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INTRODUCTION

THEORISING THEFORMAL-INFORMAL NEXUS:
A CRITICAL EXAMINATION OF FUTURE
POSSIBILITIES FORMUSIC EDUCATION

PRACTICE AND RESEARCH

In this anthology, we have collated articles thdtirass in different
ways what has come to be knowniaformal learning pedagogwithin
the music education field. Informal learning pedagorefers to
pedagogical approaches that build on strategiesdfowithin learning
situations or practices outside formal settinggshsas school lessons
(Folkestad 2006). The aim of this book is to coamalbe such approaches
by subjecting them to a scholarly examination, Hglpe strengthening
and further developing the discussion of musicteelanformal learning in
music education scholarship.

In our view, part of the maturation process of ankolarly field is to
engage in discussion concerning its appropriatelogbphical and
theoretical underpinnings. It is also importantcmnsider the areas of
applicability and reciprocal relationships betwebka theory and practice
of such frameworks. Thus, the articles selectedthis book discuss
ontological and epistemological frameworks, as wasllboth the potential
and challenges that informal approaches entaitdaching and learning
music.

Informal Learningin Music Education

As musicians, music educators, and music schothreated within the
Nordic field of music education, we have encourdevarious forms of
informal learning pedagogy during our careers. @nea where these
forms are prevalent is popular music. As of thiging, popular music has
been part of Nordic compulsory school music cutdcfor at least 30
years. In 1971 a music teacher education prograr(®#MUS) was
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launched in Gothenburg, Sweden, embracing suchcalusiyles as jazz,
folk music, pop and rock (Olsson 1993). The progreamuickly spread to
Malmo (in 1973) and Pited (in 1976). Similar pragraes soon emerged
in the higher music education institutions of thikes Nordic countries—
for instance, in Finland, popular music has begrad of music teacher
training since the early 1970s (Vakeva 2006; Wastdr2006).

The pedagogical approaches in Nordic school mufi&nabuild on
learning strategies that popular musicians empldyerwacquiring their
skills and knowledge in informal situations or grees. This is reflected
in the increase in empirical research on the learstyles, strategies and
environments of popular musicians from the mid-96@wards (see e.g.
Berkaak and Ruud 1994; Fornés, Lindberg and Seenti®85; Gullberg
2002; Johansson 2002; Lilliestam 1995). Such rebehas encouraged
further studies investigating and discussing muiséaaning in other types
of informal learning settings (see e.g. Balsnes92®Grlsen 2009; Partti
and Karlsen 2010; Salavuo 2006; Séderman 2007 atlez210; Wingstedt
2008).

Since the appearance of Lucy Green’'s bdokv Popular Musicians
Learnin 2001, music-related informal learning has alserba topic of
major interest and debate in the field of interaal music education (see
e.g. Rodriguez 2004). Green’s subsequent researtheoimplementation
of informal learning in “new classroom pedagogy'0(Q8) added yet
another dimension to the discussion. It also predidomething that the
Nordic music educators had not yet been able teldpva comprehensive,
research-based popular music pedagogy. Green’s haskengendered a
new array of pedagogical possibilities, the valfieoich is acknowledged
throughout the field of international music edusat{Lines 2009).

While the pedagogical significance of informal leag has been
debated, sometimes critically, sometimes appreeisti we find that only
a few scholars have engaged in a thorahgbrisingof the formal-
informal nexus, and in building ghilosophicalbasisfor research that
further explores the possibilities for music edigratinherent in informal
learning practices. It is this realization that iwates this book, with a
hope that the debate will continue and bring fartdw perspectives on
how informal learning may be implemented in muslaaation.

Angles of Corroboration: a Brief Overview

The articles gathered in this anthology addressrinél learning
pedagogy from different angles and through vartbasretical perspectives.
Taken together, they offer a multiplicity of poirtédeparture for scholarly
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discussion and critique. In order to identify anghtight some main areas
for debate, the articles are grouped according tiatwe consider to be
their main angles of corroboration.

Part | of this book sheds light on the general challengesl
consequences of transforming the field of music cadan through
altering its pedagogy with modes of informal leati

In her contribution, Ann C. Clements suggests thasic educators,
instead of following “ready-made” solutions for itementing informal
learning practices, should focus on developing ipleltmodels for such
approaches and engaging in further experimentat®ime points to
culturally responsive teaching as one possible érmonk within which
such explorations can be made.

Randall Everett Allsupand Nathaniel J. Olsarall for a “second-
wave” of research on the teaching of popular mims&chools, in order to
critically examine research on informal learningagiices that are
associated with the ways popular musicians learawihg on a Deweyan
pragmatist framework, they emphasize the ethicgpaasibilities of the
teacher and the need to establish sound educafiana¢works that build
on informal learning.

The Deweyan pragmatist perspective is also evintebauri Vakeva's
article, in which he problematizes the idea—derifreth Green’s work—
that informal learning captures “naturally arisilegrning practices.” He
also unpacks Green’s research on the informal ileguof classical music
and considers it in connection to digital musicldpsand ICT-based
music learning.

Part Il focuses on earlier or parallel attempts to esthbinformal
learning as part of formal music education, as wsllon the experiences
and implications of such efforts.

Greg Gatien conducts a historical reconstructiothefformalization of
jazz education, an endeavour that he finds synergeith Green's
research. In particular, he discusses the chaltengeaipholding certain
modes of transmission within academic structures.

In her article describing a Swedish higher musigcation programme
for rock musicians, Sidsel Karlsen shows how edanat environments
that take account of popular musicians’ needs ntighdeveloped through
research and theoretical insights from within th@mfework of socio-
cultural learning theories. She also critically mm@es this particular
education’s self-proclaimed “authenticity”, andses questions concerning
its actual informality.

Eva Georgii-Hemming and Maria Westvall investigdte current
discourses on music education in Sweden, whichnduttie last twenty
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years have been dominated by popular music andniafolearning

pedagogy. They survey recent evaluations and stuta show how this
approach may lead to a limitation of repertoirenteat and teaching
methods as well as to a general “lack of directi@amd how it may in fact
fall short in facilitating students’ creative engagent with music.

Part Il concentrates on informal learning within music ctes
education and looks into different paths and pdgs#s, while also
highlighting challenges.

Carlos Xavier Rodriguez discusses the problems viitformal
learning that he has encountered working as a éeach both a high
school rock band and of pre-service music educatbrthe university
level. He pays particular attention to how, fornfiadly trained students,
informal learning pedagogy may provide inefficiémbls for learning and
even create a feeling of alienation.

Drawing on perspectives from critical theory andggogy, Panagiotis
Kanellopoulos and Ruth Wright suggest that freerowmjzation could be
used as a tool for helping student music educaogmaint themselves
with modes of informal learning, and for fosteritige qualities that are
required in working with informal pedagogies in ntusducation.

Finally, inPart 1V, Lucy Green gives an account of the experiences
and findings of a recent research-and-developméott roject focussed
on informal and aural learning in instrumental nmsssons. This project,
building on her previous work, is an attempt to lggpe strategies used
and described in her bodkusic, Informal Learning and the School: A
New Classroom Pedagog®008) in traditional one-on-one instrumental
tuition. The findings are promising, as they chawssible paths for the
renewal of this form of tuition, often characteddgy practices inherited
from the classical conservatoire pedagogy.

The Exploration of Frameworks

As mentioned above, the articles of this collectexamine informal
learning pedagogy through different perspectivese Theoretical and
philosophical perspectives we find most fruitfultiis connection are (1)
culturally responsive teaching(2) socio-cultural learning theory(3)
pragmatismand (4)critical pedagogy In the following, we examine these
four perspectives with regards to their implicasofor the scholarly
discussion of future informal learning pedagogy.



Future Prospects for Music Education Xi

Culturally Responsive Teaching

The resources that people have access to in scbodls other formal
environments, and also the kinds of learning emvirents and knowledge
accessible to them in informal contexts, have pdaeediffer greatly with
such social strata as race, ethnicity, class, geadd language group
(Villegas and Lucas 2002). There is no reason tieve that music
education is an exception. Hence, a music educatibalar who wishes to
engage in investigations of the formal-informal nexvould do well to
educate herself as a culturally responsive researchhis would
necessitate being able to capture a variety ohiegrexperiences, instead
of focussing merely on those that are recognisabléeing connected to
persons with a similar background as that of tlseaecher. It would also
necessitate the recognition of patterns of omissiod exclusion. These
patterns might be discerned, for example, in homage modes of musical
transmission correspond with those found within gbeial surroundings
of a specific group of students, leaving the osttedents to learn in ways
that are unfamiliar to them. Through their creatioh a conceptual
framework for educating culturally responsive teash Villegas and
Lucas (2002) offer theoretical, research-based anaktice-oriented
perspectives that carry relevance for research tihéo formal-informal
nexus of music transmission and learning. In thievieng, we will focus
on their six strands of “essential dispositionspwledge and skills” (xxi)
needed in order to function successfully in multimal and multilingual
societies, as a point of departure for culturadigponsive research within
music education.

In strand one Villegas and Lucas (2002) affirm that in orderaitt in
culturally responsible ways, aspiring teachers neaghin socio-cultural
consciousnessthat is, they need to become aware of how thiér |
experiences, “as mediated by a variety of factatief among them
race/ethnicity, social class and gender” (27), tehaped their worldviews.
Tying this more closely to music education, we wiolite to argue that in
order to work successfully in the realm of formatirmal music learning,
researchers need to become aware of how their eaghing and learning
histories have shaped their views of what constitlkinowledge and skills
in music and the means by which these should bpsrindited.

In strand twg the authors remind us of the necessityldeelop an
affirming attitude toward students from culturatliverse backgroundsn
other words, as educators or researchers who havengup within the
realm of the dominant cultural norms, we need tange the belief that
our culture is “inherently superior to the cultucgdgnarginalized groups in
society” (35). While this should serve as a remingiemusic education
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scholars, it could also be applied in a more pecattivay, helping the
researchers working within the range of the formmé&dfmal nexus to
maintain an affirming attitude towards musiciansovgome from musical-
cultural backgrounds different than their own.

Strand thregresents the idea that culturally responsible techeed
to develop the commitment and skills to act as agehthange an idea
that should also be relevant for researchers iri¢fe of music education
(this idea is also clearly manifested in Green’srigo Through the
investigation of previously unexplored informal-rioad territories,
researchers could discover practices and waysganising learning that
could act as models for the transformation of ctzm® practices.
Furthermore, they could employ action research rigieio to transform
classroom music from within, through a collaborathegotiation between
the researcher, teacher and students (see e.qndRR@10).

The fourth strand implies that teachers need tembrace the
constructivist foundationsf their framework. Central assumptions here
are, for example, that knowledge is always “filtetarough the knowers’
frames of reference” (Villegas and Lucas 2002, @Bat the meanings
given to educational content are always based etetirner's pre-existing
knowledge and experiences, and that learning isacive process of
constructing experience. Transferring these assongptto the field of
research entails that culturally responsive reseascbuild their work on
paradigms that acknowledge research findings as#ong that is not
“found” but, rather, “co-constructed” in the negaibn between the
researcher and the other participants in the stidgh presuppositions are
already implicit, for example, in ethnography, antiresearch and
narrative inquiry.

Stating that the overriding task of the teacherhinit such a
constructivist perspective as outlined above ishbiald bridges between
[students’] prior knowledge and experiences and ribey ideas to be
learned” (79), Villegas and Lucas emphasisestiand five that the
teachers need tearn about students and their communigesthat they
know their students and are able to help them deahected. A similar
attitude of curiosity might also be needed wheimgryto connect informal
and formal music making as a music education rekearIn our rapidly
paced multicultural society, new contexts and neaysvof making music
are constantly emerging. A researcher who wantkegp up with the
times needs to ask herself such questions as: Whaything, are the
kids learning from playing e.g. Guitar Hero? Do likdoompetitions have
any educational value? What are the learning irapbos of participating
in online music communities? What is happening atizate music school
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set up by an immigrant association (see e.g. Sa20H0)? Furthermore,
the researcher needs to linger on such matter&iasn that there are
conditions of learning music that students alreaggerience outside of
school, how do they experience their formal musligoation?

In thesixth strandthe authors draw together the five previous strands
in order to remind that it is necessarctdtivate the practice of culturally
responsive teachinig order to provide good education and meet thelsiee
of a changing student population. For music edanatesearchers, this
framework may serve as a basis for forming a a#itudetowards
research, and towards the process of constructiesparch-based
knowledge; moreover, it can help them to estaldigosition from which
they can interact responsively with their surromgdi and thus collect rich
and multifaceted data which opens up matters afuakty, exclusion and
social justice. This would certainly be an asseh#future exploration of
the possibilities for music education inherentiformal learning practices.

Socio-Cultural Learning Theory

One of the paradigms underlying culturally respeadeaching is the
socio-cultural perspective on development and lagrriThis perspective
ranges from the work of Piaget and Vygotsky to nieckevelopments such
as Engestrom’s cultural-historical activity thedBngestrém 1987; North
and Hargreaves 2008). In what follows, however shall focus on socio-
cultural learning from the standpoint sifuated learningas found in the
works of Lave and Wenger (1991; see also Wenge8,18906), and in
the related theories of Saljo (2000). We will pipeecial emphasis on how
these ideas can be utilised for uncovering learaimgng the members of
communities of practiceand in the exchange of knowledge between
different communities.

Lave and Wenger (1991) describe a “community otjixa”’ as “a set
of relations among persons, activity, and worlderotime and in relation
with other tangential and overlapping communitids poactice” (98).
Following Wenger’s (1998) more explicit ideas ofatitharacterises such
communities, it should be evident that many of the musical ficas
found on the informal side of the formal-informadxus could be defined
as communities of practice. What we usually thirikas music-related
peer or affinity groups (Gee 2001)—for example gardands, music
festivals, online communities, and local choirs—ni@&y understood as
communities of practice and analysed accordinghatws going on within
them in terms of learning and distribution of knedge.
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Deliberately avoiding the acquisition metaphor edrhing, Lave and
Wenger (1991) describe how learning is integral‘denerative social
practice” and how the process of gaining knowledge be explained as
“legitimate peripheral participation” (35). In otheords, acting within a
community of practice, an individual gradually lesuwhat the community
is about and what she has to know in order to gpatie in it, in order to
move from the peripheral position of a newcomeahtomore mature stage
of “full participation” (37). In order to capturehé learning processes
within such a community of practice, one must coesithe relationship
between the newcomers and the old-timers, as veelha relationship
between the participants, activities, identities)d aartefacts of the
community. Hence, this theoretical framework allomgestigation into
the learning processes that occur, for example nwthe newcomers and
the more experienced members of an amateur brass riegotiate ways
of exchanging information, or when amateur digitalsicians stage,
narrate and negotiate their musical identities imual space (Partti and
Karlsen 2010). Another possible angle, elaborate&#j6 (2000), is to
look into the role that communal artefacts play tie mediation of
knowledge and how “human knowledge, insights, catives and ideas
[that] are built into apparatus” (82) are releasden the artefacts are put
to use. For example, one may investigate whataatéxing console plays
in the act of creating and playing music in a rbekd, and what kinds of
music making it allows, supports or restricts.

In connection to the formal-informal nexus, socidtgral theories of
learning also provide tools for discussing the exde of information that
takes place between different communities of pecactiFor the purpose of
describing the process of inter-community knowledgehange, Wenger
(1998) applies the concepts lfundary objectandbrokering which
imply, respectively, the “artefacts, documentsmgr concepts, and other
forms of reification around which communities ofaptice can organize
their interconnections”, and the “connections pded by people who can
introduce elements of one practice into anothe@5§1 Making use of
these concepts, it is possible to define and utaledsthe mediations and
negotiations performed by a musician moving betwdigierent music-
making contexts and bringing his or her artefaktmywledge and skills
from one arena to another. A recent example is iomed by Partti
(2010), who describes how digital musicians traletween different
musical communities of practice and transfer theiowledge and skills,
thereby also transforming them and the communttiey become a part
of.
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Moreover, socio-cultural theories of learning canyide information
on the routes that individuals use to move withpedfic learning
contexts. Wenger (2006) refers to these routdeaaming trajectories
personalised pathways through practices, commsnitietworks and
institutions that together constitute thendlti-scale social learning
system’s(4) of our time. For researchers setting out tolaep how
musicians are, for instance, enculturated intoexifipp musical style, the
notion of learning trajectories may be useful beeait can help them to
map the whole range of the musicians’ learning ggpees as they make
their way through contexts that provide variousrdeg of ownership and
intentionality (Folkestad 2006).

As with most theoretical frameworks, socio-cultutegories have their
limitations. One of the most obvious of these latidns is that they
provide little information on how to design eduoatl environments and
how to teach within these environments. Lave andnite (1991)
emphasise that “legitimate peripheral participatian not itself an
educational form, much less a pedagogical strategya teaching
technique. It is an analytical viewpoint on leagjia way of understanding
learning” (40)° Another possible weakness is the rather positieteb
that, among members of a community of pracliearning will just take
place.Little effort is put into describing instances imiash newcomers are
denied access to knowledge, are interrupted inr teforts to strive
towards full participation, or are subjected to iamalance of power
within the community. Hence, in order to discussttera of exclusion,
inequality and social justice, researchers of nald&arning communities
might want to look elsewhefeAs we shall see next, the philosophical
perspectives of pragmatism and critical pedagogy b® useful in this
quest for a normative framework.

Pragmatism

One philosophical framework in which accounts dfurally responsive
teaching and socio-cultural learning can be sithate pragmatism.
Pragmatism has its roots in the late 19th centay @arly 20th century
American discussion concerning the relevance ottfanal psychology
and evolutionary biology to philosophy. Classiceagmatists formulated
philosophical theories of knowledge, meaning antlessbased on the
activity of human organisms in their biological arsibcial-cultural
environment. From an educational standpoint, thestmionportant
developments in classical pragmatism emerged frloenvtork of John
Dewey, who conceived philosophy as an endeavosplie problems of
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everyday life (Dewey 1924/MW 13).Dewey saw education as
philosophy’s laboratory, a practice in which the plivations of
philosophical ideas can be tested, and through hwhievailing social
habits can be transformed in ways that promoteabdiée through the
reconstruction of the shared realm of meaningfubegience (Dewey
1916/MW 9).

For Dewey, the most important task of both phildgopnd education
was to alleviate problems brought along by modegrnitroblems that
prevented the blooming of the positive freedom aflividuals in
democratic community life (Dewey 1946/LW 15, 154916The most
severe of these problems was the alienation ofntbeéern subject from her
environment, a problem that, according to Deweyd Had to the
separation of individual agency from the ethicadeof public social life.
In his philosophy, Dewey vigorously attacked albtisms that suggest a
breach between the subjective and objective reafmalues and science:
he wanted to reconstruct philosophy as a holisgevvof how different
realms of experience can come together most canistely in social-
cultural life.

Dewey’s philosophy provides tools for immanent ardt critique,
with education acting as its mediator. While ediatahas an important
role in the transmission of the social values afuéture, it also makes
possible the critical examination of these valueserms of their future
implications. Thus, education is not the mere preg®n and
reproduction of habits previously accumulated. Balicg education a
“laboratory” Dewey wanted to emphasize that itsnaniy task, whether it
takes place inside or outside school, is to provmEs with which to
reflect on our shared cultural realm, so as to éieb prepared to meet
future situations of conjoint life. In a complexcsety, education becomes
a necessary condition for social growth, or theamsion of the realm of
meaningfulness that, according to Dewey, framesodeatic life as a
forum to negotiate different opinions, attitudes)daconvictions as
practical guidelines (Dewey 1916/MW 9).

In philosophical research on music education, Demegragmatism
has been one of the frameworks that comprisesstvegts of ideas related
to the meaning and implications of music in sodifd, especially as
concerns the role of music education in promotiamdcracy, agency and
equality (Bowman 2003; Vakevad 2004; Westerlund 2002oodford
2005). From this standpoint, there is no pedagbogitsaning of music
apart from the general meaning of education, ardgineral meaning of
education amounts to growth. Growth is not justabeumulation of skills
and ideas; it is the formation of an active ethidiabosition, manifest in
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the ways in which we participate in conjoint efforenhancing the
conditions that make our shared lives meaningfhls hecessitates active
working, experimentation and negotiation with thebject matter of
musical learning. Music education cannot be merilken as the
transmission of tradition, but it must also framewnpossibilities for
interpretation and ingrain new habits of thinkinglaction, and thus open
new fields for agency in which musical traditiomde reconstructed and
revalued in terms of their possibilities for enhagcthe quality of future
experience.

One of the consequences of applying the Deweyargnpatst
perspective to education is that it leaves theicular framework open, by
emphasizing the importance of learning situatidscause all learning
(and thus, all teaching) is considered to be sinat, it makes little sense
to peg our pedagogical practices to establishedesgal standards and
norms, derived from bygone situations. Thus, at gfageneral education,
music education can be seen as a practice conssatatpting to change, in
which constant negotiations of meaning take placer dhe value and
significance of what is learned, how and why. Tihiplies that music is
not seen as a collection of established musicattioes or canonized
masterworks, but as a constantly evolving cultieddl, intertwining with
other cultural fields through which we make senkew lives as social
beings. Pragmatism suggests that we heed the gmtoegsses in which
music is made and re-made, disseminated and enjagddaccept them as
situational points of departure for pedagogicalcpicas, always keeping
the more extensive goal of social growth in sight.

In its openness and recognition of the challengearfstant cultural
change, Deweyan pragmatism provides a normativis baswhich we can
justify the demand for cultural responsiveness ¢l related need to
examine learning as sociocultural practice. Forimeducators, it can also
provide a tool to avoid fixed notions of the fuwcti of pedagogical
methods and goals. By emphasizing the dynamic eaifigrowth as a
constant expansion of our meaningful relations aoheother and to our
environment, and by further underlining individualgents’ ethical
relationship to society, pragmatism puts agencyfdous. From the
pragmatist standpoint, music education aims at nthem developing
musical agency: musical agency is one way to find'® place in the
shared reality of ethical life. With this recogoiti comes an enhanced
awareness of the power relations that conditionasaelationships. By
suggesting that education is immanent culturalqerd, pragmatism also
suggests that we take seriously the possibilitysadial change through
acknowledging the power structures of the society.
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Critical Pedagogy

Critical pedagogy is an educational perspectivel anpedagogical
program, that applies the ideas of critical thderigo the issues of
becoming human in society. Critical pedagogy potits education and
growth are a constant negotiation of one’s placgoriety, and that culture
is the medium in which this negotiation takes pldéem this position,
critical pedagogy derives its two tasks: to exantiogv power relations
work in education, and to suggest educational mesimore conducive to
emancipation.

There are several ways to specify what this apfroameans for
educational research and teaching practice. Acegrth Aittola, Eskola
and Suoranta (2007, 6), critical pedagogy includéferent theoretical
perspectives, “united by the critical interest ablwledge and the quest for
the possibility of change for a more just socidiattstems from the
perspective of hope.” In other words, the critipatspective is as much a
political program of action as it is a theory. histsense its agenda can be
related to Freire's “pedagogy of hope”, developed applied in Anglo-
American cultural settings by e.g., hooks (1994)xLE&ren (1995) and
Giroux (Giroux and McLaren 2001).

Critical research on education can focus, for examm issues related
to gender, ethnicity, social strata and global@atiA constant subject of
discussion in critical pedagogy is power, its dlsttion in society as well
as its practices. One way to look at this distidruis to link power with
knowledge and to argue that it is through ownersififknowledge that
society defines access to its discourses (Foud®&0, 2005, 2010). By
recognizing the conditions of this ownership, cati pedagogues can
suggest ways to empower the marginalized by progidionditions to
develop their critical thinking. Thus, critical pegbgy implies the
transformation of society through developing theugemess of how people
come to know and understand themselves as agentthedaf own
understanding.

In music education, critical pedagogy has been estgd as an
alternative to music-centered philosophical andtbical approaches. For
instance, Regelski (2002) argues that critical thean guide the focus of
the profession to recognize the needs of margeadlgroups. The solution
to the problem of different perspectives and opisiin music cannot be
found in rampant multiculturalism; we need a muiuakcepted rational
framework within which to negotiate the significanof different claims
for power. Regelski suggests Habermas’ communieattionality as this
kind of a uniting base.
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Thus, it can be argued that a basic problem fdéicatimusic pedagogy
is to mediate the needs of communicative reasonthedmultifarious
cultural needs of a rapidly fragmenting society. dascerns the formal-
informal nexus in music education, it becomes \itatreate the means to
bridge various situations of learning in a normatsetting that provides a
forum for developing the critical knowledge of tmeechanisms and
techniques used in society to distribute powercdmmunicative action,
participants in negotiations do not just arguetfa legitimation of their
idiosyncratic views, but seek a common ground iriclvito recognize
different lifeworlds. A key issue is to avoid thegemonic determination
of the pedagogical value of music before this commground is
established. From the critical standpoint, a m@ablem with Western
institutionalized music education is its associatiovith the “cultural
patriarchy” of Eurocentric high culture and its haiues of skill
mediation, knowledge and attitudes. The recognitibdifferent ways of
learning music outside of this system of mediat®oan important step in
expanding music educators’ sensibility to commutiveasituations. This
necessitates critical awareness in the form oflitngmess to recognize the
meaning potential of different lifeworld-relatedaptices—not only for the
practitioner but also on the part of the music edioo researcher.

Concluding Remarks

In this introductory chapter, we have aimed at esipy four possible
frameworks for the scholarly investigation of tleerhal-informal nexus in
music education. Despite their obvious differentiksse frameworks also
display similarities, perhaps best explained asedrfor researchers to be
attentive and observant and to critically examine aonstantly expand
their own views and assumptions about what musioaipetencies and
learning might look like, and where they could lohiaved and enhanced.
Moreover, all frameworks emphasise—in various wayd through using
different metaphors and theoretical concepts—tlgmificance of the
“links of learning” that weave in and out of bothfarmalandformal
learning arenas, or Wenger's (2006) “learning tragges.”

By exploring the remaining chapters of this boakerested readers
may discover more points from which informal leagipedagogy can be
corroborated. For example, there seems to be hefurteed to examine
how embedding informal modes of transmission irtad@&mic structures
transforms not only the latter but also the modéstransmission
themselves. More work is also needed on the mattercreating students’
experiences of authenticity. Another fruitful anghéght be to perform a
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deeper investigation into formally trained studéntssistance to or
discomfort with informal learning pedagogy and dskwv it could—or
whether it should—be overcome. Overall, as hinteith ¢he beginning of
this introduction, we believe in discussing the rajppiate theoretical and
philosophical underpinnings of such research, ast in order to engage
in the general growth of the field, but also beeatlere is a need to elicit
such frameworks’ specific ethical, moral and potditi implications and
consequences through scholarly conversationsrfexample, our goal in
focussing on the formal-informal nexus is to cdnite to a
democratisation of the music education field, thenought to make sure
that we build from frameworks and practices thdt enable, not restrict,
such efforts.

It is our hope that this book will guide future dites in directions that
we, at the present, cannot foresee. It is hopedthigatheorising of the
formal-informal nexus both in this chapter and thyloout the anthology,
through the presentation of a wide range of expedd scholars’
viewpoints, will provide fertile soil for such exghtions.

References

Aittola, T., J. Eskola, and J. Suoranta. 2007. t&otto [Introduction].”
in Kriittisen  pedagogiikan  kysymyksid[Problems in Critical
Pedagogy], eds. T. Aittola, J. Eskola, and J. Suareb—8. Tampere:
Vastapaino.

Balsnes, A. H. 2009 Izere i kor. Belcanto som praksisfelleskaparning
in Choir. Belcanto as a Community of Practice]. Rfigs., Norwegian
Academy of Music. Oslo: NMH-publikasjoner 2009:6.

Berkaak, O. A., and E. Ruud. 1998unwheels. Fortellinger om et
rockebandSunwheels. Stories about a Rock Band]. Oslo:
Universitetsforlaget.

Bowman, W. 2003. “Re-Tooling ‘Foundations’ to Addse21st Century
Realities: Music Education Amidst Diversity, Plutal and Change.”
Action, Criticism, and Theory for Music Educatio? (2).
http://act.maydaygroup.org/articles/Bowman2_2.pdf

Dewey, J. 2003.The Collected Works of John Dewey, 1882-1953.
Electronic Edition.Charlottesville: InteLex Corporation.

Engestrém, Y. 1987Learning by Expanding: An Activity Theoretical
Approach to Developmental Researktelsinki: Orienta-Konsultit Oy.

Folkestad, G. 2006. “Formal and Informal Learningiu&ions or
PracticesrsFormal and Informal Ways of Learning3titish Journal
of Music Educatior23(2): 135-45.



Future Prospects for Music Education XXi

Fornas, J., U. Lindberg, and O. Sernhede. 1B8&arageland. Youth and
Culture in Late Modernityl.ondon: Routledge.

Foucault, M. 1980Tarkkailla ja rangaista[Surveiller et punir] Helsinki:
Otava.

—. 2005. Tiedon arkeologia [L'archéologie du savoir[Tampere:
Vastapaino.

—. 2010.Sanat ja asiat: Ihmistieteiden arkeolodlaes mots et les choses:
Une archéologie des sciences humaindslsinki: Gaudeamus.

Gee, J. P. 2001. “Identity as an Analytic LensRassearch in Education.”
In Review of Research in Education 28l. W. G. Secada, 99-125.
Washington, DC: American Educational Research Aasioo.

Giroux, H., and P. McLaren. 200XKriittinen pedagogiikka[Critical
Pedagogy]Tampere: Vastapaino.

Green, L. 2002How Popular Musicians Learn. A Way Ahead for Music
Education.Aldershot: Ashgate.

—. 2008.Music, Informal Learning and the School: A New Glagsm
PedagogyAldershot: Ashgate.

Gullberg, A.-K. 2002Skolvagen eller garagevagen. Studier av musikalisk
socialisation[By Learning or Doing. Studies in the Socialisatioh
Music]. PhD diss., Lulea University of Technology.

hooks, b. 1994Teaching to Transgress: Education as the Practi€e o
Freedom.London: Routledge.

Johansson, K.-G. 200€an you Hear What They're Playing? A Study of
Strategies Among Ear Players in Rock MuBieD diss., Luled
University of Technology.

Karlsen, S. 2009. “Learning Through Music Festivalsternational
Journal of Community Musi(2/3): 129-41.

—. 2010. “Revealing Musical Learning in the InfoimRgield.” In
Sociology and music educatioed. R. Wright, 193-206. Aldershot:
Ashgate.

Lave, J., and E. Wenger. 19%ituated Learning. Legitimate Peripheral
Participation. Cambridge: Cambridge University Press.

Lilliestam, L. 1995Gehdrsmusik: blues, rock och muntlig tradering
[Playing by Ear: Blues, Rock and Oral Tradition].ot@enburg:
Akademiforlaget.

Lines, D. 2009. “Exploring the Contexts of Informiagarning.”Action,
Criticism, and Theory for Music Educati®n(2): 1-6.
http://act.maydaygroup.org/php/archives_v8.php#8 1

McLaren, P. 199%Critical Pedagogy and Predatory Culture:
Oppositional Politics in a Postmodern Enfdew York: Routledge.



XXii Introduction

North, A., and D. J. Hargreaves. 2008. The Social and Applied Psychology
of Music. Oxford: Oxford University Press.

Olsson, B. 1993. SAMUS—en musikutbildning i kulturpolitikens tjanst? En
studie om en musikutbildning pa 70-talet [SAMUS—Music Education
in the Service of a Cultural Policy? A Study of a Teacher-Training
Programme during the 1970s]. PhD diss., University of Gothenburg.

Partti, H. 2010. “The Construction of Music and Technology Related
Identities in Narratives of Digital Musicians.” Paper presented at 3"
International Conference on Narrative Inquiry in Music Education
(NIME3), Brisbane, Australia, November 2010.

Partti, H., and S. Karlsen. 2010. “Reconceptualising Musical Learning:
New Media, Identity and Community in Music Education.” Music
Education Research 12 (4): 369-82.

Regelski, T. 2002. “Critical Education’, Culturalism and
Multiculturalism.” Action, Criticism, and Theory for Music Education
1 (1): 1-40. http://act. maydaygroup.org/articles/Regelskil_1.pdf

Rikandi, 1. 2010. “Revolution or Reconstruction? Considering Change in
Finnish Piano Pedagogy.” in Mapping the Common Ground.
Philosophical Perspectives on Finnish Music Education, ed. I.
Rikandi, 162—77. Helsinki: BTJ.

Rodriguez, C. X. ed. 2004. Bridging the Gap: Popular Music and Music
Education. Reston: MENC.

Salavuo, M. 2006. “Open and Informal Online Communities as Forums of
Collaborative Musical Activities and Learning.” British Journal of
Music Education 23 (3): 253-71.

Saljo, R. 2000. Larande i praktiken. Ett sociokuturellt perspektiv [Learning
in Practice. A Socio-Cultural Perspective]. Stockholm: Prisma.

Sather, E. 2010. “Music Education and the Other.” Finnish Journal of
Music Education 13 (1): 45-60.

Séderman, J. 2007. Rap(p) i kaften. Hiphopmusikers konstnarliga och
pedagogiska strategier [Verbally Fa(s)t. Hip-Hop Musicians’ Artistic
and Educational Strategies]. PhD diss., Lund University.

Vestad, I. L. 2010. “To Play a Soundtrack: How Children Use Recorded
Music in Their Everyday Lives.” Music Education Research 12 (3):
243-55.

Villegas, A. M., and T. Lucas. 2002. Educating Culturally Responsive
Teachers. A Coherent Approach. New York: State University of New
York Press.

Vakevd, L. 2004. Kasvatuksen taide ja taidekasvatus. Estetiikan ja
taidekasvatuksen merkitys John Deweyn naturalistisessa pragmatismissa
[Art of Education and Art Education. The Meaning of Aesthetics and



Future Prospects for Music Education xxiii

Art Education in John Dewey’s Naturalist Pragmatism]. PhD diss,
University of Oulu. Acta Universitatis Ouluensis E Scienitae Rerum
Socialium 68.
—. 2006. “Teaching Popular Music in Finland: What’s Up, What’s
Ahead?” International Journal of Music Education 24 (2): 126-31.
Wenger, E. 1998. Communities of Practice. Learning, Meaning and
Identity. Cambridge: Cambridge University Press.

—. 2006. Learning for a Small Planet. http://www.ewenger.com.

Westerlund, H. 2002. Bridging Experience, Action, and Culture in Music
Education. PhD diss., Sibelius Academy. Studia 16. Helsinki: Sibelius
Academy.

—. 2006. “Garage Rock Band—A Future Model for Developing Musical
Expertise?” International Journal of Music Education 24 (2): 119-125.

Wingstedt, J. 2008. Making Music Mean. On Functions of, and Knowledge
about, Narrative Music in Multimedia. PhD diss., Luled University of
Technology.

Woodford, P. 2005. Democracy and Music Education: Liberalism, Ethics,
and the Politics of Practice. Bloomington: Indiana University Press.

Notes

! Villegas and Lucas’ (2002) six strands concern teachers first and foremost,
however we believe that their points are also applicable to the world of music
education research.

2 See Wenger (1998, 125) for a comprehensive list of indicators.

® This stand does not prevent Wenger (2006), in later writings, from expressing
strong opinions concerning how education should be designed in a globalised
world.

* See for example Karlsen (2010) on how socio-cultural theories, when combined
with perspectives borrowed from sociology, afford power-relations within music-
related communities of practice.

5 Our references to Dewey (2003) are abbreviated EW for The Early Works, MW
for The Middle Works and LW for The Later Works, followed by part and page
numbers.

® Interestingly, Dewey also criticized the modern tendency to compartmentalize art
and the aesthetic into their own realm, distinct from everyday life. He argued that
aesthetic experience should be regarded as focal part of a humane way of life; in
turn, he saw art as a general attempt to deal with an ever-changing environment, at
best in ways that afford qualitative experiences that can be felt as consummatory,
or “esthetic” (Dewey 1934/LW 10). In Experience and Education (1938/LW 13)
Dewey also emphasized that it is the ultimate goal of education to contribute to the
quality of subsequent experience.






PART |






CHAPTER ONE

ESCAPING THE CLASSICAL CANON:
CHANGING METHODS THROUGH A CHANGE
OF PARADIGM!'

ANN C. CLEMENTS

Preface

Lucy Green’s How Popular Musicians Learn: A Way Ahead for Music
Education (2002) describes her research in the realm of popular musicians
and music transmission. Through her more recent publication Music,
Informal Learning and the School: A New Classroom Pedagogy (2008),
Green has found many innovative ways in which to move from the realm
of research and inquiry to the practical application and examination of that
application through practice—a gap that many researchers fail to traverse.
I feel that as we examine her work in a critical way and seek our own
unique forms of implementation of the ideas she has presented, we must
keep in mind that this latest text is an attempt to bridge the all too elusive
gap between research and practice, and that in doing so there is room for
experimentation. Through this publication she has exposed her research
and teaching practices in a very intimate and personal way and we are
indebted to Green for providing a model of “research to practice” that is so
greatly needed in the field of music education.

Introduction

First I would like to focus my attention on three strands that are
apparent throughout Green’s work: (1) student centered learning or
students as source, (2) the role of teachers in informal learning, and (3) the
organic nature of music learning. Each of these areas will be discussed in
relation to popular musics and classroom music education. These
conversations are a mixture of my personal response to her work and
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examples of practical applications of her work in American music
classrooms, in the attempts to look beyond prior knowledge and practice
towards new possibilities for the implementation of Green’s work.

Student Centered Learning

Key to Green’s work is the concept of student centered learning. She
constructs a good argument that it may be time to experiment with, or
perhaps withdraw from, formal western music traditions of music teaching
and learning—in which the teacher is often thought of as the end all be all
of musical knowledge, and that to be successful as a teacher is to install
knowledge upon the unknowing student. Green’s experiment of application
in Music, Informal Learning and the School: A New Classroom Pedagogy
(2008) is an in-depth acknowledgement of students as sources of
knowledge. Her methodology is based on partnerships of students, shared
responsibilities among student-centered groups, and acknowledgement
through the respect and valuation of students’ pre-existing interests,
abilities and preferences by the classroom teacher. In particular, student
preference and knowledge become the primary starting points from which
students expand outwards into different musical styles, genres and
cultures.

Within the field of multicultural education the notion of culturally
responsive teaching has raised awareness of students’ individuality. “This
approach to educational practice takes into consideration the needs,
experiences, and perspectives of culturally diverse students, where its
main purpose is to help students with their cultural and social identities in
such a way that learning in any subject is made more relevant” (Abril
2008, 5). Culturally responsive teaching embraces constructivist views of
teaching and learning, in which learning is viewed as an active process by
which learners give meaning to new information, ideas, and principles and
other stimuli, and in which teaching is viewed as inducing change in
students’ knowledge and belief systems (Villegas and Lucas 2002). While
Green does not reference much literature regarding cultural diversity or
learning practices for world musics in music education, which is rather
disappointing, the practice of her evolving pedagogy is very much based
on these principles. The consumption of music by youths, their musical
preferences, and their musical knowledge can very easily be described as
“youth culture” (or cultures), a generational and cultural grouping that is
not often given serious consideration in a positive way. Youth culture,
which is heavily comprised of musics and musicians, is a source that
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Green acknowledges as legitimate and worthy of study for its own merits,
including adolescents’ culture and musical preferences and knowledge.

The largest portion of music makers in the United States cannot be
found in professional or community bands, choirs, and orchestras. Instead,
they are found in basements, pubs, garages, worship teams, computer labs,
dance clubs, and recording studios. One can argue that lessons learned in
one musical community—for example musical lessons from band, choir,
and orchestra—can be transferred to other communities, but this is not
necessarily true. Teachers frequently complain about students’ inability to
transfer knowledge from the general music classroom to the instrumental
classroom or from the elementary music classroom to the middle school
music classroom. If transfer between somewhat like musical idioms is
difficult at best, how can we expect students to make the connections
between musical systems that to them may have little-to-nothing in
common? Transfer has to be taught, and unless you are teaching how to
transfer to and from multiple musical cultures it has no lasting meaning or
relevance.

It has been estimated that only 20% of high school students in the
United States are participating in formal music instruction. Where are the
missing 80%? The answer to this is quite simple, they’re musicking (in
Small’s (1998) sense of the term)! Visit any local high school Battle of the
Bands competition and you will see many students who may fall outside
formal musical instruction but have musical skills and passion that are
enviable by some of our best traditional singers and players.

How do we reach this missing 80%? Green believes that the time has
come for music to be just that—music, unattached from our preconceived
notions of “good” and “bad” and with an understanding that there is no
hierarchy or superiority of particular genres; there is only personal
preference. Music around the world is created, listened to, adapted, danced
and moved to for the same reasons: it defines, represents, symbolizes,
expresses, constructs, mobilizes, incites, controls, transforms, unites, and
much more (Wade 2006). If we want to draw these students in and invite
them to participate in an education that will bring them into adulthood and
foster continued learning beyond and outside of classrooms, we must
move towards pedagogies that are inclusive—and, shouldn’t we pay more
attention to their preferences than we do our own? It may be a balancing
act, but I agree with Green that the time has come to tip the scales in their
direction.
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Teachers and Formal Music Education

As Green expresses her created curriculum in Music, Informal
Learning and the School: A New Classroom Pedagogy (2008) we begin to
witness changes in the role of “teacher.” Throughout the Musical Futures
program (the curricular program that is the primary focus of this text) the
teachers are asked to step back and allow for student centered learning.
Green indicates that this was not always an easy role for teachers to adhere
to. During each of the seven stages of this curriculum teachers were asked
to “establish ground rules for behavior, set the task going at each stage,
and then stand back and observe what the pupils were doing” (Green 2008,
74). Debbie, one of the teachers in this project framed her anxiety by
stating “I’m terrified about the lesson today; just letting the students go off
and jam. I’m actually scared of letting them do this . .. 7 (30).

I believe much of the disconnect between formal music education and
learners’ preferences and knowledge can be traced to institutions of higher
learning. These institutions, serving as gatekeepers to the profession,
generally reserve admittance to students whose training in Western art
music qualifies them to continue such pursuits. Our institutions can be
seen as an integral part of the reciprocal cycle of music teacher
preparation—we only accept a portion of those for whom formal music
education has “worked”, and only if their voice or instrument is needed in
a particular ensemble or studio. It is completely the wrong way to go about
selecting the next generation of education hopefuls. While NASM has
begun to make acceptations for the acceptance of a broader array of
students (NASM Handbook 2007), very few programs are taking
advantage of these changes—again, what can we do when there are no
studios or ensembles to cater to various kinds of musicians?

Carlos Abril (2008), in a recent study of one teacher’s journey to create
a mariachi program in her central Chicago high school strings program,
found that while she was willing to work for change, she felt she did not
have the skills needed or perhaps even the confidence needed to risk
change. While as a university musician she participated in the traditional
string ensembles, she also played violin in a local Emo band (a style of
emotional punk rock or heavy metal music). However, she was reluctant to
even mention this band participation to the researcher as she thought he
would be uninterested. Her participation in the band was a facet of her
musical self that she claims did not inform her work as a university student
or music educator years later. She never thought of them as being related.
My own research (Clements and Campbell 2006) found a similar
disconnect for teachers between what was required of them for the degree



