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This commentary documents the changes in my compositional practice. It explores the 

rationale for my move towards collaborative compositional approaches, and the variety of 

processes that I have used.  The work occurs in a range of environments, and involves 

diverse participants, highlighting the relevance of this work for people of all 

backgrounds, ages and skill levels. 

  By altering the nature of the composition process and its context new arenas for 

educational and social practices have emerged. This commentary describes some of the 

benefits and challenges that arise from working in these new ways.  
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Starting Points 

 
the role of artworks is no longer to form imaginary and 
utopian realities, but to actually be ways of living and models 
of action  

Bourriaud 
 
 

In this commentary I wish to present several pieces of work that I feel are 

representative of my output as a composer over a 10-year period. The pieces are 

mostly collaborative in nature and have arisen from a mixture of the contexts in which 

I have worked, the funding systems surrounding arts during this period, and my 

personal preferences as a human being. 

 

The contexts in which I’ve worked have been significant, in that they have moulded 

my artistic process, and changed my views about art in general. Indeed there is an 

organic relationship between my personal artistic preferences and the contexts I have 

chosen to work in; each has affected the other over time.  

 

The most significant experience, the one started me down this particular path, 

occurred prior to beginning this PhD. Despite falling outside of the time frame of this 

research, the experience has informed so much of my thinking, that I feel it is worth 

noting its impact at the start of this commentary.  

 

Having recently completed an MMus programme in composition, I began working as 

a music teacher in Rochester Prison.  The prison held a variety of prisoners including 

detainees, sex offenders, and young offenders. I was responsible for teaching 

prisoners from each of these categories.  

 

On my first day I was given a pass and keys, and with virtually no briefing was led to 

a classroom to teach my first class; everything about how the lesson was to be taught 

was left up to me to decide. Eight students entered the room shortly after I arrived at 

the classroom, and I quickly started finding out about their musical backgrounds. 

Before long the class was engaged playing guitars, keyboards or percussion, and I was 

busy working out chords and melody lines for them to practice and perform. After a 
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few weeks, I found that I really enjoyed working with all of the students, and this led 

me to get involved in some more intense music education programmes. 

 

One programme, involving young offenders, particularly affected me. The course 

centred upon training the students to perform as part of a rock band. Each of the 

young people learnt an instrument and developed the ensemble skills they needed to 

play in a band. Ensemble contexts require good interpersonal skills; with beginner 

musicians this mostly means being able to support those around you if someone plays 

something significantly wrong. Working with young offenders, most times someone 

went wrong everyone would stop what they were doing and shout at the person. This 

meant that at first the group worked really badly together. Over a few weeks this 

began to change, as they came to realise that stopping and shouting at each other only 

made matters worse. Gradually they started to support each other, and this resulted in 

a change of atmosphere amongst the group. It was not an easy process, keeping the 

students on task was a challenge, working together was taxing for everyone, and even 

‘successful’ classes had a certain amount of disruption.  Despite this I was struck by 

the change, and how this activity had affected everyone involved, including me.  

 

These new musical experiences got me thinking back to my own experiences as a 

music student. I began to consider the ways in which I had been taught, not only the 

details of the teaching, but the culture and values surrounding the education. Many of 

my musical experiences had been solitary ones. The personal pleasure I’d gained from 

these experiences had been powerful, but frequently lacked a connection to the wider 

context of my life. As I started to teach music more collaboratively my understanding 

of music changed. By embedding music into people’s lives, rather than having it as a 

separate activity, it gained new meanings. So much of my training focussed on 

aesthetic or technical excellence that the tangible social benefits appeared to have 

been overlooked. 

 

My revelations regarding the social aspects of music developed hand in hand with an 

increasing concern about society in general. Whilst working in the prison I started to 

notice that many of the inmates were caught in a cycle of re-offending; I saw one 

remand prisoner pass through the entire system on three separate occasions within the 

space of a single year. When the prisoners were released they returned to their old 
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lives, which for many of them inevitably led to re-offending. It was clear that the 

context of these young people’s lives outside of the prison led them to commit crimes.  

 

I began to ask myself if the stratification of society and the lack of social integration 

could be part of the problem? It appeared to me that people coexisted side by side, yet 

in completely different realities.  People from different backgrounds rarely made 

meaningful contact with each other.  It struck me that bringing diverse people 

together in ways that enabled them to meaningfully exchange their thoughts and 

perspectives was important for the whole of society.  

 

Additionally, I saw large numbers of bright, talented young people, wasting their 

existence, and damaging other’s lives, through their criminal behaviour. They were 

not stereotypically evil, as I might have imagined prior to working with them. Indeed 

most of them made me wonder if I would be in their situation had I been brought up 

differently.  Society was paying to lock these people up; I couldn’t help but think that 

something was very wrong, even if I was unable to think of how to solve the problem.  

 

After a year working at the prison, I took a second job, working in Newham Sixth 

Form College, or NewVIc as it was more commonly called. I was becoming 

increasingly disenchanted with a system that ultimately failed to prevent re-offending 

by more permanently changing the direction of the inmates’ lives. I felt that I could 

affect greater change by working with young people from under served communities, 

many of whom were at risk of entering the penal system for the first time.  

 

NewVIc was a radical, creative education environment. Based in Plaistow it is at the 

heart of a diverse melting pot of cultures. The college sought to represent the whole of 

the community and as such took an integrated approach to education.  Many of the 

classes I taught involved students with hugely varying physical, and intellectual 

abilities. They came from different social, financial and cultural backgrounds. The 

bold integration made students face, head on, their attitudes and prejudices. Although 

there were occasional frictions between students, for the greater percentage of time 

students acted with sensitivity and care towards each other, learning through their 

differences, not despite them. 
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Another daring approach came in the form of our programme delivery. The BTEC 

programmes allowed us to create a project-based curriculum, in which teachers took 

the role of teacher-artists. Rather than dedicating lessons to skill development or 

techniques we embedded ‘skills’ into the projects so they were learnt experientially.  

 

Many staff meetings involved us devising and planning pieces we would create 

together. My first week in the college involved me working with a group of students 

to write music for a play. My default approach was to work collaboratively with the 

group, making composition a key element of the work. I led the process, set the 

boundaries for the work, established the working atmosphere, and allowed space for 

the ideas of the whole group to be represented within the finished piece. 

 

This became normal practice during my time at NewVIc. We rarely used existing 

pieces, preferring to start with a theme or idea that we would explore collectively with 

the students.  We worked across art forms, with groups of students writing music for a 

dance or theatre performance they were also devising.  

 

We regularly worked with artists from outside the school. Sometimes this involved 

working with a company such as V-TOL dance company, or English National Opera, 

and at other times with individual artists. Most projects resulted in a final 

performance, frequently in a highly visible space outside of the college. Our 

connections with Stratford Circus, a high specification community arts centre in 

Stratford’s cultural quarter, allowed us to place a number of our performances, and 

even an entire HND programme, within the context of a professional arts centre.  We 

also partnered with other venues, most notably the Royal Festival Hall, with whom 

we had a five-year residency. 

 
A team of teachers at Newham Sixth Form College (NewVIc) in East London 

developed a set of arts education practices that unleashed creativity through 

working collaboratively, focussing on the needs of individual students, and a 

curriculum that made use of a complex web of inter-organisational resources.  

(Jeffery, 2005:p.xv) 
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It was during this period that several of the pieces in folio were created. The ethos and 

opportunities provided by NewVIc, in combination with my own personal 

motivations, led to a gradual evolution in my compositional approach. My work 

represents a trend, or arguably a school of practice, that has been developing within 

the UK, and is of increasing international interest.  

 

As a practitioner comfortable to work in education and community environments I 

was often asked to lead projects for other organisations. I frequently worked for 

orchestras, opera companies, and large arts venues. With the additional funding 

placed into the arts during the late 90’s and early 2000’s, work of this type started to 

blossom in the UK. It is now unimaginable to think of a professional orchestra in the 

UK not having an educational department. Indeed, up and coming string quartets and 

other similar chamber ensembles frequently see such work as critical to their portfolio 

of activities. It is not only in the field of classical music that community work is seen 

as important. I worked for a number of years advising Urban Development, an urban 

music organisation on its education programmes. These were not only viewed as a 

way of developing new talent, but also as a way of financially supporting the artists 

who were teaching on the programmes. 

 

During the latter part of the work in this portfolio I worked within the Professional 

Development / Creative Learning Division of the Guildhall School of Music & 

Drama. This department, in various guises, has been at the forefront of these 

innovations for more than 25 years. Two case studies, the one in Brazil, and one with 

the University of the Third Age, took place whilst I was at the Guildhall. The 

compositional approach I took in these pieces more closely mirrors a working practice 

developed by tutors and graduates of the Performance and Communication Skills 

programme of the Guildhall. 

 

Through the case studies in this commentary I hope to capture how these starting 

points took me on an artistic journey that radically altered my approach to 

composition. I also hope to document how my personal interest in art changed, as my 

focus moved from the aesthetic, towards its potential use as a technology for societal 

change.  



6 

Case Study No. 1 

Still Life / Bitter Thorns 

(performers and creators) 
 

These two pieces were written during the early part of this course.  They represent a 

point of transition from one compositional approach to another. Still Life was written 

for a workshop at Southampton University, Bitter Thorns was composed for a play 

performed in the Edinburgh Fringe Festival and at Stratford Circus, East London. The 

pieces illustrate the transition in compositional process from an individually centred 

composition approach towards one more collaborative in nature. 

 

The change in my use of notation mirrors a corresponding change in my thinking. Still 

Life is presented via a conventional, Associated Board, style of notation. The 

conventions surrounding this style of musical presentation grant performers only 

limited freedom to re-interpret rhythms, pitches, articulation or dynamics. In Bitter 

Thorns I began to explore ways of engaging and supporting performers to have 

greater creative freedom during the process of musical realisation. 

 

I decided to use a picture, a doodle I created, as a visual starting point for Still Life.  
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Rather than choose an existing piece of art I wanted part of my creative process to 

include the playful self-creation of the starting point for the piece. I was keen to 

engage with the intrinsic pleasure of creating things, and found that doing this through 

a variety of art forms, including visual art, to be both helpful and enjoyable. I 

attempted to avoid thinking too much about what was gradually appearing on the 

page, simply drawing until the majority of the page was filled. As the picture 

developed, a patchwork landscape developed, interspersed with random words.  

 

I interpreted the drawing by dividing it into small pieces. Each section of the doodle 

became a section of the piece, the shapes on the paper becoming the contours of the 

instrumental and vocal lines. The words, which I had used in the drawing, became the 

singer’s text. Although short, the piece is texturally dense, especially in comparison 

with other pieces I composed around the same time. Like the drawing, the piece is 

episodic, relying upon short, juxtaposed, and stylistically diverse phrases, which 

collectively create a surrealist, cabaret miniature.  
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There is an assumption that musical notation can communicate a clear artistic vision, 

and that the process of communication occurs in an uncomplicated linear manner. My 

use of notation in Still Life assumes this to be the case. Using a transmission model 

(Shannon and Weaver, 1949), my intentions are communicated through visual 

representation to the recipient performers.  

 

Whilst communication may appear to occur in this fashion, the process is more 

complicated. It is debateable if information is ever transmitted precisely (see 

Blanchard and Christ, 1993:38 and Dawson and Kovalchick 2004:329). Indeed even 

in Shannon and Weaver’s own transmission model of communication they include 

noise, which occurring between signal being sent and received, distorts the message.   

 

 
 

In the case of transmission of music from composer to performer this noise can take 

many forms.  These range from the performers experience and skills, the clarity of the 

score, through to the internal politics and relationships within an ensemble. For many 

composers reducing this noise becomes one of the challenges of effectively 

communicating their music. I started to become interested in how the noise could be 

used creatively to increase the engagement of the musicians and this became a seed 

for exploration as I wrote Bitter Thorns. 

 

A key element of my love of music centres upon self-expression and creativity. I 

started to become interested in finding ways to engage performers, not as realisers of 

my creativity, but as creative collaborators. I began to recognise that this would 

involve more than simply altering the nature of the notation I used, and that the 
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process, context, and environment of rehearsals were critical if the creative potential 

of the performers was to be realised more fully.  

 

Early experiences assured me that simply placing people in a space and asking them 

to create something was unproductive. In this situation the absence of shared purpose 

inhibited everyone. With Bitter Thorns I therefore provided notated starting points 

from which the compositions could begin to develop. 

 

The nature of the starting point and the structure that supports collective development 

is vital to the success of any collaborative undertaking (Leadbeater, 2008 and Shirky, 

2008).  Leadbeater calls the process of creative collaboration We-Think, and uses a 

variety of examples including the design of the mountain bike (Leadbeater 2008:101) 

and the creation of Linux (Leadbeater 2008:65) to illustrate his point. The quality of 

the initial idea, structures for encouraging ongoing engagement, and rewards for 

involvement are all important, as is the sense of community that develops around 

those most involved. 

 

I hoped that open-ended notation would become a starting point around which 

questions could form. These would in turn lead to discussion and conversation about 

how the composition could be developed. Building time into rehearsals for this 

sharing and discussion was vital. In turn these conversations changed the nature of the 

rehearsal itself. More time is needed within this new rehearsal context for musicians 

to discuss issues other than those centred upon purely technical or interpretative 

questions; indeed discussion of these wider issues are part of the process itself.  This 

new approach moves from one centred upon transmission towards one rooted in co-

construction (see Harel and Papert, 1991).  

 

I was invited to be involved in Bitter Thorns by a colleague, Triche Kehoe, a drama 

teacher at NewVIc. The year before I had been involved in a project she had initiated, 

involving alumni and current students, resulting in a performance of a newly devised 

show at the Edinburgh Fringe Festival. For the first show I’d created a score using a 

computer, for Bitter Thorns I asked if I could involve musicians and write a score that 

would be performed live. 
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Bitter Thorns, was my first attempt at creating a piece in quite this way, and there 

were a number of potential challenges. As a composer I personally wanted to explore 

a slightly new approach, but this relied upon finding performers who would enjoy, 

and rise to the challenge, of working in this way. 

 

As I was both composer and musical director for the project I got to choose the 

performers. They included two friends of mine, and a student who had recently 

finished AS studies. Whereas the majority of my students at the college struggled 

with notation Michael was able to read music fluently. He was a particularly mature 

student, so I felt he would be able to cope with the additional issues of working with 

both his teacher, and his teacher’s friends, within a non-formal setting. 

 

The other two performers were used to performing contemporary repertoire, one was 

a composer as well as a performer. Whilst working in this way was a new approach 

for me, many other composers have explored similar ideas in the past, and performers 

used to contemporary repertoire are generally adept at responding to these types of 

demands.  

 

To realise the performance required me to facilitate the rehearsal process differently 

to usual. Whilst I took on the traditional role of ‘directing’ the performance at times, 

leading the process by providing verbal notes of how I felt the performances could be 

improved, I was keen to ensure that we worked collectively, and all inputted ideas.  

 

Developing positive relationships was essential to this. The process would not 

function if my opinion was always seen as the final one, or indeed if anyone else took 

this role. Instead, we needed to feel free to share ideas and find new realisations. It 

was important that no single person dominated the rehearsal, the environment needed 

to be equitable. 

 

The creation of an equitable environment within a rehearsal context challenges 

assumed hierarchical roles. Whilst it is impossible to remove the reality that Michael 

was the least experienced musician, and that my position as composer and musical 

director was the most senior, these power relationships needed to be mediated. 

Everyone’s voice had to be respected and listened to. 
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There is something of a paradox in the notion that my goal was to create an equitable 

environment, and that I used my position of authority to impose this way of working 

on the group. Consequently creation of this environment was not about relinquishing 

power, but rather focussing it towards a non-authoritarian goal. This is not a binary 

position, there was not one way of working that is authoritarian and another that is 

collaborative, rather there are a complex series of grey areas. As a living process, 

involving several humans, the approach cannot be captured within a set of rules. 

Decisions, for better or worse are made in the moment based upon the group’s 

collective psychology at that moment.  

 

For instance, as the person ultimately responsible for the music I was under a certain 

pressure to ensure an outcome that I believed my musician colleagues, the other 

performers, and indeed the audience would appreciate. I had only a finite rehearsal 

period during which I could this had to be achieved, so there was a balance to be 

struck between allowing a process to become more divergent and open, and forcing 

ideas to converge. Although at times, as a group, we would look at the time and 

decide if we should ‘move on’ to another area of the score I was ultimately 

responsible for the pace of the rehearsal.  

 

These decisions were a constant balance between reading the group, and based upon 

this being aware if they required more or less instruction from me. Considering the 

bigger picture of the rehearsal schedule and ensuring that everything was rehearsed to 

a level, and that we did not spend too much time on any one thing. Allowing time to 

engage the group in the decision making process, altering our behaviour as a 

collective, even where this did not immediately lead to noticeable musical outcomes. 

And finally empowering everyone to help with the decisions by spending time 

keeping them fully informed of the bigger picture and the types of decisions I was 

considering, which is something more normally hidden from view in a traditional 

rehearsal.  

 

The physical location of the rehearsal was essential in the development of an 

appropriate working environment. For practical, as well as social reasons, the 

rehearsal took place at my house. A major benefit of this was that rehearsing in a 
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house rather than a purpose built rehearsal space made the whole process less formal. 

By allowing the group to use my personal physical space, it made it easier to give 

permission, and encourage the group, to share my inner psychological space.  

 

The informal connection we developed was vital to the process. The rehearsals were 

interspersed with coffee breaks and lunch. During these breaks discussion of the 

music was intermingled with various other topics. They also served to release us from 

the hierarchical positions, and the roles we may have assumed during the rehearsal. 

During the lunch I was not needed to direct things, indeed I served the food. By 

mixing up the nature of our relationships, and allowing them to develop in broader 

ways, the traditionally formal rehearsal environment took on more informal 

characteristics.  

 

The notation used within the score was also important. Much of it is conventionally 

written, and these sections, along with the text of the scrip, give clues to the stylistic 

interpretation of the freer sections. Many of the pitches in the free sections are set so 

the creative emphasis is placed primarily upon the rhythmic elements 

 

To do this my notation was intentionally ambiguous. In the terms laid out by Shannon 

and Weaver, this added deliberate noise into the system of transmission. Semibreves 

with lines either side of the note are of undefined length and must therefore be 

interpreted by the performer. Beams on some of the notes open or close to denote that 

they should be played increasingly quickly or slowly. One section is notated through 

words.  

 

Creating scores in this manner is not in itself original. Open scores, which include un-

formed elements or aspects of indeterminacy, have a substantial heritage. Cage’s 

pursuit of non-intention, influenced by his Zen studies, led him to develop similar 

forms of notation that initially spread amongst American composers (Griffiths, 

1995:94) and later European composers. Works such as Stockhausen’s Piano Piece 

XI (1956) and Boulez Third Piano Sonata (1965-7) (Griffiths, 1995:104) are 

examples of this.  Nyman (1999) points out that whilst the use of open scores may 

have been a unifying feature, the underlying intentions of composers creating 

indeterminate scores were often quite different  
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…the work of Cardew has grown from a need to simplify demands and 

presentation without compromising ideals, to developing these ideals in an 

increasingly accessible way.  By contrast, Cage and Wolff’s indeterminate 

scores of the early sixties not only demanded considerable technical expertise in 

performance, but also the ability to comprehend quite sophisticated abstract 

musical concepts and to unravel a complex notational sign-language;  

(Nyman, 1999:110) 

 

My use of my open score techniques in Bitter Thorns leaned more closely towards 

Cardew’s inclusive intentions. My intention was that the process of interpretation 

would be more fun than challenging. Rather than demanding the performer’s 

engagement in order to interpret the score, I wished to engage the performer. 

 

The open aspects of the score did not lead to an entirely improvised realisation. 

Rather, through a process of repeated improvisations, a solidified and largely 

repeatable compositional solution was found for each of the sections. As the 

musicians explored the possibilities they became increasingly fixed in their approach 

playing the music in a similar way each time. Indeed by the time of the performances 

it would have been possible to transcribe the piece and create a conventionally notated 

realisation.  

 

My exploration into the creative potential of performers grew from these early 

experiments, which in turn provoked my move away from notation altogether. The 

focus on inclusive contexts that allow social and musical exchange also became a 

theme. Finally the mixing of professional and non-professional musicians, or 

specifically environments of explicit difference, have become a point of interest I 

returned to in other pieces.  
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Case Study No. 2 

Home 

(collaborations across the arts and society) 
 

 

Whilst teaching at NewVIc, the arts staff became adept at devising interdisciplinary 

pieces with each other. We encapsulated the term teacher-artist by embedding our 

creative practices as artists into the delivery of formal programmes of study.   

 

This role is distinct from the more usual positions of artist in resident, most notably 

encouraged through the UK Government funded Creative Partnerships scheme, or as 

a teacher within a teacher-artist partnership (Ledgard and Odam, 2003; Cape UK, 

n.d.). We combined the dual positions of teacher and artist allowing students to 

become part of the inclusive practice we pioneered. 

 

Within this creative setting numerous conversations between staff revolved around 

our ideas for pieces.  Home is the result of one such conversation.  Jo Parkes, one of 

the dance teachers at the college, had recently lost her grandparents and was 

interested in how this had altered her view of home. We had a conversation one day in 

the school cafe about this, and the general theme of home. A similar conversation 

with Anton Califano, a filmmaker in the media department, led to the idea of using 

this as a starting point for a dance for the camera piece.   

 

Rather than keeping this project confined to the students within the college Jo was 

interested in extending the project to involve students from local feeder secondary 

schools; the college had been developing its connections with these schools and Jo 

had pioneered much of this work. The addition of this angle made the project more 

realisable as it fitted a political imperative developing within the school. 

 

Early discussions about our intentions made us realise that this project would likely 

take place outside of formal curriculum time. The scale of the project, and the 

production values we envisaged, required us to apply for additional funding.   
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The creation of the funding bids was a useful in itself. It allowed us to explore in 

more depth the film we were hoping to create, prompting us to ask useful questions.  

We were successful in receiving money and practical support from London Arts, 

Awards for All, NESTA and East London Dance. 

  

As an artistic team we were committed to making a piece with high production 

values. We wanted to take a non-traditional approach towards our roles within the 

film making process. Our desire was to have equal roles within the creative process, 

sharing responsibility where possible. A composer would normally only be involved 

towards the end of the film making process, however my role in Home was far 

broader and I was involved in many aspects of the creative process.   

 

Jo, Anton, and I, worked closely as a team throughout the project, mirroring the 

approach we wished participants to take. The film was to be devised and shaped by 

everyone; we wanted to include participant’s contributions in our creative process.  

Whilst certain hierarchical relationships were inevitable, for us this came with an 

added responsibility of ensuring that we allowed shared ownership of the project. 

 

The practical aspect of the project began with a series of recruitment workshops in 

local feeder secondary schools. Dance was the primary focus of these workshops, 

however I led music, and Anton filmmaking activities. We agreed that during the 

workshop, rather than looking for technical ability, we were seeking young people 

who appeared engaged, and for whom the topic of home appeared to resonate. This 

was essential, as we knew the participants would be required to commit to the project 

for up to a year. At the end of each workshop we asked students to sign up if they 

were interested in taking part in the project. Having led sessions in all four local 

schools we collectively selected the young people who would take part.  

 

As with other aspects of the film, its style was collectively conceived. We decided to 

take a documentary approach, with talking head footage providing contrast to the 

movement material. We also settled on the idea of the film being almost entirely 

underscored by music.  These decisions, made early in the process, shaped the nature 

of the film.  
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The initial workshops with participants were dance focussed. Whilst development of 

movement vocabulary was important, time was dedicated to tasks that captured the 

participants’ thoughts and stories on the topic of home. Anton and I attended a 

number of these sessions, during which the stories that formed the film began to be 

revealed.  

 

The theme of displacement frequently arose during these discussions and became 

central.  A high percentage of the young people involved in the project were first 

generation immigrants to the UK. Whilst we knew Plaistow has a large immigrant 

population, the seemingly disproportionate number of young people in this situation 

surprised us.  We put this down to the theme of home particularly capturing the 

imagination of young people in this situation during our recruitment workshops. Ervin 

and Nanthuja’s stories were particularly powerful, encapsulating the themes of 

cultural, personal, and geographic dislocation they became structural pillars within the 

film. In contrast the third narrative used, Laura-Anne’s, was of a family who had 

resided in the same part of East London for several generations, and for whom home 

was a fixed geographical location.  

 

Whilst we mainly worked with young people, we made a decision that we needed to 

meet, and potential involve in the film, the families of the participants whose stories 

were to be central. This was done for several reasons. Ethically, especially given the 

subject matter, we wanted to be sure that the families were happy for their stories to 

be used within the film. We also felt it important to develop links between the young 

people, their families, the college, and the project in order to support the wider 

learning taking place.  Lastly it was an artistic decision; we felt including the whole 

family would add weight to the film, something not possible with the stories coming 

from the young people’s perspective alone.  

 

As we talked with the families it became apparent that we were asking them to 

discuss issues they had not previously talked about.  This became a particular issue 

with Ervin’s family, whose family had been involved in a number of distressing 

situations. As we got to know them they began to share stories they had kept hidden 

from each other until now. 
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The most significant incident for the family involved the departure from their village. 

Hearing about an approaching army, they had been forced to flee their home at very 

short notice.  Their son had been playing in nearby fields, despite searching for him 

he could not be found, and they were forced to leave. They had not seen him since, 

and there was an unspoken assumption within the family that he had been murdered. 

The sharing of this and other similar stories was un-stabling for the family, and for us 

as artists.  

 

 Jo, in particular, became close to this family but quickly recognized that she was 

becoming too involved.  The day after a meeting with the family, in which many of 

these stories were told for the first time, she met with Anton and myself for lunch. 

When we chatted she described how she was personally disturbed by some of the 

information that the family was sharing with her.  

 

We had several conversations about how we could best deal with this situation. 

Eventually, via the college’s counselling service, and in agreement with the family, 

we were able to find professional support for the family.   

 

This experience highlighted the extended responsibilities artists working in similar 

contexts have. Making the film initiated conversations that were unexpected. Our 

primary motivation had been artistic, not therapeutic, however because we chose to 

use true stories from the participant’s lives, it unveiled the wider ethical 

responsibilities involved in such projects. 

 

We ran a potential risk of being seen to exploit the families. Their stories were 

powerful, far stronger than we could have hoped for before we began to make the 

film. If we had simply used the stories to progress our own careers and make a 

‘successful’ film without offering support to the families this would clearly have been 

wrong.  

 

We were fortunate to have access to counselling resources, but many projects do not 

have this wider support network. It was only chance that allowed us to be able to find 

the help that the families needed, so that the process became positive rather than 
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potentially damaging. An awareness of this issue is clearly essential for practitioners 

undertaking this type of work. 

 

Although this situation posed difficult questions for us as artists, it also highlighted 

the broader importance of the project. Home allowed a deeper process to begin for 

Ervin and his family. By creating a space for the family to talk about these difficult 

memories a process of healing could begin.  

 

The potential for art to be used for therapeutic means (see Nordoff and Robbins, 

1978) or in conflict situations (see Crawford,1996:63; Kaplan 2006:91) is well 

documented. Home is an example of how community art projects can be catalysts for 

this. Neither my colleagues, nor myself, were trained as art therapists, and art therapy 

is a distinct, specialist, area, that requires specific training. An important distinction 

must be made between creative processes that have the potential for therapeutic 

outcomes and art therapy. It is also clear that practitioners should be aware about the 

limitations of their skills and know when to seek wider expertise. 

 

The artistic process that I used in Home is an extension of that used in Bitter Thorns. 

Once again I was interested in creating an environment in which performers could 

engage creatively with my ideas. Therefore I decided early on that rather than create a 

fully notated score for the film I would use open notation.  

 

During the film editing process I was regularly passed short clips.  Working on 

sampler, synthesizers, and laptop I started the compositional process by improvising 

to these clips. Using a computer programme called Logic, I was able to display the 

film in the corner of the screen whilst I tried out different musical ideas. Initially, 

rather than fixing upon any single idea, I created lots of different short ideas relatively 

quickly.  

 

Parallel to this I worked with the oboist, Geraldine Peach, who had also been involved 

in Bitter Thorns. She had been interested in exploring extended techniques and 

together we trialled various ideas including multiphonics. These influenced the sound 

of the score and the tasks I set the other performers.  
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(Example of a section of notated material for oboe – letters such as M4 refer to specific multiphonics) 

 

 

Slightly later in the process, when rough edits had been created, I invited the 

performers to the studio to record improvise upon the ideas I had created. Many of the 

musicians were students from the college, however there were also three professional 

performers involved. Although I would have liked to work with them as an ensemble, 

personal timetables and budgets did not allow this.  

 

Whilst in the studio the performers experimented with notated ideas, working with me 

to create new material. I created short melodic ideas, such as the one heard on the 

guitar during the Duet scene. Influenced by my work with Geraldine I was also keen 

to explore extended techniques. Using the rough edits of the film enabled the 

musicians to trial their ideas, creating solo musical realisations that fitted particular 

scenes. 

  

This period of musical development shared similarities with the process used during 

Bitter Thorns. However, as there was no live performance, the two approaches began 

to diverge from this point.  Rather than use the recordings in their entirety, I used 

them as source material. The positive side of working with individual musicians, as 

opposed to recording an ensemble, was that there was no issue of audio separation.  
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This allowed me to use the recordings as instrumental sound sources, extended audio 

samples that I could freely manipulate.  

 

This approach served several purposes.  Firstly there was a practical consideration. By 

using this process I was able to begin recording performers ahead of any final edit of 

the film. With a pressing deadline and little time to complete a notated score, 

recordings, and a mix, it was simply not feasible to complete the music in a more 

traditional way. Secondly, as the notation was based around skeleton ideas it allowed 

me to work in a more flexible manner with the performers, extending the techniques I 

had begun using in Bitter Thorns.  This fitted with the artistic sensibilities of the film, 

namely the co-creation of material with participants, and the pedagogical and artistic 

approach I was personally developing.  

 

With the student performers, although the scores served as a starting point, I tried to 

ensure that they were not the main focus. Many of these young performers had limited 

notation skills, and the scores could easily have inhibited their performances. For 

these sessions I played my ideas on the studio keyboard, sang, and generally 

encouraged them to explore the music they thought connected with the film. With all 

of the musicians my ideas served only as starting points for the creative conversations 

that developed.  

 

I had become increasingly fascinated with timbre whilst creating the film.  I’d used 

computers to create music for roughly a year and was excited by the sonic 

possibilities on offer to me. Just before starting work on the film I bought an Akai 

S3000 sampler and used it extensively to create the music. I was able to load the 

recordings made in the studio, and other sounds, into the sampler, shaping them and 

triggering them from sequencing software on the computer. 

 

A consequence of this was that much of the music I created took the form of 

soundscapes that blurred the line between diegetic and non-diegetic sound. Diegetic 

sounds are those that belong with visual images, such as footsteps. Non-diegetic 

sounds do not belong in the scene but add an addition layer of, often emotional, 

information; musical scores frequently take this role within films. This became an 
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issue when I came to work with the sound designer Fabrice Pougnard, as we needed 

to ensure that our work complemented rather than competed.  

 

The latter part of the project, whilst deeply enjoyable, was also challenging. The 

actual construction of the recordings into completed musical sections took place over 

a two-week period, as I was working during the daytime, this allowed only a single 

evening per scene. The reason for the tight time frame was my reliance on final edits 

from Anton.  Anton, being a perfectionist, found it hard to finalise sections, so late in 

the process I was still altering the music I’d written.  

 

Having completed music for each of the scenes, the final task was to produce a mix of 

all of the sounds and music for the film. Fabrice, like me, could not finalise his work 

until around a week before the screening. It was at this point that we were able to try 

out my music with his sound design. At points the music and sound design clashed. 

Due to time constraints, rather than re-writing music, the approach we took was to 

remove or reduce the impact of the offending elements. This led me to remove 

specific sounds, whole layers, or re-mix sections of my music to reduce the impact of 

a particular element.  

 

Film composers have to be comfortable with the idea that their work will be changed 

repeatedly. Within a film their music is not an isolated element, it is just one of many 

aspects of the complete work. If I had been stubborn and refused to change my music 

it would have made the process far harder and, given the tight deadline, might have 

risked the success of the project. I was helped by the fact that I produced the 

soundtrack very quickly, just before mixing began. It meant that my ideas about the 

music were still fresh and the music never really felt fixed to me. Despite the on going 

compromises, seeing music, picture, and sound design come together was very 

satisfying. 

 

Creating the final mix took a considerable amount of time. The size of the files being 

used resulted in long computer processing times. Consequently there was a lot of 

sitting around waiting for the computer. Given the non-adjustable deadline of the 

screening we were forced to work through the night on several occasions in the last 

week until the sound was finally mixed, and the film could be considered finished. 
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In a project of this size and length there are always likely to be moments of conflict 

between the leaders. The relationship between Jo, Anton and myself, was not always 

straightforward. Whilst we tried our best to work closely, the structure of the project 

placed considerable demands on us all.  

 

The project expanded, becoming larger than any of us initially had expected. As the 

time commitment grew it created pressures on our home and work lives, and led to 

conflicts amongst the three of us. Having to work so closely meant that we were not 

always sensitive, or even aware, of what we each needed psychologically, or at times 

practically.  

 

Early on Anton and myself had viewed the project as Jo’s, given that she had initiated 

the idea for it. Jo was keen for it to be a shared project and wanted to avoid being 

dominant. At the start of the project this led to a vacuum of leadership. Anton and I 

were searching for a direction, an idea more than just ‘home’, to hold onto; Jo refused 

to provide this. Some of our meetings before the projects really got going were 

therefore difficult. With none of us wanting to lead our expectations, and needs from 

each other, were largely unfulfilled. Gradually Jo realised that she needed to take a 

greater lead, and this helped, as did the injection of participants. 

 

The middle of the process, where participants became involved and their stories were 

uncovered ran relatively smoothly. We were all comfortable leading workshops, and 

had experience of working in this way together. As we realised the young people 

involved had interesting stories to tell, and the shape of the film became apparent, the 

process began move forward with relative ease. 

 

As we neared the end of the process our working relationships became increasingly 

frosty.  The pressure of the screening deadline, the significant time and emotion we 

were all investing into the film, and our continuing teaching commitments combined 

to leave us tired, and consequently less forgiving of each other. Jo Parkes (in Jeffery, 

2005:73) expresses that “for the teacher-artists sustaining the balance between the 

demands of the project and the demands of the core curriculum was difficult, 
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particularly when the project or the curriculum came under pressure.” This was 

particularly true towards the end of Home. 

 

Our working process also led to issues. Early on we established that we could actively 

engage with each other’s work. For instance, during the choreography of Laura-

anne’s dance I worked with Jo to devise a framework of beats that changed in a 

repetitive way, similar to a piece of minimalist music. This influenced the nature of 

that section quite significantly. Whilst this approach allowed me to learn a lot about 

my colleague’s artistic processes, and for us to share our skills, it also had its down 

sides.  

 

During the editing process Anton began to work with music by other artists. This 

music was initially used to help pace the edits, but having become used to it Jo and 

Anton began to ask me to write similar music. I was not pleased to be asked to create 

musical pastiches and this led to a certain amount of tension. Whilst they were trying 

to be helpful, I felt their suggestions were constraining. Whilst my relationship with 

Anton settled back down, things between Jo and I were at best civil until after the 

project had finished.  

 

Jo was struggling more broadly, her massively increased workload was affecting her 

personal life, and this was causing friction between her and numerous other people. 

For instance shortly before the screening there were disagreements between her and 

the production company, and even the college. Whilst, with hindsight, I should have 

been more supportive to Jo, at the very point where I was busiest in the project I 

found it very hard to think in this way.  

 

Disagreements are an inevitable part of a project this size, especially where significant 

budgets, time constraints, and expectations exist. The process of creation can often 

lead artists to feel insecure. A positive collaboration can support each of the 

individual artists to move beyond their insecurities, however where interactions 

become difficult they can also exacerbate such feelings. Home represented both the 

positive and negative aspects of collaboration at different times. 
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Home was premiered at the Stratford Picture House, East London in July 2002. It has 

since been screened at dance and film festivals in London, Monaco, Barcelona, 

Hamburg, New York and Cologne, and at a number of conferences and independent 

screenings internationally. 

  



25 

Case Study No. 3 

BusStopping 

(integrated practices) 
 

BusStopping, was commissioned by Transport for London (TFL) as a project to 

promote the ways in which they had been striving to make public transport more 

accessible.  

 

Rachel Bradbear, a colleague at NewVIc, who also taught contemporary dance at 

Middlesex University, had been invited by TFL to lead the project.  She asked if I 

would be joint artistic director for the project and help lead the project management, 

logistical aspects, and music. 

 

Before it was possible to begin the artistic process a number of logistical issues 

needed resolving. TFL could not give money directly to an individual so a company 

needed to be set up.  As I had been involved in several prior projects with Rachel it 

was decided that we would start a company together, which we called InterArts. 

Starting a company was surprisingly straightforward, and having formed a limited 

company we were able to secure the funding and begin further work on the project. 

 

I had developed many of the artistic and educational skills needed to lead this project 

from my experiences working with integrated classes at NewVIc. The college was 

well known for its work in this area, frequently leading training courses, such as 

Moving People, a course on integrated dance practice delivered by NewVIc staff in 

partnership with East London Dance. Classes in the college often involved students 

with vastly different abilities.   

 

For instance, one of the first BTEC classes I taught included two young people with 

down’s syndrome, one student in a wheelchair with very limited mobility, and several 

young people with moderate to severe learning needs. These young people were 

integrated with other students who were very able, some of whom were doing A 

Level programmes alongside the BTEC.  
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Supporting all of the students was essential. Many students had dedicated help in 

lessons, frequently there were three or more adults supporting a single class, enabling 

everyone to have their individual needs met. Through these experiences I was struck 

by how the integration made everyone in the group more empathetic.  Indeed, having 

overcome my initial fears of working with such a diverse group, my preference was to 

teach classes with more rather than less diversity.  

 

Very often inclusive learning is attacked for dumbing down. One of the key 

arguments against inclusive education is that only those at the bottom are stretched.  

This was not my experience of inclusive work; done sensitively and with 

comprehensive support every student in the group can be pushed to do their personal 

best. For more able students I believe a well-supported, integrated environment, leads 

to greater learning, as the environment encourages the development of interpersonal 

skills, alongside academic learning. 

 

Doing this requires care, as tasks need to be carefully differentiated.  Alongside 

support, and an awareness of the wider educational environment is equally vital. 

Integration without careful thought of these issues can itself be disabling. 

 
… a person is disabled by the way that society is organised, not by his/her own body, 

Disabled students are not dis-abled by their bodies or wheelchairs, but by the fact that 

the dance studio is up a flight of steps or a teacher teaches a class based mainly on 

footwork without reference to them.  A blind student is disabled by a teacher who only 

demonstrates visually.. 

(Parkes and Connor, 2004 in Jeffery, 2005) 

 

It was therefore important that this project was carefully planned and supported, so 

that all participants could be empowered to explore their own creative limits.  

 

Alongside the dance and music elements BusStopping also included drama and 

design. With an integrated approach being so central, we decided to ask artists we 

knew had experience in such settings.  We invited a drama colleague, Phil Magee, to 

be part of the project, due to his experience of leading integrated drama work at the 

college.  We asked Jackie Sands to work with us as a designer on the project, she had 

experience of leading visual arts in healthcare settings.  
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Rachel felt that we needed additional support with the dance aspect, so we asked 

Chris Devaney whom we knew through her work with the V-TOL dance company.  I 

invited Gerry Peach, who had played oboe on Home and Bitter Thorns, to be 

involved. Finally we employed two technicians to help with the practical issues of 

creating a performance that moved between several locations in a just a few days.  

 

TFL provided us with funding for the project, a new style accessible London bus, and 

a driver for the week. The bus would be the central prop, and the company would 

travel by bus to the venues where they would perform. 

 

Setting up the performances required a vast amount of work. Even with the backing of 

the Greater London Authority (GLA) there was a significant amount of red tape to 

overcome.  We decided to perform in four locations; these had to be large enough to 

accommodate a London bus, approximately twenty performers, and an audience.  We 

had been invited to perform as part of the mayors Respect festival, in the Millennium 

Dome, but needed to find three other venues.   

 

As the project was based in Plaistow we approached Newham council and asked if we 

could perform in the Stratford cultural quarter, between the Theatre Royal and 

Stratford Circus.  We contacted Saddlers Wells education department and arranged a 

pre-show performance outside of the theatre.  Finally as the project was funded by the 

GLA we organised a performance in front of City Hall, on the Southbank.   Each of 

these locations produced their own bureaucratic issues, and numerous meetings were 

held early in the process to ensure the performances could go ahead.  Even with 

extended lead in time, logistical issues continued right up until the day of 

performances, requiring Rachel and I to take on substantial administration in the final 

period of the project. 

 

Recruitment of the participants was done in a similar way to Home. We identified 

three groups we wanted to have involved.  The first were year 6 and 7 students from 

local primary and secondary schools. The next came from the student body of 

NewVIc, and were an integrated group including young people with visual and 

physical impairments. Several students from this group were invited to be apprentices, 

helping to lead break out groups etc. Finally we worked with a local day care group 
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for adults with learning difficulties.  This group ranged in age from their 30’s to mid 

60’s. 

 

Due to the diverse needs of each group we decided to work with them independently 

at first. This allowed us to do focussed work, getting to know each group’s 

personality and needs. During these sessions some activities focussed upon skills 

development, including simple dance, music, and drama tasks. Alongside these 

activities, time was set aside to work with the groups and explore their experiences of 

public transport in London.  

 

Having completed three sessions with each of the groups, we scheduled two, two-

hour, collective sessions prior to a final intensive week of devising and rehearsing. 

The planning for the first collective session was substantial.  The specific needs of 

each group made it difficult to find tasks that all participants could engage in 

collectively.  We were concerned about how the youngest members would respond to 

the needs of the older participants and wanted to ensure that everyone worked as a 

group and respected each other.   

 

The reality of the initial meeting was far from what we had expected. The participants 

arrived at the rehearsal venue at different times.  Two of the youngest participants 

arrived early, and began playing tennis with a racket set one of them had in their bag. 

Shortly after this the adult group arrived and one of oldest participants, in her 60’s 

and using a wheel chair, asked the boys if she could join their game.  One of the boys 

handed her a racket and the game continued.  Before long other participants joined in 

and were taking turns at playing together.  

 

This immediate integration came as a surprise. Our fear had been that the different 

groups would be wary of each other, but this was not the case. By leading the start in 

an informal manner and allowing the boys to play tennis (something that could have 

been stopped in a more formal environment) we inadvertently started a chain of 

positive events. The older lady’s learning issues reduced her inhibitions, normalising 

the idea that she would ask complete strangers to play. The conspicuous nature of a 

young boy playing tennis with an elderly lady in a wheel chair provided the perfect 

model of integration, and encouraged the others to want to take turns. 
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The session started so well, that even when all of the participants arrived we allowed 

the game to continue so that introductions could be done informally. Even for those 

unable to play tennis, the open environment created conversations they became 

involved with. 

 

Inclusive projects clearly have a role to play in social integration and learning. When 

diverse groups share a space prejudices must be confronted and engrained behaviours 

challenged. Inter and intra-personal skills are put under the spotlight bringing about 

changes in individual’s actions and interactions. The perspective people have of 

themselves and others is forced to shift. Each of these changes is an important point 

of learning connected to identity and the ways in which this emerges as we relate to 

others. 

 

For an animatuer, delivering sessions with integrated groups forces you to reflect 

upon your practice.  The participants involved in BusStopping displayed a diverse 

range of impairments and abilities. This made it difficult to find activities that 

everyone could engage with in, and ways of describing activities that everyone could 

understand.  

 

Verbal directions were difficult for many of the participants to follow; they preferred 

to have activities modelled by the leader so that they could see what they should do. 

Two of the participants were visually impaired, for them verbal instructions were 

essential as their impairments prevented them seeing visual demonstrations.  Keeping 

instructions clear, and presenting them in several forms was essential. 

 

The same was true of the activities themselves. Several participants had limited 

mobility, which meant that physical activities such as clapping a pulse, or moving 

through the space, presented difficulties. The two participants with visual 

impairments were able to move across the space, but it was important to ensure that 

they could do this in a safe way without encountering unexpected obstacles. These 

issues presented challenges when thinking about what a final performance involve. 
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Having considered the possibilities, it became apparent that it would be impossible to 

create activities that everyone could do together in the same way.  This realisation 

was important, and moved the focus away from uniformity and towards accessibility. 

Activities had to be personalised to make them accessible, and for the final 

performance to be successful working with these personal differences would be 

essential. 

 

Instructions had to be given in a variety of forms, repeated several times, and gaps 

were needed in between to allow group member to support each other with further 

additional personalised explanations. 

 
The processes of developing participation in the arts can thus be 

conceptualised as a problem-solving praxis, in which the leader and participant 

are encouraged to maintain an openness about outcomes and a dialogue 

about problems that arise in the course of the learning. 

(Jeffery, 2005:17) 

 

Where a task was not possible for a participant an alternative had to be devised.  For 

instance a rhythmic activity could involve body percussion for some participants and 

vocal sounds for others. Enabling this to happen meant that the pace of sessions was 

slower than with non-inclusive groups.  

 

Warm-up activities forced the group to be creative; there was always an element of 

problem solving needed.  The group was forced to consider how best to work together 

in order to include everyone in each activity. An awareness and sensitivity developed 

within the group as we tried to include and help each other.  

 

Development of the piece largely took place over a single week. Ideas and elements 

that we might like to develop were uncovered in the initial sessions with the 

individual groups, but these needed sharing, developing and polishing. 

 

Many of the ideas came from the physical nature of the bus itself. There were two 

fundamental spaces, inside the bus, and outside the bus. Inside the bus issues such as 

pressing the button to stop it, or being thrown around by the movement of the bus 
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became starting points. Outside of the bus involved ideas such as waiting for the bus 

to come, and being unsure about the number of the bus that is needed. The additional 

space that we had outside meant that we had flexibility to do more expansive 

movement, although the restrictions of having just a pavement to use by Saddlers 

Wells restricted this to some extent. The transition between the two spaces, the action 

of getting on the bus, provided the final area for exploration. 

 

One of the main approaches used to explore material was forum theatre. This 

approach, developed by Augusto Boal, focuses upon the idea of interventions.  

Situations are role-played, and the audience is invited to involve themselves in the 

action and make decisions that can alter the outcome of the scene. Working in this 

way was important given the nature of the commission. It allowed us to highlight the 

types of issues that TFL were keen to explore and have feedback on. 

 

The music was created in two ways.  The group developed some aspects 

collaboratively, these were performed live; other sections were created on the 

computer by me with assistance from one of the apprentices.  The electronic sections 

used samples from the bus itself, recordings of participant’s stories, and additional 

synthesized sounds. 

 

The live music occurred in two places during the performance.  During one section 

the participants played the bus.  Giving the participants drumsticks we developed 

rhythmic patterns that they could perform on the windows, floor, and grab-rails, 

turning the bus into a type of drum kit.  

 

The other live section came about due to the bus driver’s interest in salsa dancing. At 

the start of the intensive week we met Joanna, the bus driver, for the first time. During 

our introductions she mentioned her interest in dancing, something that was seized 

upon by Rachel and Chris.  One of the support workers from the day centre shared the 

same hobby and it was decided that there should be a Latin section.  

 

The relatively short creation period had an effect upon the outcome. Given the 

diversity of the group the pace was relatively slow, limiting the amount of work that 

could be achieved. The first performance took place on Thursday evening, leaving us 
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only three and a half days to develop material during the intensive rehearsal period. 

Due to the needs of the group the length of these days were limited, and we could 

only work from 10:30 until 3pm. There was a clear balance to be struck between the 

desire for a high quality artistic outcome and a sensitive awareness of the participants 

various needs. 

 

This type of project challenges traditional notions of quality. Rather than a single 

marker of quality, such as creating an aesthetically engaging performance, there were 

multiple priorities that had to be met. Many of these were driven by the needs and 

abilities of the participants, but some came from the funders. 

 

The project was funded by TFL, and their priorities had to be recognised and 

responded to. They set the theme for the piece and directed us towards certain types 

of participants. As the funder and commissioner of the project, their input was 

arguably the most significant. Being commissioned by their inclusion department, 

their primary goal was to promote the accessibility of London Busses to both the 

participants and audience. I personally felt very aligned to the priorities of TFL, so 

ensuring their interests were included in the project did not cause philosophical 

difficulties with regards to the type of project I wished to deliver. What it did however 

was impact upon the balance of priorities within the project, ensuring that those to do 

with integration of the participants and exploring accessibility were raised. 

 

Meeting the needs of funders is a significant responsibility whether the money for a 

project comes from a charity, or public funder such as Arts Council England. Most 

funders have a series of outcomes that you must demonstrate you have met, and in 

order to do this evidence has to be collected during the project. Ensuring that steps are 

taken early in a project to ensure this will happen is an important aspect of delivering 

a high quality project.  

 

Projects such as BusStopping are important in highlight the creative and political 

potential of the arts.  They enable diverse people to meet and interact within the 

context of constructive forum. They also encourage active, participatory, engagement 

in the arts.  
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Case Study No. 4 

Projeto Connect in Brazil 

(creativity in education) 
 

In November 2006 I was a panel member at a conference at Codarts, Rotterdam. On 

the same panel, discussing creative approaches to aural development was Dr Heloisa 

Feichas from Brazil.  We enjoyed each other’s papers and kept in touch.  Heloisa 

came to London the following year and we had an opportunity to meet and discuss 

our thoughts on music education. We immediately realised that we shared a common 

view. 

 

In the Summer of 2008 I was invited by Heloisa to give a paper as part of a 

conference at her University, the Universidade Federal De Minas Gerais (UFMG). 

My stay in Brazil granted us further time to discuss ideas, and we began to 

contemplate the possibility of trialling a course.  By this time I was working for the 

Guildhall School of Music & Drama, helping to develop a project called Connect. We 

decided that we would incorporate some of the values and practices of Connect into 

an elective module.  

 
The idea of bringing this project to a Brazilian reality came from our questioning 

of the gaps in the undergraduate music students’ learning.  The music school 

at EMUFMG is based on the European Conservatoire model, a system which is 

both chronologically and culturally displaced within modern Brazil.  The 

‘master/apprentice’ hierarchy, which can encourage reliant behaviour in 

students, is pervasive.  The study of performance, composition and conducting 

is decontextualized; rooted in the European classical tradition, students explore 

only a fraction of the diverse musical life of Brazil.  There are scarce 

opportunities for students, including those studying Music Education, to engage 

practically with the wider society.  Collectively these issues frequently prevent 

students from developing into conscious, self-aware, creative musicians who 

can positively add to the society of which they are a part.  We felt it essential to 

develop new opportunities for students so that they could explore the 

connections between their musical interests and the social and cultural 

landscape of contemporary Brazil.  

(Feichas and Wells in Renshaw, 2010:186) 
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The project had a number of aims. We wanted students to consider their role within 

society, and sought to nurture transferable skills that they could use in a variety of 

musical and social settings. We also hoped to develop links between the university 

and social projects in its vicinity. 

 

The project started with an exploration of theoretical ideas related to informal 

learning and music education.  Our preference would have been to embed theoretical 

aspects into practical sessions, however as I was going to lead most of the practical 

aspect and could only visit Brazil for a four-week period we decided to use the weeks 

prior to my arrival to explore some of the issues they were likely to face.   Whilst in 

Brazil I worked with students on Friday and Saturday mornings in four hour-long 

classes. My relatively limited time forced an unavoidable, yet undesirable, divide 

between these two complimentary aspects of the course. 

  

When I arrived I led the group as if it were a creative ensemble, focussing on creating 

a collaborative composition. I aimed at exploring the role of a teacher/leader with the 

students, enabling them to broaden their concept of these terms. The majority of the 

sessions were focussed on practical activities, however time was set-aside during each 

session for reflection. 

 

We wanted students to question the processes through which music is taught and 

learnt, and their approach as artists to educational settings. Typically music education 

has relied upon the communication of knowledge or facts. 

 
Education traditionally deals with the past tense.  You can only teach things 

that have already happened.  (In many cases they happened a very long time 

ago.) It is the tense question that has kept artists and institutions apart, for 

artists, through acts of creation, are concerned with the present and future 

rather than the past.   

       (Shaffer 1993;244) 

 

Schaffer draws a strong divide between the work of artists and teachers based upon 

their preoccupation with either knowledge transmission or knowledge production. 

Music teachers frequently engage in didactic pedagogical approaches, based upon the 

communication of facts and cultural practices.  
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Although the styles of music studied in education have broadened, the pedagogical 

approaches used by music teachers have remained relatively similar across the 

stylistic divides. The educational habits prominent in the teaching of the classical 

tradition have been transferred and used in the teaching of these new musical forms. 

The use of a canon is a common to the teaching of most musics. Koskoff in 

Rethinking Music  (Cook, N and Everist, M, 1999) writes positively about the 

inclusion of contemporary and world musics in music education programmes; having 

reflected upon the challenges the newly extended range of topics pose she asserts the 

canon’s enduring importance stating:  

 
Our main responsibility as teachers is, I feel, to pass on our canon 

(Cook, N and Everist, M, 1999:558) 

 

The use of canon is an example of the preoccupation with past tense, rather than 

future tense, within our existing music education systems.  

 

Whilst art subjects are often viewed as inherently creative, approached through past 

tense, knowledge heavy curriculum, they may loose their creative characteristics. This 

can make them appear dull and uninteresting even for learners with a natural aptitude. 

Robinson (2010) has a telling description of a discussion with Paul McCartney 

highlighting the uninspiring ways in which music can be taught. 

 
He said that he’d always loved music, but that he never enjoyed music lessons 

at school.  His teachers thought they could convey an appreciation for music by 

making kids listen to crackling records of classical compositions. He found this 

just as boring as he found everything else at school. 

    (Robinson, 2010:11) 

 

The process of attempting to pass on an understanding or appreciation through an 

abstracted or decontextualised version of the thing in itself, can lead to students 

missing the point, and disengaging from the subject matter the teacher is attempting to 

communicate. 
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Frequently this style of education is underpinned by behaviourism. The teacher is the 

guardian of knowledge and selects the type, and order for this to be passed onto the 

students. The teacher then attempts to conditions desired responses from the students 

through the use of rewards and punishments. In these learning situations the student is 

viewed as being largely passive, a tabula rasa, onto which knowledge and learning 

are placed.  

 

The potential for these practices to be damaging for the learner are obvious. Writers 

such as Gatto (2005), Kohn (1993), and Holt (1995) have written about the negative 

effects that this style of education can have on the young people involved. The 

inherent hierarchical power structure can easily lead students to become emotionally 

and intellectually dependent upon the tutor. This style of learning also encourages a 

dualistic understanding of the world, in which things are either right or wrong.  

 

Whilst some of the assumptions made by behaviourists about human nature have been 

discredited (for example see Chomsky, 1959) elements of behaviourism underlie 

many other educational approaches.  Cognitive theories of learning, which see 

learners as active agents within the process, are underpinned by knowledge and its 

transmission. Indeed cognitivists see knowledge as the very starting point for 

cognitive development due to the brain’s relative proclivity for remembering over 

thinking.  
 

You may think that you have a terrible memory, and it’s true that your memory 

system is not as reliable as your visual or movement system – sometimes you 

forget, sometimes you think you remember when you don’t - but your memory 

system is much more reliable than your thinking system, and it provides 

answers quickly and with little effort 

      (Willingham, 2009:5) 

 

In formal education environments the process of knowledge acquisition, required for 

cognitive development, normally involves the teacher as the main source of 

knowledge transmission.  
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Cognitive theories stress the inherent demands of the subject-matter but they 

still rely on an assumption that responses are called out by different stimuli 

(Rogers 1999: 97) 

 

Therefore, even within cognitive educational methodologies the role of the teacher is 

central to the development of the learner’s skills.  As such these practices are 

regularly underpinned by behaviourist educational approaches.  

 

In contrast to these approaches many educators are using creative educational 

processes that place the development of autodidactic tendencies before the 

transmission of facts and knowledge. These have the potential to side-step the 

negative issues of behaviourism. As a result, numerous papers and books have been 

written highlighting the importance of creativity within school curriculum 

(Csikszentmihalyi, 1996; Craft, 2000, Jeffery, 2005; Robinson, 1998 & 2001). In 

these learning situations students engage in the process of co-constructing knowledge, 

learning how to create understanding for themselves. These processes, focused upon 

creation, exploration, exchange and reflection, are broadly viewed as constructivist. 

 

Constructivist approaches mirror the way in which culture, and cultural values, 

develop. Lave and Wenger (2008) and Wenger (2008) highlight the importance of 

community in learning. Social interactions underpin and the gradual initiation of 

individuals into communities of practice through a process of legitimate peripheral 

participation. This process allows for communities, and their associated cultural 

practices, to be maintained and developed.  

 
The world is socially produced in that the meanings are fabricated through the 

process of social interactions.   

(Bulmer,1969 in Martin 2006:184-5) 

 

By viewing education as a creative and social process, and the creation of cultural 

objects as a natural outcome of such environments, we remove the need to teach 

culture in terms that wrongly assume its petrifaction (epitomized by the use of canon).  

To do this learning must be situated in an environment that approximates reality, 

rather than through the creation an artificial or abstracted specialist learning 
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environment. This keeps in tact the dynamic essence of culture, which is an essential 

and engaging aspect for learners.  

 

I attempted to foster an environment in which learning could take place in these ways. 

Whilst I initially engaged students with a starting point of my choosing, we 

collectively developed the piece, exploring as a community the variety of options 

available at any point. I gradually encouraged students to take charge of the process. 

At times this proved challenging as students are typically conditioned to expect the 

tutor to lead learning processes didactically.  

 

These challenges manifest themselves in a variety of ways.  For instance a number of 

students, who were multi-instrumentalists, asked which instruments I’d like them to 

play; this continued beyond the point at which musical material had begun to be 

created, a point at which the students were more informed than me to make the 

decision. My focus upon engaging the whole group in the decision making process 

highlighted the need for students to develop their interpersonal skills.  

 
The ability to make decisions and find consensus was a cornerstone of the 

course.  For many students the level of freedom being encouraged was 

challenging.  Students frequently looked to the tutors for ‘the answers’ rather 

than finding their own solutions at the start of the course. They struggled to 

make independent decisions, and failed to recognize the impact of the 

decision-making approaches on others. 

    (Feichas and Wells in Renshaw, 2010:189) 

 

These issues, arising from the students’ need to develop musical and interpersonal 

skills and confidence in their own decision-making processes, had been expected by 

Heloisa and myself prior to the start of the course.  

 

This does not mean that someone looking for behaviourist, or cognitive approaches, 

wouldn’t find them in the way we worked. For instance, in the warm-up activities I 

led I deliberately tried to change the atmosphere in the room and the energy of the 

group through the subtle conditioning of responses, especially humour and the use of 

positive feedback. Likewise, at times I would suggest ways to make the performance 

or composition better, which could be viewed as knowledge transmission. Indeed the 
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whole programme was suggesting a model that could be used in social and 

educational music projects, which is inherently a cognitive approach. 

 

It is however impossible to use just one educational approach, as normal human 

interaction inherently manifest aspects of multiple approaches. Through our 

inadvertent body language we shape responses from others and conversation very 

often involves the transmission of facts. However, whilst Heloisa and myself clearly 

had positions of influence and power within the setting, our aim was to make as much 

of the interaction as open and equitable as possible, and place the onus on the students 

to be responsible for their learning. We worked by setting challenges and asking 

questions. By doing each of these things we clearly focussed on constructivist 

approaches. 

 

Facilitating the creation of an environment in which students can begin to develop 

autodidactic qualities requires a leader to preference a non-didactic approach. This is 

neither about creating a vacuum of leadership, nor denouncing the position of leader 

or teacher within the educational environment; to do so would be detrimental to 

learning and an enactment of an untruth. Rather, leading in this way involves creating 

situations in which students are prompted to think for themselves and explore their 

own ideas.  

 

The use of questions in preference to directions, and the creation of small group tasks 

which occur independently of the leader, were an essential aspect of my teaching 

strategy. The group tasks were focussed upon challenges or questions. Some were 

musical, such as “create a melody for this section” or “develop this chord sequence”. 

Others were more complex, including musical and leadership challenges; a typical 

task in this vein would be “develop starting points for a new section of music based 

around the harmonies we have just used, and then prepare to lead and develop this 

with the rest of the group”.  

 
In this course emphasis was placed upon the students’ ideas; their challenges 

set the agenda for further exploration, and the tutors more frequently asked 

questions than gave solutions.  Because of this many of the students came to 
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challenge their preconceptions of leaderships and the role of the teacher in an 

educational context. 

(Feichas and Wells in Renshaw 2010:190) 

 

Even the simpler tasks were initially challenging as they highlighted differences 

between students, both in their approach to music making and their existing 

knowledge. 

 
Conflicts also arose between students based upon their differing approaches to 

music.  Classically trained students were happiest using questions such as 

‘which scale should we use?’ as the starting point for collaborative composition 

tasks.  In contrast, students with a popular music background preferred to play, 

allowing the musical direction to be led by the sound of the music being 

created.  As students with different backgrounds were mixed together, this 

frequently led to students complaining about the approach used by others.   

    (Feichas and Wells in Renshaw 2010:189) 

 

For many students it took several sessions before they realised that these differences 

were central to the learning that would occur through the course. Turning these 

challenges into learning experiences relied upon students being able to recognize and 

reflect upon their own prejudices, question their approach, and realise that the 

differences of others were neither a threat nor a hindrance, but as an opportunity to 

learn.  

 

Much of the course involved students sharing knowledge with each other, which is 

known as peer learning. Used in many folk musics, it is gaining increased attention as 

an approach that should be encouraged in formal music education settings. 

 
The advent of pop music made widespread the practice of informal peer 

learning, which had hitherto rarely been seen outside folk music traditions.  

Whilst music educators and policy makers have, until recently, largely ignored 

the processes of learning taking place in these contexts, there is no denying 

their enduring impact.  

(Price, 2005:7) 
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In such situations learning is social and informal in nature, occurring within a context 

of sharing, rather than a formalised didactic approach of knowledge transmission. The 

similarity in age, and the likelihood of comparable skill levels, allows more 

immediate connection to be made between the peer who is teaching and the one 

learning. 

 
Peer Modelling occurs naturally as pupils receive encouragement, advice and 

support from their friends, which can often be more effective than modelling 

from the teacher / leader.  

(D’Amore,(N.D):3) 

 

This can in turn lead to students’ interests and understanding broadening. 

 
…you learn a lot from each other, not just within your own section, because 

you get everyone picking up each others instruments and trying to see how it 

works. 

(A student quoted in Renshaw, 

2005:17) 

 

This form of learning was not without its challenges during our course. For instance a 

number of students wanted to complain about the approach used by their peers in 

group work. The discussion frequently focussed upon theory ‘v’ aural approaches, 

with a student seeking validation for their own way of going about a task. That the 

student wanted to have this conversation demonstrated that their usual approach was 

being challenged, which could potentially lead towards various learning outcomes. 

 

Working in an environment where learning was less directed, the challenges the 

student’s faced were personal to each student. This is different to most music 

education, in which learning takes place in a linear fashion. 

 
Formal instrumental teaching, grade exams and many classroom music 

education practices from the primary school to the university involve the 

ordering of learning in a linear fashion.  The learner begins with a variety of 

relatively simple – or simplified – tasks and rudimentary aspects of knowledge, 

then proceeds logically on to more complex ones.” 

        (Green, 2001:207) 
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Linear learning assumes that learning is sequential, and that you can only progress to 

the next learning challenge once the previous lesson has been learnt and understood.  

This model of learning supposes that all learners begin from the same point, have the 

same competencies, and will follow the same learning trajectories.  

 

Non-linear learning assumes that learners begin from different places.  Although 

peers may engage in similar tasks, the understanding and knowledge that they will 

draw from the experiences will be different. It also describes a process in which 

information is delivered, or come upon, non-sequentially.   

 

This process can be challenging for students as it raises questions for which they must 

personally find solutions. Whilst this can be a difficult process for students to 

approach initially it is also the seed through which autodidactic learning practices can 

be developed. Such provocations can set the arena for students to explore how they 

can discover knowledge for themselves.  

 

Non-linear learning environments are by their nature more creative as they encourage 

the unexpected.  This leads towards different styles of thinking, such as divergent 

(Runco, 1991) and lateral thinking (De Bono, 1971). 

 
One might argue that chaos activity could be more widely used for the 

development of creative skills, particularly in our educational institutions.  

Indeed, an encounter with what might be described as ‘moments of not 

knowing’ is a pre-requisite of creative action. 

(Horn, 1984 cited in Green, 2001:208) 

 

If education is to be truly creative, and focus upon present and future tense (Shaffer, 

1993), it is inevitable that it will be inherently non-linear and consequently create 

unexpected, creative, outcomes.   
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The course had two distinct practical outcomes. One was the creation of a 

collaboratively created piece of music, and the other the development of students’ 

skills, enabling them to lead projects in similar ways in the future. 

 
These skills are transferable to a number of musical, educational and social 

contexts.  This is particularly relevant in Brazil where there has been a steady 

increase in the number of Brazilian NGOs supporting social projects involving 

music.  These projects frequently engage communities through musical 

activities, however in many cases the pedagogical approaches are based upon 

old models, frequently involving the reproduction of existing music.  We hoped 

that engaging students in this project would make them reconsider the role of a 

leader/teacher within both the formal and non-formal educational environment. 

(Feichas and Wells in Renshaw, 

2010:187) 

 

The project culminated in an afternoon’s work during which young people from a 

local social project, Cariunas, visited the university. Students led collaborative 

compositional processes with the young people, creating new music with them.  At 

the end of the day there was a sharing in which the pieces, including the one I created 

alongside the university students, were performed.  

 

During the sharing the video camera, which had been set up to record the 

performances, stopped working. This means that there is no recording of the final 

piece we created, or unfortunately of the final rehearsal in which we shaped the piece. 

Whilst the raw musical material in the existing recording altered little, the structure of 

the piece was tightened significantly, the number of musical repeats being reduced; 

detail was also given to musical performances.  The recording of the piece included is 

of the penultimate session before the sharing. 

 

The starting point for the piece, from which the composition grew, can be heard at 

7’33’’ on the recording (see appendix iv DVD Group Composition).  The initial 

material was only two bars long, one bar in 7/8 and the other in 4/4. 

 

This was introduced to the students through body percussion and voice work. 

Students were subsequently given the task of developing the material melodically and 
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harmonically (See Appendix iv DVD Developing Starting Point).  A small group 

involving cavaquino, guitar and piano developed a melody built around a sequence of 

musical turns; this melody was later learnt and performed by the wind section. Having 

explored the 15 beat cycle, percussionists developed the material in 4/4 adding 

Brazilian foxé and afoxé rhythms.  This section became the middle part of our ternary 

structured piece.  

 

A melody, derived from early experiments with this initial material, became the basis 

of the closing section. This was scored in a way that provided a contrast to the 

relatively full instrumental texture preceding it. During rehearsals the idea of the 

setting sun was mentioned by one of the students as an analogy to the musical 

material; the gradual dissipation of the sound echoes this idea. 

 

The opening section largely developed in a single session (see appendix iv DVD 

Creating a section of music). Beginning with a vocal sound-bath warm-up activity, 

we explored cluster chords. This idea was transferred onto instruments, at which point 

four instrumental cluster chords were developed. A harmonic rhythm was established, 

this rhythm changed a little, and slowed, as the group played it together. Finally a 

melody was created that fitted over the harmonic structure.  This was done one phrase 

at a time by different students. At this point we divided into smaller groups. One 

group was given the task of developing the material further. Their ideas, which 

predominantly stabilised the material, were later introduced to the whole group where 

the section was shaped further and provisionally finalised. 

 

The piece is a little constricted from a lack of harmonic contrast. The majority of the 

ideas came directly from the initial material that I introduced in the first session, this 

limited the breadth of the piece. With greater time it would have been refreshing to 

explore a different harmonic centre; this had been my hope when introducing the 

sound-bath material, however this section also ended up directly relating to existing 

harmonic and melodic material.  

 

Musical structure became an interesting topic of debate in our later reflection 

sessions. 
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Whilst most students were comfortable composing in the moment, improvising, 

and ‘jamming’ together, they did not have the skills needed to create fixed 

musical ideas.  In the first few composition sessions students produced lots of 

sketches and musical ideas, unfortunately few of these were in any sense 

‘finished’.  Students also found it difficult to conceptualize how different musical 

ideas could relate to each other or be shaped to create larger musical 

structures.   

(Feichas and Wells in Renshaw, 2010:189) 
 

During the four-week course students slowly began to recognise the need for unifying 

features between sections, and also the requirement for diversity in order to maintain 

musical interest. In a reflection session that finalised my part of the course students 

self initiated reflection upon originality and Connection of ideas (Feichas and Wells in 

Renshaw, 2010:191). Having only a limited period of time with the students, there was 

little time to incorporate these insights into our piece. However given more time, and 

the opportunity create new or additional music, I feel as if our learning about the 

structural features of music may even have provided us with fresh compositional 

inspiration.  

 

A positive aspect of the piece came from the range of colours and textures used.  

Melodies are often echoed or passed between instrumental sections, instruments are 

frequently used texturally, such as the opening section in which voices create 

percussive sounds and the electric guitar interjects with muted sounds.  Within the 

overly elongated version on the recording they add important variety to the music. 

 

Whilst delivering the project with Helosia I had time to visit, and work in, several 

other Brazilian universities. I was also interested to see the work done by some of the 

numerous social projects around Brazil (Wells, 2009a,b). I have subsequently been 

invited back as part of a UK delegation visiting social projects funded through the 

Brazilian government’s Pontos de Cultura programme and as a presenter at 

Associação Brasileira de Educação Musical (ABEM), Brazil’s annual national music 

education conference.  

 

The multi-dimensional aspects of a truly collaborative project such as this only 

become clearer upon reflection. The actual compositions created through a process 
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such as this only discloses superficially the depth of the process involved in their 

creation. Divides are frequently made between process and performance; within this 

project I feel the composition and performance were but a partial summation of a far 

broader, and deeper, process.  
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Case Study No. 5 

University of the 3rd Age 

(the challenges of art and life) 
 

In 2009 my department at the Guildhall School were approached by the Institute of 

Education to help deliver the practical element of a research project exploring musical 

engagement with older people. Our specific project fitted into a wider national project 

titled the New Dynamics of Aging (NDA), funded by the Economic & Social Research 

Council.  The project sought to discover answers to the following questions: 

 
- What is the role of music-making in the lives of older people?  

- Does participation in musical activities enhance the well-being of older 

people? If so, what are the particular processes which facilitate this?  

- Are there wider benefits to families and/or residential communities when 

older people engage in music-making? 

(Hallam, et al., 2009) 

 

I managed the project for the Guildhall, with other tutors within our department 

leading it. The work took place on two sheltered housing schemes in East London.  

During the project I arranged several informal evaluation meetings with the tutors to 

discuss how the project was developing, logistically, socially, educationally, and 

artistically.  I also visited the project on several occasions to see how things were 

going and talk to participants and staff.  

 

The NDA participants initially began by learning songs that they knew, developing 

some basic percussion and instrumental skills.  This process was relatively slow due 

to the participants’ lack of experience, and in many cases their declining memories.   

 
Older adults fare especially poorly compared with younger adults when the 

material to be learned is unfamiliar or meaningless – when they cannot tie it to 

their existing knowledge. 

(Sigelmand and Rider, 2011:265) 

 

In the second term participants began to develop their own compositions.  The second 

half of this term involved collaboration with local primary schools in which the young 
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people (Year 5 students) worked with the older people preparing for a performance in 

the Pit Theatre of the Barbican Centre. 

 

Whilst the NDA project was successful we had questions about how well our normal 

practices within the department had worked in this context. We decided that we 

would like to continue working on the sheltered housing estates, and add an additional 

project working with the University of the 3rd Age, whom we had been in contact 

with.   

 

The department at the Guildhall is frequently asked to deliver training for other 

organisations, such as universities or music services.  The assumptions being that the 

processes used are transferable to other environments, and will produce similar if not 

identical outcomes. Whilst the notion of transferability is attractive, in my experience 

the process is closer to translation than transference. In new settings, with different 

participants, core values and intentions may remain static but the delivery approach 

taken may need to vary, along with aim of the outcomes. 

 
The integrity and honesty embedded in community engagement necessarily ensures 

that the aims of a successful project have to grow out of the specific context in which it 

is located. 

(Renshaw, 2010:61) 

 

My interest in further developing work in this sector stems from a desire to extend 

music education practices beyond children and young adults. There was a plethora of 

funding streams in the early to late 2000’s that enabled a blossoming of music 

projects across the UK. However, the funders’ agenda directed the work carried out, 

and the majority of funders focussed upon young people. Whilst I am passionate 

about providing high quality and inspiring learning opportunities to young people I 

had been concerned by the logical non-sequitur that we appeared to be creating by 

failing to recognise that adults and older people were also once young people, and 

may still desire support and encouragement to engage actively in the arts. 

 

I was also aware of the steadily increasing size of the older population.   
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By 2034, 23 per cent of the population is projected to be aged 65 and over 

compared to 18 per cent aged under 16. 

(Office for National Statistics: 

2010) 

 

Given this context it is important that organisations, such as the Guildhall, develop 

new practices in this area. This is already starting to happen; notable programmes 

include Sage Gateshead’s hugely successful Silver Programmes, and Wigmore Hall’s 

Music for Life, which works with older people suffering from dementia.  

 

I was also keen to develop intergenerational work.  Older people have much to offer 

the young, and likewise the young to offer older people. Within current social 

structures this sharing rarely takes place. Robinson highlighted the potential of 

intergenerational work during his Key Note speech at the State of Play conference in 

2007.  He spoke about a scheme in which older people in a care home helped children 

from a kindergarten learn to read.   

 
Well the first thing that happened is that these children are performing about 5 

years above their reading age because these people are helping them do it, 

they’re getting this one on one attention. [….] But what they’ve also found is 

that medication levels at the home have fallen through the floor.  The members 

of the retirement home are literally coming back to life and living longer, and 

not taking medication, because their spirits have been revived.  They have 

suddenly got a new purpose in their life and they are literally living longer. 

       (Robinson: 2007) 

 

Currently there are few opportunities for people of different ages, or indeed different 

backgrounds to come together. If anything there is a move towards an increasingly 

atomised society in which people live alone. This can have serious consequences for 

our health and wellbeing. 

 
Of the things that frighten us, the fear of being left out of the flow of human 

interactions is certainly one of the worst.  There is no question that we are 

social animals; only in the company of other people do we feel complete.  In 

many preliterate cultures solitude is thought to be so intolerable that a person 

makes a great effort never to be alone. 

(Csikszentmihalyi, 2002: 165) 
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The effects of isolation are in fact so serious that in many societies this is the ultimate 

punishment that a community can bestow on an individual. 

 
In many different human societies – Australian Aborigines, Amish farmers, 

West Point cadets – the worst sanction the community can issue is shunning.  

The person ignored grows gradually depressed, and soon begins to doubt his 

or her very existence.  In some societies the final outcome of being ostracized 

is death 

 (Csikszentmihalyi, 2002: 103) 

 

Putnam (2001) has been one of the leading writers documenting both the reasons and 

consequences for the collapse in intergenerational, and wider social cohesion. Similar 

writers include Kassar (2002), who places the blame squarely upon materialism. 

Other writers (Csikszentmihalyi: 2002; Layard: 2006; Seligman: 2003) have 

highlighted how increased social contact can enhance emotional wellbeing and 

happiness. This was reflected in research carried out by the Institute of Education 

through the New Dynamics of Ageing project. 

 
For people like me who live alone outside activities are very important, if not 

essential part of life. They give us a chance to meet people, make new friends, 

socialise as well as learning new skills which give us a sense of achievement. 

(Participant’s comments in Hallam: 2010) 

 

For these reasons I was pleased when I realised that it would be possible for the 

Guildhall to develop our existing 3rd Age activity by beginning a new project with the 

University of the 3rd Age (U3A). At this point I decided that I would like to take an 

active role by co-leading the U3A project, working alongside Lucy Forde, who had 

led the NDA project. 

 

The project ran over a 10-week period in Autumn 2010.  The sessions lasted two and 

a-half hours each week, and were divided into a two hours practical session followed 

by a 30-minute reflection session. 

 

Prior to starting the sessions we were given a list of names, and short biographies of 

the participant’s musical backgrounds. Having looked through this it was clear that 
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the group were exceptionally diverse, and that musically they ranged from complete 

novices through to semi-professional musicians. This was very different to the group 

involved in the NDA project all of whom were at an elementary musical level.  

 

Given our previous experience we decided that we would begin the project by 

creating an arrangement of an African song, Sangwangaza. This allowed the group to 

get to know itself and engage in some creative arrangement activities that would 

develop the skills required for us to develop an entirely new composition.  

 

Much of the first session was devoted to icebreaker activities. Towards the end of the 

session Lucy began to teach the song to the group and in the last 10 minutes or so I 

led some instrumental work.  During the teaching of the song and the instrumental 

work there were a multitude of questions, and a general sense of unease amongst the 

group. The relatively slow and controlled dynamic of the song did not necessarily 

help; with hindsight a different song may have been more appropriate. 

 

The group’s inhibition was perhaps the most noticeable difference in comparison to 

working with younger people. Participants were not prepared to let go. This was 

perhaps most noticeable in the conversations that took place regarding warm-up 

activities. There was strong resistance within the group to engaging in even fairly 

conservative warm-ups exercises such as stretching; unless a warm-up formally 

focussed upon music, such as a vocal warm-up, the participants found it difficult to 

see its relevance. The generalised inhibition permeated all aspects including the 

dynamic that people were prepared to play at, as can be seen from this participant’s 

diary entry.  

 
At the beginning of this group’s first playing session I could feel people thinking 

something along the lines of “Oh dear, the trumpeter will drown us all out”. A 

mute went in and I was determined to be as unobtrusive as possible. However, 

when I listened to Rob’s first recording of Sangwangwasa I realised there was 

no trumpet to be heard at all. My mute was removed and I began to find ways 

of being heard at a (hopefully) tolerable volume. 

 

We spent a relatively large amount of time in sessions working on developing the 

group’s confidence to play out with mixed success. 
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Another manifestation of the inhibition was the group’s overt desire to talk, and 

engage cerebrally rather than musically.  It was easy to start the group in long debates, 

especially at the start of sessions, this was something that Lucy and myself discussed 

often and worked hard to move the group away from doing. Given these issues it was 

not until week six that I felt the group had begun to gel together. 

 

At the end of the third session, having devoted the initial sessions to developing 

Sangwangaza, we concluded the class by discussing the process of composing a piece 

from scratch and asked the participants to come to next session with ideas that could 

act as starting points for the composition. I met with Lucy during the following week 

and we developed an idea for a piece in case no one came to the session with ideas.   

 

In the next session five or six of the participants bought in ideas that could inspire a 

new composition.  These ranged from poems and pictures through to original musical 

material.  We then led a conversation about the merits of each of the starting points to 

decide which ones we would use.   

 

During this discussion something interesting emerged. Whilst everyone had engaged 

with the song, something of a divide was starting to emerge within the group.  Whilst 

some of the group were keen on experimenting across musical styles, or using starting 

points of a more abstract nature, others were forthright in their views of what 

constituted music and what didn’t. This even led one participant to go as far as calling 

some of the starting points offered by other members of the group “pretentious crap”. 

Although the discussion was relatively amicable we agreed that, at least to begin with, 

the best solution was to divide the group in two and develop separate pieces so that 

everyone could engage comfortably in the process. 

 

The leader has significant responsibility as their decisions really change the way in 

which the group functions. For instance, whilst in the U3A situation I decided to 

allow the group to divide in two, my preference would usually be to keep the group 

together and work on a single piece, but I adjusted my preferences to meet the 

individual situation I was presented with.  
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Situations such as this raise the question of my personal agenda. Why would I have 

preferred to keep the group together? Why would I want everyone to remain engaged, 

rather than accepting working with a smaller group but with likeminded individuals? 

 

My reasons are various, and likely boil down to a few underpinning beliefs that 

extend beyond music to my thoughts on society and identity. I believe that education 

should lead us towards discovering who we truly are, rather than who others wish us 

to be. Creative environments are a space in which individuals can follow their own 

instincts, making decisions about potentially abstract things. I feel that through doing 

this individuals gain a stronger sense of self, and also learn how to mediate their 

personality so that they can work alongside others in a constructive manner. A 

creative, collaborative, workshop is a perfect setting for this to occur, so long as it 

encourages empowerment and responsible attitudes rather than reliance upon the 

leader. 

 

To fully realise who we are, most of us need to also jettison baggage about who we 

are and what we believe. Alongside nurturing freedom of thought, creative workshops 

can also be used to challenge people’s existing beliefs.  Group situations, especially 

ones that involve intentionally diverse participants, naturally lead to such challenges. 

Daily experiences at NewVIc, and work on specific projects such as BusStopping and 

Home, certainly challenged my personal assumptions. Questions from students during 

the course in Brazil demonstrated how this was taking place within a group of 

relatively similar people in that environment. Whilst this process can be painful at 

times, I feel that it is important, especially in our increasingly cosmopolitan societies, 

that we learn to accept and critically analyse situations for ourselves. 

 

As part of this process, music plays an important role. The desire to make music is a 

universal human attribute. 

 
No culture so far discovered lacks music. Making music appears to be one of 

the fundamental activities of mankind;  

(Storr,1997:1) 
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My experiences to date suggest that music has the potential to touch a primitive core 

within us. At its best, and when done for the right reasons, music can lead us towards 

intrinsic pleasure. My experiences of groups entering such a state closely resemble 

Csikszentmihalyi’s description of flow (1996 and 2002), in which individuals are 

entirely absorbed in an activity. Maslow’s descriptions of moments of peak 

experiences (1994:158-9), experiences that can lead towards self-actualization, the 

furthest point possible within his hierarchy of needs, share these characteristics too.  

 

Within this framework, education has a different outcome to those normally 

associated with learning. The teacher is not there to pass on knowledge, but rather to 

support students as they move towards becoming intrinsically motivated, autotelic, 

autodidactic, individuals. Maslow specifically talks about the importance of the arts 

and music in leading individuals in this direction (1994: 159).  Therefore leader may 

be a better description than teacher, in that a leader leads the way rather than teaching.  

 

This should not be done through the transmission of values, or through the deliberate 

subjugation of participants through the use of behaviourist techniques.  Rather a 

leader should be someone who personally embodies the qualities they wish to see.  

Creating the conditions to allow you to be, and do this is a profound challenge for any 

teacher. Therefore self-improvement, rather than the improvement of others, should 

be the teacher or artist / leader’s true goal.  

 

In the eighth week of the U3A project, we brought together the participants with a 

class of undergraduate students I teach who are studying an elective course titled 

Collaborative Skills.  As with all such moments of integration there was a certain 

amount of nervous tension.  The undergraduate students had previously been working 

in schools and in conversations prior to this session been concerned about working 

with older people. Likewise many of the U3A group had expressed worries around 

not being musically competent enough to work alongside the students.  

 

We started the session with some brief introductions followed by warm-ups. For the 

first time with the U3A group, there appeared to be recognition as to the value of 

these activities. The undergraduate students performed a short piece they had been 

working collectively on, and the U3A group, having not yet completed their own 
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pieces, sang Sangwangaza. I had discussed with Lucy the idea teaching an entirely 

new song to both groups that we could develop together, however it felt right at the 

time to develop Sangwangaza rather than start something new. As before, Lucy taught 

the song to the group, I then developed material with the instrumentalists before 

setting up small group tasks. When we came back together we listened to each other’s 

material, tried several of the sections together, and Lucy then led the final 

performance. 

 

A week before this some U3A participants had visited a holiday project, led by other 

Guildhall tutors, involving children. The combination of these two experiences altered 

the group considerably.  By the end of the session with the undergraduates there was 

an overwhelming sense of mutual support, the group even asked if a picture could be 

taken of everyone together. The sensitivity on the part of both the students and the 

U3A participants was quite moving, and personally it was very rewarding to see very 

different people openly enjoying making music together. Following the session with 

the undergraduates we went to the cafeteria together and spent nearly an hour chatting 

about the sessions and more broadly about life in general.  

 

During the intervening weeks the U3A group had been developing their compositions.  

One of the pieces was loosely based upon an epigram from the 18th Century.  The 

words were 
When any patients call on I 

I physics bleeds and sweats em 

If after that they choose to die 

Why what cares I …I lets em 

 

I initially worked with the half of the group developing this piece. One of the 

participants very quickly wrote chords for the song and we spent the majority of time 

working on a vocal melody and developing the overall feel of the piece with the 

instruments. Being short, by the end of this session we had a rough, but fairly 

complete version.  The other half of the group had been working with Lucy around a 

five-note pitch set.  Their piece was less developed, following the initial session’s 

work, however had far greater potential in many ways. 
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The following week we decided to focus upon the five note piece, or Arcadia as it 

later became known. The participants were relatively quick to come up with ideas 

however remembering them started to become an increasing issue. We would work 

upon a section of music, however as soon as we focussed upon anything different, 

memory of what we had just done quickly vanished. This led to a certain amount of 

confusion between the participants who had difficulty in remembering the meaning of 

hand signals.  Given this situation we began to encourage the participants to write 

down the music they were creating to help jog their memories.  

 

The piece itself quickly gained in character. During one of our conversations we 

collectively decided that the piece should be about the steady decline from order to 

disorder, nature to mechanism; hence naming it Arcadia. The piece gradually became 

bi-tonal, the instrumental parts becoming at times reminiscent of Stravinsky’s A 

Soldiers Tale. Broadly in ABB structure, an opening vocal melody is juxtaposed by 

two gradual climaxes, that conclude with a vocal melody. 

 

I lets em, developed into a theatrical performance piece. Following the first session, 

the guitarist who had written the initial chord sequence, developed several new verses 

for the song. The room in which rehearsals took place had a skeleton in the corner, 

which is used for anatomy classes with students. During one session a participant put 

forward the idea of using the skeleton as a prop, this in turn led us towards staging the 

song.  

 

The final session was divided in two parts. The first was a rehearsal of the three 

pieces we had written.  The second was a short performance of the pieces to friends 

and family members. During the performance various participants spoke about the 

course and the arranging and compositional processes they had engaged in.  

 
I wondered if the other participants would have well honed skills, developed 

through years of experience, which would cause me severe embarrassment. In 

this respect, I found that one of the wonderful benefits of the collaborative 

learning concept was that everybody was encouraged to contribute in some 

way to the overall creative process and I think that is what happened 

(Participant evaluation, Bressers 2011) 
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Although the sessions had not always been easy, musical and social issues had arisen, 

by the end of the course there was a general appreciation that the work we had done 

was worth the effort. 

 
A very good course and worth the journey. I will always remember it  

(Participant evaluation, Bressers 2011) 
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Conclusions 

 

This commentary has placed in chronological order some of the many creative 

projects in which I have been involved. Alongside documenting the creative issues, I 

have tried to contextualise each piece and demonstrate how it highlights a pertinent 

issue. 

 

As a practitioner, engaging in this type of practice has changed me as an artist, and as 

a human being. The period covered in this portfolio has seen a gradual move from 

purely artistic motivations (Still Life), through to work that has far broader learning 

outcomes (Projeto Connect in Brazil), and social outcomes (BusStopping). It has 

changed my personal understanding of art, and the role I wish to see it play in the 

lives of others.  

 

Whilst the context of each project may have changed the core idea, the principle that 

any group can create the work that it performs, has remained the same. I have 

demonstrated how the process of enabling a group to be creative, so that they can 

engage in the creation of a shared musical language, and compose and perform 

together is relevant in each setting I have described. It is surprising how, being based 

upon such a simple initial idea, the nature of the process and outcomes can change so 

radically. The variety of settings, and the differences between the processes used by 

different facilitators, can lead to misunderstandings about exactly what is being 

described. Ultimately this is a broad movement rather than a single, clearly defined, 

process.  

 

Leaders working in these types of settings have a variety of concerns. Whilst 

composers have primarily focussed upon the aesthetic, music educators upon 

learning, and music therapists upon therapeutic outcomes, animateurs navigate all of 

these concerns. A venn diagram would see facilitators moving between each of these 

areas of interest, and frequently working at the point where all three intersect. 

 

This creates confusion with regards to exactly what a music leader’s role is, and how 

the quality of a music leader’s work should be judged. If an observer places a high 
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emphasis upon the aesthetic, and watches a session in which a facilitator is working 

with severely disabled young people, their expectations might not be met. However if 

during this session the centre organising the workshop had wanted the focus to be 

upon developing greater empathy between the participants, and this is something that 

had been achieved, the workshop could be viewed as a success. Ultimately, markers 

of quality arise from a combination of the setting, the expectations of the participants, 

those commissioning the workshop, and the leader.  

 

As the commentary has highlighted, music leaders are likely to work in a diversity of 

settings, and each one comes with its own specific concerns. Whilst most facilitators 

work on a variety of projects, as this type of work has expanded over the last 20 years 

animateurs have increasingly specialised. 

 

One such specialist area, not so far discussed in this commentary, is early years. 

Facilitators engaged in this work lead sessions with 0-5 year olds and their parents or 

guardians. This field has been a priority area for Youth Music since its initiation in 

1999 (Henderson & Coker, 1999). To help develop practice in this area Youth Music 

Network hosts a London Early Years Network, and leads regular training sessions for 

animateurs working in this field. 

 

In 2010 Youth Music published a review of evidence into the impact of early years 

work (Lonie, 2010). The report is divided into subsections that highlight the key areas 

of impact. Whilst some are musical, such as music perception and musical behaviour, 

the greater number are broader, including topics such as parent-child communication, 

confidence, language and integration, community links and partnerships, and 

integrated creativity. This demonstrates the breadth of impact such projects have. 

 

Another specialist area, that I have personal experience of working in, is the looked 

after children sector. I was involved in initiating work between Tower Hamlets 

Leaving Care Service, and the Guildhall in 2007. As with early years work, Youth 

Music commissioned a report into this area (Dillon, 2010). Once again, as with the 

Early Years Evidence Review, the majority of the outcomes reported went beyond 

musical development. The report found that looked after young people who engaged 

in music projects improved their negotiation skills, increased their levels of self-



60 

discipline, developed a more positive sense of belonging and a greater shared identity 

with other young people in care, became better at creating positive relationships with 

adults, and increased in confidence and self-esteem (Dillon, 2010:4). 

 

Such projects are evidence of the diversity of settings animateurs work in. Other areas 

include prisons, hospitals, schools, special educational needs, work with travelling or 

displaced communities, and the elderly. Whilst I have not worked in all of these 

settings, this commentary has tried to capture something of the diversity of work as a 

music leader, and the differences they present. 

 

Another point I have been keen to make with this commentary is that music projects 

that take place in non-traditional settings (ie outside of concert halls or arts centres) 

transcend merely musical outcomes. The Youth Music reports reflect this opinion, but 

evidence of this can also be found in other places. 

 

Most professional orchestras in the UK, and a large number of international 

orchestras, have education departments. As the name would suggest many of these 

departments began with the intention of working in schools, in an attempt to engage 

with young people and introduce them to classical music. Over time this position has 

shifted, and the outcomes sought have become more diverse.  

 

The most prominent example of this is the Los Angeles Philharmonic. They state on 

their website that they have a “commitment to the future of music and the very well-

being of our city” (LA Phil, 2013). Their striking commitment to improving the 

“well-being” of their city is best expressed through the YOLA initiative. YOLA is a 

long term, on going project, modelled upon Venezuela’s El Sistema music projects. 

Rather than having the goal of simply attempting to engage young people with music, 

the LA Phil uses an intensive and immersive experience of music as a way of 

engaging young people with broader learning goals, such as numeracy and literacy. 

This approach mirrors the social projects I witnessed in Brazil, where music was used 

to develop social cohesion and move young people in favelas away from the 

numerous drug gangs. In this context music could be considered as a technology for 

enabling engagement in learning and increased social cohesion.  
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Such projects not only change the participants, they also affect the orchestras. Whilst 

playing orchestral music still remains an orchestra’s primary objective, established 

orchestras increasingly view themselves as having a wider remit linked to social 

change agendas. Such changes in philosophy have led many orchestras to rename 

their education departments. Some have broadened to education and community, 

others now use the word participation, whilst some have given themselves an even 

broader platform by using less defined names, such as LSO’s Discovery or the ENO’s 

Baylis. 

 

Whilst music is central to each of the projects I have highlighted, a key change in my 

personal thinking has been a recognition of the impact these projects have, beyond 

that of musical learning and development. Each of the projects within the commentary 

demonstrates a broader social or learning outcome, such as the opportunity to reflect 

upon a life changing experience through a project like Home. Experiences of 

orchestras engaging in this type of work, reiterate how these projects have potentially 

far wider implications for society.  

 

Alongside changing music organisations, such as orchestras, this work is slowly 

changing the way in which we engage with, and ultimately view, music. One area 

central to this is education, as it affects the way the rising generation interacts with 

music.  

 

Given my background, education is the area I have tended to gravitate towards the 

most. Increasingly my work has led me away from working directly with children, 

towards advisory work. In the chapter Projeto Connect in Brazil, I highlighted how I 

was asked to deliver a programme to university students in Belo Horizonte. Since this 

trip I have returned to Brazil several times, working in other universities, and was also 

asked to deliver a course at the annual Brazilian music education conference ABEM 

in 2010. Within a context of rapid change in Brazil’s music education system, this 

work has sparked interest amongst a number of music educationalists. 

 

In the UK, this work has impacted directly upon the music lessons young people 

receive at school. In 2006 I was asked to create modules for a teacher-training 

programme led by the Open University and Trinity. The project was aimed at 
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improving the training given to instrumental tutors delivering whole class 

instrumental lessons, a national key stage 2 scheme known as WiderOpportunities. 

The modules I created focussed upon the ways in which instruments could be taught 

to young people, starting from group composition approach. 

 

Around the same time I became involved in another national music education project 

titled Musical Future. This project hoped to change the nature of music education in 

secondary schools. Drawing upon a number of case studies, the intention was to 

introduce classroom teachers to informal and non-formal music approaches. 

Traditionally, many teachers closely directed the practical aspects of music lessons, 

the project hoped to free this up so that the music curriculum more closely reflected 

and responded to the musical interests of the young people. The process of 

collaborative composition was therefore seen as an important opportunity to achieve 

this goal. Alongside developing and delivering training programmes, I edited a 

chapter in the Musical Futures Teacher’s Guide. The reach of Musical Futures has 

been significant, and felt in various other countries, most notably Australia. 

 

 

By changing the way that music education is delivered, collaborative composition 

approaches are influencing young people’s engagement with music, and ultimately 

our societies engagement with music into the future. The types of project described 

within this commentary are therefore having a demonstrable effect upon the music 

culture of the UK, and further afield. They have moved from being isolated niche 

projects, and become a significant part of the cultural landscape. 

 

In this conclusion I have tried to tie together various ideas that have been raised. As a 

composer I have found this type of work to be engaging, challenging, and rewarding 

over the last 10-15 years. Working in real time, with diverse groups of people, has 

challenged and honed my skills as a composer and communicator. The re-

contextualisation of what it means to compose has fascinated me ever since I began 

working in this way. For me this work has significant implications because it uses 

music to create positive changes in individuals, and groups. The benefits have led to 

projects such as the ones I have described proliferating into diverse sectors ranging 

from schools to healthcare. As a result many arts and music organisations have 
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changed their remit, broadening what they do to encompass participatory work. Most 

importantly however, creative collaborative processes have re-engaged non-

specialists in the creation and performance of music. This re-engagement has been 

vital, not simply as it changes the relationship of the individual from one of consumer 

to producer, but more importantly as it re-frames the act of music making as one of 

citizenship, in which the participants engage collectively in a process of social 

cohesion, and thus social change. 
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Appendix i 
 

Case Study No. 1 
 

Supporting Documents 
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Bitter Thorns Sketches 
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Bitter Thorns Score 
 
A facsimile of the conductors score used for the performances of Bitter Thorns. The 
score includes markings	  for	  setting	  on	  the	  mixing	  desk	  and	  effects	  processors	  for	  which	  I	  
was	  also	  responsible.	  	  
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Appendix ii 
 

Case Study No. 2 
 

Supporting Documents 
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HOME 
 
DVD of the film and demo versions of music. 
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Sample Notation	  
	  
Initial	  sketch	  for	  the	  Aging	  Solo.	   	  This	  material	  was	  later	  used	  in	  the	  scene	  we	  called	  Object	  
Circles.	  
	  

	  
	  
	  
Score	  for	  Rules,	  exploring	  multi-‐phonics	  
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Promotional Postcard 
for the Premier 	  
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Stills from the film. 
	  
	  
	  
	  
	  
	  

 
 
 
 
 
 
 
 
 
Nanthuja 
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Ervin 
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Laura-anne 
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Scenes from the Film 
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Appendix iii 
 

Case Study No. 3 
 

Supporting Documents 
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BusStopping 
 
Short film made about the project by HND students. 
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Photographs From my Notebook during 
the BusStopping Period.
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Promotional Flier, 
(Double sided, folded in 3)



113 

	   	  



114 

	  
	  
	  

Photographs from  
the Project 
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Appendix iv 
 

Case Study No. 4 
 

Supporting Documents 
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Projeto Connect in Brazil 
 
Video and audio recordings of the project. 
 
 



120 

Note from a Planning Meeting 
with Heloisa Feichas: 
 
In Spring 2009, before starting the project, Heloisa came to London.  
Whilst she was in London we met to discuss the project and what we 
hoped to achieve from it.  Below are the notes made during that meeting. 

 
Research Question: 
 
What have students learnt?  What affect has this learning had on them? 
What is suggested by the word learning?  Developed?  Transformation?   
How the experience of taking the course transformed the student?  Perceptions of 
music, of being a musician of being a citizen of being in a society, of being 
empowered, of changing society,  
How has the students experiences of taking part in the course affected their sense of 
being? 
Which aspects of them will change? 
Musial , consciousness,  
The learning process involved a huge amount of  
Underpinning theories: 
Gardner – Multiple Intelligence 
Creating a graph based upon where students feel they are with each of the 
intelligences and how they are developing 
Csikszentmihalyi - Flow Theory 
Graphs of different skills that they could develop based upon Gardner and then look 
at their skills 
Mix these two theories together???  Use the flow graph to map Gardner’s 
intelligences 
THESE THEORIES ARE ABOUT THE LEARNING 
Rhizomes – The idea of a workshop being a map rather than a recipe – the 
underpinning of the programme – the conceptual framework – that learning is not 
linear 
Non – linear learning 
The leaders have to find their place on the map. 
Curriculum as a linear entity – education should be placed upon a map of 
opportunities 
Education is decision making – how to make the best choices = coming from your 
own conciousness – autonomous thinking – Notion of failure at school  - post-modern 
inclusivity 
Multiple intelligences, flow and education as a non-linear, personalized process. 
Inclusive – making it accessible to all yet also trying to ensure flow at all stages. - 
personalizing 
Flow in which the skills of flow are linked to multiple intelligence theory 
A map of intelligences – each intelligence is a city from which there are many towns 
and villages 
Where does creativity fit on this map? 
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Cultural context - ??? How do these theories link to context???  This is about 
identities!! 
Situated learning  - relies upon contextual learning! 
How do the multiple intelligences contains cultural rules – cultural context? 
Does the cultural context affect our reading of MI? 
Understanding and expression of MI is cultural and biological??Our ability to 
expand our MI’s is limited by our cultural context? 
Course is about giving skills in leadership. 
Link between context and flow ‘Challenge’? 
What is the link between culture and context? 
Three dimensional mind map of education 
Subjects and time 
What would we add to the map of musical knowledge? 
Situated learning?  What do you learn in any situation? 
Happiness? 
Flow whilst doing art – students in flow whilst it’s being taught? 
Getting students to discover and try to place themselves in flow? 
Ecstatic education 
Non-linear learning – the process of learning a skill is not linear – L.Green’s MF  
research 
Decision making education – education is about learning to make decisions 
Learning how to be  
Anthony Seldon – Education is about learning who you are and what you want to do 
whilst you are alive 
Creativity – Divergent and convergent thinking 
Critical divergent thinking 
Can we really test all of the multiple intelligences?  Should we pick a few that are 
more relevant to our course? 
Learning requires time – What have people learnt is too broad – we need to be a bit 
more specific 
Inter – Intra personal skills and….musical skills 
Community – leadership – situated learning – developing their own voices, important 
for them to be aware about their skills, their knowledge, their potential,  
What means to be a leader? What kind of skills, how to transfer the skills? How to 
notice one’s capacity of leadership and encourage him/her to develop more…. 
What kind of musical skills they need to develop/acquire? 
Aim of this project (not the research project, but the project itself): develop musical 
leadership (many skills), develop consciousness…..about themselves, about the 
society, to be active in the society, to transform things…to be active in the world…is 
to create a space for the development of their own voices. To be aware of their 
identities. 
Research question: what affect has this learning process had on the students?  
Cognitive, self realization through collaboration with others in which interpersonal 
skills are developed through the use of music 
Collaboration and creativity development of self 
Finding out about yourself through working with others.  Interaction is improvisation 
– it is creative – even without the music 
Values and beliefs – what they think learning is – where do they come from – 
conversation 
Move away from the transmission model 
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Have the students understood the philosophical approach we are share 
We are not sharing only one thing 
Finding out what you want to accept and reject and having a critical reason for this 
stance 
Understanding of the approach – not acceptance of it 
Students should have insights into our work that we don’t have – should explore areas 
of the ‘map’ that don’t resonate with us – there understanding will be different and 
include different things to us – how do we find out the areas that they are exploring 
Self awareness – flow theory – multiple intelligence – the graph of abilities  - Getting 
students to map their learning – could this be a group task? 
Values – students values – what are willing to accept and why? 
Societies needs to accept difference and more importantly find common ground – this 
is the only way that we will create a world in which we stop shooting each other – 
particularly important in our global village (the driver for the work).  A space for 
people to understand each other – accept difference but more importantly look for 
similarity – music is a powerful tool for doing this. 
Maintain retaining identities – altering values and beliefs – what are you prepared to 
alter 
Geographical identity is becoming less important – communities are coming together 
whose identities are more similar.  A world wide community – communication – 
vehicles / modes of communication. 
What is the course and what is the research? 
Research Questions: 
-What is the impact of co-operative/collaborative/creative work on students? 
-Look at students values beliefs see if they alter their views about being musicians – in 
which ways do their alter their musical identities.   
Assessment: 
Multiple Intelligence  EI, MI, Logical, kinaesthetic, Linguistic 
Flow 
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Student Mind Maps From UFMG: 
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Similar Mind Maps by Students 
 at the Federal University in Brasilia (2010) 
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Photos of Students  
From UFMG 
Working Together,  
and Working with  
Young People 
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Appendix v 
 

Case Study No. 5 
 

Supporting Documents 
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University of the 3rd Age 
 
DVD of the music. 
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Advert for U3A Participants 
	  

	  
	  

A Shared Learning Project with the Guildhall School of Music & Drama  
 
The Guildhall School of Music & Drama is one of Europe's leading conservatoires, 
offering musicians, actors, stage managers and theatre technicians an inspiring 
environment in which to develop as artists and professionals. Over the last 25 years 
the School has developed a dedicated Community Engagement Department, Guildhall 
Connect, which trains students to deliver creative music projects in a range of 
different contexts (schools, hospitals, etc). The educational and artistic approach that 
has been developed over the last decades is recognised nationally and internationally 
for its valuable and innovative approaches to creative music making. The main focus 
of the work has been on young people, but Guildhall Connect has recently started 
working within the Third Age sector. As working with this age group might require a 
rethink in pedagogical approach, the department would highly value the involvement 
of ‘mature learners’ in the evaluation and further development of it’s work in this 
sector. 
 
U3A is excited to propose the first Shared Learning Project of its kind, where 
participants will work together with professional musicians from the Guildhall School 
as a creative ensemble, and will research the transferability of the ‘Connect approach’ 
to mature learners.  
 
During this three month project participants will make music together as a creative 
ensemble on a weekly basis, exploring the idea of ‘collaborative composition’ 
(writing music collaboratively as a group). Participants will also be asked to keep 
reflective journals, documenting their thoughts and experiences.   
 
The project will culminate in a final creative day in December 2010, where the 
ensemble will showcase its work, collaborating with a group of students from the 
Guildhall School. A sharing of the reflective diaries will also take place around that 
time, and the outcomes will be presented during a research seminar in the Guildhall 
School.  
 
If you are interested in music making, open minded and like working in a team, this 
SLP could well be of interest to you. The project can accommodate up to 20 
participants, and will be able to facilitate musical learning on every level from 
absolute beginner to professional. Experience of reading musical notation is not 
necessary. There is no restriction on the instruments people play (there may need to 
be a limit to the number of pianists involved) 
 
The project takes place at the Guildhall School of Music & Drama 
(Moorgate/Barbican tube station) and will run between late September and mid 
December on a weekly basis. For more information or to request an application form 
please email Sally Winter on saw201@yahoo.co.uk  
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Structural Score 
 for Arcadia 
 
 
Whispered texture  
Sung “Arcadia” 
Whispered texture à Instruments on random notes – climax. 
 
 
Two Chords (sustained) - all instruments  
Trio (harp, Clarinet Piano)  
Instrumental solos Piano / Clarinet / Bassoon 
 
 
 
Short Chords 
Short Chords with ‘spikes’ 
Ostinato à Melody Lead from Clarinet à 5 note vocal melody 
** silence at the end of the last phrase of vocal melody ** 
 
 
 
Short Chords à Flute solo à + percussion à Spikes à 
Ostinato à 5 note vocal melody 
**crescendo throughout this section** 
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John Lettsom –  
Words and Structure 
 

Harp chords – arpeggios 
 

(singers) 
When any patients call on I 

I physics bleeds and sweats em 
If after that they choose to die 
Why what cares I …I lets em 

 
Drum, Harp and Bassoon 

 
They comes to me and pays their fees 

In hope that I will cure em 
But I don’t really give a dam 

(That’s the teachings of John Lettsom) 
 

Siren 
 

Instruments continue with chords for three lines 
I give them pills to ease their ills 

But sometime they don’t do it 
They drop like flies with vacant eyes 

(It’s not my fault they blew it) No instruments 
 

Funeral march 
Instruments continue with chords for two lines 

When I am done and laid to rest 
On my headstone will be written 

(He tried his best but did not cure his patients) Paul 
God rest Lettsom (singers and all instruments) 
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Evaluation	  report	  U3A	  project	  	  
Oct-‐Dec	  2010	  
	  
Workshop	  leaders:	   	   Lucy	  Forde	  &	  Robert	  Wells	  
Number	  of	  participants:	  20	  adults	  
Age	  group:	   	   	   Third	  Age	  
	  
‘A	  very	  good	  course	  and	  worth	  the	  journey.	  I	  will	  always	  remember	  it’	  
‘I	  have	  found	  working	  in	  this	  way	  supportive,	  confidence	  building,	  social,	  a	  great	  learning	  
curve’	  
‘I	  gained	  a	  lot	  from	  a	  different	  attitude	  to	  making	  and	  listening	  to	  music,	  which	  I	  am	  
pursuing’	  
‘I	  wondered	  if	  the	  other	  participants	  would	  have	  well	  honed	  skills,	  developed	  through	  years	  
of	  experience,	  which	  would	  cause	  me	  severe	  embarrassment.	  In	  this	  respect,	  I	  found	  that	  one	  
of	  the	  wonderful	  benefits	  of	  the	  collaborative	  learning	  concept	  was	  that	  everybody	  was	  
encouraged	  to	  contribute	  in	  some	  way	  to	  the	  overall	  creative	  process	  and	  I	  think	  that	  is	  what	  
happened’	  	  
	  
Project	  description	  
In	  collaboration	  with	  University	  of	  Third	  Age,	  a	  group	  of	  older	  people	  met	  on	  a	  weekly	  basis	  
to	  be	  introduced	  to	  the	  concept	  of	  creative	  music	  making	  and	  collaborative	  practice.	  At	  the	  
end	  of	  each	  session	  half	  an	  hour	  was	  scheduled	  for	  reflection	  and	  discussions	  about	  specific	  
related	  topics.	  
The	  musicians	  worked	  with	  Guildhall	  undergraduate	  students	  for	  one	  session,	  and	  were	  
encouraged	  to	  see	  a	  young	  people	  Creative	  Learning	  ensemble	  at	  work.	  The	  project	  
culminated	  in	  a	  final	  performance	  at	  the	  Guildhall	  School	  for	  family	  and	  friends	  on	  9th	  
December.	  	  
	  
Participant	  feedback	  (response	  of	  11/20	  people)	  
• 64%	  strongly	  agreed	  and	  36%	  agreed	  the	  project	  taught	  them	  new	  ways	  to	  approach	  

music	  making	  
• 73%	  strongly	  agreed	  and	  27%	  agreed	  they	  would	  like	  to	  take	  part	  in	  a	  similar	  project	  in	  

the	  future	  
• 36%	  strongly	  agreed	  and	  64%	  agreed	  they	  would	  recommend	  a	  friend	  to	  take	  part	  
• 45%	  strongly	  agreed	  and	  45%	  agreed	  the	  project	  made	  them	  reflect	  on	  their	  opinions	  

about	  music;	  10%	  disagreed	  
• 45%	  strongly	  agreed	  and	  45%	  agreed	  their	  opinions	  were	  heard	  during	  the	  project;	  10%	  

disagreed	  
• 55%	  strongly	  agreed	  and	  27%	  agreed	  they	  learned	  a	  lot	  from	  working	  collaboratively	  

with	  my	  peers;	  18%	  didn’t	  know	  
• 20%	  strongly	  agreed	  and	  40%	  agreed	  they	  felt	  at	  ease	  to	  make	  music	  without	  notation	  

by	  the	  end	  of	  the	  project;	  30%	  disagreed	  and	  10%	  didn’t	  know.	  
	  
Positive	  outcomes	  of	  the	  project	  according	  to	  the	  participants:	  
• Working	  collaboratively	  and	  on	  creative	  composition	  (mentioned	  by	  a	  majority	  of	  

respondents)	  
• Meeting	  new	  people	  (mentioned	  by	  half	  of	  the	  respondents)	  
• Self-‐expression	  through	  music	  and	  words	  (mentioned	  three	  times)	  
• Working	  with	  the	  tutors	  and	  with	  Guildhall	  students,	  confidence	  enhancement,	  seeing	  a	  

young	  people	  ensemble	  at	  work	  and	  finding	  new	  ways	  of	  thinking	  were	  also	  mentioned.	  
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Thoughts	  for	  improvement:	  
• More	  encouragement	  for	  people	  to	  take	  actively	  part	  in	  the	  discussions,	  which	  felt	  to	  be	  

dominated	  by	  a	  few	  people	  only	  (mentioned	  a	  couple	  of	  times).	  One	  person	  asked	  for	  
the	  discussions	  to	  be	  given	  more	  time	  

• Have	  a	  proper	  coffee	  break	  (mentioned	  a	  couple	  of	  times)	  
• Use	  of	  signals	  was	  found	  to	  be	  confusing	  at	  times	  
• Better	  balance	  of	  having	  some	  of	  the	  work	  revolve	  around	  singers,	  and	  some	  around	  the	  

instrumentalists	  with	  singers	  ‘backing’	  -‐	  the	  focus	  was	  felt	  to	  be	  mainly	  on	  the	  singers.	  
	  
Report	  written	  by	  Hilke	  Bressers	  
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