the recorded sound.

‘Malediction’

One of Rudra’s early songs ‘Malediction’ (ca.1993/4) appeared in a cassette tape release, ‘The
Birth’, in 1994 and later in a 1995 four-track release called ‘The Past’. K. Kathirasan provides
some background information on some of the pathways leading to the recording of the song:

This song was written with disgust for people in general...just dislike people
telling us how we should live and religions telling us to live a certain kind of life.
And these people did more evil to us by preaching than living their own lives or
letting us live our lives. Every other day when we left our jamming place, the
police would stop us and check our id [identification cards]...screening with a
stern face while we would laugh at them just to irritate them because we have
always been clean. There had never been any form of test [random urine testing
for suspected narcotic substance abuse]...Just that we would be stopped every
time a police car passed by us in the neighbourhood. And the public would watch
us as though we were criminals because we wore black all the time...those were
the days.... (e-communication with K. Kathirasan of Rudra, 2009).
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‘Malediction’ survives in notated form in these three representations,

Figure 1, Exiguous notation by K. Kathirasan and M. Balasubramaniam for ‘Malediction’ — courtesy of Rudra

According to Kathirasan, *... the first two were written by Bala our guitarist. The 2™
[tablature] notation was written by me’. (e-communication with K. Kathirasan of Rudra,
2009). The riffs exist in two versions; letter names and guitar tablature written on A4-sized
paper with a title-logo ‘Ngee Ann Polytechnic’ and another in an A5-sized exercise book. The
A4 version seems to be an earlier draft; depictions of letter names seem to correspond to the
recorded version less than the letter name version in the exercise book. Additionally, there are
numbers attached to the riffs to indicate the number of times the riffs have to be played. From
a textual perspective, ‘Malediction’ has only one verse which is repeated and is interjected by
a number of sections separated by riffs. If anything, the song is probably more marked by
guitar riffs than the lyrics itself. A brief overview of the structure of the recording of
‘Malediction’ is presented together with the written riff and tablature notation.

The piece begins with a guitar introduction (1”7 — 37”7, tempo [1 = 132-138 bpm)
comprising arpeggiated figures anchored by an E-pedal and E-centric focus. According to
Kathirasan, guitarist Balasubramanian was at that time ‘... exploring modal scales like Dorian
& Phrygian. We decided to incorporate a similar scale into the song through that
intro[duction]. Bala read a lot of guitar magazines and also briefly learned electric guitar

playing at Yamaha Music School’ (e-mail communication with K. Kathirasan of Rudra 2009).
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Figure 2, Riff 1, 38” — 50” tempo circa [1=144 bpm ||: E---B-F-E :|| 4x letter-name shorthand and bass tablature

Riff 2 0s51”-1°17"

Figure 3, Riff 2 51”7 — 1’17 ||: E-B-Bb-A — E-G#-G-F# :|| 8x — pitch shorthand and bass tablature

Growl - 57 followed by growled vocals 1’ 04” comprising the following lyrics

Screams, that comforts the Damned
Evil reigns in sinister

Harrow the sick in the mind

Curse thou to rot beneath the Lord
Inflict the pain

To the senses

Resuscitating the agony

Till the touch of death
Soul bleeds in hell
Riff 3 1’187 -1’30~
-y A b
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Figure 4, Riff 3 1° 187 — 1" 30” Hell (1’ 24”) ||: E-A-C-B — E-G-A#GAG :|| 4x
Riff 2 1’317 - 1’ 43”
Figure 5, Riff 2 1° 31”7 — 1" 43” ||: E-B-Bb-A — [E]-G#-G-F# :|| 4x — pitch shorthand and bass tablature

Growled Vocals 1’ 31” comprising a repeat of the earlier mentioned lyrics.

Riff 4

Figure 6, Riff 4 1° 44” - 1’ 56”|: E

e — B——b :|| 2x — pitch shorthand and bass tablature

Riff 5

Figure 7, Riff 5 - 17 57 — 2’ 55” (compound time/triplet rhythm contrasts with previous riffs) ||: F-G-E-F-F-G-

E-F || 12x
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Riff 5 + solo guitar 2’ 167 -2’ 25”
Riff 5 27267 -235”
Riff 5 + solo guitar 2’ 36” — 2’ 45”
Riff 5 2’ 467 -2’ 557
Closing section 2> 56” —3° 2” — F-pedal before closingon E | F———E ||

The overall structure of Malediction conveys emergent structure built out of these riffs:

~ Y
W (W~

Figure 8

However, incongruity between written intention and sounded outcome may be found in the
following ways:

1. No mention of tempo indications or changes — introduction tempo ] =132-138

bpm followed by song with tempo [] =144 bpm.

2. No mention of register

3. No mention of key-signature

4. No mention of dynamics

5. No mention of rhythm patterns either for the rhythm guitar or percussion

section

6. No mention of timbre, or of amplification/distortion

7. No mention of vocal delivery as sung, screamed or growled.
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8. Although the bass patterns are neatly written, the written pitches and bass
tablature versions do not corroborate with each other in terms of accurately
reflecting what is recorded.
If there is some correspondence between some of the notation and the recorded song, the
pitches seem to reflect, with reasonable accuracy, the sounded result.

There was very little helpful information that correlated the written processes with the
recorded material. Nevertheless, the written processes could hardly have qualified as
instructional material since there was far more detail left out than in. Kathirasan’s recollection
of the introduction was notably ambiguous with the guitarist given latitude to provide an
introduction based on Dorian and Phrygian scales. Secondly, the only written components
concentrated on choice of pitches, their sequence, the patterns around each sequence and the

repetitions. Yet, this was sufficient information to record the song.

‘Ageless Consciousness I Am’

The next example, ‘Ageless Consciousness I Am’ (from Brahmavidya Primordial I — 2005),
arrives after Rudra’s purchase of a mixer which allowed then to be more reliant on sound files
and recorded takes. By this time, Rudra’s unique Extreme Metal identity, Vedic Metal,
involved the f/using of Sanskrit with English together with their influence by the Advaita
Vedanta. Kathirasan explained the genesis of ‘Ageless Consciousness [ Am’ as

... primarily commentarial and also slightly narrative. The Sanskrit text source is
the Aitreya Upanishad, in particular the verse 3.1.3