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Abstract

This research concerns itself with the development of a theory in the grounded
tradition to account for the social construction of an identity as musician by music
education students in Canadian universities. The principal data gathering techniques
were semi- and unstructured interviews and participant observation, first at the Faculty
of Education and the Faculty of Music, University of Western Ontario with further
periods of interviewing at the University of Alberta and the University of British
Columbia. The pilot study was conducted at Memorial University of Newfoundland

where the author was, at the time of writing, an Associate Professor and Co-ordinator

of Music Education in the Faculty of Education.

Data collection and analysis were completed simultaneously and the interviewing
became more focused on emerging categories and their properties, particularly
concerning the construction of identity. The core categories discussed concern the
apparent sense of isolation and the development of a symbolic community in the music
school, as suggested by Cohen (1985). Further core analytic categories include the
music education students’ perceptions of Others as outsiders to their own insider
symbolic community, and the students’ perception of social action, including the notion
of deviancy, which contributes to their construction of this symbolic closed community.
An examination of models of social action is undertaken. The notion of making points

as suggested by Goffman (1967) provides a beginning model for the identification and



accumulation of status points which students appear to use in the process of identity

construction and validation.

Further discussion examines the nature of the music education sub-group as a
stigmatized group. The nature of the category musician is examined and substantial
comparison and contrasting with the position presented by Kingsbury (1984) is
undertaken. The analytical categories of falent and music as in-group constructs are

examined.

Finally the processes of Self-Other negotiation on are explored and a theory is
developed to account for the construction and maintenance of musician identity. The
emerging theory borrows extensively from those analyses of the roots of social
interaction recognised in the labelling tradition which are concerned with the
construction of identity in negotiation with Others, and most specifically draws upon

the notion of societal reaction.

The research is guided by those theories and methodologies generated by symbolic
interactionism developed by writers such as Blumer, Meltzer and Denzin and follows
the traditions of sociological research in educational settings by such writers as Baksh,
Martin and Stebbins in Canada, and Hargreaves, Woods, Ball, Hammersley and Lacey
in the U.K.
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The Social Construction of "musician”
identity in music education students

in Canadian Universities

Introduction



Chapter One

Introduction

This research attempts to build a theory in the grounded tradition (Glaser &
Strauss, 1967) to account for the interaction of music education students' in Canadian
universities as they come to construct’ an identity’ as "musician". The assumption
taken here is that the meaning of "musician” is a social construction (Berger &
Luckmann, 1966) for these students and that music education students interact on the
basis of the meanings that they come to associate with this social construct. It will be
shown that this construct is a pivotal component of the music education students’
identity, in fact, an all engulfing construct (Hargreaves, 1976:204) in the formation
of their identity. The music education students appear to seek to acquire an identity
as a "musician" which they seem to construct as having a core meaning "performer"
and this process of construction appears largely dependant upon social interaction* and

most particularly through societal reaction.

Within the process’ of music teacher education in Canadian universities, however,
what counts as "musician" is not as unproblematic as might be assumed. Without a
long excursion into the field of the sociology of knowledge (Young, 1971), it must
be stated that there is widespread disagreement in the literature as to the nature of the
"musician" that eventually ends up as a teacher in front of our children in the schools.
Witkin (1974:120) suggests that "one of the problems is that the music teacher is usually

himself trained from the point of view of the instrumentalist”. There is, he asserts,



"among music teachers, a fear and distrust of experiment, of musical invention, of
anything that threatens the disciplined service to the musical masters that their training
has developed in them" (:120). Witkin makes these assertions without attempting to
explore any further the "truth" that they might hold. One might ask in what ways does
their training develop these asserted attitudes of fear and distrust? But Witkin is so
sure of this position as a result of his enquiry into the state of the arts in the schools
that he writes (1974:118), "Of all the arts that we have looked at in schools music is
apparently in the greatest difficulty”. His suggestion is that many of these difficulties
in music education stem from the kind of training that music teachers undergo. His
conclusions hint strongly that there is conflict between who the teacher is and wants
his pupils to be® and what might be perceived as a more legitimate instructional goal’

for school music education.

Another attack on the perceived status quo of school music comes from Vulliamy
(1977:206). He writes that "such an approach to music education involves a radical
redefinition of what counts as "music" when he reports on the "new" wave of student
as composer movement in music education.® Postman (1970:251) has suggested that
the only way teachers can maintain control over students is "by carefully
discriminating against what the student knows - that is by labelling what the student
knows as unimportant”. This leads to the conclusion that school music has managed
a control over what counts as good "music" and worthy of curriculum inclusion.
Small (1987:176) also writes of the social control that exists to define the world’s
most worthy or best musics. He has stark words for music departments in the

universities when he writes that,

the majority of university music departments are still stuck in
an exclusive concern with the past...Like all institutions,



universities on the whole tend to be intolerant of genuine
innovation... Tame artists, in fact, make good pets for university
establishments as long as they do not attack their masters (not
for real at any rate).

It can be seen that music education in the schools is not without its critics. It has
been shown that the school music curriculum has been challenged because it appears
subservient to the old masters in a recreative fashion of reading and writing the
"right" notes rather than being a creative venture for the development of the pupil’s
aesthetic spirit. It has also been criticised because of the perceived culture clash
between the old masters’ values of good classical musical and the culture of rock and

Pop music.

In a study of university music education students in Texas, USA by L’Roy
(1983), the conclusion reached is that specialized skills and knowledge are required
to become a music teacher. What is challenged is the nature of that knowledge and

skill base. L’Roy (1983:183) writes,

Undergraduate students in any school of music at any college
are called upon to prove their worth as performer through juries
each semester. Students are also required to take applied
lessons, participate in ensembles, and to perform in a variety of
departmental recitals as a matter of common practice to receive
any kind of undergraduate music degree. It can be seen that
they are being tested and rewarded for competence in
performance constantly throughout their tenure in school. They
are learning specialized skills and knowledge which are
evaluated by peers and teachers alike. They are learning
meaningful’ gestures which allow them to communicate with
other musicians. Because the performance requirements of any
music degree are structured in a sequential order, it contributes
strongly to the development of a role concept as musician-
performer.



This is not to say that these requirements and experiences are
not valid. Rather, it must be understood that they are not the
gestures of music education. They are related, but not the same.

To explore the nature of the "music” in the university is an ethnomusicological
question and has been undertaken by Kingsbury (1984). To explore the nature of the
meanings that the music education students take with respect to this music and each
other as "musicians" is the goal of this study. It is a music education problem that is
becoming ever more important to investigate as music education in the schools is
perceived by many to be growing further and further apart from the apparently
steadfast hold on the "classical" tradition that university music departments allow
themselves as their reality. While the universities argue whether to admit jazz into
their enclave, the schools are more and more embracing the world of pop and rock
as well as musical theatre and other world musics as an everyday diet for school
children of all ages. In effect, the social organization of musical knowledge in school
is itself critical’. Bernstein (1971:49) writes, "Classification thus refers to the degree
of boundary maintenance between contents" and "where classification is strong,
contents are well insulated from each other by strong boundaries”. The perception of
a music education problem would therefore reside in the apparent dispute over the
boundaries which classifies what constitutes acceptable knowledge about music and
subsequently what counts as "musician”. The notion of conflicting standards and their
importance to the definition of social problems has been addressed by Merton
(1982:52) when he writes,

It follows logically and is found empirically that to the extent
that these standards differ among social positions and groups in
a society, the same circumstances will be variously evaluated
as being at odds with the standards held by some and as



consistent with the standards held by others. Thus, one group’s
problem will be another group’s asset.

Merton (1982:64) defines a social problem as "the substantial, unwanted
discrepancies between what exists in a society and what a functionally significant
collectivity within that society seriously (rather than in fantasy) wants to exist". Thus,
as long as significant groups have divergent opinions as to what ought to count as a
legitimate school music education, the obvious first place to search for an explanation
as to why certain people may hold certain kinds of school music knowledge as more

appropriate than others is in the training institutions for music teachers.

Merton (1982:47) suggests that in examining the sociological notion of a social
problem, there are at least eight connected questions. Of these, two seem particularly
important for this analysis. The first is the social perception of the social problem
and the second is the question of the judges of social problems. Since music education
students seem to be engulfed in this social world where there is apparently some
indications of a social problem worthy of serious investigation, it is to their own

identity construction that this analysis turns.

The Faculty of Music at the University of Western Ontario claims that its goal for
its music teacher preparation programme is to "make musicians first, teachers
second". This motto is widely known and widely promulgated in the Faculty of
Music. One needs to ask, in light of the apparent gulf developing between music
education as practised in the universities and music education as practised in the lower
schools, just what meanings are taken into music education students’ understanding
of "musician" and what role this plays in their interaction with each other, with

faculty and outsiders as they come to develop an "identity" as a "musician".



This is a sociological problem. It is a problem that is highlighted by the "new
sociology of education" in Britain where the studies by Hargreaves (1967) Social
relations in a Secondary School and by Lacey (1970) Hightown Grammar together
with the essays in M.F.D. Young (1971) Knowledge and Control began a movement
to examine the "givens" of the more structuralists’ accounts of schooling. The case-
study research lineage of schooling continued with works by Sharp and Green (1975),
Willis (1977), Woods (1979), Ball (1981), Burgess (1983), Pollard (1985) and
Waterhouse (forthcoming). These studies have in common, an approach to the field
that views the meanings developed by those under study as important. This study is
an examination of a view of self; in self® where the meanings and knowledge of
"musician” become the foundation for the development of an identity as an
overwhelming or "master status” (Hughes, 1945). The study is grounded in the
perspectives and methods of sociology to attempt to answer questions raised in the

discipline of music education.

Before proceeding further, a discussion about the preparation of music teachers in

Canadian universities is in order.

Music Teacher Education

To begin with, the professional education of a music teacher in Canada is
typically the divided responsibility of a university music group (Faculty, School,

Department, Division, etc.) and a university education group (Faculty, School,



Department, Division, etc.). The balance of power between these groups varies
widely in Canada from almost total control of the music teacher programme by the
music group in some universities and in contrast, to the almost total control of the
music teacher programme by the education group in other universities'. These
variations are usually seen by casual observers more as political arrangements rather
than ideological ones. However, the balance of the disciplines of music and
educational studies is typically viewed critically by both sides and charges of "poor
teacher but good musician" or "poor musician but good teacher" are hurled back and
forth between the academic units in the university. The music education students, as
will be seen, have their own views as to the appropriate arrangement and emphasis

of their studies, but they too, lack any consensus.

Because of the jurisdictional variations among Canadian universities, the
preparation of a music specialist in Canada cannot be easily described. While there
is the semblance of a uniform programme of studies with the inclusion of courses in
musicology, theory, performance and a variety of elective things within the house of
music (Schmidt, 1986, 1989), there are a large variety of teacher preparation delivery
systems for the music specialist. These variations are largely jurisdictional within the
university political make-up. They do, however consist of an otherwise unprecedented
involvement of the academic unit (music) with the more usual mandate of education
faculties. Some universities, such as the University of Alberta, house the music
teacher education program in the Faculty of Education with academic input from the
Music Faculty” in much the same way as any other discipline. The other extreme
shows examples where the Music Faculty has taken over the entire process of teacher
education. In some institutions the political arrangement is further confused because

members of faculty hold joint appointments in both the music division and the



education division, thus wearing one hat at one time and yet hat another at another

time. Leading music educators in the USA have written positions such as this,

The final criterion for judging the effectiveness of a program of
music education is its effect on the musical behaviour of
students. (Leonhard & House, 1972:412)

Whether this judgment can be substantiated remains to be seen. But it is this ideal,
among others” that has led many Schools of Music to challenge the more traditional

and obvious mandates of Education Faculties.

It is this variety of preparation models that might lead an observer to the
conclusion that, although the teacher-education curriculum is a relatively stable entity,
the mode of delivery is sufficiently varied to create differences in "product”. While
these various models have been established by the different universities for the
preparation of the music specialist, the interactional processes that the students
encounter in the differing models of curricular presentation and Faculty affiliation
must be presumed to have some effect on the "product” of this educational process.
This notion for discovering differences in outcome within schooling institutions has
been the subject of considerable sociological research. Robert Merton (1982:34)

writes,

The study of school systems is also seen as strategic for
discovering the circumstances in which organizations designed
for a particular purpose give rise to unpremeditated effects.
Here the originating question asks: What are the unintended
consequences of the present "rational”, organizational structure
of schools for the socialization of the child?



Simply because the jurisdictional authority of music education programs in Canada
is so dissimilar one from another, the outcomes of the degree pattern for the student
could reasonably be presumed to be dissimilar. It is the intent here to argue that the
social outcomes of the preparation of the music specialist can best be illuminated from
a stance that recognizes the "product” of teacher education as a social product as well

as a knowledge or skill-based product. One might legitimately ask who these

graduates are as well as just what they know. Set more systematically in the
sociological tradition one would ask, how do multiple-group affiliations and
reference-group interactions raise partisan conflicts in the role-identity" or social
action of the graduates? Are there social action consequences of varying degrees of
consistency in the multiple role-identities of the graduates? If the graduates of one
university have differing views of the process or content of music education then
these too can be suggested, perhaps, to be outcomes of the program of studies
through which the student has been processed. Whether any of these consequences
can be shown to be unpremeditated remains the topic for empirical enquiry elsewhere.
Further, an investigation of the apparent non-consensus among music education

students might be useful.

If the curriculum content is substantively similar in most all the institutions
(Schmidt, 1986, 1989), the educational "product" must surely be differentiated not by
what the student knows, but by who he is or thinks himself to be. That is to say, that
the social product may be just as, if not more, important than the knowledge product
that results from the music teacher education curriculum. This is more than
Bernstein’s (1971:50) "Framing" where the frame refers to "the degree of control
teacher and pupil possess over the selection, organization and pacing of knowledge

transmitted and received in the pedagogical relationship”, this is a question of
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identity, of meaning associated with a master status as "musician” and how that

influences the processes of social interaction.

During the last 35 years, the Faculties of Music in Canada have grown and
systematically, following their American counterparts lead, taken over an ever
increasingly large part of the teacher education process for music-education
specialists. This remains an anomaly in Canada because no other university faculties
in school curricular areas (eg. English, Mathematics, Science) have shown such
substantial interest to have established themselves within the education discipline as
distinct from their otherwise assumed academic expertise. There has been little
investigation as to the importance of setting or context for the development of an
identity as teacher, but Faculties of Music have been successful in convincing many
university administrations that music and the study and teaching of music is somehow
"special” and is dependant upon special knowledge and skills that are only available
in a Faculty of Music setting. From the literature we have this researcher’s own early

observations recorded.

It is a curious development that music is perhaps the only
subject whose practitioners at the university level typically have
meddled in the mandate of education faculties. One sees journal
advertisements that proudly claim that music education courses
are taught almost exclusively by music faculty. By comparison,
science faculties are content to get on with things
scientific.(Roberts, 1986:32)

As a result, faculty are hired in music faculties to teach education subjects, most

particularly methods, and the results are that unique and often baffling staffing

11



arrangements are made to accommodate this political arrangement. In the USA the

situation has been described as follows,

The administrative structure for music teacher education
exhibits considerable variation among institutions., Members of
the music teacher education faculty may hold appointments in
the department of music, in the department of education, or
joint appointments between music and education.(Leonhard,
1982:237)

As this process in the drift of responsibilities from the typical mandate of
education faculties continues, it takes no great amount of imagination to conclude that
some groups of people representing the one side come into conflict with groups from
the other side. This view seems to correspond with the view of students and has been

expressed by one American faculty member as follows,

The freshman I know are not primarily motivated by the desire
to become a teacher five years later, even if they have settled
on teaching as a career plan. They are concerned about getting
first chair in the band, about gaining the respect of their peers
and studio teachers by spending more time in the practice room
than any other freshman...(Meske, 1982:263)

The results of such programme decisions in the USA have been described by one

of its most noteworthy university music educators,

Existing programs are, without exception, hybrids, the result of
a kind of random cross-fertilization of three related programs
from different types of institutions - the conservatory, the
liberal arts college, and the teachers college or normal school.
The result has not been a beautiful flower which sometimes
results from hybridization but an overgrown thicket which
pleases nobody, not the musician, nor the humanist, not the
educator.(Leonhard, 1982:245)

12



Leonhard continues,

As a result of a long series of compromises, the present music
teacher education program results in a human product whom the
applied music specialist considers less than adequate as a
performer, whom the musicologist considers deficient as a
musical scholar, whom the theorist views as lacking in basic
musical skills, and whom the school administrator considers
unprepared to relate music to the total school program. The
graduate himself is placed in the unenviable position of having
tried to please everybody and having pleased
nobody.(1982:245)

This description of music education programmes may apply equally well to the
student in the Canadian scene of music teacher preparation and as a result, appears to
be the basis for considerable unrest between these various factions negotiating over
the jurisdictional authority as well as the students. It has been suggested however, that
when music faculties have control of teacher preparation programs, the product

becomes defined solely in musical terms. Sidnell (1981:175) has stated as follows,

I think most [music] education is based on the house of music
knowledge, which has many rooms. We talk about rhythm,
melody, harinony, form, and colour, but we do so without
reference to "people".

Thus it is clear that the first obvious anomaly is that music teachers may be
typically much more concerned about "being a musician” than a science teacher is
concerned about "being a scientist”. Thus it is apparent that science teaching can be
viewed as informed by science studies but that music teaching may often be viewed

as a function of a musician. Thus the teacher’s identity may become one of "master

13



status" as "musician”. One cannot just borrow the knowledge about music as one
might in science, one must, rather, be a "musician". The following excerpt from the

official "Calendar of the University of Western Ontario may serve to illustrate this

point,

Every prospective student must perform an audition on the
principal instrument for members of the Music faculty. (1987-
88:178)"

Before graduation, all students who elect a four-year honours
program must reach a minimum of the Associate level in
performance in their applied area. (1987-88:187)

In fact in practice, school music teachers appear to wear different hats according
to what they are presently engaged in at any given time, sometimes clearly as teachers
but often just as clearly as performing musicians. It is ultimately to this issue that this
research turns. To understand what "being a musician" means to these students and
how and why they negotiate this status will be examined in detail and a theoretical

basis for these processes will be proposed.

Previous Relevant Studies in Music and Music Education

Music teacher education in Canadian universities has not been the subject of any
major research activity. What little relevant research there has been comes from the
United States and, as often is the case, the implications of USA studies are often
taken for granted in Canada'®. This American research seems in general to investigate
the curriculum (Schmidt, 1986, 1989) or the types of variation between the

programmes offered at various colleges and universities.
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The most thoroughly comprehensive gathering of statistical data concerning music
students themselves, however, was prepared by Casey (1986) in his investigation of
the profile of undergraduates at Northwestern University in the USA. He gathered
data on attitude, demographics, self-concept and personal orientation. His study is
perhaps more in the tradition of a "marketing research” model designed to give the
institution facts that could be used to sustain the institution’s level of student
recruitment. Casey set out specifically to determine the nature of the students who
attended Northwestern University with the intent to provide the university with data
from which the university could market its "products" to the most advantage to those
groups of students who were shown to comprise the majority of registration as well
as to target other possible groups of potential students. His intent was never to add to
the generalizabilty of knowledge about music students. He concludes his abstract for
example with the following comment, "Given the chance to select a college once
again, this student would again elect to attend Northwestern" (p.iv). Casey examined
the concerns of the institution, largely enrolment retention, and it offers, therefore,
as such little by way of investigation or conclusion into the students’ concerns or
theoretical development about the meanings they construct about being music students
in the institution or the processes of becoming a "musician" inside the institution. His
work is apparently largely atheorectical and also only probes within a single
institution which provides no data for comparative analysis. This is not intended to
sling arrows at Casey’s research, for it accomplished what it set out to do, but it

cannot inform this research as to perspectives, meanings and theory.

Two studies which come closer to searching for a student perspective in music

faculties are by Kadushin (1969) and L'Roy (1983). Kadushin investigated the

15



professional self-concept of music students at Julliard and at the Manhattan School of
Music. Methodologically this study was confined to questionnaires which were
designed to find the things that made music students consider themselves music

professionals. He concludes,

Many students do not even’attempt to face the stress of
becoming a concert or performing artist, and many shift to
teaching as their major ultimate or permanent career in music.
The meaning of a professional self-concept to a future music
teacher might be quite different from its meaning to a student
who intends to become a performer.(Kadushin, 1969:398)

While Kadushin discusses "meaning”, he does so from a posture that suggests that
these meanings are simple pre-defined or pre-existing categories and that students
adopt a meaning along with the already envisaged "self-concept” to which he makes
reference. He writes (:390), "we take professional or occupational self-concept to
mean simply that noun which a person usually applies to himself when asked the
standard identifying question of modemn society, "what do you do?". Thus his quest
seems to be centred upon a fixed notion of self identification to a known and pre-
defined occupational status. He does not seek to explain what processes account for
the development of such a "self-concept" nor does he challenge the nature of a "self-
concept” as a social construct for students. This research, on the other hand, is more
interested in a Meadean self as process. Furthermore, Kadushin studied the
socialization of students who were studying to become "professional’" performers and

not school music teachers.
L’Roy (1983) is the first major study which sets out for itself the task of looking

beyond the paper and pencil tests for the gathering of data about music students for

analysis. While the plan was noble, the inclusion of a paper and pencil test in the

16



data gathering procedures led the researcher to report almost exclusively from the
statistical data gathered and thus the study, for all its promise, left the research
community with little in the way of explanation” or understanding of the social
processes in the construction of reality within the social world of music students. Her
purpose as stated was to investigate the development of occupational identity in
undergraduate music education majors using a "symbolic interactionist” framework
(1983:1). Although she interviewed 28 volunteer students, the "focused" interviews
provide only minor comment to support the statistical findings from the paper and

pencil test. Together with her doctoral advisor, L’Roy reports the findings of her

study as follows,

Professional performer was ranked first most often, but music
educator and musician tied as the second most frequently ranked
label. In all three areas the choice for professional performer
increased rather than decreased from the freshman to the senior
year, indicating a lessening of commitment to music education.
(Froelich & L’Roy, 1985:68)

Her findings result in a form of quantitative descriptive ethnography of the music
school at North Texas State University. The researcher settled upon predetermined
categories, which are claimed to be the result of some initial interviews which opened
with the question "What do you plan to be when you graduate" (L’Roy, 1983:70).
Once these few interviews provided the initial categories, L’Roy reverted to the
questionnaire. This precluded any further development or modification in meanings
which may possibly have been discovered with other more open qualitative
techniques. The questionnaire which resulted solicits ideas from students about how
they view the profession that one presumes they have indicated a preference for. Thus
question 18 reads, "In your opinion how do good music teachers gauge the
effectiveness of their work?"" (p.200) It is therefore a hypothetical account of an

abstract future. She claims a qualitative framework yet reports almost exclusively on
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her quantitative data. Nevertheless, this is a ground breaking study and for the first
time the principles of symbolic interactionism were applied, albeit weakly, to the
university music education community, an approach she traces back to White (1967)
who suggested the appropriateness of a symbolic interactionist framework for the -
investigation into the professional role and status of music teachers in the USA. The
implied promise that this research would look further into the previously unexamined
processes of interaction by offering a conceptual framework for defining social
phenomena to be investigated and then suggesting more appropriate qualitative
methodologies for exploring them is left untapped. The conclusions that are reached
appear largely to come from the statistical data alone and the day to day construction
of realities are left unexamined and unexplained. One can only review the object of
research through its written reporting and considering the stated objectives of this
study, the reliance upon statistical reporting may have been more the result of
university political pressure than the researcher may have initially planned considering
her advisor’s apparent advocacy of participant observation as a research method for

music education®.

The single most relevant and important work that precedes this study is that by
Henry Kingsbury (1984) titled "Music as a Cultural System: Structure and Process in
an American Conservatory". Kingsbury, like this researcher, is a professor of music
in a North American university. He, too, began to question the processes of music as
a cultural system within the university music department. His is an
ethnomusicological study that begins with essentially the same general questions as

this study. He writes,

I strove to observe every social interaction in terms of the
question, "what is at issue here?," to see what was being
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negotiated, decided, clarified, altered, maintained -- what is in
contention, in doubt. (p.30)

Later he adds,

This is a study of the learning, the teaching, and the evaluating
of music, which is to say that it is a study of issues, and by
"issues" I specifically mean things which are perceived and/or
acted on as issues, as being at issue, by the people under study,
namely the students, teachers, and administrators at the
conservatory. (p.33)

Ultimately, however, Kingsbury focused his enquiry on the cultural artifact

commonly called "music”. He writes,

my goal is to describe the meaning of various notions of music
and non-music, and to examine the social process which
manifests and reproduces these notions. (p.48)

His effort is decidedly ethnomusical and not a direct unpacking of the interpersonal
account of the social processes. Nevertheless, in his report, he deals substantially with
issues such as "talent", "competition" and the reified category of "music". His
analysis, however, remains entrenched within the ethnomusicological tradition and
although obliquely reflects on the position taken in this present analysis, it proceeds
towards other goals. His results, he suggests, might not be totally acceptable to the
musician and because this present theoretical generation may be likewise suspect, it

is offered for comparison. Kingsbury writes,

It should not be glossed over that among many musicians this
thesis -- with its insistence that "classical music be understood
as an aspect of social process necessarily including an awareness
of power and authority -- will in all probability be seen as
something of a sacrilege if not an absurdity, as perverting or
polluting the music as it is, or as they might say, the music on
its own terms. (p.87-8)
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Furthermore, the conservatory that provided the location for this research differs
from this present research in that the principal objective of the conservatory is to
produce performing musicians and this varies substantially from the goal of becoming

a teacher of music?.

Kingsbury chose participant observation as a "mock student” as his principal

research methodology. As such however, he is quick to add the following,

I warn that this may be the closest thing in this dissertation to
raw data, since one of the salient experiences I had as a
fieldworker was that of consciously choosing which "data" to
include and which to exclude from my field notes (one cannot
record everything), thus introducing analysis to the very process
of collecting data.(p.8)

Thus the presentations of interpersonal interactions provide further "raw" data for
this present study since the data in this study were collected mainly by interview.
Substantial reference will be made to Kingsbury throughout this analysis, which is

focused most directly on the actors rather than the music.

Identity and the Music education Student

Kingsbury, like this report, is principally qualitative and analytical in nature as
opposed to the more quantitative and descriptive studies by L’Roy and Kadushin. In
fact, the object of this study might be stated as follows: to develop a substantive
grounded theory concerning the identity negotiation of student music teachers in the
Canadian university system. "Substantive” meaning here as from Glaser and Strauss
(1967:32) the development of a theory for a "substantive, or empirical, area of

sociological enquiry, such as patient care, race relations, professional education,
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delinquency, or research organizations”". One may be permitted a suggestion as to
how this may be useful to formal theory development but this present effort constrains

itself to the substantive area of the student music teacher.

For the purposes of this analysis, the concept of "identity" is derived from
essentially two pivotal sociological works in the symbolic interaction tradition,
McCall and Simmons (1978) Identities and Interaction and John Lofland (1969)
Deviance and Identity. The development of the concept of "identity" begins with

considerations in McCall and Simmons (1978:65) where they write that role-identity,

may be defined as the character and the role that an individual
devises for himself as an occupant of a particular social
position. More intuitively, such a role-identity is his imaginative
view of himself as he likes to think of himself being and acting

as an occupant of that position.
They further claim that if a person does not claim "some social identity, other people
will force one upon him". (p.70). People are able to claim many different role-
identities for themselves while taking into consideration the support they can gain
from Others for these various role-identities. But McCall and Simmons develop their
thesis to suggest that these many role-identities are "themselves not equally important
to the individual but differ in their prominence" (p.80). They write that "those
identities most in need of support are more likely to be acted upon, for we strive
always to legitimate our conceptions of ourselves"(p.81). This has serious
implications for this study since, as will be amply demonstrated, the role-identity as
a "musician" is seen by the students as needing substantial support to ensure an

adequate legitimation. These role-identities are similar to what Lofland (1969:123)
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refers to as "categories”, i.e. "kinds of people". Because people have many of these

role-identities or categories, these begin to cluster with the result that,

For public purposes and on occasion of face-to-face
engagement, one of the clustered categories is singled out and
treated as the most important and significant feature of the
person or persons being dealt with.(p.124)

This, suggests Lofland (1969:124), becomes a "pivotal category" that defines "who
this person is". Thus acts which are consistent with the pivotal category become more
than acts, they become the people themselves. Thus in the deviant field, acts of
murder, rape and robbery are perpetrated by murderers, rapists and burglars. In this
study, acts of music-making are seen as consistent with people who are "musicians"”.
In the music education 'literature there is a growing awareness of this relationship
between music and identity. David Elliott (1989b:12) writes about musicians as
follows, "They fear that outsiders will not understand and respect them. In short,
because music is, in essence, something that people make or do, a people’s music is
something that they are, both during and after the making of music and the
experiencing of music". Lofland (1969:127) writes that "whatever is taken as pivotal
is Actor - is his essential nature or core being". This is the person’s "identity". The
notion that a pivotal category can be viewed by Person and Other as Person’s
essential being is most strongly associated with deviant types. While Person may be
a carpenter, father, brother, Knight of the Round Table and golfer, these role-
identities are most strongly obvious in situated social action. One seldom perceives
the carpenter as a father or the golfer as the husband (hence the well-known "golf
widow"). But when a pivotal category takes such pre-eminence as it appears to do so
often in deviance, the murderer is seen as a murder regardless of the situation as

golfer, father, brother or Knight of the Round Table. It is as if all other possible role-
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identities or social categories are pushed by Others so far into the background® that
only the one single "identity" is visible. Hargreaves (1976:204) writes that "instead
of the act being just part of the person, the deviant act comes to engulf the person".
Thus the person comes to view himself as "centrally, pivotally, essentially or ’really’
deviant". For the music education student in the music school, the desire to be viewed
so centrally, pivotally, essentially or *really’ a “musician" is the major concern of this
thesis. Much of "identity" is considered by many sociologists to be imputed.
Hargreaves, Hester & Mellor (1975:140) write that "the identity the teacher imputes
to the pupil has important consequences for the analysis of teacher-pupil interaction
and the development of pupil career". As in this case, the imputation by Others and
Self-as-Other of a "musician identity" has these same important consequences. This
notion of imputation derives from the labelling perspective® and it is discussed in

detail as it relates to this analysis at the conclusion of this thesis.
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Notes for Chapter One

1. Music education students in this study are those students who have elected some
university’s official teacher training program for music teachers. It defines the
"sociological sub-group" specifically from other "university music" students who may
be taking "performance" programmes or "theory & composition. The nature of the

boundaries about these groups and sub-groups are worked out in some detail later in
the thesis.

2.There is an implied assumption here that these students do come to develop this
"identity". It is somewhat the dilemma of the rat chasing its tail here as the study
actually presents the data and analysis in a way to demonstrate that this assumption
results from the analysis and is not a precursor to it.

3."Identity" in this study is developed fully later and derives from the writings of
McCall & Simmons (1978) and Lofland (1969).

4.Interaction is taken here in the fullest Symbolic interactionist’s and Meadean sense
of both with "others" and with "self".

5.1t is not a moot point here that the education of a music teacher is described as a
"process" rather than in different words. This study takes the position that the
educational "product”, in light of a rather significant consensus in university curricula
for music teacher candidates (Schmidt, 1986,1989) is not as critical as the social

construction of an "identity". It might be more simply stated perhaps as "not what you
know but who you are".

6.Becker’s concept of "ideal pupil” perhaps.

7.0f course the question may not be a simple matter of "goal” and may be much more
significantly tied to what counts as "music" altogether. Again we must refer back to
the sociology of knowledge (see MFD Young (1971). Here there are clear signs of
a hierarchy of music knowledge. '

8.This movement stems worldwide from Canadian R. Murray Schafer and in England
from Paynter and Dennis among others.

9.MFD Young (1971:2) writes for example that "certain fundamental features of
educators’ world which are taken for granted, such as what counts as educational
knowledge, and how it is made available, become objects of enquiry" See Vulliamy

(1977) for a thorough examination of music as a case study as organized school
knowledge.

10.from G.H.Mead, 1934
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11.1t is also a historical legacy of university power and control as music schools began
to appear within institutions of higher learning and laid a claim on teacher education
in music.

12.The use of the designation Faculty of Music, Music Faculty and School of Music
are the most common designates in Canada. They are used as synonymous terms here.
The members of faculty, ie. the professors, are so designated so as to avoid confusion
between the people and the institution.

13.The most salient of these others is the apparent relationship between the teacher
and the knowledge of music as something someone "is" rather than something that
someone "borrows".

14.from McCall & Simmons (1978:65) Identities and Interactions. "Role-identity may
be defined as the character and the role that an individual devises for himself as an
occupant of a particular social position. More intuitively, such a role-identity is his
imaginative view of himself as he likes to think of himself being and acting as an
occupant of that position".

15.see Hopper (1971:94) "A system with a centralized and standardized selection
process reinforced by a sponsorship ideology is similar to a "Talent Show" in which
the participants display their talent to a panel of judges who are assumed to have good
judgement".

16.This is not always seen as such a "good" idea. McKellar (1985:30) writes about
the study by Biddy & Posterske (1985), "I am pleased to bring to your attention that
this is a Canadian study of Canadian youth. It is not an American study from which
we must assume similarities. In my opinion, too frequently, decisions are made that
affect Canadian curriculum based on research carried out in societies that do not
necessarily precisely reflect the Canadian character”.

17.There is no hidden agenda here with respect to the status of the musician as a
professional. However, as will be discussed later in more detail, it is difficult to make
a substantial case for the performing musician as a "professional” within the more
regnant sociological literature on professions except for the very liberal construct that
Kadushin uses in his study of "What do you do?"

18.See Weber and the tradition of "Verstehen" or cultural understanding. e.g. Broom
& Selznick (1963).

19.1t is perhaps very informative to this present study to note that in response to this
particular question "pupils’ progress and self-evaluation" rated highest and "principal’s
evaluation and music supervisor’s evaluation" rated lowest as sources of evaluative
information.

20.Froelich-Rainbow, Hildegard (1984) Systematische Beobachtung als Methode
musikpddagogischer Unterrichtsforschung. Mainz: Schott
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21.refer to Kadushin above for a previous examination of the "conservatory" position
22.see Goffman (1959)

23.see Plummer (1979) for a rather complete review and proposal for an
understanding of this perspective.
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Section A

The Social Construction of Reality in the

World of Music Education



Chapter Two

Methodology

As early as 1973, Ellis Melton in his efforts to provide some predictor variables
for music students concluded that he had discovered little of practical significance for
the selection or guidance of music majors. He went on, however, to recommend that
future researchers look to structured interviews as predictors of specialization, rather

than relying on paper and pencil tests.

Even the most thorough examination of the subsequent literature shows no move
away from the deluge of quantitative studies. It may be in fact, that not until the
publication of Lundquist’s 1986 agenda for sociomusical research in higher education
have any substantially new directions been pointed out to the music education
community. Lundquist (1986:53) concludes that the focus of sociomusical research
becomes the identification of common structures and processes underlying the
relationships between human beings and music phenomena and identifying the

principles by means of which they interact.
The occasional effort at dealing with these issues appears in the literature about

this time (L'Roy, 1983) (Krueger, 1985) but the agenda is still largely untapped for
its rich potential. Lundquist (1986:54) writes,
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The range of pancultural issues include: the identification or
selection of musicians, behaviour of musicians, socialization or
enculturation of musicians, social stratification and music,
music preference..."

Many of these issues have been attempted with limited fruitful results because the
research initiatives have unsuccessfully tried to quantify many of the things much
better explained from a qualitative perspective. As described earlier, L’Roy (1983)
fell into this trap with her research. Although her approach was claimed to be built
from symbolic interactionism and qualitative methodologies, she reports essentially
on the quantified data generated in her questionnaire thereby ignoring the possibility
of theorizing from the potentially more useful qualitative data. So we know from her
study that only 16% of the band and string majors claimed that music education was
the only satisfying field for them (1983:133). But what social forces may have shaped
these opinions or if in fact her respondents even understood the meanings she
attempted to convey through the questionnaire is left unquestioned and subsequently

unanswered.

The disappointing results of this and other studies can perhaps be largely
attributed to the distrust and ignorance of other more appropriate methodologies
employed within the greater education research community. In fact, when this
research project was described to the head of music education at one of the research
sites, the response was that while he had no objection to this style of research, it was
not to be confused with the notion that he accepted the "qualitative approach”. He

stated that in his American graduate work, he had taken some psychology courses and
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that they had convinced him that such an approach was inappropriate although at the

same time he admitted total ignorance of the method.

Although the research community in music education has largely ignored the
potential of qualitative research, other academic disciplines such as sociology have
developed long and distinguished traditions with this style of research methodology.
The rigor of such an approach depends substantially on the ability of the researcher
to suspend belief in his own "knowledge". Schutz (1964:27) writes, "The sociologist
is the disinterested scientific onlooker of the social world". It is here that the
methodological roots lie to examine what Schutz (1964:27) calls the "cultural pattern
of group life". Within this tradition lies the potential for the gathering and analysis of
meanings. How the social actors (our music education students) borrow, create and

use meanings for the operation of day to day interactional processes.

The University Musician World

Music education students view themselves as belonging to a specific social group
on campus. Depending upon the particular university in this study, they typically
refer to themselves as "music students" and belonging to the "Faculty", "School” or
"Department”. They display a sense of belonging and group spirit. Most of their time
is spent together as a group of music students and they share many of the same
pressures and experiences both academically and musically. The strongest perceived
commonality, and often a source of irritation and tension among the members of this
group, appears to be tied to the music-making demands in the music school. For the
purposes of this analysis, the term "music school" will provide the global boundaries'

for the inclusion of those students studying music and about whom this study concerns
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itself. Music students appear to develop a strong sense of isolation from the rest of
the campus and most seem to focus their attention to the social action within the
music school. It appears to them as an "insider group". They often refer to others
who pass through the music school or drop into their cafeteria as "outsiders". The
musician’s world seems contained within the walls of the music school and as Becker
(1973:103) reports, a musician "conceives of success as movement through a
hierarchy of available jobs". On campus, the institution provides all these "jobs" and
students, as musicians, see their own success partly in relation to an established
hierarchy of these academically organized "jobs", i.e. the university bands and choirs
and orchestras. Community membership appears quite strong and students report that
membership is virtually granted instantly during the ceremony during the "frosh
week"? activities. It is a form of social ritual’ which confers music student status on
the newcomers and these students report that once so inducted, they immediately are
able to join in the activities as "insiders". At UWO, the students often talk about the
physical separation of the music school from the rest of the campus. Physically, the
music school is at the bottom of a rather steep hill and all other campus activities
have come to be known to take place "up-the-hill". This comes to be symbolically
referent to all activities outside the confines of the music school as well as literally to

activities that really do take place on the main part of the campus.

The notion of group is used here because it will be shown to be important that
there is a central or core membership as well as a periphery membership among the
music students. Despite the tendency of modern sociology to abandon the
acknowledgement of simple structures, the students in this research have a strong

sense of social bonding in the basic ways described above. The students perceive a
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sense of Toennies’ "Gemeinschaft" (1887), a strong sense of belonging with both

benefits and obligations without a necessary commitment to agreement.

Aside from the more obvious "structural” group boundaries, i.e. those bound to
official university structures such as academic year, academic major, applied major,
or assigned ensemble, this study takes as its construct the notion that "community" is
a symbolic structure where the participants perceive the "reality and efficacy of the
community’s boundary - and, therefore, of the community itself - [dependent] upon
its symbolic construction and embellishment” ... "Community is that entity to which
one belongs, greater than kinship but more immediately than the abstraction we call
’society’. It is the arena in which people acquire their most fundamental and most

substantial experience of social life outside the confines of the home" (Cohen

1985:15).

There are several other sub-groups which have an importance to this analysis.
Some of these sub-groups are structurally bounded such as the students specifically
under investigation here, the music education majors. These are the students in the
music school who have indicated, at least formally, that they wish to become school
music teachers. The other important sub-group structurally bounded is the group of
students referred to as the "performance major". Other less structurally bounded sub-
groups appear to be based around academic year, instrumental major and particular
performing ensembles. Of course, there are sub-group formations that are of no
immediate importance to this analysis but it is perhaps worth mentioning that the
music school is a complex group of students with many varying sub-groups with

overlapping boundaries, both structurally and symbolically.
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The music school can be perceived as a social world having a variety of pushes
and pulls, a variety of actors, a variety of settings, a variety of outcomes. Descriptive
studies such as Casey (1986) provide quantitative data on almost every possible
parameter imaginable for these variables just enumerated, but after digesting every
fact, every chart of analysis, one is left with the feeling that one is no closer to an
understanding of the social dynamic of the students than one was before. Any
comment concerning the interaction among the peoples of the music school both

within and without is missing.

The obvious answer to discovering anything about this social world must come

from elsewhere. Whyte (1955:357) came to this conclusion about 35 years ago when

he writes,

It was a long time before I realized that I could explain
Cornerville better through telling the stories of those individuals
and groups than I could in any other way.

It comes as little surprise that from these early sociological investigations a
tradition has developed from which field strategies can be selected with confidence
and assurance. There is no longer doubt that the legiﬁmacy of this approach brings

us closer to an understanding of what drives a society. The following excerpt

concludes the argument.

It is argued that meaning is derived from social interaction, that
subjective meanings are a legitimate focus for study and that
naturalistic research must be conducted in social
context.(Crossley & Vulliamy, 1984:194)
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Genealogy of this study

The methodological genealogy of this study is long and secure. It stretches from
the American "community studies” such as Whyte (1955) and Becker et al.(1961) as
well as Becker, Geer and Hughes’ study of university life (1968). The lineage
continues through the schooling case studies in the U.K. by such researchers as
Hargreaves (1967), Lacey (1970), Sharp and Green (1975), Woods (1979), Ball
(1981), and Burgess (1983), Pollard (1985) and Waterhouse (forthcoming). In the
United States both L'Roy (1983) and Krueger (1985) have added to the direction
specifically in music education, albeit largely in name only. Of most significance is
the study by Kingsbury (1984). The study has taken from these earlier schooling

studies its core direction about which Sharp & Green (1975:3) write’

Nevertheless, without wishing to engage in essentialist debates
over nomenclature, what seems to be held in common by all of
them are, first, their common heritage in German Idealism,
developed in social science in the work of G.H. Mead, M.
Weber and A. Schutz, and second, their substantive concern
with the problem of subjective meaning as a basic for an
understanding of the social world.

General design of project

The general design of this research is qualitative. Aside from other arguments it

is contended that,
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present measurement devices are not valid because they
represent the imposition of numerical procedures that are
external both to the observable social world empirically
described by sociologists and to the "conceptualizations" based
upon these descriptions.(Cicourel, 1964:2)

The basic approach was to examine the on-going and developing social life among
the music education students in the Canadian University system. In this way, the
present study is similar to both the perspective and methodological practice employed

by the researchers responsible for The Boys in White. The authors report,

we did bring to our study of medical students the idea that their
conduct, whatever it may be, would be a product of their
interaction with each other when faced with the day-to-day
problems of medical school.(Becker et al., 1961:11)

The view taken here is from within, that is from the actors’ point of reference.
The study examines the academic lives of music education students during their time
on campus. It is not even a global look at music students, but specifically those
students who have indicated their goal to become, albeit in some instances only
officially, teachers of music in the Canadian schooling system. This is consistent with
other similar studies in which the perspective of the student has been taken in

supersession to other sub-groups in the same society such as faculty or administration.

We did not concentrate equally on all participants but made the
student our central concern and studied other aspects of the
organization as they impinged on the student...(Becker et al.,
1961:21)
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In fact in this study, because the group of students which is being studied is an
officially designated group among several academic groupings of music students, it

is important to emphasize that it is only the perspective of the music education major

that is being examined®. In most cases this group forms the official majority of music
students and one could presume from that, that theirs would be the dominant culture.
That it is not is to some extent the fascination that this sub-group of the college music

community holds for this researcher.

The methodology was conceived in a way to allow for both discovery and the
development of a grounded theory’ for the explanation of the social processes in the
music school. The principal data collection strategy was the unstructured interview.
The object was to discover what was going on and not to try to test for the frequency

of pre-determined ideas about the operation of the society.(Lofland, 1971:76)

Although this will be discussed at length later, suffice it to say that there was an
attempt made to conceive of the interview chain as a continuous event rather than a
series of isolated information gathering opportunities. Glaser and Strauss (1967:75)

write,

At the beginning of the research, interviews usually consist of
open-ended conversations during which respondents are allowed
to talk with no imposed limitations of time. Often the researcher
sits back and listens while the respondents tell their stories.
Later, when interviews and observations are directed by the
emerging theory, he can ask direct questions bearing on his
categories.
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The notion of the discovery of grounded theory during the actual on-going data

collection is fundamental to this approach.®

In participant observation, interviews are typically open-ended,
as opposed to closed-ended....as such, the method, when
appropriately employed, entails a continuous movement between
emerging conceptualizations of reality and empirical
observations. Theory and method combine to allow the

simultaneous generation and verification of theory.(Denzin,
1978:183)

It is through this process that the grounded theoretical categories can be
discovered and tested until gradually their properties sublimate into more concrete
descriptions of the categories and the categories become "saturated". Through
comparisons they are verified both within the principal population as well as
externally’ (Glaser & SUausé, 1967). It must be stressed that the entire design was
deliberately unstructured in advance in order to maximize the opportunities for both
discovery and verification of the emerging theoretical propositions.(Denzin,

1978:184)

A method of enquiry was needed to solicit deep-seated feelings, meanings,
definitions and beliefs from the students, which in at least one instance, brought the
interviewee to tears'® with her realization that she saw herself as less competent as a
"musician” than she wished. It was this experience that led this researcher to believe
that the interviews were penetrating enough to seek deep seated constructions of what
the students considered their "identity” to be. It was armed with this experience that
this researcher entered the full body of this investigation, perhaps with some timidity,
perhaps with some fear. But reference should be made to the following with respect

to aspects of the solicited realities.
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the skilled interviewer...can obtain information that the subject
would probably not reveal under any other circumstances. The
reason why such information may be difficult to obtain is that
it usually contains negative aspects of the self or negative
feelings toward others.(Borg & Gall, 1963:212)

At the very best, it is to be noted that the investigation is limited to the sub-group
of the university music school identifiable as the music education students.
Nevertheless, one builds a picture of the macrocosmic world in which this sub-group
exists. This view is perhaps captured through tinted lenses because the perception of
this reality is constructed by a sub-group within the music school that operates
somewhat with its own meanings. This is a typical model of field investigations and

was the operative model in the following.

...JI was building up the structure and functioning of the
community through intensive examination of some of its parts
- in action. I was relating the parts together through observing
events between groups and between group leaders and members
of the larger institutional structures (Becker et al., 1968:2)

It must be stressed that the view is from within. It is not the typical music
education study of curriculum (Schmidt, 1986, 1989) which shows what ought to be
done or the typical study of attitudes which attempts to discover what courses
graduates liked or disliked or which parts of their training they thought most prepared
them to teach (Krueger, 1985). This is a study which presumes to look inside the
social world to discover the forces that impact on the students and subsequently
generate the processes of interaction based upon the realities acted upon as such by
members of the music school. If we are to understand what it is that the students are
doing, it falls on the researcher to learn the reality of the students and construct

theories from their perspective. Becker(1968:2) and his colleagues state it thus,
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If we do not see it as they do - as a dense network of social
relationships, institutional demands and constraints, and
temporally connected contingencies - we will not be able to
understand what they do.

Zelditch (1962:576) calls the interviewing process the "most efficient and hence
best form" for gathering data about "institutionalised norms and statuses” and the
interview as "adequate with precautions and efficient” for "incidents and histories".
The best strategy for gathering data concerning "incidents and histories” is participant
observation which Zelditch describes as the "prototype and best form"®. But as one
tries to inquire in the interviews about the reality as witnessed while among the
subjects of the study, the boundaries between these methodological approaches tend
to dissolve. Probes are made about observed events and one looks for examples of
situations related in the interviews. It is, of course, this very observation that
strengthens this study. Since each kind of data collection strategy produces a different
kind of information, as the strategies can effectively be combined the researcher is
able to gain confidence in the reliability and validity of the data. When each data
collection strategy provides opportunities to support the categories and developing
linkages (Schatzman & Strauss, 1973:110), each, in turn, can be used to generate specific
kinds of data which help unpack the interpretive obstacles of meanings in social
interaction. Documents such as the student newsletters point out ideas and problems
that students are having in their society. It is here that Lofland’s (1971:54) "If all else
fails" finds its expression. Into print are brought truly those things to which Lofland
asks, "What are the things over which they fret, show irritation, desperation, and the
like?" This process continues until the analytical categories are fully saturated but as

Glaser and Strauss (1967:64) write, making the theoretically sensitive judgment about
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saturation is never precise. Their guidelines for the close of the investigation with

confidence are as follows,

when considerable saturation of categories in many groups to
the limits of his data has occurred, so that his theory is
approaching stable integration and dense development of
properties.

There is of course, one real constraint over which there seems to be little control.
Burgess (1984:54) makes the point so often ignored in the literature when he writes,
"furthermore, there may well be restrictions of time and money". The data collection
for this analysis consumed nearly 18 months and has required more than 42,000 miles
of air travel. All of this has a price, both financial and temporal. It would perhaps
enhance the study if several researchers could have taken part in more sites with more
students over a longer period of time. But even with one researcher, when the
messages and observations leave the interviewer with the sense that there is no new
information here, and that the categories are saturated, the research task is nearing
completion. It is important to reiterate that the goal here is not to generate an accurate
and perfect description of an area but as Glaser and Strauss (1967:30) write, "to

develop a theory that accounts for much of the relevant behaviour".

Access to the Data collection sites

In one way access was quite easy. The universities are by definition committed to
research and it would be inconceivable for an institution to deny access at the most

abstract level. Nevertheless, specific populations and systematic administration can
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make access difficult when they wish to put up obstacles to discourage entry to their

worlds.

Once the formality of the required ethics releases for research on human subjects
had been obtained from the researcher’s own university, letters were sent to the Deans
of the Faculties selected as probable research sites”. Since the only contact with the
Deans would be for formal access and since it cannot be taken for granted that access
to any particular professorial domain would be implied by the Dean’s permission, in
each case, a contact person on the music education faculty was named in the letter for
access addressed to each Dean". This accomplished the goal of gaining access through
the administrative superior while at the same time, moving the organizational detail
of the research to the member of faculty closest to the student population that was to

be studied.

It is perhaps worth mentioning that this researcher is well known in the university
music education community through his recent position for many years as the editor
of the Canadian Music Educator, the national scholarly journal for the music
education field in Canada'. Whether this had any impact on the ease of access will

never be known but access to all sites was easily accomplished.

In addition, the principal site for the investigation was the institution at which the
researcher did both Bachelor and Master degrees in music education. Because most
all the faculty members were teaching at this institution at that time as well, theré
were still many personal and professional contacts within the faculty. Still it had been
nearly 15 years since this researcher had been a student at the institution so that there

was no advantage nor disadvantage with respect to the student population and any
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overt associations with the faculty during the time on that campus were kept as

discreet as possible so as not to compromise the students’ perception of the

disinterested researcher model®.

Formal access to the institution must be totally disassociated in practice from
access to the population. While it is true that without permission to be officially on
site, contact with the student population would be impossible. Official sanction cannot
guarantee access to the students’ meanings nor, in fact, achieve a position whereby
the researcher is in any social position to interact with the students in a meaningful
manner. This is discussed at some length later with respect to the "testing of the

researcher" for inclusion in the students’ world.

Access to specific lectures for observation was made through arrangements with
individual professors again continuing the plan of higher level sanctions moving down
to the people most closely associated with the research population. Burgess (1984:40)
also makes the point that it must be questioned as to the extent to which a headteacher

(the Dean in this instance) can grant access to the whole of a school site.

The Question of Data Sampling

The selection of the institutions for study was largely what Burgess (1984:55)
describes as "judgement" sampling in that they provided the best possible locations
to study the parameters of music education in the field settings. Again the point must
be made that this research does not set out as its primary purpose to provide an

accurate description of the various communities studied. The basic question of
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sampling was answered under the rules set out by Glaser and Strauss (1967:47) for
“theoretical sampling". Thus the groups under study were selected for the theoretical
purpose to which their data might provide at the appropriate time in the sequence of
the investigation in order to provide the necessary comparison groups. Therefore the
criteria as set out by Glaser and Strauss (1967:48) are "those of ’theoretical purpose
and relevance" - not of structural circumstance. The specific criteria for selection and
information about the four locations are based on controlling for optimum similarities
and differences in order to enhance the discovery of core categories. The political
differences between the University of Alberta (U of A) and the University of Western
Ontario (UWO), for example, provide opportunities for maximizing differences'. At
the U of A, the students register in the Education Faculty and, as such, appear to
interact with the members of the Music Department more as "visitors". This contrasts
sharply with the perception that students at UWO have concerning their immediate
acceptance into the music student community. By comparison, music education
students at U of A appear to strive in order to gain social admittance to the music
community. The other universities provided opportunities for the collection and
analysis of data by minimizing differences. Glaser and Strauss rightly claim the vital

importance of this control for the discovery of categories. They write,

The sociologist does not merely look for negative cases bearing
on a category (as do others who generate theory); he searches
for maximum differences among comparative groups in order
to compare them on the basis of as many relevant diversities
and similarities in the data he can find. (Glaser & Strauss,
1967:56).

At the commencement of the research plan to generate a substantive theory,
researchers are advised to generate the categories and their properties by first

minimizing differences. The depth of the theoretical sampling refers to the amount of
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data collected on a group and on a category according to Glaser and Strauss

(1967:69). They advise that,

Theoretical sampling, though, does not require the fullest
possible coverage on the whole group except at the very
beginning of research when the main categories are emerging -
and these tend to emerge very fast.

Thus the most in depth and thoroughly broad-based data collection which yielded
the fullest possible coverage was at the first principal site, the University of Western
Ontario. The additional sites, the University of Alberta and the University of British
Columbia and the second round of interviews at UWQ’s Faculty of Education
provided a more concentrated attempt to saturate the categories that were emerging

from the investigative work at UWO.

The issue of when the study should take place was an area of further serious
concern. In order to assemble data from several different locations, it was impossible
to be at the primary site for the entire duration of the time available for the data
collection and it was considered important that, in order to accomplish the goals of
the study, the results would have to consider "phase analysis" in addition to the

concerns previously outlined.

The distinction between static types and sequences or phases in
the analysis of acts refers not to the way the world really is
"out there" but to the form of presented analysis.(Lofland,
1971:19)

In the pilot study carried out with the students at Memorial University of

Newfoundland (MUN), it appeared as though students accomplished entry into the
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community of music students quickly. Later it will be shown with reference to the
data from UWO that the initial "joining-in" phase is almost immediate but certainly
if a "critical moment"" in this process could be located in time, it would likely be
during the first few days, or minimally weeks of the academic year. It was thus
decided to investigate the primary location at the beginning of the semester during
September and October. Both the observational phase and interview phase were
blended into this time period. The process was helped by the fact that the Faculty of
Education begins its academic year a week earlier than the university proper and this
enabled the researcher to complete most of the interviews at the Faculty of Education
before the students arrived on the main campus and began classes at the Faculty of
Music. The collection of data from documents took place before the beginning of the
academic semester. Therefore time sampling was accomplished by firstly, the
selection of a critical point where observational data could be collected about the
present and secondly, by the use of interviews in which information could be obtained
about events past and present as well as plans for the future. It is, of course,
acknowledged that during the interviews, certain data is collected as reconstructions
of reality, that is, as processed memories of events in the past. But it is a recognized
criteria for a full understanding of any society to include an account of time which

attempts to establish some links between past, present and future.(Denzin, 1978:86)

Within the populations themselves, the selection of interviewees was based on the
notion of random sampling. More details relevant to each location are described later.
In the case of UWO, the principal site, the Dean of Music selected a random sample
of 8 students from each of the four years in the program of the Faculty. He then had
letters delivered to these students in which he invited them to participate. Further

students consented to an interview as a result of personal contact with the researcher®.
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These were instances of what Burgess (1984:55) refers to as "opportunistic
sampling". It was with these students that specific observed events could be tested and
challenged rather than the more general approach taken with the pre-selected
interviewees and thereby a more direct beginning to the generation of categories and

their properties was enhanced.

In an apparent attempt to present the best face of the Faculty of Music, the Dean
was concerned about inviting students from the non-honours stream. This proved in
practice to be overcome by the random sampling techniques used for the Faculty of

Education as well as the opportunistic sampling measures taken within the Faculty of

Music itself.

All interviews were conducted in a way that gave opportunity to each interviewee

to participate both as respondent and informant.

The researcher as observer

Keith Ablow has the happy ability to be involved in events and,
at the same time, be witness to them.(Ablow (1987:vii)

Like Kingsbury (1984), this researcher is an insider. At least this supposition can
be substantiated if one acknowledges a general "community" of music education
which includes both faculty and students and in some instances allowable outsiders to
the university altogether. There is no claim to the researcher being an "insider" to the
students’ world. He is, however, part of the greater university music social world

being investigated and as a professor of music education has access to observe many

46



of these events on a regular and on-going basis and has had this opportunity for some
years now. It is impossible under these circumstances to come to the field
uncontaminated. The critical issue is to avoid the fallacy of objectivism: that is, the
substitution of one’s own perspective [the researcher-sociologist] for that of the
subjects under study. It has been claimed that too often sociologists enter the field
with preconceptions that prevent them from allowing those studied to "tell it as they

see it".(Denzin, 1978:10)

Glaser and Strauss (1967:67) however suggest benefits of the "slice of knowledge"

provided by the insider when they write,

Through his own experiences, general knowledge of reading,
and the stories of others, the sociologist can gain data on other
groups that offer useful comparisons. This kind of data can be
trusted if the experience was "lived".

and as their final word on this topic (p.252) they write, "the moral of the story is that
one should deliberately cultivate such reflections on personal experiences. They

suggest that it is perhaps these as much as any others that provide the "springboards

to systematic theorizing".

Most of the literature concerns itself with the difficulties of gaining a sufficiently
close enough relationship with the field to be able to truly understand what is going
on. There are admonishments to the effect that researchers need time to establish
themselves in the situation, to learn the language and to determine those things the
interviewees would rather not talk about (Becker & Geer, 1957). There is

nevertheless one interesting reference to the dangers of becoming too close to the

society.
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Miller (1952:98) discusses two major problems with what he calls "over-rapport"

which confronted him in his study of a local labour union. These are firstly that,

some penetrating lines of inquiry had to be dropped [because]
they had given me very significant and delicate information
about the internal operation of the local; to question closely
their basic attitudes would open up severe conflict areas.

Secondly,

over-rapport had a second limiting effect of greater subtlety.
We have been told of situations in which rapport with leaders
may mean lack of rapport with rank and file individuals. This
situation does not merely mean that rank and file members may
be diffident in articulating their grievances to "administration
men", which is how the observer, who is friendly to the
leaders, may appear to them. The neglected element is what
happens to the observer: he first hears about things from the
leaders with whom he has rapport; he develops their "set"
toward problems; when he talks to rank and filers he readily
accepts those of their statements which conform to articulated
leadership attitudes, even when these statements are not deeply
meaningful to the rank and file members.

Reference has already been made to the fact that contact between this researcher
and the members of faculty were kept as discreet as possible. Kingsbury (1984:29)
reports an interesting confrontation with a student after the student, as he reports,
"saw me introduced by Dean Sullivan to two different faculty members". He
concludes "that she was considerably less than enthusiastic about the apparent idea of
being an object of inquiry". This researcher, however, did not enter the field under
any pretence as a "mock student" as did Kingsbury and perhaps because there was no

attempt at deception, there was apparently little redress either.
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A dress code was adopted that as much as possible tended to identify the
researcher with the student rather than the faculty group. It is a more difficult problem
to address the mind-set issue. Schutz (1964:27) writes that the sociologist is
disinterested in that "as a scientist he tries to observe, describe and classify the social
world as clearly as possible in well-ordered terms in accordance with the scientific
ideals of coherence, consistency, and analytical consequence”. Reference will be made
later to the effect that as a result of observer’s perceived meanings being incorporated
into questions during the pilot interviews where a schedule was used, that the change
to a totally unstructured format tended to allow the respondents the opportunity to

format the responses without the influence of the interviewer’s meanings.

The usual difficulty of a knowledgeable entry to the society is replaced by the
possibility of the researcher being so ensnared within the social world under

investigation as not to be able to objectively sever personally established meanings.

This is a particularly dangerous area with respect to definitions and meanings
assigned by the students which may not be the same as those of the researcher.
Although sometimes the two may agree, it would be a mistake to conclude that this
may be assumed as a general principle. Consider the response given by this student

to the definition' of "honours"."

Well I was assuming to do my honours but...ah...

But what happened?
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I applied to Althouse and got in and I thought I’d better take
it because a lot of people didn’t get in and since it was difficult
I might as well do it.

What happened to the honours?

Ah.. it isn’t here! It wasn’t as it....I was actually borderline
case at the school, as far as honours was concerned, and I
imagine that I could have got back in, like I wasn’t....I was
kind of on the borderline, but..

I don’t know what that means.

Oh, OK, well you have to get 60 in all your music courses or
above and an average of 70 and you’re allowed a half credit
grace in a course and one of the courses I took, an ear-training
and sight-singing course in second year, and I got below 60, I
got like a 58, and that was fine but it pulled my cumulative
average down to about 69, (A9:1/2)

This is a typical "faculty" or official definition for the term "honours". This
researcher is fully aware of this definition. It is the way that any faculty member is
likely to describe its meaning. This is not however the meaning assigned by all

students. Compare this statement about "honours" with the previous example®,

I don’t know how it’s done, but there are people in teacher’s
college this year that graduated with an honours degree that did
not have honours but they were, you know, the only bassoonist
around.

I don’t understand the difference, what’s an honours
degree?

An honours degree means a lot to, it means another third and
fourth year in the faculty getting your lessons for free.(A6:21)
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Here is a fundamentally different meaning for the concept of "honours". In fact,
this led this interviewee into a completely different direction of conversation than did

the response by the first student (A9).

Given the possibility that a solution to this problem can at least to some extent
be accomplished, it may be more fruitful to examine the requirements that ought
otherwise be required in the field. Miller continues by pointing out that the participant
observer relationship requires rapport combined with objectivity. Although this is a
complex issue, the sensitization to the potential for bias may succeed in ameliorating

the otherwise troublesome relationship. Miller (1952:98) continues,

When rapport does move beyond what is necessary for the
study is difficult to decide, for rapport is more than a technique
of acceptance. It involves a sensitive understanding of
individuals so that one is able to make insightful analyses of
behaviour.

It became more and more clear as the field work continued that only an insider
could breech the security set up at the boundaries of this society. Aside from the
obvious extreme use of jargon in everyday life, a language which would create a
barrier to any outsider’s attempt to join the community, the observer in this setting
was expected to participate musically. It became obvious quickly that any participant
observation of this group required many musical skills on the part of the participant.
Kingsbury (1984) reports similar problems, his more exacerbated by the pretence of
being a student, where his rather greater than average skill in sight-singing class
caused him some concerns most particularly with respect to his skewing the progress
of the class by providing a better than average model for the students to lean on. The

observer role for this researcher was relatively uncomplicated. There is further
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discussion of this point with respect to the "entrance-testing" of this researcher into
the community he was studying. The conclusion reached was simply that there were
musical skills required of the participant in this society which would severely limit the
possibilities of the non-insider sociologist attempting an examination of the music
school. Thus, if the general principle as summarized by Denzin (1978:186) is
followed, and that being,

that observers should not try to present themselves as
something they are not and should use to advantage all the
personal characteristics they possess to enhance the
observational role

then the obvious conclusion must be reached that without the necessary musical skills
to compete in the community in general, the non-musically-skilled sociologist would
be recognized almost immediately as an outsider and held foreign. This in turn would
make it very difficult for the researcher to orient himself within the music school.

Schutz (1964:30) writes,

The stranger however, has to face the fact that he lacks any
status as a member of the social group he is about to join and
is therefore unable to get a starting-point to take his bearings.

It was required of this researcher during the course of this study to sing in choirs,
play a variety of instruments in a selection of instrumental courses, conduct various
ensembles as well as converse intelligently and legitimately in the jargon of music to
answer class questions and to help students with assignments in the same way as they
did of each other. This has been recognized as a problem in this type of field work

before. Certainly the researchers entering the field to study drug addicts or confined
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prison inmates would have similar problems. In the literature the problem is

addressed as follows,

Direct participation on the part of the observer in the symbolic
world of those under study is also involved. This will often
entail learning their language, their rules of etiquette, their
eating habits, and their work patterns. Direct participation in
the subjects’ world is not easy. Learning a new language takes
time, and acquiring a knowledge of what nonverbal gestures
mean is often difficult.(Denzin, 1978:185)

It is thus that a case must be made for the advantages of insider research. There
are of course problems associated with the risk of implied meanings and the transfer
of the researcher’s concerns into the community being studied, but the advantages in

this instance may possibly out way the risks. Becker (1970:22) put it this way,

In particular, it seems to me that, since the subject matter of
sociology is the social life in which we are all involved, the
ability to make imaginative use of personal experience and the
very quality of one’s personal experience will be important
contributors to one’s technical skill.

Becker (1963) studied jazz musicians as "Outsidefs" and gathered his material
while working as a jazz piano player in the Chicago clubs. Here it was obvious that
the information would only be accessible to an insider-performing-musician. In fact,
Becker’s study of these musicians as "deviants" supplies the pivotal argument for the

development of the labelling perspective in this analysis.

Arian (1971) investigated orchestral musicians as a 20 year veteran of the

Philadelphia Orchestra.
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In both these cases, the data were collected at the same time that these researchers
were engaged in the normal carrying out of their jobs as jazz pianist and orchestral
member respectively. Their analysis, in both cases, was something that resulted from
these activities rather than something contrived to gain access for the explicit purpose

of carrying on research.

Entrance testing of the Researcher

Gaining entrance to the society officially was relatively easy. Points already
enumerated outline both the reasons and the procedures taken to accomplish this phase

of the field work.

However, gaining access to the students’ world went not unchallenged. In fact, it
was something that this researcher had not been particularly prepared for. The
literature is full of descriptions of the techniques for formal accessibility to societies
but there are in comparison relatively few warnings about the conduct of the
participant observer while joining a society. Perhaps the most famous and colourful
of all is Whyte’s (1955:304) description of his experience with Doc after his early

attempt to join in the spirit of small talk.

Trying to enter into the spirit of the small talk, I cut loose with
a string of obscenities and profanity. The walk came to a
momentary halt as they all stopped to look at me in surprise.
Doc shook his head and said:"Bill, you’re not supposed to talk
like that. That doesn’t sound like you." I tried to explain that
I was only using terms that were common on the street corner.
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Doc insisted, however, that I was different and that they wanted
me to be that way.

The first challenge went past with relative ease. By attending a frosh week rock
concert, it was thought that the experience might provide some experiences that might
lead to dialogue in the lobby” which in turn might lead to other more fruitful
conversations. As well, by mixing with the music students at the concert, which was
in itself relatively easy since it took place out-of-doors and all the music students were
wearing baby blue T-shirts with "F of M" and "Music" emblazoned on one side and
their names on the back, it was hoped to establish contact with a few people who may
in the future be recognized and ease the approach inside the music school. There was
only one direct challenge when one student asked "whether I belonged to the band or
was just hangin’ out?" A simple "just hangin’ out" seemed to suffice and the matter
was dropped. However, this specific encounter did provide examples of both the
goals set out above. The student who challenged the presence of the researcher was
physically easy to identify being both quite tall and at the same time quite heavy.
Fortunately, he was quite often to be found in the central lounge of the Faculty and
this provided just enough superficial recognition to allow for an unchallenged
presence at the very beginning. Because the Faculty has a large number of
post-graduate students, the researcher’s age alone did not disqualify him from the
assumption that he may belong among the music students. It was there in the main
lounge that this researcher met his equivalent of Whyte’s Doc, a sponsor. He was a
bright and effusive individual who took it upon himself to establish the place of
everyone in the greater scheme of things. He seemed to know all of the students,
including the incoming students as a result of his volunteer work on the "frosh"?
committee. It turned out that he was acknowledged by the other students as a good

scholar and a fine musician as well. He was active in student politics and although
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only in second year, had already began his second term on the F of M Students’
Council. He had a rather unusual nickname which everyone knew and in the spirit of
that, we will call him "Roller". It was Roller that remarked about the researcher to
the assembled students during the first few days; "you are certainly a hip guy". It was
also Roller that was responsible for the invitation to choir rehearsal, an event which
proved to be quite useful for our relationship since we both are tenors. This allowed
us to share music for the rehearsal and strengthened the bonding both musically and
socially. Roller was of most use in trying to identify and find students who could

provide specifically enlightening points of view on several topics that emerged as the

weeks went on.

The importance of the student lounge is undisputed. The main lounge at UWO
was the only non-discreet assembly area for the students other than the cafeteria. All
the other meeting places in the building were occupied by specific sub-groups, some
composed of academic groupings and others with such sub-groups as "smokers" for

whom little common area was otherwise available in the music school.

This researcher was from these early days on regularly asked by the students for
various subject-specific assistance in a way which was common for the students under
themselves. In fact, the way in which the participant observer was treated turned out
to be fully compatible with the student-first line of assistance that the music students
use for their academic defence system. During this time it was asked of this
researcher to assemble various instruments, fix the keys on an oboe, help with several
theory assignments as well as regularly solve German language problems for a small
group of music students who, it must be surmised, had found the normal student

assistance route less than adequate with respect to the solutions needed for German
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language study rather than music problems®. By the end of the first week, it was
generally known by all who frequented the main lobby who this older person was and
that he was interviewing students for some sort of research project, but that he
appeared. to be unconnected to the Faculty and helped whenever asked to do so. Many
students began over the course of the first week to recognize the researcher’s presence

in the lobby and would wave in recognition.

The conclusion reached however, suggests that it would only be feasible to admit
a perceived insider to the position of trust that seemed to be established between the

participant observer and the students.

One thing that remains a mystery is the lack of concern that so many of the
students had in general about the interviews. When this researcher was faced at the
beginning of the pilot study with a student who broke down into tears at the responses
she felt necessary to make to certain questions, it became an ever increasingly strange
puzzlement why so little information passed through the underground communication
network. There were, of course, students who attended the interviews for whom little
of significance seemed to occur. In fact, after having conducted a few interviews
during the pilot study, the researcher openly asked students what they knew about the

interviews. The typical response was "nothing" or "not much".

Have you heard anything about this or talked to anyone
about it?

No, not really.(M1-7:1)
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One excerpt from the transcripts notes may be illustrative of this point,

Tell me what you’ve heard about this interview before you
came?

Not much actually. People just... well I asked a few people
what’s this about when I first got it like what’s this for and
people would say so and so got it too and I'd go to them and
I’m just going for an interview. Actually I didn’t hear anything.
Well we talked at lunch the other day and you told me a bit
about it then. But otherwise, if I'd wanted to find out I could
have found out the nitty-gritty on everything you asked and
what you’re like. This place is an amazing gossip centre. It’s
so small and close knit that’s it’s like a small town. You can’t
do anything..(M3-4:20)

His qualifier that he could have found out if he had wanted to was a source of
some soul searching for a time. Although there is no direct evidence to suggest
otherwise, there is also not much to prove the proposition that, because the
interviewer had been accepted into the students’ social world, his activities were not
suspect nor was the information solicited in the interviews the kind of material from
which the students could easily recognize any particular threat. In fact, in the case of
the first student interviewed in the pilot series, the student was very likely not to

reveal her true feelings to others about the catharsis that actually took place during the

interview itself.

Only a few students actually volunteered any comment about the interview. One
instance relatively late in the interview schedule after sufficient time had passed to
expect the population to be somewhat aware of what was going on, and the fact that
it was a more senior student who would have sufficient contacts to establish the nature

of the interviews, it provided a good opportunity to check on his expectations.
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because I said I’'m going to come in here and you’re going to
go, oh my god when I leave. He’s a different one.

Why, did you have some expectation about this.

Yea

Tell me about your expectation? What did you think I was
going to do, beside doodle while you’re talking?

I don’t know, just ask, kind of the same questions. I figured
it would be a little bit more rigid; your questions. Like a little
bit more like did you like this, why are you in this, I guess you
are kind of asking those questions ......... but it just seems to
me more casual and I thought it would be more normal.

But it doesn’t say that does it, on the sheet?

No, I just kind of glanced at the sheet.

Why did you come?

Because I had nothing better to do.(laugh) I don’t know I
figure I'd give you might want a different perspective. I
figured I'd probably be different from the other students. So

I didn’t mind coming to help you out. Okays,..... I don’t
know.(M3-3:31/32)

This same student was puzzled by the kind of questions and was led to ask about

the status of the interviewer.

Are you a psych prof or a music prof.

Does that matter.

No, you just seem to be talking to me like a psychologist.(M3-
3:29/30)

59



Although few students appeared to become concerned about the interviews, there
was also the student who was looking to please, at least offer the kind of information
that he thought the interviewer was searching for. After a request to comment on his

view of himself as a student, the following reply was offered.

That’s a good question. Generally a good student but maybe
this is what you want to get at.(P2:12)

This student was substantially older than most of those interviewed and had

already atypically given much time to verbalising his own construction of reality.

it’s hard to judge your success there. I mean there’s your own
perception, your perception of what you think other people
think of your performance or playing capabilities and of course
how you rate it (P2:13)

There appear to be sufficient grounds on which to build a case that the music
school can best be approached by an insider”. The most basic obstacle to gaining
satisfactory insight into this social world remains the apparent necessity to be a
musical performer of some accomplishment. Like all others in the music school, the
researcher would be judged on the basis of his ability to "make music". Becker (1963)
was a performing musician himself and by virtue of that was able to investigate the
culture of the "dance musician". Evidence to support the notion that the music school
is composed of insiders will be reported later. By adopting Schutz’s position referred
to above, the researcher is able to at least minimally reduce the risks of insider study
and come as close as possible to unlocking the meanings that the students under study

employ.



The Pilo ud

In order to launch any serious investigation, some detailed exploratory work ought
to be undertaken to establish the basic framework into which the study proper can be
fitted. There will be technical errors made and some early hypothesized notions can
be revised to take account of the emerging data and categories, or in some cases, can

be disposed of in their entirety.

For the pilot study, the researcher’s own university, Memorial University of
Newfoundland (MUN) was selected. This was obviously the best available similar
community to the main study site and in order to begin a set of interview guidelines
were drawn up to direct the interviewees to the main topics that were considered to

be important.

Ten subjects were used. These were all of the students in the senior music
education course at MUN. To consider this theoretical sampling seems premature. It
was, at best, a first look into the possibilities of searching for the most obvious
categories of inquiry. In a way, a rehearsal session for the researcher in interviewing

technique and the processes of analysis.

No-one refused to participate although the same voluntary procedures were
employed as in the rest of the study. There is no way of knowing for sure whether the
academic control held by the researcher over this group played a decisive role in their

willingness to participate. The notion of academic reprisals for "telling all" or other
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sanctions being imposed by Faculty was however to be found in the transcripts at the

primary location (UWO).

I didn’t actually go up to her and say you know you’re not a
very good teacher, that wouldn’t have done very good things
for my mark.(A3:13)

In fact, one graduate described the lack of student action as being the direct result

of student fears of reprisals.

What’s been done about it.
Nothing that I know of.
Why not?

I don’t know. I'm about the only person I know of that makes
waves at that place.

Why?
Why? I think everybody is too scared.
Of what?

Of the administration and that, they’re just too scared to open
their mouth or........

But what are they scared and what are they afraid of?
That the faculty could, you know, make them take more courses

or they could make their live miserable, which I'm sure they
could.(A7:16/17)

Nevertheless, there can be a level of trust established between insider-interviewer
and respondent that allows for as much candour as might possibly be desired.

Although the students at MUN were instructed that they did not need to use names for
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example when discussing events at the music department one student commented

during the interview,

for example, (I don’t know if I should mention any names but
I don’t think there is much harm in it) (P8:17)

This student commented after the interview it was at that point that he realised
that both he and the interviewer knew exactly about whom he was talking and there
seemed to be little point in continuing the pretence that both parties in fact didn’t

know who the subject of the conversation was.

When the students at MUN had completed the individual interviews, a group
review of the interviews was conducted to solicit feed-back from the students as to
their reaction to the questions and the technique in general. The over-whelming
opinion from the students was that all students should be required to attend such an
interview and that many had been awake for many hours at night trying yet to answer

to their own satisfaction some of the questions posed during the interviews.

The idea of a written scale test such as used by L’Roy (1983), although
considered, was abandoned when it became obvious by examining the interview
transcripts that, not only was the same superficial data, in comparison to a more rich
interpretive data, available in the transcripts but also the meanings and relative
importance of these meanings for the data collected by L’Roy in her study. It could,
in fact, be argued that additionally this information offered contextualized meanings,
i.e. derived from and rooted in the students own construction of the social world

rather than that of an omniscient observer and since the goal of the study was to
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produce grounded theory rather than test for its validity, and since the development
of grounded theory depends upon such evidence, it seemed inappropriate to pursue
the paper and pencil tests further. Furthermore, the written scale produces a static
point in the theory development process because at the point the questionnaires are
completed, as in the case of L’Roy, the analysis must adopt these meanings as given
rather than continue to develop and refine the meanings through continuous checking
and comparing available in a more qualitative approach. This argument is also well

supported in the literature,

Fixed-choice questions supply the respondent with highly
structured clues about their purpose and answers expected. The
’forced’ character of the responses severely restricts the
possibility that the actor’s perception of the items will be
problematic.(Cicourel, 1964:111)

A thorough review of the interview transcripts led to a decision to seek further for
new directions and additional categories. There was evidence of these same "clues"
suggested by Cicourel to be found in the transcripts and every effort was taken to
diminish any possible "insider" bias. It was important to solicit the meanings from the
students rather than to provide hints at how they may perceive things. If people act
on the basis of their interpretations or meanings, it becomes essential to get at their
own construction of meanings in order to fully explain the social actions that result.

(Manis & Meltzer, 1978:8)

In order to as fully as possible remove "insider" bias, and to provide the greatest
possibility for the discovery of meaningful categories, categories that both fit and
work, the interview style was changed to a fully unstructured model. If the issues that

are important to the subjects can be solicited without clues as to their meanings, then
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the researcher has the chance to come closer to an understanding of the social world

under study. Support can be found in the literature,

the standard approach to interviewing is demonstrably
inappropriate for and inadequate to the study of the central
questions in the social and behaviourial sciences, namely, how
individuals perceive, organize, give meaning to, and express
their understandings of themselves, their experiences, and their
worlds.(Mishler, 1986:ix)

The approach to the rest of the study was to include as much participant
observation as the time allowed. It was to interview students in an as unstructured a
model as possible within the confines of soliciting information that related to the
general goal of the study and insider-bias was identified and acknowledged for the

potential problem that it might become.

The research sites

The pilot study was conducted at Memorial University of Newfoundland (MUN).
The principal site for the study was the University of Western Ontario (UWO) in
London, Ontario. Further data were collected at the University of Alberta (U of A)
in Edmonton and a further data collection round was conducted at the University of
British Columbia (UBC) in Vancouver. A single case-study will always raise
questions as to how typical the subjects ‘of the research are. Countering such a

criticism, Spindler (1982:8) argues that,

An in-depth study that gives accurate knowledge of one setting
not markedly dissimilar from other relevant settings is likely
to be generalizable in substantial degree to those other
settings...it is better to have in-depth, accurate knowledge of
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one setting than superficial and possibly skewed or misleading
information about isolated relationships in many settings.

Neither of these positions accounts for the position taken by this researcher from
Glaser and Strauss. The accounts are not generated here with the intent of providing
an accurate description or "typical” account, nor would the verification model applied
to various other similar or dissimilar university settings be appropriate to explain the
process undertaken here. To review the position briefly, the main data collection and
point of analysis was the widest and broadest, that being at UWO. The other sites
provided opportunities to examine developing theory in light of the comparative
method by offering data with both maximal and minimal differences. Thus the
development of theory was enhanced rather than the issues commonly referred to as

the representativeness of the sample taking precedent.

UWO has the largest music education program in Canada. It is generally well
respected and has a nation-wide reputation as, if not the leading school, certainly one
of the better universities for the study of music education. It is an established school
and has offered the Bachelor of Music degree in music education in substantially the
same form since the mid- 1960’s. The programme of study and the philosophical
underpinnings do not appear to this researcher to have changed substantially since the
introduction of the program more than 20 years ago. All of this is to say that it is an
established school with a history of established cultural patterns among the students,

the faculty and the administration.

The programme in music education is principally a four year honours program
which leads to graduation with a Bachelor of Music, Honours Music Education

degree. From this point, the graduates apply to and attend the Faculty of Education
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for an additional year of "teacher-training". It is also possible to apply to the Faculty
of Education after the completion of the three-year Bachelor of Musical Arts degree.
This three year programme tends to be perceived by the students to be the dumping

ground for students removed from the honours program.”

The University of Alberta has a completely different political arrangement for the
training of music teachers. Application and registration is principally done through the
Faculty of Education only where the program contains required courses in music
taken at the University’s music department. There are also "after-degree" students
who elect to complete a performance program in music first before joining the
Faculty of Education. Because the students at the University of Alberta seldom
actually become socialized into the social world of the Music department, the data
collected from these students seem to be exclusionary rather than inclusionary data,
that is, it maximizes the differences in the data for the development of the grounded
theory. The idea of "inclusionary" and "exclusionary" are used here to represent the
basic perception that the students at the U of A have with respect to their apparent
inability to become "included" in the social world of the music department. This is
in complete opposition to the reports from UWO students who see themselves as
instantly accepted into the social world at the UWO Faculty of Music. This instant
inclusionary status is consistent with the other universities, MUN and UBC, in this
study. Because the U of A students see themselves joining the music community with
great difficulty, that is to become "insiders" as music students, the data they provide
are based on a forced interactional basis where outsiders are required to attend

functions where their presence as outsiders is noted and acknowledged.
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The University of British Columbia has a nearly identical programme to that at
UWO and is a school and program with a long history and is generally well respected
and attended by students on the west coast of Canada. It is a fairly large program and
draws most of the students from the UBC Faculty of Music into the UBC Faculty of
Education where the teacher-education program is 1 1/2 to 2 years long after first

graduation depending on the education stream the student enters.

Because this last named institution represents the final new interview site and is
the most similar site in Canada to the UWO experience, except perhaps the University
of Toronto, this location provided the opportunity principally for the comparison of
data with minimal differences and the further refining of the core categories used to

develop the grounded theory.

The programme at MUN is a five-year conjoint degrees programme where the
music education students complete both the Bachelor of Music degree and the
Bachelor of Music Education degree concurrently. The students’ faculty loyalty

remains, however, squarely in the School of Music.

The Interviews

Lofland (1971:75) admonishes researchers to be aware that the structured
interview "assumes knowledge of what the important questions are and more
importantly, what the main kinds of answers can be." There is therefore much

concern for possibilities of interviewer bias particularly as an insider attempting to
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discover the actors’ meanings. Even in the semi-structured format used for the
interviews in the pilot study, there were identifiable "errors" where the interviewer
had either led the subjects into meanings or had otherwise made judgments about

concerns that the subjects may or may not have had at all.

In the main section of this study, the interview format was changed to be as
unstructured as possible. This is at the same time not to be construed that the
interviews became merely "friendly chats”. There were very specific areas of concern
based upon emerging themes, individual concerns and recurrent positions and
meanings which were examined in great detail, but as Lofland (1971:76) suggests as
a "flexible strategy of discovery”. Each interview attempted to examine the student’s
history with respect to musical background which included garnering as much
phenomenological data as possible about the relationships the students had with
former music teachers both private and school. Each interview traced the student’s
history through tﬁe process of selecting music, selecting the school where he was
studying, the audition process and experiences at the beginning of the university
music studies. Later events were traced as appropriate to the stage of the
interviewees. Most interviewees offered opinions that related to their views of music
education and an exploration of the relationship of music and educator was examined
through discussions of the interaction between the students and their applied
instrument teachers. This offered the opportunity to explore the importance of the

faculty’s continued performance and the definitions of musician.

The major difference was perhaps in the formulation of the investigative areas.

In the standard approach differences in how interviewers ask
questions are treated as technical problems that can be "solved"
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by obeying various rules® and prescriptions for question
wording and interviewer performance.(Mishler, 1986:52)

In order to avoid as many of these technical errors as possible, the interviewer
was guided by a plan that searched for information in specific areas of the
community, generally acknowledged by the members of the community to be present
and to be understood by the respondents. This approach can be defended by
acknowledging that actors organize their knowledge of the social world, not in terms

of a scientific system, but rather in terms of the relevance to their actions (Schutz,

1964).

Because each individual creates meanings both on a permanent basis and amends
these at the same time in the present, what is viewed for instance, as a source of
irritation for any particular student may in fact only be so within the time frame
organized within the discussion taking place in the interview. At the beginning of
each academic year, the students must revise meanings they transfer into the present
from experiences out of the past. By comparing past and present, meanings shift and
actions result both from the new information as well as the information filed from
before. Thus the connections between events in their social world are all unique. To
discuss one student’s applied teacher, i.e the instructor for the student’s principal
performing instrument, leads logically for that student into a discussion of juries, i.e.
the final examinations as a performer on the students’ principal instrument, and these
juries are seen as a source of irritation from the previous year’s conclusion. To
discuss another student’s applied teacher leads logically for that student into a
discussion of the teacher-as- performer because a change in applied teachers has

raised expectations for the future. It would therefore be impossible to seek the
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connections between the elements of their social world with a schedule. Thus each
individual interview has many variations from the one before and the one after. Each
interview becomes a investigation of how the elements of the students’ social world
are connected and how meanings are created for them in this maze of events through
which they have lived, are living and will live in the future. This point has been

raised elsewhere.

In my view such variation is endemic and unavoidable, and the
documented failure of technical solutions reveals that the
requirement of standardization” cannot be fulfilled in
practice.(Mishler, 1986:52)

By assuming a posture of interested listener, each interviewee was asked to
comment as both a "respondent”, that is to provide information about themselves,
their own stories and their own thoughts about events and values as well as
"informant", where they were asked to comment how they thought others might reply

to the same questions.”

Often students would offer both information as informant and respondent without

any prompting,

he’d sit there and glower at you the whole time. You just really
felt on the spot and quite,...this was common to most of the
people I would say.

So you talked to other students about this?

Oh yes. Most of them. A fair portion felt this way to varying
degrees.

Did you get the feeling that some really liked that?
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Yea, there were always a few.
What was different about them?

Well I suppose they had more self-confidence and weren’t
intimidated easily and that they weren’t going to put up with
that from this guy.(A2:11)

By offering information as an informer, the interviewer was often able to test how
students saw themselves in relation to others”. Each student, particularly the more
senior students, has a long history of observation in the setting under study. In fact,

one student offered the following as her "authority" to comment as informer.

A kind of attitude and ......
How do you know that?

How do I know that. I was there. Isee it, I feltit.(A6:12/13)

Each comes to make judgments about how his own actions compare to those of
others. Since the researcher has neither the capacity nor time to be in all places at
once, the only solution to gathering this kind of information is by the use of
informants. Zelditch (1962:12) refers to the informer as a "representative respondent”

and goes on to add,

The critical issue, therefore, is whether or not the informant
can be assumed to have the information that the field worker
requires, granting that he asks the proper questions. In many
instances he does. In some cases he is an even better source
than an enumerator; he either knows better or is less likely to

falsify.
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The form of the interview became a discourse between the informant and the
respondent. Not seldom did students find themselves in internal conflict over answers
that at first slipped off their tongues only then to challenge themselves as informant.
From the interviewer’s perspective, the unstructured interview provides the best

opportunity to challenge the responses given by the interviewee (Denzin, 1978:121).

The probing interview can challenge responses in which the students contradict

themselves, for example,

~ In light of that do you want to reconsider your answer to
where you said they weren’t interested in performance?

You see that ..... that’s a funny question....because in one
respect they are...in that it’s a means to an end for them.
They can gain a lot of things by exploiting these people and
using them for their own good.(P3:18/19)

Occasionally, a student would use his response as part of the thinking process and
would challenge himself to reconsider his position. A long pause before an answer
would often trigger the reconsideration of a response. The conversation which follows
shows how the process of interviewing can clarify, both for the interviewer and

interviewee, meanings of situations that students find important.

Did she treat you any differently after you became a music
ed student?

...... .o.c.o.t.oooo.oo...oNo.

You had to think about that?
Yea, I had to think about that.

You’re sure?
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She didn’t treat me any differently after I became a music ed.
student but she treated the one person in our class who was in
performance differently from the rest of us. That’s why I had

to think about that.

In other words she did treat you differently, but she didn’t
change.

Yea, right.(A10:25)

In fact, the interview is jointly constructed by the two parties in that, as Mishler
(1986:52) states, both questions and responses are formulated in, developed through

and shaped by the discourse between interviewers and respondents. He continues,

an adequate understanding of interviews depends on recognizing
how interviewers reformulate questions and how respondents
frame answers in terms of their reciprocal understanding as
meanings emerge during the course of an interview.

When a schedule is used for interviewing, the interviewer can make adequate
notes from which analysis can proceed. The nature of an organized scheduled
interview leaves the interviewer with time to notate systematically the responses since
the questions have been pre-formulated and are offered for consideration one after
another in a prescribed fashion. By using the unstructured interview format, the
researcher commits himself to a much greater participant role in the interviewing
process. The only possible way to obtain an accurate record of what was said during
the interviewing event, an obvious requirement for any systematic analysis and
interpretation, is to tape-record the entire conversation. Thus the data base for the
analysis becomes the set of interview transcripts, typed verbatim from the interview

tapes. This allows for reflection on the dialogues and as Mishler (1986:138) writes,
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From transcriptions it becomes clear that meanings of questions
and answers are not fixed by nor adequately represented by the
interview schedule or by code-category systems. Instead,
meanings emerge, develop, are shaped by and in turn shape the
discourse.

In this example, the interviewer is attempting to discover the depth of knowledge
this first-year student has after only one week in the Faculty. The student appears to
have learned the value associated with being placed in a specific band while at the
same time is aware of a similar hierarchy in the choral ensembles. Although he is
aware of this, he is not a participant in the life of the choral activities and thus, at the
moment, pays little attention to them. He offers a definition for "soph" which is
technically incorrect but nonetheless relatively suggestive of their senior status. This
may suggest some attributes to the way in which students come to understand their
social world. Do they develop a general schema to which additional data serve to fill
in the details and redefine the situation? While the exact definition escaped this
student, the general construct is nevertheless correct. From his comment about being
"really competitive", the interviewer was able to test the importance of "competition”

for that student.”

Did you audition for band?

Yea, I wasn’t as prepared as I would have liked to have been
but it went fairly well. I didn’t ..... I auditioned for jazz on
Wednesday so I didn’t get into the orchestra or symphonic band
or wind ensemble. I think it’s good cause they were tough
auditions and it was really competitive but ah..... like I've
played basically jazz in high school so I was looking for
something more serious and.....If I hadn’t auditioned for jazz
I would have been in symphonic band.

Is that good?
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For a Ist year it’s alright. Symphonic band seems to be
where...if you’re not good enough for wind ensemble or
orchestra..you get thrown into "Slam Band". they call it. That’s

what people said.

I guess Faculty Singers are. I don’t pay much attention to them.

What have you heard about the FMS?

Not very much it’s just that only the best go out for faculty
singers. There’s one choir that you only have to have a voice
placement but I don’t know which one that is.

Do you like this competition for entry to the bands.

It’s alright. I'm not very competitive right but it’s not.....ah
you didn’t get into that and I did sort of thing....it’s more
friendly competition, but from what |I’ve been hearing it’s up
to the conductor anyways if you knew somebody or something
it’s..... that’s what they were talking about this morning in the

Some of the sophs.
What’s a soph?

Second year I guess and up I guess.(M1-1:11/12)

In the case of this study, some secretarial help was obtained for the task of typing
some of the first drafts of the transcriptions. Upon review of these documents to
ensure accurate transcription, it was noted that a further benefit to the
insider-researcher accrued, that being, the jargon regularly used by members of this
society was largely unfamiliar to the typists and as such, could be identified with

some accuracy as distinct from the everyday vocabulary known by the typists.
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Every study makes judgments as to the size of the sample. Many of these
judgments are based on allowances for time or finances. But even within those
limitations, the number of subjects representing any given population and the depth
to which one goes in soliciting information from these subjects varies widely in case
study research. Krueger (1985) for example used a sample of 2 student-teachers in her
examination of the influences of hidden curriculum upon the perspectives of music
student-teachers. There is little wonder that no generalizable conclusions were

reached.

This study attempts to balance depth with breadth. By using several sites for the
data collection, an attempt has been made to develop a grounded theory which
attempts to account for the actions of music education students. The participant
observation at all four sites provided a first-hand glimpse into the social world of the
music students and provided clues and questions that were able to be examined more
fully in the interviews. Unlike some studies, where the researcher lives in a
community under study for extensive periods of time, this researcher elected to gather
data through interviews in several sites thus preventing a long period of residency in
any one site. Nevertheless, several weeks at the beginning of the fall semester were
spent in participant observation and these particular weeks were selected after careful
consideration for the importance of the apparent early acceptance into the social world
that students in the pilot study had indicated. As previously outlined, at the principal
site the largest and hence broadest sample was used, approximately 20% of thé total
music education population, accepting the limitations of time, the single researcher as
investigator and the primary concern for category saturation rather than other
concerns. Figure 1 specifies the number of interviews, each lasting between 40 and

90 minutes which were conducted by this researcher.
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Transcript series

MUN (pilot)

UWO (main site)
first year students
second year students
third year‘students
fourth year students
fifth year students

graduating students

Total interviews =

Transcript Series

Figure 1

The graduating students were the same students identified as the fifth year

students. Because the UWO interviews took place in September, the second round

78



of interviews with these student took place at the end of March after they had

completed all but the last in-school session of student-teaching.

Because the first year students cannot be identified as music education students
since the program election does not occur until the second year, a random sample of
first year students was used. Many were intending to elect music education in second
year. An examination of the transcripts revealed that 5 of the 9 first-year interviewees

were intending to select music education.” This approximates the same percentage of

music education majors in the Faculty as a whole.

These series of interviews are not to be seen as static points of reference in the
data collection. The entire process of interviewing was developed as an on-going
opportunity to expose and refine the analytical categories as the theories began to
emerge. The research design did take into consideration the notion of career as a
music education student and as such interviews were scheduled with student from all
years in the degree program but the issue of cross-sectionality of time is less important

in the development of theory as in the validation of it. Glaser and Strauss (1967:207)

write,

if first, the analyst decides that his purpose is to generate
theory, for then the accuracy of temporal ordering that would
be required for verification and description is no longer crucial.
He must then proceed to order his variables theoretically.

Each interview event tried to take account of the information that had been made
available from previous interviews or from field observations as the various properties

of the emerging categories began to develop. In some cases, the interviewer was able
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to challenge students with opinions offered in previous interviews. In some instances
the information given was the same in each interview. This could then develop a

chain of substantiation and allowed for a comparison of meanings attached to a single

event.

This is a difficult process to identify in the transcripts because any overt
imposition of meanings derived from previous experiences could be misconstrued by
the interviewee or taken as "hints" to an acceptable meaning sought by the
interviewer. Thus, the only operationally sound opportunity to take account of
previous experience was in the challenging of respondents with respect to their own

responses.

The most obvious examples of this interview chain are to be found in the 2A
series of interviews. Here, the same students were interviewed for a second time.
Thus it was possible to bring the transcripts of the first interview to the second and

challenge the students with their own former responses.

Although the interview provided the principal data collection device for this
study, problems inherent in all types of interviews” led this researcher, as well as
most others before him, to combine participant observation with the interview
strategy. Also, this second round of interviews provided a further opportunity to
explore the theoretical categories which had been substantially refined after the

interviews at the other sites, since these were the very last interviews to occur.

This researcher attempted to enter the social world as an overt observer. From

that the reader can take that this researcher did not pretend to a role as did Kingsbury
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(1984). There was no playing a mock-student, nor playing a member of faculty.
Although both may have been possibilities, the fact that similar role-playing would
not be possible in the other institutions, there seemed little advantage in pretending
to one at the principal site. This is what Woods (1979:260) refers to as an "involved"
observer. Woods claims also not to have taken on any "accepted” role in the school

although he was still very active in the social world under investigation.

This allowed opportunities for the researcher to talk to faculty and students on
an equal opportunistic basis, that is, in casual interaction in the students’ classes, in
the halls and especially in the various lobbies of the Faculty. This provided a view
of what Denzin (1978:86) calls the "here and now". It was as much in the main
lounge that students gained an understanding of the "generalized other"* as they did
in any other setting. The physical layout of the Faculty of Music was such that
virtually all students passed through this main lobby several times a day. This led to
every variety of interaction possible. It was here that the students checked out the
interpretations they had made or searched for the group perspective’s on the operation
of the society.* It was here that the majority of the testing of the researcher took
place. It was from this vantage point that invitations were given for choir rehearsals,
class attendance and active participation in the students’ problem solving activities on
a day to day basis. It was from data collected in this main lobby that students were
challenged in interviews. The benefits of this type of participation are outline in the

literature as well.

when the researcher spends much time with the people he
studies as they go about their daily activities, {for} he can see
the very things which might not be reported in an interview.
Further, should he desire to question people about matters they
cannot or prefer not to talk about, he is able to point to specific
incidents which either force them to face the issue (in the case
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of resistance) or make clear what he means (in the case of
unfamiliarity). Finally, he can become aware of the full
meaning of such hints as are given on subjects people are
unwilling to speak opening about and of such inarticulate
statements as people are able to make about subjects they
cannot clearly formulate, because he frequently knows of these
things through his observation and can connect his knowledge
with these half- communications. (Becker & Geer, 1957:79)

At the other sites, observation was limited to a week’s period early in the year
immediately following the time at the UWO. Observation continued at MUN in an
informal way throughout the research period and students were questioned about
events on an on-going basis. Drop-in conversations with the MUN students provided

clues from which directed inquiry often followed.

In addition to the above, the researcher also examined the back issues of the
music-student newspaper, the OPUS, at UWO. It was here that some of the
frustrations were highlighted and subsequently returned to the present through a more
thorough investigation in the interviews. Even materials posted for the benefit of the
students found their way into the interview discussions. The impact of rules and

memos of conduct and regulation often were perceived as a source of concern among

the students.

Validity

This is a case study of a music school sub-group identified as

"music-education-students”. In order to gain confidence in the analysis, the method
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described allows for triangulation by data source (Denzin, 1978:101) where
institutional bias can be identified and challenge the development of theories which
may otherwise apply only to one institution. The claim on external validity can be
strengthened in that the conclusions for the sub-group category are based neither on

a series of cases from one site, nor from one site at all.(Denzin, 1978:196)

Method triangulation can be demonstrated through intensive interviewing as well

as participant observation.

The method as outlined provided continuous monitoring of the social world during
a critical period of approximately six weeks as the students were returning to the
institution and the new students were arriving and joining into the music school’s
social world on campus. The method sought real life accounts and experiences, thus
being contexualized in the present actions rather than just historical accounts which
may be better considered reconstructions and derive from a different vantage point,
having been already filtered by subsequent action and reaction, in both time and
social context. Thus while these reconstructions may be useful, they are different than

contextualized perceptions arising at the time of the inquiry.

The process in question here is principally the generation of theory rather than
the validation of theory. What deserves attention is the display of the properties of
the categories as they unfold and the real-life accounts that generate the specific
properties of the categories used in the generation of the theory. And finally, the

conveying of credibility of the theoretical framework yet to be discussed.
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Finally, the method accepts the responsibility that the engagement in this form

of research is in and of itself a process of symbolic interaction™.
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Notes for Chapter Two

1.The concept of "boundary” is used in this study most specifically based upon the
work of A.P.Cohen (1985) in his Symbolic Construction of Community. Although

there are "real" or "structural" group boundaries described herein, the study adopts
the position that group, sub-group or community "boundaries" are symbolic and
"hinges crucially on consciousness”. A full account of this concept is developed as it
relates to the boundary definition of what a musician is in this symbolically ordered
community.

2.A "frosh" is a first-year student and is a term that is used to abbreviate "freshman”.
The other typical American terms for other years, i.e. junior, sophomore, and senior
are not common on Canadian campuses generally. Rue (1988) in her study of the
"Components of Community on the College Campus” suggests that these terms have
grown out of use in the USA as well because of the large number of part-time
students who cannot be effectively identified as being in any particular year. She
further suggests that in order to enhance the awareness of campus community that
these terms be reinforced officially to represent a form of status passage. Although left
unsaid, this is perhaps in the tradition of Glaser & Strauss (1971) Status Passage.
Aldine.

3.see Goffman, E (1967) Interaction Ritual. Aldine

4.1t is not clear totally if this ritual confers status as a "music student” only or
whether it also plays a part in the provisional conferring of the status of "musician”
on the in-coming students. It is very clear on the other hand that students who do not
either "qualify" as in the case of MUN students not accepted officially into the music
school programme or for those students particularly at UWO where the ritual is very
organized who do not attend the ritual, that later acceptance into the "music student
group” is significantly more difficult to achieve, for some even impossible.

5.Sharp & Green (1975) attempt to dismiss this theoretical position in their book
Education and Social Control but have gamered severe criticism themselves from such
as David Hargreaves (1978) "What ever happened to symbolic interactionism?"

6.Although a structural framework may be apparent from the rather "official" nature
of the group of students under investigation, the research takes quite firmly the
position that "the human scene exhibits special properties in addition to those which
might be attributed to nonhuman contexts" (Schatzman & Strauss, 1973:5).

7.see Glaser, B. (1978) Theoretical Sensitivity. Sociology Press.

8.see Kingsbury (1984:8) where he writes, "thus introducing analysis to the very
process of collecting data”.
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9.Schatzman & Strauss (1973:110-113) set their analytical framework around similar
strategies which they call "Discovering classes and their linkages". From here, the
researcher finds "key linkages" which begin the process of theoretical construction.

10.see Kingsbury (1984:32) who writes, "Such questioning did, occasionally, result
in some embarrassment for me and apparently for some ’informants’. On this matter
I was certainly at least somewhat guilty of ’once bitten, twice shy’ syndrome".

11.for another perspective see Light, Donald (1983) "Surface Data and Deep
structure: Observing the Organization of Professional Training" in John Van Maaen
(ed.) Qualitative Methodology. London: Sage Publications. And the well-known
article by Howard Becker and Blanche Geer (1957) "Participant Observation and
Interviewing: A Comparison" Human Organization. XVI/3 p.28-32 offers useful
insights as well as McCall & Simmons (1969) Issues in Participant Observation: A
text and reader. Addison-Wesley.

12.Since the process of site selection was to be determined by analytic criteria, more
universities were "invited" to participate than were actually used. Thus when decisions
were made during the analysis to seek a particular site for the solicitation of "data
with maximal differences" for example, the most appropriate site was selected from
the list of "acceptances". It might be noted for the record that none of the
"invitations" to participate was refused.

13.To be perfectly candid, this strategy was adopted because it allowed the Dean in
each case to accept the "invitation" to participate knowing full well that nothing would
be expected of him personally since it was clear that the other named person would
handle the day-to-day matters with the researcher. The researcher knew each of these
named colleagues and they also were given an accurate indication of the level of
"participation" required from them, which of course was minimal.

14. 1983-1987

15.Kingsbury (1984) was not so lucky and relates a rather awkward incident where
it was obvious to him that he got cauight. It must be reiterated that Kingsbury chose
to enter the Conservatory as a mock-student. This researcher entered as researcher,
perhaps what Woods (1979:261) describes as "marginal positions".

16.These "expectations”, although defined as "theoretical" sampling, are still
judgement calls because there is no way to really predict the kind of data that a site
will produce. Nevertheless, the researcher must make some sort of preliminary
enquiries to at least assume that the judgement is based on some predictive criteria,
whatever that may be for the situation under investigation. Because the political
arrangement is so vastly different at U of A from the model at UWO, and because this
researcher had visited these universities (and all the others in this study) often in the
past, enough personal experience was available to make certain assumptive decisions
about the probable nature of the data to be collected. While there may be a real risk
of "looking for something” in a site where preconceptions are available, a researcher
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must nevertheless make decisions upon the "theoretical” sampling on some criteria or
else the project would instantly grind to a halt or wander aimlessly through a series
of more "random" sampling which might never address the theoretical concerns that

are at issue.

17.1t will be demonstrated that students at UWO who did not participate in this
“critical" phase were only to gain full membership with great difficulty later and in
some instances were never able to fully compensate for their absence during this
"critical" stage.

18.This usually happened in the lounge during periods of participant-observation. A
typical case would arise when a student would undertake some observed social action
which was either bold or unusual and this person would then be asked to come for an
interview. Since many interviews originated this way and students were aware that I
was interviewing students, students very infrequently refused.

19.This is officially one of the streams at UWO, honours being the 4 year programme
and the non-honours stream is a 3 year programme. There are, of course, certain
status considerations both about the programmes and the people taking them. It was
not uncommon to hear the 3 year programme identified by students as the "dumping"”

ground for the less able.

20.The convention used in this thesis is to print the researcher’s question in bold type
and the answer in regular. The students’ responses are identified as to volume,
interview and page number. This first example is Volume "A" for Althouse at UWO,
interview 9, page 21. Altogether, more than 4000 pages of interview transcripts are
appended to this study. Although no sex specific analysis was undertaken in this
study, where possible, the sex of the respondent is indicated in the text by
differentiating "he says" or "she says" or similar.

21.This "command" to compare is to be taken seriously by the reader. This thesis
takes the position that a recognition of the analysis should develop in the reader
through the words of the students quite specifically. Much of the validity of the study
depends upon the recognition by the reader of the contextualized accounts by the
students themselves rather than reports of a possible omniscient observer.

22.The main lobby of the Faculty of Music at UWO serves as the "lobby" for the
recital hall and at the same time as the student "lounge" during the normal day-to-
day operations. The students never refer to the "lobby" as other than "Lounge". This
point became clear in the interviews where the vocabulary of the question and
response was different. The researcher switched to "Lounge".

23.A "frosh" is a "freshman" i.e. a first-year student at the university. The "frosh"
committee was a group of senior (years 2-4) students who organized themselves in
order to greet the new arrivals to the Faculty of Music at UWO.
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24.This researcher spent many years in Germany and speaks German fluently as a
result.

25. see Becker, 1963.
26. See Brenner (1985:19) for a particularly detailed list of "rules”.

27. for a description of the "Standard Practice" in research interviewing and a critique
see chapter 1 in Mishler, E., (1986:9-34).

28. see "Criteria of Goodness" in Zelditch (1962:9).

29. Another typical response as informer-responent is M2-6:258 where the student
says, "I think there are a lot of people that are in music becasue they enjoy playing
their instrument but haven’t looked at other..." How do you know that? "Cause I
talk to people".

30. Notice that the "lounge" appears yet again in this excerpt as the location for a
student sorting out the world around him.

31.The following are the career goals as offered by members of the first-year class
during the interviews: M1-1, mus.ed. ; M1-2, mus.ed.; M1-3 mus.ed.; M1-4 opera
star; M1-5 private teaching; M1-6 voice performance; M1-7 composition; M1-8
mus.ed.; M1-9 mus.ed.

32. see Becker & Geer (1957:28-32).

33, see Meltzer (1964) in Manis & Meltzer (1978:24).

34. further evidence of the importance of the lounge is contained in the transcripts
with reference to after-concert discussions in the lobby.

35. for a complete list of Denzin’s 6 Methodological principles see Denzin
(1978:9-14).
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Chapter Three

Analytical Reporting

The process of analytical reporting begins with more global concerns of the music
school as a symbolic community and how the music education students begin to make
sense of their social world. Qualitative data is exceedingly complex and the initial
discovery of "classes of things, persons and events and the properties which
characterize them" (Schatzman & Strauss, 1973:110) begins the process of unpacking
this vast amount of data'. The first "class" or "theoretical category” (Glaser & Strauss,
1967:70) is in this case what struck the researcher as an apparent student sense of
social "belonging". If we were to return to Kadushin’s (1969) "professional” definition
as "What do you do?" we can see in this situation the students claiming "to be a music
student”. They have a very clear understanding of their sense of belonging to this
social world of the music school and "What they do" is "being a music student". The
obvious first place to look for clues as to how the students make sense of their world
is to look at the world itself. What "properties” does this social world of music have
and further, how are they "linked" (Schatzman & Strauss, 1973:111) to each other and
the social actors themselves? It might be an appropriate time to remind the reader that
in order to let the data speak for itself rather than provide a potentially more
"omniscient observer" account, rather large amounts of interview text is presented in
a fashion to let the reader into the process of "interrogating” the data. The reader as
well as the writer must have the opportunity to "put to the test whatever ideas may

have developed about what the data have to say" (Schatzman & Strauss, 1973:119).
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A second reminder might best be posted here and that relates to the notion that
Glaser (1978:64) describes as the differentiation between "conceptual specification"”
and "conceptual definition". This is critical to the development of the theory because
as the data speak for themselves, the "specification” about the categories will grow
out of the contextualized accounts by the students rather than "by defining it with the

assumption that the participants will respond accordingly”.

Therefore, having so far outlined the focus of the research as centred upon the
social construction of reality by music education students, an indication of the construct

world of these students can now be attempted.

An "Insider” Community

A first important core theoretical category, that is, a category with the most
explanatory power (Glaser & Strauss, 1967:70) seems to be the apparent sense that
music students have of insulation from the rest of campus life. If individuals or groups
of people can be considered as "outsiders" (Becker, 1973), then the reciprocal view

must be one as "insider". Becker (1973:1-2) writes,

When a rule® is enforced, the person who is supposed to have
broken it may be seen as a special kind of person, one who
cannot be trusted to live by the rules agreed on by the group.
He is regarded as an ’outsider’.

But the person who is thus labelled an outsider may have a
different view of the matter.... the rulebreaker may feel his
judges are ’outsiders’.
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Thus the view of others as outsiders leads a like-minded’ collection of people,
the "group”, to consider themselves as "insiders" while the rest of the world is viewed
as outside of this "group’s boundary"‘. Although the term enjoys a popular usage, it
is employed here in a specific way to identify those groups of students who view
themselves as a "group"* and that this "group” is perceived as distinct and separate
from the rest of the academic activity on campus. In the previous chapter, the world
of university music students was described as a "community”, largely because it
displayed characteristics of groups which students perceived as "insulated" within a
geographically separate unit on campus. In fact, the music community on campus
fulfils almost entirely the criteria of the "total institution” from Goffman (1961).
Goffman points out that every institution has some claim on its members but for the
"total institution", their "encompassing or total character is symbolized by the barrier
to social intercourse with the outside"(1961:15). Music education students make
regular claims to this sense of barrier from outside social interaction. Of Goffman’s
five rough categories, the music school can best be viewed as type four, i.e. an
"institution purportedly established the better to pursue some worklike task" (p.16).
Music education students frequently report that their life is totally encompassed within
the music school building. While some leave the campus to sleep, and others merely
go to their on-campus residences, they report almost universally the breakdown of the
independence of "sleep, play and work" (p.17) where they spend so much of their
time at the music school with friends from only the music school and where "play”
seems hardly possible except on occasion and then typically with others from the
music school. Thus most of their day is conducted in the same place with a regular
group of others which is stable in composition and subject to the same academic
regime and the scheduling for these students is given from officials as imposed, all

to the end that as Goffman writes, "the various enforced activities are brought together
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into a single rational plan purportedly designed to fulfil the official aims of the
institution" (p.17). Of course, the degree of split between the "ofﬁc.ials", that being
one might suppose, members of the Faculty, and the students as "managed group",
is left for the moment until the discovery of significant others is exposed. Of course,
it would be incorrect to lead the reader into an impression that there is something
sinister in this implied great plan. Music schools are designed specifically for their
purpose. Music education students however, are often the victims as well as the heroes
of that music school "community". The "community" is composed of music students,
faculty and staff and others associated within the general boundaries of the music
school and for the purposes of this analysis, the "music school” will be used to
identify this social world of those just discussed. Within the music school, other
distinct groups form with their own social boundaries and these "sub-groups", such
as the music education students, are often seen by the students themselves as
"marginal-insiders"®, that is, as music students but not always as members with full

community privileges. A more complete and detailed description of the sub-group

boundaries will follow.

Most music education students, as members of this global campus music
community, perceive of their community as a "closed shop". Many music education
students bring this experience from high school with them. The nature of music as an
extra-curricular activity in high school often creates time conflicts with other events
like practices for various athletic teams and students who have more eclectic interests
often find that participation in both extra-curricular areas impossible. So choices have
to be made. One student at MUN was very bitter about having to abandon dance
because of the workload at the university. Although students may have strong interests

and perhaps aptitude for a variety of activities, the music program often limits those
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activities simply through time demands placed on the students. One student at UWO

recounts her high school experiences this way.

I was really interested in sports at that time but at that particular
school they’re very specialized in high school and that you can’t
be an athlete and a musician which is really unfortunate. So I
ended up giving up a lot of side lines like athletics just to
concentrate on music.(M4-1:5)

This of course allows the students participating in the music programme at the
high school to become well known to one another and to at least appear to have
strong common interests, partly by the obvious participation in the musical events in
the school but also by the apparent lack of interest in other activities which the

students cannot take advantage of.

In the field notes for this study, a reference can be found that quotes an
educational psychologist who taught a special section of music education students at
MUN who commented that the students appeared to him as high school students
rather than university students. Because these were senior students, this identification
with high school seemed unusual. But a closer examination of the transcripts shows
that the music department on the university campus is, in fact, often referred to as a

high school. A fifth-year student at UWO explains,

Depends on what department they’re in I would think. A lot
of people in different departments tell me that, you know,
music is like a little high school; that’s just the rumour going
around because everyone does know everybody else. They all
have their courses in the same building. You never leave
Talbot College or the Music building basically everybody sits
in the cafeteria together. You get to know all the people that
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way and they feel, I don’t know if they feel excluded or what
if they don’t like it or if they do like it (A6:10)

This self-contained unit on campus, where people with a strong common interest
come together, could certainly account for these perceptions. In fact, this sense of
"commonalities" was a critical concept for Rue (1988) in describing a campus
community. The many shared experiences that members of the class have as well as
an unusually high degree of time together certainly make a small class of music
education majors an unusual experience for a faculty member who typically teaches
substantially larger classes of students who would typically not even be acquainted
with more than a couple of others in the class. In fact, this psychology professor
mentioned earlier attempted to "break the ice" between the students with this music
education class in the same way as he has found useful in any number of his other
"typical" classes. The routine is to have each of the students introduce themselves to
the person beside them in class and then subsequenﬂy have the students introduce
their partner in the exercise to the class. But when this activity was suggested to the
music education class members, one of the students raised his hand and announced
that they, individually, could tell him anything he would like to know about anyone

in the class and perhaps it would be a waste of time and that they should proceéd with

the course.

A fourth-year student at UWO recalls his experience when auditioning to enter

a music school.

When I came to Western for my audition it really impressed
me as a very personable school and people seemed to be
friendly and wanting you to be here or not. Laurier I found
to be more like a high school, very small and sort of cliquish
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from what I could tell by being there for only a few hours.
(M4-1:7)

From wherever, students get the impression that the music school is set apart. A

student at MUN recalls her early impressions and how they warmed to the music

school with time,

Do you know why you were scared of it?

I think mainly just because when I didn’t know very much
about it, it seemed like a really closed door kind of thing. But
then once I did learn more about it, found out more about it and
talked more about it and understood more about it, it was more
accessible than I thought.(P7:3)

Music students also appear themselves to believe that they are seen as a closed
community. This reinforces their own perception as a group of "insiders”. This MUN

student reports on her opinion of an "outsider’s" view.

Just because of the impressions that you have of music school
when you are not involved with it. When you are outside of
it, people think that music school just is a silly club or
whatever, you know. That was my impression of it at first,
but anyway it turned out that I have enjoyed it but sometimes
you have more bigger expectation of what it is than what it
really is. (P7:4/5)

On student at UWO even goes so far as to identify those not on the "inside" of

this community as a "foreigner".
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Very, Ah, people love to talk, love to gossip and love to cut
each other up. That sort of thing and any foreigner would
automatically turn right off (A6:11/12)

Students appear to construct a strong sense of isolation of their own "symbolic"
community from the rest of the university as a whole. The opportunity for music
students to contact other students is severely limited. The course work and extras
such as rehearsals and practice time as well as an overwhelmingly music related
curriculum allows little opportunity for music students to associate either academically
or socially with students on the campus in other disciplines. A final year student at

UWO puts it this way.

Who do you meet in music?

Well music students.

Nobody else?

Not really you just don’t.

Why?

Well all your courses are in music unlike the other people at
the university all your courses are in music. And also all your
courses are in the two buildings. And you have one course that

is "up the hill" as we say so you just didn’t get a chance to
interact very much like everybody else.(A10:10)

In fact, the apparent isolation gives rise to feelings among some students that they

don’t belong to the university as a whole at all, but merely to the music school. This
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identity with the music school only exaggerates the feeling of belonging to this

"closed" community. This same senior at UWO explains further,

Unless you really went out on your own and it’s harder to do
that when you are in music somehow because the music faculty
doesn’t associate itself as much with the rest of the university
as it should. It quite a closed... they have their own things
going on and that’s good but they don’t associate themselves.
When you are in music you don’t feel like as much a part of
Western as someone in Arts does or in English or anything;
economics.(A10:10)

One student in Vancouver even referred to her association in the music school as
a "family" and points out that "others" wouldn’t understand the conversations "inside"
anyway. Students develop this strong sense of belonging and identification with what

the music school means to them. This UBC student comments,

I was here, when I taught my first year I actually missed it, I
thought I'd be glad to get out of university, but there’s
something in music that the other departments don’t offer, like
when you go to other classes and it’s like when you go to music
department it’s like, something like coming home into a family,
like you have good rapport with the people, you sort of
understand and when you do music, you know the kids, you’re
on a level that is beyond talking and everyone understands it,
and you know they’re intellectual enough to know what’s going
on, like if you’re with people and you hear certain things about
music you can’t right away talk about it cause no one else
understands it, but I really like the music department, being part
of it.(V11:4)

So how does a student join this "family"? Students report that access to the
community is almost instant if they approach it when the door is open. This
perception of real temporal limitations for entering the community appear to be borne

out by experience. First, however, it should be demonstrated how this acceptance
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generally and most easily works at the "right" time, which is during "frosh" week.

A "frosh" is a students who is entering the university for the first time and is the
UWO (as well as generally understood and used) equivalent for "freshman". A

student at MUN recalls her first impressions.

So what was your first impression then when you’ve
arrived, having been selected?

I think the first day they had a wine and cheese or something
or just an informal get together. So, that was good I got to
meet other students and I knew one or two already but not very
many. But, my first impression was that everybody was very
friendly and it would be no trouble fitting in. Because I seemed
to be accepted right away. (P10:3)

At UWO, the in-coming first year students are met by a welcoming committee
(party) of older music students, which the "frosh" typically label as "sophs"’. More
on that point follows. The ritual® is well established and consists of a "frosh alert"
which amounts to one senior students identifying the "stranger" who then is greeted
by the "We love you frosh" song. The important part of the process, however, is that
immediately after having been "sung-in", the new student joins forces with the older
students to welcome the next in-coming frosh. This instant acceptance into the
community has both symbolic and real meanings for students. While at the time it
gives them a sense of relief at finding some point of contact in the bigger university
arena, it also provides the beginnings of very fast developing peer groups to which

comment is forthcoming later. A first year student at UWO tells of the previous

week’s experience.

Tell me about frosh week.
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I loved it. As soon as I came in the door, they came up to me
and sang <we love you> and I honestly felt that they meant
it, like I felt that they meant it because they were all just
looking at you. It was a very very warm feeling. And then they
did the same for the next person and I joined them, like we had
to join them and it was really really nice.

So from that very moment you sort of belong to them.
That’s right. That’s what you feel like. It’s very very,....I got

shivers up my spine. It’s a really good feeling and I felt right
at home.(M1-9:9)

It may stretch the point a little but it is nevertheless noteworthy to point out the
phrase "right at home" particularly in light of a preceding comment about feeling

like a family (V11:4).

This next student sees the other music students as easy to get to know and
explains that once having been "greeted" that you just joined in to sing in the next

frosh.

Yea, the music people are really easy to get to know. They
seem more outgoing like when they greeted you when you came
in, They did the frosh alert and they sang to you and it broke
the ice right away.

Then what happened?

Then you get in that group and you do it to the next frosh that
comes in.

So once you’ve been greeted you’re instantly in?

Yea, pretty well...(M1-5:7)
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Another "frosh" describes her introduction to the music community as

"overwhelming" and reports,

When did you first meet the music crowd?

Monday. I came into the music building to get my orientation
kid and my frosh t-shirt. I was really nervous because I didn’t
know what to expect and the first thing that happened, I walked
in the doors and someone walked up to me, I didn’t know what
was going on, all these people were singing and learning
cheers, and someone said <are you a first year student? > and
she screamed at the top of her lungs <frosh alert, frosh alert >
and I get carried, physically, into the middle of this circle of
people and they sing to me <We love you ******>

In 4 part harmony.

Yes and of course and they elected one of the second year
students to waltz with me through this whole song. So.....then
I got my kit and went home and put on my shirt and told my
boyfriend, he’d driven up with me, I'd be back after supper and
I went to the assembly. '

What did you do immediately after this singing
introduction?

I turned red! and I just stood in the middle and said thanks and
then I went to get my kit because another frosh came in. Oh
then they took us up to sign up for our auditions for the
ensembles. It was overwhelming having all these people

there.(M1-8:6/7)

While this introduction creates "instant" community members and these students
seems to have been given the key to acceptance into the community, one student

explains that the process of really fusing takes more time.

History was neat to see how many people were really in first
year. That was amazing. You get used to faces and by
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Christmas you know everybody’s face and half of the names.
You know everybody in first year. With my English, I didn’t
spend enough time. I think I was the only music student in my
class.(M2-3:11)

The strength of this initial acceptance may appear to the reader to be more
imaginary than real but students who either missed this entry ritual by choice or
because they arrived on campus later in the week explained that they often had
trouble breaking into the community. It was as if the door had closed after the "frosh
alert". This first year explains her experience after having arrived one day late and

having missed the excitement.

They didn’t make you feel welcome?
Not really, everybody was in tight little groups...
Already?

Yea, well I didn’t come ’til Tuesday and I think everybody
was there on Monday already and Tuesday morning and I came
late Tuesday afternoon. And everybody was in their little T-
shirts and having fun and I didn’t feel comfortable so I left. 1
tried that another couple of times and did finally meet a couple
of people by the end of the week. I tried coming in a few more
times and walking around and looking at things and nobody
approached me. It sort of surprised me because I thought they’d
have key people that would say < <Hi, I'm so and so, come
on in>> Yea, in the lobby but I didn’t feel comfortable
SO...... I came in and checked out the pictures of the frosh on
the board.(M1-6:8)

This excerpt is even more convincing since it is the report of a first-year student
for whom the experience would have been no more than a few days old.

Furthermore, everyone appears to be accepted at first the later sorting out of who
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belongs in which sub-groups of "I like" I hate" comes somewhat later in the
experience of the community. A graduating student recalls her experience coming to

university for the first time.

since my roommates were not in music, we didn’t do any of
the frosh things involved in music and I went with my
boyfriend at the time to all of his frosh things at the law school.
So I think that put me off on a bad foot.

How?

Because I had already disassociated myself with the people who
were beginning, with the people who were in music and they
were already clanning together. We're in 1st year, we’re the
music frosh, we stick together. So I wasn’t part of that
whatsoever, not knowingly doing that.(A11:8)

It is important to point out that this acceptance into the community, whether
instant or developing more slowly, depends upon the "official" status of the student.
Only students who have been accepted "officially” by the university into the music

school and its programmes are eligible for admittance to the community. A student

at MUN explains.

I think so. First year I felt like an outsider.
How so?

I was just doing a couple of courses there and they .... it’s such
a clique situation that unless you are in there you are not really
in there. T got kicked out of practice rooms all the time because
I wasn’t in the faculty. I don’t know... a few times..... I
remember one comment by one particular person.....they were
having a.....it was in a History class in first year.....they were
having a social and somebody said to me, why didn’t you go to
the social Saturday night? I said well I didn’t know anything
about it. Well there was a sign up. Where is the sign. In the
students room. Well sure I never go in there. And somebody
said well ...all the important people go in there.(P1:3)
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This student continued her studies and joined "officially” the following year.
From that point the community was as available to her all it was to all other "official”

comers.

The situation at the University of Alberta is substantially different. Since the
music education students register in the Faculty of Education, they lack the pre-
requisite status for inclusion in the music community, despite having to take many
of the same courses with music students and playing in their ensembles and walking
the halls with instruments under their arms. All of the music education students at U
of A appear to have felt excluded. Some attributed it to their inability to take certain
specific courses not offered typically to education students. While this may have some
truth, at UWO the courses that students usually mentioned with respect to the
common feeling of belonging by students were the history and theory courses. Many
of these courses are common to all music education students and music performance

students at U of A. This student explains.

Yea I know and it’s good now and I'm starting to really think
about well what is it that they really do. I'm not really sure,
you know what it is actually, I think it’s just that maybe as the
music department is a small group and it becomes quite a clique
you know and as an education student there are so many other
things and courses and things I would love to participate with
over there that I don’t have the room to do so I guess it’s just
that I feel excluded because I can’t, like I can’t fit opera
workshop into my schedule like I can’t do extra things that, I
can’t take more theory, I can’t take more history even though
I really would like to I just can’t fit it into my
schedule.(E2:9/10)
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This student from U of A fingers specifically these theory and history courses as

the responsible agent in producing this feeling of exclusion.

And yet even at that point and time you don’t feel like you
belong over there?

No, we’ve, I personally, I can’t say we, it’s myself, I felt like
an outsider because I wasn’t in all of the theory courses or in
all of the history courses or I was just in a certain few that were
chosen by our faculty as being the key to becoming an
educator.(E4:9)

The claim that since the education students achieve less than the Bachelor of
Music students (those not taking music education) is disputed by this student who
also finds it difficult to explain why there was this apparent irregular acceptance of

the music education students into the community.

No, but that’s the thing, I think a lot of it is because they knew
that a lot of us did have the best marks and that, I don’t know,
I never, the people I met during my years and that I became
close too and friends with, were never Bachelor of Music
students, they were all education students. I don’t know, the
thing, that is, I don’t know, I tried to be friendly and that, it
was, I don’t know, it was like they were nice to you and then
the next time they saw you they totally ignore you, you know,
I don’t know.(ES:6)

This same U of A student finds it difficult to explain why the music community

should be closed to her when they all share the bond of being "musicians".

Yea, as musicians, I don’t know, I think that, I mean, why
else don’t they get along. Why can’t I talk to them, why can’t
I become friends with one of them. I mean I’m not the one,
I'll gladly, I wouldn’t mind building a friendship with a
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Bachelor of Music, student, but forget it. You know it just
hasn’t worked, I've tried. I know it’s weird.(ES:17)

As will be shown, this student’s claim on the title "musician" plays an apparently
much larger role in the structuring of the social processes in the music school. To
continue, however for the moment with the previous description of the properties of
the category of isolation awareness. The total community isolation is explained by this

final year student at UWO.

I still think that I enjoy my years with music faculty but now
that I'm here [at the Faculty of Education] I realize that I think
yes it was time for me to move on, and that I'm you know I'm
learning I think. You realize once you get out of the music
faculty how narrow it is in there not just I don’t mean musically
but when you go through with the same people and all you
study is music, music and then your extra-curricular, what do
you do? You go to concerts, you sing in concerts and you
associate with music people (2A3:30)

Students gain admittance to the university music community by "official status”.
The community is "closed”. It is perceived by both insiders and outsiders as
“insulated" on campus and members of the community appear to have little
interaction with members of the greater academic world. Thus the music students
come to see themselves as members of a group with a strong demarkation in both

physical and social boundaries.’

By way of analytical summary we might conclude thus far that music students
construct a very strong "symbolic” community and that becoming a member of this
community often results from an organized ritual of status passage (Glaser & Strauss,
1971) where the "outsiders" are admitted into the community by means (;f this social
ritual (most formally organized at UWO) and their "status” changes to one of

"insider” as part of the ritual."”
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Students’ Perceptions of the Nature of their "Community"

Having established that the view of the music school by music students is one of
a "closed" community, it is important now to examine the nature that "symbolic"
community as music students construct their perception of their world by taking
account of certain "outsiders" as well as their own social observations. Becker
(1963:80) writes,
Wherever some group of people have a bit of common life
with a modicum of isolation from other people, a common

corner in society, common problems and perhaps a couple of
common enemies, there culture grows.

Rue (1988:136) in her discovery of the factors for the generation of a strong
college community identified "tradition" as being important for cultural generation.
She explains that "traditions” is to be understood as "how the culture of the
community is transmitted and how behaviour is shaped”. If music students construct
a view of their world as something "special” or specifically identifiable in some
particular way, then the strength of the "boundary" may be enhanced. How do music
students make sense of their world? Do they have a sense of a "couple of common
enemies"? Are there "traditions” that are in "every-day-sense" understandings about

what the music community on campus is like?

Music education students report three recurring themes with reference to their
community. The first is that their parents are often against schooling in music in

general because of its apparent lack of occupational security. The second theme is
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that they see others, both on and off campus, holding the view that the study of music
is somehow frivolous and easy, i.e. confined to the fun playing of various instruments.
And thirdly, they report their own as well as others perceptions of the music

community as "weird", "different” or otherwise deviant. Becker (1963:9) writes,

From this point of view, deviance is not a quality of the act
the person commits, but rather a consequence of the application
by others of rules and sanctions to an "offender”. the deviant
is one to whom that label has successfully been applied;
deviant behaviour is behaviour that people so label.

Becker (1963:14) expands this notion later when he writes,

We must recognize that we cannot know whether a given act
will be categorized as deviant until the response of others has
occurred. Deviance is not a quality that lies in behaviour itself,
but in the interaction between the person who commits an act
and those who respond to it.

This is the first instance where the sense of sensitization to the process of societal
reaction" is apparent. Students are typically aware of these concerns and their
subsequent actions surely take into account these perceptions. Thus accounts of
perceived deviance from members of the music student community take on a special
significance in terms of likely response outcomes. Similarly, accounts of the
perception of deviance within the music community attributed to "outsiders" by music
students must be seen as important to the nature of interaction within the outside social

world and further strengthen the sense of isolation.

Each of these three categories will be examined individually to show how each

is portrayed by the students.
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(1) Parental Concern

Students report that their parents express concerns about the study of music most
specifically with respect to the nature of worldly status, i.e., low pay, lack of security
and lack of "use". These concerns extend even into the education field for many
students. One student told this interviewer that his former vice-principal had said
teaching was "the last resort for the weak intellect"(M2-6:16). Although most
students, but not all, claim that their parents were supportive of their decision to
study music (or music education), often they perceived it as mostly being supportive
of attending university in g.eneral rather than specifically supportive of studying

music. A second year UWO student reports his thoughts,

My parents were really supportive. My dad’s an architectural
engineer and you would think that he would be wanting me to
do something that would be a little more sensible like maths,
but my parents have always said go to university and do what
you want...Maybe being in medicine or engineering seems a
little more sensible and going along with society. It seems a
little more safe and more prosperous, whereas going into music
you're taking a chance.(M2-5:6)

There is a clear message of societal expectation expressed here. Why would "you"

think that? Another student’s parents fear for the future in this report.

So who talked you into university?

My parents. They’re not really into music and they don’t see
it as having much of a future even though they are supportive,
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like paying for lessons but they didn’t think that music would
be something to earn a living by, just to go to university to get
a degree is something even if it is in music.

So they weren’t too impressed. Like on a scale of delight,
it would be a 1.

Well maybe a 2.(M1-7:4)"

These are both examples of specific cases by the specific students reporting their

own circumstances. However, the generalizability of this perception can be

demonstrated by student reports that presume, as informants, that this situation

typically applies to all. For example,

I don’t know how many parents would recommend that their
kids get into music. It seems that most of the people the idea
is <become a doctor> you know, I've never, ..... There’s
something about music, about the arts that is looked down upon
because it’s a second class kind of education (M1-2:15)

From Vancouver there is evidence that this notion has persisted for some time.

Whether this student found any significant change in attitude after so many years is

left unsaid but his return to the arts at age 35 does amply show that this is not a

newly discovered obstacle for students entering music'schools in the late 1980’s. He

reports,

I think my situation is a little different than a lot of music
students I went through with, I mean, I didn’t go back to
university until I was 35. I loved music as a kid but social and
parental expectations had said you don’t go off and be a
musician in 1968 right out of high school; you’re going to be
a scientist or an engineer or a lawyer or a doctor or something
and I went out and did that.(V5:12)
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(2) The "outsider’s" view of the study of music

Students report that campus associates typically perceive the study of music as a
"bird" course. A "bird" course is one that is generally considered as very easy and
without rigour and is a term in common usage in Canadian universities. It is a
common usage term on North American campuses. The counter-claim is best
defended by the music students by pointing to the number of hours that they are
required to put in, the nature of practising, ensemble participation, required concert
attendance, as well as class hours. There are various explanations as to why this
perception exists but music students appear to defend their position vigorously and
regularly to "outsiders". This student was explaining how she might introduce herself
"up the hill" at an academic course. The Faculty of Music at UWO is situated in a
building on the lower side of a steep hill on the campus grounds and when students
say "up the hill" they mean it in the first instance literally, but of course, it soon
comes to take on the figurative meaning of something outside the confines of the

music building.

And what happens when you say you’re in music?

Usually it’s "bird course”. And then you have to go through
the whole thing and say music is not easy and you have just as
many and probably twice as many hours as you have... you
know. :

Has that happened often?

Yes. The whole campus and even off-campus, like meeting
people at home, the general opinion seems to be that music is
an easy course. I think it’s because people see the polished
product of what music is and they go to a concert and see this
amazing pianist. They don’t realise that she practices X-number
of hours a day. They hear the final product but they don’t know
the work that goes into it.(M3-4:14)
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The students’ claim is universal mis-understanding both on campus and off, both
at school and at home. In the residences music students are confronted with

roommates who often do not share this understanding about music. This student says,

Where did you spend your time?

Back at the residence. My roommate wasn’t in music. She was
in Social Science.

What did she think of you being in music.

She thought it was the easiest course ever. She thought that
anyone could do it. I just laughed in her face. She is in Social
Science which is all reading right? It’s like you don’t have any
practice times you don’t haver this and that, you don’t have to
go to master classes you don’t realise what I'm doing. We
really got along well but we had lots of conflicts because she
didn’t understand it. For me some things came easier so that
why she thought it was so easy. When there were lots of people
her struggling and yet for me, except for theory, things went a
lot easier. She didn’t understand...(M2-3:8/9)

This same student continues his report of his expectation of others. While his
immediate residence colleagues "knew" because of their direct contact with music
students, the feeling is still that without this experience, that a general view would

persist.

We had a lot of music kids at Westminster last year so they
knew what it was like and the other kids would say like <I
wouldn’t want to be in that program> There’s too much to
do. I think if they don’t knew someone who’s directly in music
then I think they feel that music is a bird course. It’s not like
science or business and all you’re doing is playing your flute all
day. You get that attitude like "Go toot your horn". It’s
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apparently the third hardest faculty at this university beside
engineering and nursing.(M2-3:9/10)

The students defend their position vigorously however, another student admits

that this view may be more imaginary than real.

Do they make a comment about the fact that you’re in
music?

Not to me, no. You often think that people think things like
"Oh you’re in music" but I've never had anybody say anything.
A lot of people think that music is a lot easier than a lot of
other courses and that bothers me.

How do you know that.

I just think it. I’ve never had anybody say to me like <yuck -
what are you in music for>.(M2-8:2)

The perception of "outsiders” often reinforces the view that the study of music
is limited to the performance on an instrument. No student gave an indication that
"outsiders" recognized the non-performance or academic part of the university music
programme. The opinion expressed is that the performance on an instrument is easy,
at least for those who have chosen to do it, perhaps an implication of an outsider’s

view of "talent". A second year UWO student explains,

What’s she think of all this music?
She’s very supportive, like she knows how hard it is and that
it does take a lot of work, well I don’t do as much work as I

should but....she realises ...like a lot of people at residence
that will joke about it being a bird course and things like that.

So they joke at it but you think they know better?
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Yea, some do but some are serious when they say like all
you’ve got to do is practice, you’ve got it so easy.(M2-9:24)

One student who is active in residence politics explains his perception of the view

of music study in the residence.

But here I hang out with the residence people. But so many
people over there look at music as such as downer. You have
no idea how many people over there thought I was in business
just because I was president of the council and when I'd tell
them I was in music they’d go <Oh, like why>. So I say
Why, cause I like it. And they say what are you going to do
with it?(M2-6:16)

While these perspectives show opinions and feelings expressed at one point in
time, one student reported that as time went on, as the students in the residence began
to notice that the music students were never around, that the attitude and
understanding about the nature of the programme changed.

Did you ever compare notes with them as to what it is that
you have to do compared to what they have to do?

Yea. Well I lived in residence the first year and we did a lot
of that. And my roommate’s in violin performance and
performance or she was in the first year. And the attitudes on
our floor were not very desirable......

Tell me about it?

Well we were really put down as the music students, the
"Artsies".....you know at the beginning of the year that is and

Put down how, what happened?

We don’t have to do real work all you’re doing is playing music
is just fun you don’t have to work that kind of thing. You
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You know people are just really uninformed. And throughout
the year when they realized we were never around you know
gradually got to have a bit more respect and people said gee
how you spend a lot more time over there, what are you doing,
and so eventually people started to respect us as students as
well but it took a long time you know it’s really gross at
first.(M4-1:32/33)

(3) Deviance

Becker (1963) first developed the notion of musicians as deviant in the
development of the labelling perspective in sociology. In his "Culture of a Deviant

Group" he describes the perception of dance musicians as deviant. He writes,

Though their activities are formally within the law, their
culture and way of life are sufficiently bizarre and
unconventional for them to be labelled as outsiders by more

conventional members of the community. (1963:79)

Becker begins by pointing out that "the musician is conceived of as an artist who
possesses a mysterious gift setting him apart from all other people” (p.85). He
continues by claiming that musicians are "different from" and "better than" other
people and "accordingly ought not to be subject to the control of outsiders in any
branch of life" (p.86). Somewhat later he reports an observation from one of his
research subjects who says, "You know, the biggest heroes in the music business are
the biggest characters. The crazier a guy acts, the greater he is, the more everyone

likes him" (p.87). This perception is echoed by the students in this study.
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Students comment on the "abnormal” nature of their university life, the fact that
they feel "different" or that the others in music were "weird", "odd", or "eccentric".
Even academically, the music students feel that their workload places them in a

abnormal category. This student comments on the comparison of his program to that

of others on campus.

So you think that the rest of campus has it pretty slack.

Yes I do. I really do. They lead a normal university life and
we in music lead an abnormal....... yea.(A10:35)

Other students comment on why they may have developed their circle of friends
and associations. While they typically refer to the fact that they share common
courses and must spend substantial amounts of time together as is mandated by the

programme, others point to more sinister reasons.

So you didn’t associate with the people much in residence?
Not much.

Did they pass comments about the fact that you were music
or?

No, not really. I think they sort of understood because my
personality wasn’t the same as there’s.(M4-4:18/9)

Another student, a music education student at UBC, who tended not to hang

around much with the music crowd explains the behaviour in this way,
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So does that mean you didn’t hand around with the music
crowd much?

No, I didn’t. They were all weird.

What do you mean they are all weird?

They are just weird, eccentric people who spend 20 hours a
day in practice rooms doing weird things with instruments and
not being social human beings. Not social in the aspect as
going out dancing and having a beer; social as they are social

lepers. I found most of them didn’t know how to carry on a
conversation.(V4:9/10)

This student recalls early memories of the music school.

Okay, so they let you in here and you arrived and then
what happened?

Yea, well I didn’t like it at all.

Why not?

There’s a lot of weird people around and
Do you still think so?

Yea(M3-3:17/8)

Other students describe people at the music school as "odd"(V4:12) or that the
"faculty was always different i.e. weird"(M4-7:16) or "eccentric"(M4-9:46). These
are "insiders" viewing other "insiders". There are, of course, perceptions expressed
as to how "outsiders" have or are likely to view the music school community. This

student comments on questions asked of him by "outsiders".

Well, "Does everybody down there walk around singing to
themselves” you know that sort of thing and a lot of people do
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and what I'm saying is when people look into that they
perceive, or they assume things when I, cause I'm here and I
know some of these people, personally or I just know them to
see them, I know there’s certainly nothing weird about them,
they’re just going about their business but.

But they’re singing to themselves?

If that’s their business, than that’s it and I don’t think that’s a
big deal but it’s because I'm used to it or because I see it all
the time and I accept that as just something.(M4-3:31/32)

This student returns to this issue later and explains,

Yea, from what I can see, which is very, from a very limited
viewpoint, mostly from what I’ve heard or talking from other
people here and away from here, you know in saying that I'm
part of the faculty of music, the music program, it’s like
uhmmmmm, uhmmmmm, it’s like ohoooo.

Ohoooo like what? What’s that mean?

Weird, you know, like we’re weird and that’s fine and I sort
of chuckle to them and if I see that it’s a person who is worth
talking to or is worth explaining anything to I'll say "Look, you
know, we’re really not all that weird. I know that we walk
around, people walk around singing to themselves and that my
piano teacher is a bag lady, she’s not but she’s a, I know that
it might look weird, but it’s really not and I know that you
know that and." .. Once you know, and people probably
realize that, if they think you’re on a regular basis and they
seldom realize it, and then they realize it and then there are
some people that ohoo and I just say "Think whatever you
want, because I can’t be bothered to talk to you because I know
you’re not going listen anyway," which is just regular,
everyday happenings so...(M4-3:33)
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This same student had even created a "scale of social abnormality” by which she

was able to sort out the expectations of "outsiders’ views" of her community. She

says,

Well, not really, eccentric is not, it’s not a really strong word
but it’s not the word I'd like to use. I'd like to use that for my
piano teacher because she is eccentric. Most of everyone else
is on the scale of social abnormality, they’re close to the
middle, she’s not

You mean to say that most of the people you see around
here are socially centred?

Not really, not but on the worldwide scale of socially perceived
normality and in actual fact anybody that would look in at us
from outside, you know, we’d all be on the right end of the
scale and or whatever end of the scale is the weird end...(M4-
3:30)

It was the interviewer’s interpretation and construct from the use of the "scale of

social abnormality” to suggest that someone might be "socially centred". Yet another

student reports on her experiences with her friends from "up the hill" who came to

have lunch with her in the music building cafeteria.

I met the friends that they had made. And there was a big
problem there, every time I would bring them down the hill to
have lunch with ME, they were quite critical about the people.
Now I'm not, ...I've never found myself critical about who’s
who and who does what but you know, < <oh that person is
really weird> > or < <that person is really eccentric> >
< <oh those music people are really strange> > from an
outsider who knows nothing about music. If we were all sitting
in the cafeteria, somebody, some soprano would be belting out
a little tune and they’d look and < <oh my

goodness....weird > > To me that’s normal. So that separated _

me as well, you know, that my roommates were up the
hill.(A11:10)
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Becker (1963:100) reports the comments of one of his subjects who says,

I'm glad I'm getting out of the music business, though. I'm
getting sick of being around musicians. There’s so much ritual
and ceremony junk. They have to talk a special language, dress
different, and wear a different kind of glasses. And it just
doesn’t mean a damn thing except "we’re different”.

It has been amply demonstrated that the music school on the university campus
is an exclusive group, an insider community whose members are acutely aware of
the special nature of their "closed" community. It has been shown that entrance to
this community rests almost solely on the "official" nature of the student’s registration
within the music school programmes where those attempting to begin by taking a few
odd courses are shunned and otherwise excluded from the life of the global campus
music community. It has been seen that the view from without is presumed by

insiders to be a view of distortion and one of some form of "deviance".

It would nevertheless be incorrect to assume that, once admitted, life progressed
upon some egalitarian model where all those admitted to the community were
somehow bound together against the "outside" world: While there is a strong sense
of University loyalty, where Western grads are always Western grads, life inside the
community during the time the students are actually within the confines of that closed
community appears to be a never ending contest for recognition as a "musician"
despite the official status as insider.

Although there is a generally accepted recognition of a global campus music
community, it is important to point out that the students under study here are a sub-
group, "officially” identifiable as "music education” students. While this sub-group

fits comfortably within the boundaries of the more global community, it is
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nevertheless comprised of "marginal-insiders”. That is, students who have formal
acceptance into the more global community but whose status is nevertheless distinct
from a special central sub-group of "performers"” within the global social music
community. As the accounts unfold in this document, it will become clear how these
marginal-insiders must compete for status with this socially elite sub-group of
performers. Hargreaves (1975:97) writes concerning the structure of a group as

follows,

when we consider group structure, it is the "heterogenity’ of members that
is stressed. In other words it is the structure which differentiates the
members from one another. The key notion in this process of
differentiation is that members are ranked into a set of hierarchies, by
which in certain respects some members are more valued by the group
than are other members.

It will be shown that not only are the sub-groups inside this global music
community ranked but also, in certain situations, individual members of these sub-
groups.

Students who are not "officially” part of the community, such as the music
education students at U of A or the part-time students at MUN, tell of physical space
denials based solely on their status as "outsiders”. Both of these groups have a very
real legitimacy within the physical space of the music school but are nevertheless
denied access to what "real" music students could expect. First from MUN a student

describes her experience during her first year as a part-time music student.

Sort of put you in your place.
Yea, sort of put me there. But, I mean, really, the people who

were only doing a couple of courses there didn’t go into the
student’s room where they had their lockers or whatever.(P1:3)
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At U of A, a music education student explains her perception of the reality for

her as intruder into the music department.

It stinks. Our relationship with the music department is that
you are coming to our faculty and we are allowing you to take
our courses, they do not make us feel like we are doing music
with everybody else, it’s kind of you’re a separate group, stick
to yourselves, you’re not musicians, you're just educators,
trying to be musicians and it takes away a lot of the drive, I
found that I needed, in order to make myself go through it
because always finding that well I don’t have the six or eight
hours a day to practice whereas they do, they’re in the building
probably the whole day taking a theory course, taking their
practical courses, taking lessons and the only time they ever

really gave us the benefits of being a music student was when

we were taking a practical course, we were actually able to get
lockers, we were able to instrument, get into practice rooms in
the music department and practice (E4:7)
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Notes for Chapter Thr

1.More than 4000 pages of interview transcripts accrued from this study as well as
several notebooks of field notes and copies of assorted documents.

2.In this study the notion of "rule" refers to the ethnomethodological sense of "rules

of everyday life". See Garfinkel, H. (1967) Studies in Ethnomethodology. Prentice
Hall and Hammersley, M. (ed) (1983) The Ethnography of Schooling. Nafferton.

3.The notion of like-mindedness with respect to boundaries may be best considered
in the light of Anthony Cohen’s (1985) construct of community as a "symbolic”
construct where a group of people perceive a sense of boundary and this boundary
"impinges crucially on consciousness” (p.13). Also it might be useful to add further
that Cohen points out that "boundaries perceived by some may be utterly
imperceptible to others" thus accounting for a possible strong sense of "symbolic"
boundary where no case for structural or geographic boundaries might wished to be
claimed.

4.see Sumner (1904) "in-group” and "out-group” in Coser & Rosenberg, Sociological
Theory. 4th edition.

5.see Hargreaves (1975:88-89) where he outlines the necessary 5 rules for the
identification of a social "group”.

6.There is a workable metaphor here of concentric circles like Dante’s rings of Hell
where music education students seem to be included in the global circle of "music
students” or the "community” but excluded from the core sub-group of students who
it will be shown to be the official group of "performance majors". This second group
most closely resemble what Howard Becker has called the "ideal pupil” from the
music school perspective.

7.This is of course "technically” incorrect since a sophomore is specifically a second
year student. However these terms are not in common usage in Canada and further
the in-coming students would not have had much opportunity to discover the correct
usage. Thus it provides an interesting example of how the in-coming students view
the apparent "oneness" of the senior students and label them as a group.

8."Ritual” is used here specifically as "any formal actions following a set pattern
which express through symbol a public or shared meaning"(Penguin Dictionary of
Sociology, 1984:209). See Goffman (1967) Interaction Ritual. Aldine

9.1t might be interesting to develop a rather detailed comparison with religious sects
and other self-selected social groups in religious orders for example.
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10.Glaser and Strauss (1971:4) point out that when "people go through a passage
collectively or in aggregate they may not be gware that they are all going through it
together or at least not aware of all aspects of their similar passage". While students
at UWO are ritually treated as individuals, that is "sung-in" one at a time, it is
obvious from later analysis that they are not aware of all the symbolic aspects of this
"acceptance”. One major hidden factor revolves around the notion of "commitment"
(Becker, 1960:32-40) and most specifically the "side-bets" made for the in-coming
student by the "insiders" as they relate to the values of the community. It is in
Becker’s words, "commitment by default”.

11.This analysis will ultimately end up on the doorstep of the labelling perspective in
sociology and a key factor in that perspective is taken to be "societal reaction”. Since
the concept will eventually be developed in some considerable detail, it is left here as
students taking account of Others’ reactions to Self.

12.This scale of 1 through 10 (best) has become common usage in North America
since the rather dubious fame of the Dudley Moore film "10".
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Chapter Four

Toward "Musician™ Status

Goffman (1967) in his Interaction Ritual, studies the ways in which people
manoeuvre to "make points” in everyday interaction. In the search for analytical
categories and their properties we turn now more directly to the relationship, that is
the linkages between the "community” as socially constructed by the students and the

students themselves as they construct a sense of who they are in that community.

Music education students appear to take significant account of what appears to
be an implied normative standard of status, largely by accumulating "points”. That
is, students see the accumulation of status points as a way to generate the authority
to claim a social status in the community. The more points one can accumulate, the
more secure one’s claim on the social status becomes. The status a student enjoys
within the community, which is almost exclusively tied to the notion of "musician”,
a category yet to be discussed, is seen by students to be achieved largely by affiliation
to various groups that comprise the music school. There are, in fact, eight major
status gaining affiliations which appear to be employed by students within the music
school. A typical student strategy is to use these affiliations to "collect” these status
points which will allow the student to claim the status as a "musician". These are, for
the most part, "official" groups, to which a student can be organizationally tied but
are nevertheless often part of the negotiated order of the community. Becker
(1963:103) reminds us that "the musician conceives of success as movement through

a hierarchy of available jobs". Many of these affiliations can be compared to
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academically generated jobs, each with its own place on the hierarchy, thus each
provides a different level of point gaining potential. Each is discussed in detail below

and this should become clear during that discussion. These are thé eight major point
gaining opportunity categories:

(1) academic achievement groups

(2) the institutional reputation

(3) type of music associations

(4) academic year

(5) applied principal instrument groups

(6) applied principal instrument teacher studio

(7) ensemble and ensemble chair
(8) academic programme

It can easily be seen that these eight major affiliation categories, even without
consideration for the many sub-sets of these, criss-cross through the community with
the potential for an amazing complexity of negotiation and strategies for point-gaining
possibilities. In order to fully understand the dynamics of this community it is

necessary to examine each of these eight in turn.

(1) academic achievement

In comparison to the music-making activities that are always on display as
students perform on instruments in the various performing organizations and as well
as in classes in the music school, the academic side of campus life is much less
obvious. The nature and properties of the "music-maker” will be dealt with in some
detail later. A student, individually must compete for marks for the right to continue
in the various institutions and their programmes but having achieved the necessary

grade level to advance, the extent of the achievement plays a small part in the status
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level of the students. Given a situation where all other things were equal, the status
obtained by strictly academic measure would be large. However, the situation where
all things otherwise are equal seldom appears. At UWO, entrance to the Faculty of
Education after the completion of the Bachelor of Music degree is strictly by
academic competition and students are fully cognizant of this and react accordingly.
This however appears to be more of an issue with graduating students and to some
large extent, confined to their concern. The position put forward by Becker, Geer and
Hughes (1968) in Making the Grade is fully operational and grade-getting serves as
a fundamental force in the operation of the community. Marks are important.
Students acknowledge this often but despite general agreement that these academic
grades serve an important "academic"” or "official" function, students do not see them
as contributing substantially to an individual’s status, particularly as a "music-maker”,
within the music school. This can be mostly attributed to the overwhelming visibility
of other music activities, albeit academic within the institution. The institution groups
students by academic achievement. At UWO, for example, students who do not
achieve adequately are taken out of the "honours" program and placed in the "pass”
programme. Students removed from the "honours" programme lose significant status
in the community. On the other hand, the Dean’s Honour list identifies "A" students
and the names of students who are able to join this group are generally available

through publications. This fourth year UWO student explains.

So what happens next?

What happens next. Well hopefully at the end of this year I
will be on the Dean’s list. That’s my goal for right now. Is
to get over eighty and be on the Dean’s list. I was so close
last year and I know that I was only that close, I want to try a
little harder. But that’s my short term goal.
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Why is that important?

I don’t know why it’s important, it’s just sort of like small
step, a small something to work towards....... I ended up
being an Ontario scholar in high school, I think this would be
sort of the same, similar thing.(M4-4:22/23)

(2) The Institutional Rebutation

Canada has no Harvard, Oxford nor Cambridge. While each of the Canadian
universities can claim', with some degree of general acceptance, exceptional
programmes and/or departments in various academic disciplines, the institutions, at
least at the undergraduate level, are basically all recognized as essentially equal. This
is not to diminish the edge that certain universities have achieved in certain areas of

excellence but simply to point out that all of the universities on average can boast

some excellent, good and less good programmes.’

The competition for students among the various university music schools in
Ontario is strong. Each university has achieved an image that students see as an
attempt to sell to them as in-coming students. One student at UWO comments about
the nature of the audition and the strictness that seems to pervade the atmosphere for

potential students at the University of Toronto.

So they must have a lot better student in Toronto then?

They think they do, I think it’s all attitude there. I have friends
that go there and as soon as they started their attitude changed.

How does it change?

They think that their better. < <We go to Toronto, we’re very
good and we work very hard, our programs are better, the
teachers....they say: the teachers, the voice teachers are no
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where near as good as here and the theory programs are no
where near as good, that’s why we're stricter. > > It’s rather
ridiculous I think.(M1-6:3)

Students in Ontario are allowed to apply to first-year university at only three
different institutions and a central application agency exists to control this. Most
music students audition at what appears to be the allowable three institutions. Many
gain admittance to all. Some of course do not but often the success rate can be traced
to the availability of places for the specific study of any given instrument in any given
year. Students commented on such things when discussing their auditions by saying
that they got in this year because there were a lot of places for singers this year and
if they had auditioned the previous year they might not have been accepted.
Nevertheless, a certain propaganda campaign is waged upon the newly arrived
students to hype the feelings that they have made the obviously best choice. This first

year from UWO explains.

What was the first thing you did?

The assembly. We all got together, all the frosh on campus
and all the deans and the important people of the university
greeted us and told us we were the pick of the crop and try to
get up about Western

Did you believe all that?
Well, yea I think so. I'd like to think that I'm at the best
university. Everybody goes....well when you’ve got a choice,

you pick what you think is the best for you. I guess I did
believe them.(M1-8:6)
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There is a clear indication from the music education students at UWO that they
perceive the performance programme at Toronto as better. Some suggest that the
applied teachers are better, others think it has to do with the location, Toronto being
the hub of musical Canada in Ontario. Once having selected a university however,
there seems to be little opportunity to use institutional status attributes. Graduating
students often use these after having been accepted into a graduate programme

somewhere. But undergraduates tend to defend their present institution rather than

give points to the competition.

(3) Type of Music associations

What counts for "music" in this community is very important. So important, in
fact, that it will be dealt with in detail later in the discussion. Here it must suffice
to point out that status is gained only through an association with "classical™ music.
In fact, association with other genres or types of music can be viewed, from the
perspective of status, as the collection of negativeApoints. Whereas one concert
performance of classical music outside the university would elevate one’s status
considerably, one rock concert performance by an otherwise "serious” musician would
call into question one’s whole seriousness about music altogether. Jazz, but certainly
not pop or rock, has become the focus of much discussion in the music schools.
Students see this type of music, jazz, as a form of unacceptable worthy music, that

is a style of music which is deemed by the institution as "worthy" of consideration but
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nevertheless "unacceptable" for inclusion within the more serious topics in the
curriculum. This appears to be a significant concern for many students. Although
these adjectives seem to be forced in their juxtaposition, the status of jazz in the
institution is a most complex one where on the one hand it is fully acknowledged and
promoted while at the same time never being offered the corresponding status as "real
music”. Thus students are "safe" if they stick to "classical”, can negotiate the
acknowledgement of "jazz" and must typically keep to themselves their love of "rock"”
and "heavy metal", "country” or "barbershopping”. One student who had formed a
performing group of "jazz" players, mostly of music students, describes his frustration
in trying to get a rehearsal room within the music school for his ensemble. He is
convinced that the difficulties were largely attributable to the type of music that the

group was performing. He says,

Well last year I was furious with the administration because
we booked maybe 104 I'm sure you know the big room for
our group to rehearse in every Sunday night, we got our rooms
pretty good why don’t you listen and a we received a memo,
now the choir didn’t receive a memo there was a memo put out.
It wasn’t addressed to us it talked all about us but it was not,
we didn’t even know about it, a friend of mine, one of the girls
in the group stumbled upon it and said hey xxxxx look at this
I wasn’t notified about it and what they were doing was they
were sending a memo up to ? House where all the reservations
are made and said look this is a non-music group, there is only
a few music students in it and their renting our rooms. Well,
I think they should go up to you guys and rent rooms from you
because it should be a university club not a music club. Now
the thing was out of out of those 15 people in the group two
were not music they didn’t know that, they made that
assumption sent it up saying we are a university group. If we,
I’'m convinced, if we were a brass choir we would have - sure
take the room, take the room. Now it’s funny they did swing
back all of sudden, we got the room all of a sudden but only
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after some kicked up a stink but there is no communication for
us and the fact was it was jazz.(M3-6:16/17)

Students affiliated to the "jazz groups" claimed unequal treatment. Because of
the growing change in the definition of "music” for this community, various
universities in Canada are at different stages of acceptance of "jazz" as a worthy and
acceptable type of music. Thus students are able to compare one institution with
another which itself leads to a heightened sense of frustration where "jazz" as part of
the acceptable definition of music is seen to lag behind*. This same students explains

later in the interview,

I’'m just painting a picture of the unequal treatment given.
Because one type of music is preferred and for some reason,
without bashing my head against the wall, to figure out the last
couple of years they are ignoring. Now see the thing is I talked
to guys from Saskatchewan, talking from Brandon, I think some
from ? they do jazz and they are not growing hairs on their
tongues

And they are what?

And they are not growing hairs on their tongues. They study
jazz, they play the jazz and it is working.(M3-6:19/20)

At MUN, as at other Faculties of Education, it is possible to gain acceptance into
a teacher education program as a second degree. This student came from a university
that offered a full jazz degree program. While this type of degree program is unusual
in Canada, there is a growing trend toward the inclusion of jazz studies. This student
comments on how he was accepted by the others at MUN who were taking the music

degree program at MUN.

Do you think you perceived by the other students here is
there equal?
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Ah, not really. Well I find like for me like in the classroom
where I come from a different background a lot of times I'm
not sure what people are talking about, like the different names
for example ha, and pieces somehow I don’t have classical
background at all, so when somebody talks about some part in
a piece chances are I'm not going to be familiar with it.(P4:13)

This student in Vancouver was well known for his association with popular music.

He comments on his association with his piano teacher at the university.

Do you think he treated the general music students any
different than he did the performance people.

Yea, I think he did. I think he taught, I think he, he had kind
of a snide side to him. He knew that I played popular music
and he personally wasn’t a fan of it. He used to make
comments about a bottle of beer sitting on your piano and
things like that. And I mean that’s the way it was, so I just
laughed at him.(V9:8)

(4) Academic year

Senior students enjoy a privileged position because they have a special status
which can, in some institutions, even override many of the other status claims that
students hold in this community. This is usually an attempt by the institution to
provide for their students opportunities which the students, on a community
competitive status basis, would not otherwise be able to achieve. As the discussion
about the other point gaining affiliations unfolds, it will become clearer why students
often see the necessity for the institution occasionally to intervene "officially" with

rules or decisions for the apparent benefit of some individual students. Other students,
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of course, fail to acknowledge the necessity of this form of "official” intervention at
all and wish for a much stronger and open "competitive” atmosphere where all
opportunities are equally available without any form of sponsorship intervention’.
Otherwise, students group themselves very strongly by academic year affiliation.
Students claim that this grouping by year results from the fact that they share many
common classes and thus many common challenges and problems. Students become
known as the Class of '92. Opportunities which may enhance one’s status inside the
~community are often known only to more senior students because of contacts made
within as well as external to the institution. Thus with more opportunity, they are
usually able to attract more status points for their identity in the community. It might
be worth mentioning that this particular facet of status seems to be most valuable at
the beginning of each academic year when the community regroups for another
semester or year. It is typically at this time when the university intervenes with rules
about who gets to play in which groups and who gets which teacher for example.

This third year UWO student explains.

...there is a lot of competition for chairs in ensembles and that
just doesn’t happen here. Sure there’s competition and there are
a lot of feathers ruffled if people don’t get the seats they expect
to get because of the year they’re in, whereas that shouldn’t
happen. If you’re good you deserve that chair, and that happens
at Laurier. But here they give a lot of preference to senior
students.(M3-7:10)

There is no clear perception by members of the music education community as
to whether the rules of the institution are substantially based on "sponsored” or
"contest” models (Turner, 1960). In fact, there is every reason to suppose that the
perception of the rather apparent random application of these two standards is
responsible, in large measure, for what will be demonstrated to be the frustration at

achieving full "musician” identity by the music education students. The academic
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programme certainly provides in many instances the appearance of a "sponsored”
model because many performing opportunities are either officially or perceived in
practice to be denied to students other than those "officially” in performance, i.e. not
available to music education students. Rue (1988:147) on the other hand, suggests to

enhance the development of college community that,

the institution can also develop more meaningful rites of
passage. The labels of freshman, sophomore, junior and senior
are virtually meaningless on the College Park campus as most
students take more than four years to finish their degree.

In the music community, the interference of a "contest” model by offering
opportunities to any preselected group of students is perceived as a negative force by
those students seeking higher statuses as a "musician”. Students who appear to be less
driven towards that goal and are not attempting to compete for rewards closed to them
by the "sponsored” model generally do not perceive the confusion as problematic. But

for some, it is a major source of irritation. More about this will follow.

(5) Applied Principal Instrument

Because the music schools have various performing groups to provide educational
opportunities for students, it is clear that where certain instruments (or voice types,
tenor being the most obvious) are in rare supply and nevertheless in critical demand,
in order to constitute such performing groups, the perceived level of performance or

other criteria more generally applied by the music school may have to be
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compromised. As a typology of this problem, it might be suggested that in some cases
students judge each other in a nominative model. Thus the average piano player on
campus is just that, the average, one of hundreds of piano players. To be the one
oboe player on the other hand, is to deserve special status recognition in a nominative
way. This is not to be confused with the status of playing very well as opposed with
not playing well. This judgement is a normative model and appears to be applied
more thoroughly to players of more commonly found instrumentalist or voice
categories. Thus sopranos appear to be more likely to be judged in a normative way
than the tenors simply because there are typically so many more of them. This last
status is not one of affiliation like the others but is accrued to the individual with

reference to a perceived community standard and will be discussed in depth later.

As a result of this type of affiliation, the group of violists, oboists, tenors and
harpists may be considered "special” because they occur in the community in smaller
numbers while the demand for them remains relatively high because of their essential

presence required by the various performing groups.

During observation, it becomes obvious that a major reference point of
identification among the students is their performing major and students make their
first approaches to each other with "Who are you" and "What’s your major?" A
typical response after learning that this particular individual plays oboe for example
would be, "Oh, you’re the first year oboe player." In fact, people often become
known simply as "the oboist". The tenors, oboists, and violists soon learn that this
résponse earns them a special place in the minds of others. The pianists and sopranos

must search elsewhere. Here a trombonist explains his position.
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Yea but there’s so many, I don’t know. I like being one of a
sub-group rather than one of the mass, you know.

You play trombone because there’s fewer of you?

Yea.

Is there anywhere else that you get individual attention by
being the trombonist rather than being the pianist?

No not really, I don’t know, I think you get it in ensembles a
lot better than if you’'re a pianist, then a trombone, you also
play trombone. I think pianist pretty well go in choirs unless
they’re really good and then they get put in a band, as far as
ensembles goes.(M3-4:2/3)

(6) Applied Principal Instrument Teacher

While it is not unusual for a graduate student to seek out certain well-known
authorities as graduate advisors or tutors, the average undergraduate in Canada has
seldlom much choice with whom he will study first year English or History.
Occasionally at large universities there will be multiple sections of certain courses
and students may get to select an instructor by selecting a particular time slot when
a course is offered by the sought after instructor. In practice, there is little evidence
to suggest that this model is employed in early undergraduate education in non-music

disciplines in Canadian universities.
Such is not the case at all with music students looking for an applied teacher.

Often students reported that they had selected a particular institution because professor

"A" or "B" was teaching violin there. Many students ask at the time of auditioning
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for entrance that they want to study with professor "A" or "B". Some even say that

they will go elsewhere if they are not assigned "A".

Kingsbury (1984:107) writes,

An unsatisfactory relationship with one’s teacher almost
inevitably leads the student either to try for a change of teacher
or consider changing schools. By contrast, the dissatisfaction
with the institution felt by so many of the students was typically
presented to me mainly as contrasting foil for the high regard
those students had for the individual teachers.

Why? Applied teachers have a reputation which attracts students to them. Much
of this reputation however is often fabricated, sometimes by the faculty member
himself, often by the university when hiring specifically new faculty so that often
these new members of faculty arrive bearing the awesome responsibility of fame with
them. Much of this reputation is generated by public performance and gradually, as
teachers attract better and better students by the performance products of their
students. Often this is "officially” designated by having some faculty reserved for
"performance majors” as opposed to be available to teach anyone in the general music
school population. Again the confusion of policy upon the apparent application of
either sponsored or contest rules. Students report that not all students can always
compete for a place with the best teachers. Since, as Kingsbury points out as well,
this is of such considerable importance, it is easy to understand that dissatisfaction
may be evident among the students. Hopper (1968:94) writes, "A system with a
centralized and standardized selection process reinforced by a sponsorship ideology
is similar to a *Talent Show’ in which participants display their talent to a panel of
judges who are assumed to have good judgement”. This emerges as almost the rawest

description of the process of selection in a music school. Students are required to put
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on exactly this "talent show" and the internal instructor/student relationships are
formalised with this process, even in cases where the sponsorship model has made
previous decisions. Thus the process can be viewed as equally fair to all students
while the sponsorship model accounts for many of the decisions in advance. Therefore
students undertake various strategies to assure themselves of a position with the
desired applied teacher in advance of the formal "talent show" by seeking out ways
to gain acceptance through the sponsorship strategy. One typical model for in-coming
students is to have their former teachers approach the desired university applied
teacher. This was reported often by students and appeared to be an acceptable strategy
to the university because it was often successful. The choice of applied teachers
appears to be an exceptionally important issue with students. This seems particularly
true in larger institutions where there is a real choice between teachers. In the smaller
schools, such as MUN, there is usually only one applied instructor for each
instrumental area. But where there are multiple teachers, such as in the most common
area of applied piano, the student strategy to get the "best" one appears to be as
aggressively operationalized as in the larger schools. The applied instructors appear
equally interested in getting the "best" students’. Thus teachers who perform often
and let that message pervade their image attract the attention of some students. This

student at UWO explains.

But you still like the idea that she performs publicly.
Yea, I guess it’s a status thing

For you or her?

For me I suppose

Why?

Because most other people’s teachers don’t
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Is that true.

Well I've never heard my other teacher from Sarnia.(M2-2:13)

Another students suggests that although "teaching” quality is most important,

"image" quality generated by national radio broadcasts is not such a bad thing either.

I don’t know. Not so much. I mean the best performers are
not necessarily the best teachers. Right? So I don’t feel that
it’s too important. It’s nice to say yea, my teacher’s on CBC,
and go home and tell your friend that.

Do you do that?

Oh yea, it’s just fun. Well I don’t go around advertising it to
everybody you know but it’s a nice thing to bring up that I
have a really good teacher who's been performing across
Canada. It’s nice to say.(M2-7:10/11)

Students are quick to point out to other students that they are studying with certain
applied professors particularly "music education” students who are studying with
teachers typically assigned or attracting "performance majors". To offer Kingsbury

(1984:111) the last word seems appropriate. He writes,

The fact that [a] teachers’ prestige is augmented by their
students’ success is mirrored by the fact that students draw
status from association with a prestigious teacher.
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(7) Ensemble and Chair

One of the most powerful status affiliations is the ensemble that each student is
typically required to participate in. In the larger institutions, there are many different
choirs and bands to which students are either assigned or audition to gain entrance.
It is here that the institution sometimes makes rules with respect to "academic year"
and says the only final year students will be considered or that all final year students
will be placed before auditions for remaining places are opened to others, modelled
after apparent rules of sponsorship. Where this does not occur, then competitive
auditions are used to place students not only in the various ensembles but in the
ranked "chairs" within the ensemble. Therefore students must negotiate status often
by seeking to balance the apparent relative status weight of playing 1st chair in a
"poor" or "average" group against playing "last desk" in the "best" group. This first
year student explains his early ignorance of this system after trying to expand his

experience base by seeking out a chair in the orchestra.

I don’t. I don’t remember the first day last year. I do remember
getting into Symphonic Band, like being told what you’re in.

Is that good?

I was hoping....well I didn’t really understand how they work
here. How the different bands work here. They sort of start
with Symphonic Band and as you get better and better, I didn’t
realize that, I just sort of thought they were different
experiences, but it doesn’t go as you get better. I had played
in band in high school and I wanted to get into the Symphony,
but I didn’t realise the hierarchy, whatever.(M2-4:9)
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The various ensembles gain "nick-names" which are often less than
complimentary. Nevertheless they are common in everyday usage. This student tells

which choir she participates in.

Which choir?

Les Choriste

The broad-squad!

That’s not nice,

That’s not my term

Yes I know

So you’ve heard it before.

Oh yea(M2-9:14)

The major choral performing group at UWO is the Faculty of Music Singers.
This is a relatively small elite group of auditioned students who do much public
touring and performing. They represent a major public relations vehicle for the
Faculty of Music. Their reputation is well known and the social result is one of

extreme elitism and social segregation. This student explains.

And then there’s the Singers.

Yea well that’s a clique unto itself. That was a little joke
between Larry and me that we weren’t going to be able to talk
to anybody once we got into Singers.

People tell you that?
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It’s no secret. A friend of Larry’s and he was really good
friends with him in first year and once he got into singers, they
never spoke. You say hi in the halls but you never sit down and
have a conversation with them.

Why not?

I don’t know what it is. They are a really good choir and a lot
of them are voice majors and they spend a lot of time on
repertoire together...(M3-7:7/8)

Another student describes the barrier to social contact with members of this

group.

Yet another student explains the relative status result in the community.

And they all sing in Faculty Singers.

No, those guys are a major clique. They do everything together
and they don’t let anybody else join in at all.

How do they stop you?

By ignoring you, like a whole group of them will be standing
there and you’ll be trying to participate in what they’re doing
and they just carry on like you’re not there. And the thing that
kills me is that most of them smoke too. Chain smokers and the
rest of us don’t smoke, maybe we’ll have to start smoking to
get in there. It’s a big thing around the faculty that as soon as
you get in you have to smoke and you can’t talk to anybody
except other Singers. In the cafeteria, there’s a table for Singers
and then everybody else and they don’t mingle. Like the guy
that here before me, he just stays in this group and doesn’t care
what goes on around.(M2-11:7/8)

So what do they do to make them snobs?
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They just look down on people. Looks and it has to do with
the eyes. Looks. Just these stares. They just look at you like
their better than you. The attitude is just that they feel better
than we are, like they have a high ideal of themselves. The
Faculty Singers are like here (indicates up) and they get more
coverage and they have more prestige. They are the better
group and the better singers and so they should be up there but
it just bothers me that they look down on other people that are
lower than them. I would never want to be that high. I don’t
mean Faculty Singers, just that high that I"d look down on
people like that. Everybody is equal in their own way.(M2-
3:13/4)

On the instrumental side of things, the various bands compete for relative status
but seem unable to usurp the pre-eminence of the symphony. The best
instrumentalists, particularly winds, for the strings have little other option, seek
positions in the orchestra and then the best "chairs" among those positions. Down in
the "lower" levels of instrumental ensemble status is the notorious "slam band". Like
the "broad squad" (the all ladies choral ensemble described earlier), the "slam band”
appears to be the dumping ground for all not able to find a "higher", that is, more
prestigious position. This first year student explains but carefully points out his

defence with respect to only being in first year. (Academic year sponsored model)

Did you audition for band?

Yea, I wasn’t as prepared as I would have liked to have been
but it went fairly well. I didn't ..... I auditioned for jazz on
Wednesday so I didn’t get into the orchestra or symphonic band
or wind ensemble. I think it’s good cause they were tough
auditions and it was really competitive but ah..... like I've
played basically jazz in high school so I was looking for
something more serious and.....If I hadn’t auditioned for jazz
I would have been in symphonic band.

Is that good?
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For a 1st year it’s alright. Symphonic band seems to be
where...if you’re not good enough for wind ensemble or
orchestra..you get thrown into "Slam Band". they call it. That’s
what people said.(M1-1:11)

This third-year student sums up the notion of performing in these less than
desirable groups, both choral and instrumental. Notice the reference to the low status
attributed to "piano majors" and the idea that these "lower" ensembles are treated as

"sentences to serve".

You just, you hear around the building all the time the
Symphonic Band is affectionately known as "slam band" and
nobody want s to play in it. It’s mostly for first year students
and some second year, some third year, and I don’t know it’s
just you hear about it all the time you know where you're
playing. And you say in Symphonic Band and then you hear
like < oh no, another sentence to serve> or something. It’s
just the same with choirs too, we have four choirs and the
concert choirs for the piano majors and people who couldn’t
sing well enough to get anywhere else. I don’t like that at
all.(M3-1:13)

As has been mentioned earlier, there is some considerable apparent conflict
between the various status granting affiliations and where the presumption of
opportunity of one group, based upon sponsored rules or access, interferes with
another operating with contest rules or access, this conflict surfaces. It is a typical
observation that "performance” majors assume that opportunities should be made
available to them exclusively, in a sponsored fashion, because it prepares them better
by providing opportunities which they "really” need. This example from UBC is
typical of the situation where "lower" status” music education performers usurp the

rights of "performance majors".
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Because they think that performance majors should be better
than the music education students.

Who thinks that?
Performance majors.
Oh the performance majors think that.

Yes and they’re very, very jealous, they were angry. I know
that two of the flute players were music education students and

they were very angry about that.
Two of the flute players playing in the orchestra?

In the orchestra were music education students.(V1:10)

Although to an outsider these things may not seem all that important, to the
members of the music school community, i.e., a "musician”, one’s whole self-worth

(Kingsbury, 1984)" may be entwined into this very ensemble issue. This third-year

student explains.

It was the first thing I noticed here was the sense of
competitiveness, and I don’t like it at all. The ensembles they
place you in go up this week, and I don’t care where I am as
long as I get to play somewhere; the rest is up to me. And
everyone makes such a big deal out of it because if you get
stuck in symphonic band you’re not worth anything.(M3-
1:12/13)

Kingsbury (1984:266) refers to this notion of "self-worth"® and its connection to
performance as follows,

The mechanical-technical/emotional-expressive dualism entails
implicit notions of the nature of the performer as an individual,
or more specifically, notions regarding the moral worth of the
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inner person as contrasted with the performance skills of the
trained musician.

The notion of status for "chairs" is explained in this report.

What’s fairly high up mean?

Well by the end of the year I was sitting beside the principal
in the orchestra but this year I am the principal but I don’t like
the responsibility so much. I'm more of a follower than a

leader.(M2-5:1)

This music education student’s comment shows not only the importance of 1st
chairs but also shows very strongly the notion that the orchestra is considered the
"best" group and further that the expectation that music education students would not

be able to achieve this status was worthy of not only comment but also "pride".

You cannot learn about music without performing music which
is part of the problem of how the university program is trying
to bring across save for the performance program and I'm
proud to say that I was a member of the university orchestra in
my third year when everyone of the principle chairs in the
orchestra was occupied by a music education major.(2A4:6/7)

(8) Academic Programme

This is the most central to the study at hand for it is a study of one specific
academic group that is examined here. Music schools are typically divided into

academic programmes in performance, musicology, theory and composition as well
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as music education (or general studies where the political structures confine the

education title to the education faculty, eg. MUN and U of A).

Although all students must perform and have some major performing instrument,
the quality of their performance is not totally open to competitive opinion.
"Performance majors" are typically "better” performers by definition, a notion based
in sponsored models of social action. This is, in fact, critical to the operation of the
music school. Often though, the lack of agreement by all members of the community
challenges the official definition. In fact, as can be seen from the earlier example
where music education students claimed competitive chairs in the orchestra, this
"better performer by definition” can be variously challenged with the result that
considerable tension can be generated in the community when particularly music
education students do not keep their place and out-perform the "performance majors".
Among music education students, the notion of "better by definition” is uniformly
challenged’. Thus those in the non-sponsored categories, seek mobility, not
surprisingly, by contest regulation. This position does not appear to be shared by the

performance majors generally. This student at UBC explains.

Did anybody ever say anything about music education at
the school of music?

Oh that was even lower than the general music. If there has
to be three rungs, it’s the performance people, the general

music people and the music education way down here.(V7:23)
[He demonstrates the appropriate positions with his arms.]

At UWO, this music education student challenges the "definitional” status.
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So it doesn’t really have anything to do with performance
ability then?

Not at all, not at all because I know of quite a few music
education people who can play circles around a lot of the
performers.(2A4:8)

This idea is more fully developed later in the analysis under "stigma”.

Other Point-Gaining opportunities

Within the music school, students also have access to other status rewards'®. The
largest number result by the affiliations listed above. Each of these affiliations have
specific "rewards" for the students. But some groups have few rewards to offer
individuals in the community while others have many. These additional point-gaining
opportunities emerge as important opportunities for students, but not for all students
generally as the eight major areas discussed earlier, but as opportunities for a smaller
number of students, or where sufficient points must have been previously gathered to
continue in the race for these additional opportunities. Only a few students are able
to win major scholarships or compete for the university gold medal. Only a few
students can study with the "best” teachers, although the meaning of "best" enjoys
widespread diversity, thus allowing for several "bests" and thus the opportunities to
gain a higher level of points for having achieved a place in that "best" teacher’s class.
The gaining of points in this community has a "career”. It appears to be a series of
individual but identifiable events or affiliations which are compounded. It emerges as

a series of "status passages" where each passage is seen by students as desirable but
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often lacks "clarity". These terms from Glaser and Strauss (1971:5) are only two of
twelve they list as properties of status passage. Students present these two properties
as the most important concerns. Since the point-gaining strategy is so important to
students, the risk that the "clarity", ie. the degree of notice taken by others, may be
low is of substantial concern. This appears to lead in some cases to what these authors
describe as a "crisis”. They (1971:144) write, "a status passage may tend to be so
competitive that it blots out, if only temporarily, the priority claims of other
passages”". Thus some students appear to seek competitive entry into certain
performing ensembles and into certain applied teacher’s classes so much so that other
point-gaining opportunities, which might result in a further career development, are
set aside completely, occasionally without an opportunity to be recaptured. Thus
many of the conflicts in the community appear to arise as a result of students, who,
for whatever reasons, cannot gain access to a particular status group or have chosen
not to seek affiliation to a particular group (the students who have elected music
education rather than applied performance for example), being subsequently denied
access to the individual status rewards that are available only to members of those

specific groups.

The apparent theory is that the greater number of available rewards, the greater
is the likelihood of conflict over those rewards arising. Feuer (1969:88) reports this

phenomenon researched by Stouffer after the Second World War.

In the United States during World War II, the men in the Air
Force were found to be more discontented with their rank than
were the men in the Military Police. This, despite the fact that
the Air Force was full of corporals and sergeants, whereas the
Military Police were mostly privates. Indeed, the very
plentifulness of opportunity in the Air Force deepened the sense
of disappointment, personal inadequacy, and resentment in the
minds of those defeated in the competitive struggle for stripes.
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On the other hand, the M.P. felt less relatively deprived, since
most of his friends shared his lowly status."

Thus in situation where one single student may win the university gold medal the
opportunity for conflict is dramatically diminished simply because within the
community there are only a very few students who might even be considered eligible
for this reward. In the case of performance opportunities, there are many but not
sufficient to satisfy the community demand. Because so many students are, or
consider themselves to be, eligible for such rewards, the community is substantially
more distressed when these are withheld simply because the expectation to receive

them is higher. This UBC student explains.

Oh no but they want to, you're always looking ahead, you’re
always trying to make sure that you’re the best in something
or that you're the first one that did such and such and that
you’re the best one or that you won this competition or that
you did the concerto with the symphony orchestra, your
exposure.

So there are institutional prizes then?

Yes, there’s scholarships and there’s concerto
competition.(V7:17)

Scholarships play a significant role as status rewards because they can be assigned
criteria that make them "musical” awards rather than "academic" awards. Because
"music making" is an academic exercise of the music school, there would appear on
the surface to be little conflict but students report that scholarships are used to "buy"
necessary ensemble instruments like oboists from among applicants as well as students

of high musical potential rather than just high academic potential. Scholarships in one
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institution of the study were known among the students as faculty tools to "buy"”

loyalty to individuals and to the music school itself.

The most obvious individual academic award is the university gold medal.
Because performance prowess is evaluated, it is inconceivable to have a poor
performer winning the gold medal. However, pure academic scholarship in all the
other courses is also required. The only difficulty with making a strong case for the
importance of the gold medal is that it is awarded at graduation and typically these
students do not return to the institution so the community is usually unaware of the
recipient anyway. But for access to graduate schools and to the Faculty of Education
at UWO where the students all apply after their first degree this winner explains its

significance.

I got the gold medal in fourth year so it looks really legit.
academically. My resume looks pretty good with all my
background and experience previous to coming to
Western.(A8:16)

At U of A, academic help appears to be offered to students according to status
group affiliations rather than a more reasonable standard such as being registered in

a course. This student describes her observations.

There is, as far as I could see, almost a preferential treatment
by the professors, the music professors will assist a music
student almost before they will an education student because
there is kind of a pecking order if you are in education you
really, really have to work in order to make this professor
believe that you’re actually do want music as like a lifetime
profession... there was a stigma attached to being an education
student.(E4:10)
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Since graduating with an "honours" degree carries so much status weight in the
community at UWO, there is considerable pressure to maintain one’s affiliation with
that group of students in the community. The university rules for removal from that
programme are particularly rigid, however, there are reported cases where students
who are either exceptional performers or were members of a "needed" instrument
group (the oboists again for example) are forgiven their academic sins and are
allowed to continue in the honours programme in breech of the "rules”. This UWO

student explains.

...there’s a lot of politics involved especially with the
administration with a, ... politics. Ah we’re going to encourage
our orchestra this year, we have to build up our orchestra, let’s
encourage those orchestra players by letting them graduate with
honours degrees and when they didn’t get all honours marks,
letting them place in these competitions even though maybe our
pianist or vocalist might have done better, but they have other
competitions and that kind of thing.(A6:20/21)

A similar student report from UBC confirms that this type of activity is not
limited to UWO. In fact there were several reports of this kind. There is no "official"
substantiation that this occurs and it would be unlikely to obtain such, but since our
account is from the students’ perspective, that they believe it to be the case would
suggest that they take it into account on that basis. The members of the community

are, however, not surprised to learn of this. This UBC report highlights this further.

I’m just checking out things that I’ve seen other places and
I want to find out it there the same here. Ever had an
occasion to see one of the performance majors be forgiven
of university rules because they were an exceptional
performer?

Yea that I saw.

That has happened. Can you tell me about that?
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Well I can think of one student who was very good, he came
from Toronto, and he played with some orchestra out there and
he was in one of my classes and he had to go for rehearsals and
performances out there and he took off and he was gone for a
couple of months and came back and magically finished the
year like everyone else. They just give you leeway. That’s
over there, that’s not here.(V6:21)

Certain courses at U of A were closed to music education students. While the
students felt that access to these courses may have allowed them to be more fully
accepted into the music community, they were nevertheless barred from registration

in these courses. This U of A student explains.

...than those people who are just in education taking music
courses because their music courses are not comparable to
actually the courses that you take. .

What do you mean they are not comparable?

Well in a sense like certain courses goes further and certain
courses that music education students were not allowed to take
or things like that.(E1:23)

Also at U of A, the music department has established a different set of course
numbers for essentially the same applied performance courses, ie. courses which are
individual lessons on trumpet for trumpet majors and on piano for piano majors.
Since each student must perform on a major applied instrument, each student gets
private instruction on these instruments as "courses” within the university programme.
Although these courses ought to recognize that each student progresses in these
private lessons at their own individual rate and that the level of performance varies

from student to student, the faculty have nevertheless created specific course numbers
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for music education students which apparently, in students’ perception, allows for
other rewards to be distributed on the basis of eligibility (sponsored) that denies the
students registered in these courses. The students see the courses as equivalent but

simply renumbered. This U of A student explains.

You are 224, they are 223, they've got a 223, 323, 423
program whereas we are the 24 series which is their distinction
because there are certain courses that music students and
education alone can take, there are certain courses that only
music students can take and certain courses that only education
students can take so there’s kind of a built in stigma in the

actual courses, same courses but different numbers and different
guidelines. (E4:22)

The status accrued by being in a particular applied professor’s class (ie. the
trumpet or piano teacher) is seen by students as a form of status reward as well. Once
in the class the status is achieved by affiliation. Before the student is accepted the
status remain an ‘award to be distributed. Teachers who teach predominantly
“performance majors" are typically seen as the "best" teachers by definition. In larger
institutions, students have very little real information about the various faculty
members and clues as to their "importance” or relative "goodness” are gleaned from
such information as their current public performing record and the number of

performance majors in the class. Consider this response.

Are you studying with the best voice teacher?
No!
How do you know that?

Because apparently **** is the best one, she’s had more
experience and background. She’s the performance teacher.
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And that makes you think in your mind that she must be the
best teacher.(M2-3:16)

In some situations, individual faculty members turn the situation to their own
advantage to demonstrate their own status. From UBC in Vancouver there is this

report.

Yea because, I mean, xxxxxxxxxxx is one of the best clarinet
players in Canada, I mean, it’s quite obvious that he’s not going
to waste his time with somebody that isn’t going to work hard
or just hasn’t got it. I mean, he has got the power that he can
choose who he wants. You have to go and audition in front of
him to find out whether he’ll take you as a student or not and
there are quite a few clarinet players so those that have
XXXXXXXXXXX are going to be good players.(V1:18)

Music education majors often do not qualify for the full-time faculty (sponsored
model) and are assigned either "part-timers" or in some instances graduate students®.
Students generally seek out the best teachers they can according to their abilities and

institutional status based on their perception of who these "best" teachers may be.

Moving on now to another class of status rewards, physical space allocations, it
can be seen that again certain status affiliation groups appear to attract certain rewards
because of their status. Each music school has a number of practice rooms where
students can go and practice their various instruments that they are studying, both as
a major and for the music education courses which require various other instruments.
However, the institutions seldom can boast sufficient practice space to accommodate
all the students for all the time they wish to use such space. In some institutions

practice space is desperately inadequate. In places such as MUN where the new music
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building was constructed to accommodate larger numbers than are presently enroled
in the programme, the space is more than adequate. Such is not the case elsewhere.
This leads the administration at schools where space is at a premium to devise
sponsored systems to allocate space to students in some efficient and perceived fair
way. Students seldom perceive the system, whatever it is, as adequate or fair in
meeting their needs. At UWO, for example, beginning the fall that this research took
place, a new regulation was introduced that set apart a certain number of practice
rooms for the "piano majors”. These students should have been delighted, according
to faculty views, to have guaranteed space on the new good pianos just purchased by
the music school. The students however pointed out that while they did have a limited
pre-booked allocation, it was not sufficient and because this time was often in the
middle of the day when all the other practice rooms would normally be occupied,
when the pre-booked "sponsored” allocation was finished there was nowhere left to
go. You were therefore better off finding one of the other non-assignable rooms and
stay in it until you had finished your practice. The instrumentalists thus lost not only

the assignable space but also the assignable space which went unoccupied. This

student elaborates.

The only problem now is that the instrumentalists can get in.
Shelly came bounding in one day and said "I hate piano majors,
they should all just rot because there are no practice rooms
around and you got yours because it’s reserved and I can’t
practice” and then she stormed out of the room. And this is
what is happening. Instrumentalists and vocalists are going to
kill the piano majors except that there are more of us than
them. They keep telling us about how it’s not fair and they’re
furious with us all the time. The thing is that the practice room
situation was just as bad last year, the only thing is now that
some have been reserved. Well they’re always in use anyway
so it wouldn’t matter if they were reserved or not. The piano
majors would still be in there anyway so big deal.(M2-11:9)
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This student explains the lack of time in the assignable space.

...but that doesn’t matter cause it only for piano majors, well
the one side is only for piano performance majors but the new
uprights are just for piano majors. But it’s kind of ridiculous
cause there are about 10 to a room which is like one hour a day
on a nice piano. And if it’s the middle of the day when all the
rooms are full anyway, when you get out of this reserved one
you won’t be able to get another room because all the rooms
will be taken. I think there will be complications but upstairs,
we'll try to see how it works.(M2-7:3)

At U of A the situation is even more curious. Although music education students
are encouraged to participate "officially” in as many performing groups as they might
like to, barriers such as practice room space are used to reward only music students.
In fact, the music students are given a total absolute and exclusive right to the space
and can remove the music education students, who are not currently registered in an

applied course, at any time. This student explains.

just the attitude well she’s an education student or even at the
practice room you can’t, you know, if you’re an education
student the music student has a privilege to take over, you
know, if they want to practice you have to go right so in that
way they kind of cheat them in the sense that they’re not as
important as the music students.(E1:10)

Although it might appear reasonable to provide performance majors with more
lessons than students engaged in other areas of study in music, music education
students perceive the additional lessons as a reward for performance majors as this
excerpt highlights.

Like what does that mean, that you’re not a performance
major? Do that have some sort of .........
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For one thing it means that I don’t get 26 lessons a year, I only
get 20, on the organ.

Is that important?

It is for me. Yea.(M3-5:13)

The largest supply of institutional status rewards are tied directly to the
performance opportunities provided to students. Many performance opportunities are
denied to the music education students in particular under the guise of definitional
group or sponsored affiliation. Thus performance majors are eligible for status
rewards which on an open market might otherwise be justifiably claimed by others.
Often the quality of the performance or potential performance is not apparently taken
into account. This type of educational reward causes the most apparent conflict in the

music school. This music education student at MUN claims for example that,

Whenever something happens they are always the ones who
are chosen...you know for the CBC taping or to go over to
Halifax or something like that. They are always the
ones.(P1:14/5)

Another MUN student elaborates.

Would you say that the faculty view the performance major
and you equally?

No.
Why not?
Because the performance majors- they think are better. If

anything comes up, I mean that’s... If someone requests a
pianist or singer to perform somewhere, the first one’s they
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are going to go to are the performance majors because they
feel they are better.(P6:22)

At UWO where there are many performance majors and limited time to provide
solo concert opportunities, students who are not in the performance program are
denied permission to have a solo recital, i.e. the institutional reward is withheld.

This graduate explains.

Tell me what they were complaining about.

Things like recitals. You couldn’t have a solo recital unless
you were in performance, you had to have a composite recital,
with another person or two other people.(A9:21)

Conflict is also created when an open competition for ensemble chairs results in
performance majors not succeeding in obtaining an appropriate chair in an ensemble
which they feel definitionally they are entitled to. This UBC student reports the

outcome of this occurrence.

You can tell by the attitude, how they look at each other, walk
down the hall, this sort of glare, they won’t talk to each other,
you know, and the tension. You just know it’s there even
though you’re playing the same stuff and they just didn’t feel
that they should be there.

Just sort of like a God-given right if I’ve declared myself
a performance major, so you got to let me perform?

That’s right, I should be in that chair, not you, because I have

to make it as a performance major, you’re going into
education.(V1:10)
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At the University of Toronto music school, it is reported that entire ensembles
are restricted to performance majors and that music education majors cannot

participate nor do they have access to the best teachers.

...the opportunities you have here as an education major you
don’t have at Toronto.

Like what?

Like if you're an education major in Toronto, you’re, like that’s
it. That’s what you are. But here you can play in orchestra if
you’re good enough and you can study with the best teachers
whereas in Toronto you’re more limited.(M3-2:5)

Another student report about U of T confirms this.

...at U of T they really make a difference between
performance, like higher up and education is down there. And
you can’t perform in the major ensembles unless you're in
performance and this kind of thing.(M2-6:3)

The music school can usually provide performing opportunities off-campus as
well as on. These too become institutionally available rewards for students. Music
education students frequently report situations where they are simply denied
opportunities to do what they see as not only possible (with the same artistic
outcomes) but also reasonable to expect. They appear distressed at the political
decisions made to restrict the performing "rewards" to other affiliation groups. This

MUN student explains.

Well, you do not get as much as attention; period. Not even,
you know, now that you are going to be star of the school or
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anything but you sort of limited in the courses you can take and
limited in the singing that you can do and that only certain
people can get a chance to sing and...

Does that bother you?

O Yea! More so because it is political reasons that you don’t
get to do all that you want. It is such a small group that if you
have one person that people think is great, well they get all the
attention. They are the ones who does all the singing and where
someone who maybe isn’t as great but needs encouragement and
needs to be given a chance or they will never ever get any
better, you know. They don’t get the chances.(P7:5/6)

Another MUN student makes a similar claim.

...because from what I see most of the performance majors get
more opportunities as musicians than the education people do
and that’s really discouraging.(P7:32)

The longest and most thorough account of this phenomenon comes from yet

another MUN student.

How would she be treated differently than you then?

I don’t know...... Well in one respect, they are treated the same
academically but it just seems to be this category that they place
these people in saying...these are the pride of the
department.....which is well and good but the rest of us have
something to offer as well and it seems like their performing
ability ..... well I can think of one instance where people were
chosen to go to a festival a couple of years ago and ....you
knOW....*****, ek A A e 2k A o kK and ek ok ok ok were chosen -
....but it seemed like the decision was made instantly. It didn’t
seem like there was room for anybody else, you know. So
when there is an opening to something or a festival that you
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may get some honours for the new music building, then send
these wonderful people but forget the others who....aren’t
terrible performers and I'm sure they could show their worth in
a festival of sorts or an opening, you know, just as a
performance, not even being great as such. But it just seemed
like anything big is for those guys and the rest of you little guys
can do your conjoint degrees, you know. It just seems like
there was a different mentality when it came to these people.
And I know for a fact that ..it seems that when these people
graduate and ...... this is going to sound horrible....but when
these people graduate and need a little bit of money to go to
their graduate school, it seems like the money can be raised
awfully quickly by connections from these people. But, get the
conjoint major who wants to go and do graduate work...the
fight is tooth and nail and a lot of it has to do with who you
are.(P3:17/8)

Even once a performing obligation or opportunity is won there is no respite from
the status reward opportunities. What music is selected or allowed in many cases
determines the degree of status that may be accrued by this particular performance.
In fact, music education students often complained that the choice of music made by
teachers for them to study was easier than that selected for performance majors but
nevertheless inappropriate. Since performance majors are definitionally "better”
performers than others in the community, the music they play must reflect that

superiority. This U of A student comments.

What about the kind of music that you were playing, is
that the same as music students would play?

No!

You get different repertoire? What would be different
about it?

I think it was easier. I asked her for more difficult music, she
wouldn’t give it to me.

So it would be easy but inappropriate?
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Easy but inappropriate.(E5:9)

Thus is would be possible to feature these more difficult pieces at class recitals
and leave the music education students with the feeling that, although they had
played, it was of little consequence. Thus any status to be gained by the particular
event was claimed in large degree by the "hard piece” performers. This music

education student describes her class performance.

She had recitals and feature certain students and the rest of us
would go up and play our crummy little piece and I decided
I'd had enough of that.(A2:3)

And if that were not enough, concert etiquette allows special status to be garnered
by the performer who plays in the "star” spot which is either the last or penultimate
position on a concert depending on the particular protocol in place. Thus it is even
possible to award further status reward to certain students even after the music
education student has first won the opportunity to perform and has selected and

performed a difficult piece. This UWO graduate explains.

And how did she treat the performance person differently?
I think she gave him more time, I think.....I know for a fact
that she gave him lessons for maybe half an hour here and there
that he didn’t really have coming to him. Just to help him
before a performance. Yea, I know that for sure and even in
Master class she seemed to put him above the rest of us.
How would she do that?

Just by having him play last, playing his very good piece last.

In the star spot?
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Yea.(A10:25)

It is clear from the foregoing commentary and examples that the music school is
divided into discreet sub-groups, some officially mandated, other more informally
socially constructed, all of which offer the students certain degree of status in the
music school. Status is available by affiliation to certain groups and sub-groups within
the global music community because students interact in a way which accepts or
acknowledges the status standing”. This attributed status level appears to be well
recognized by the students and there appears little disagreement as to the status
hierarchy of the various performing ensembles. Thus members of student population
appear to transfer from the affiliation group that status which is attributed to the
group by the students themselves. Otherwise status is derived by specific status
rewards. These are, however, often restricted for assignment only to members of
specific affiliation groups by the implementation of a "sponsored” model. Other
restrictions are more structural, for example, a gain in status for touring might only
be possible for members of one particular performing group. Also, to perform a solo
or even a soli section with that group, as a normal member of the group, would offer
status that would only be accessible to members of the group in the first place. Most
of the status rewards in the music school are tied to performance opportunities and
many are withheld from the music education student population for distribution to
definitionally "superior" groups in a sponsored model and this appears to be the cause

of much discontent among many, but not all, the music education students.

There appears to be substantial social differentiation in a music school, a social
process not unlike the "polarization” described by Lacey (1970) in Hightown

Grammar. The official streams of "music education” and "performance" are viewed
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by students as polarized areas of study by students. Music education students often
report that they view the "performance” students as out of touch with reality or as
dreamers while the "performance" students see the music education students as
unserious musicians. Thus while enjoying an apparent common bond in a social world
of "musicians” on campus, viewed by themselves as separate and insulated from the
rest of the campus, within this global community, there appear to be many opposite

comers into which students can travel.

These inequities in the availability of status rewards and the status garnered from
affiliation to certain status groups appears to be the cause of considerable student
frustration and conflict. In fact, operationally, the music education stream is generally

seen by the students as a stigmatized group. It is to this that the analysis now turns.

Our analysis has taken us through an investigation of the properties of the
categories that relate to the music school as a "symbolic" community. The sense of
general insulation from the university as a community and the construct of the music
student as "insider" and the ritual associated with gaining admittance to the
community. In addition an examination of the opportunities that the music school
offers students to gather status points consistent with Goffman’s (1967) theory
developed in his Interaction Ritual was undertaken. By recognizing a polarization
between the groups of students designated officially as "performance major" or "music
education major”, the analysis now turns to the impact that the sense of "stigma" has

for the music education students.
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Stigma and Music Education

Well it’s kind of the unsaid sort of cliche: those who can do,
those who can’t teach.(V1:6)

The two major academic sub-groups in the music schools are the "performance-
major” and the "music education-major”. While students can major in "musicology”
or "theory and composition”, these other academic groups are not large and do not
appear to play a significant part in the cultural life of the community. Each of these
other groups is seen by the students in the major sub-groups, music education and
performance, as somehow removed from music. Musicologists write about it but are
not seen as making music. Theorists analyze it but are not seen as making music™.

This UWO student explains.

So why not performance, theory or BA with music?

I don’t know but in this school you're really either performance
or mus ed. The other stuff isn’t really important here. But you
may have talked to some people who are doing that. For the
most part she doesn’t want to teach, she wants to be rich. I said
well don’t look at me!(M4-7:17)

Physically the students in performance at UWO isolate themselves in their own

lounge. This graduate recalls,

How do I identify one of them?
The performers? First of all they were always in the second

floor lounge, always, always.....that’s ........ they had their
social thing there and they were just there.(A10:17)
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The music education students themselves identify the treatment of their group as
stigmatised. This emerges as the next important category for analysis. Music
education students tell of instances where they were "put down", "frowned upon”,

"feeling lower", and other sorts of denegrative explicatives. This Vancouver students

recounts his impressions.

Yea there was and I didn’t know too many people that were
on it because they spent most of their time over here which is
another matter. If you won’t admit it to that, I found at that
time that music education people were pretty much, I can’t put
it much plainer than they were frowned upon over in the music
building because if you're going into music education it meant
that you weren’t any kind of a musician and that’s the stigma
that is upheld over there I think too.(V8:14/5)

This student at U of A in Edmonton reflects upon the notion that the music

education students are not considered "musicians”.

With the other kids as well?

Yea. The thing that bothers me a lot about what goes on in
the music department is they have no respect for music
education students, very little. Part of it is because they don’t
see the education students with the same type of courses, course
load, content that they have. And to them music education
students are not musicians. Like this is coming from them.
This is not coming from me. But, it is coming from them.
The attitude there is well if you can’t do it; hack music there
and you come over here. That’s their approach.(E6:18/19)

This treatment and attitude is seen by the students not to be generated solely by
other students. The members of faculty at U of A are seen by the students as

contributing significantly to these opinions. This same student continues.
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Oh they’ll say Oh, I heard someone playing last night and they
couldn’t do this right and it must have been a bachelor of
education student. I took a 350 last... two years ago... a year
ago or so and they are talking about how slow the class is
progressing and someone said "Oh, that’s because there are so
many education students in there. That kind of... those kinds
of comments.(E6:19)

Another U of A student even shifts the blame off the students and onto the

professors. She explains,

Yea. I didn’t have ... I never felt that there was any kind of
aloofness expressed by any of the students but by the professors
yea. Some of the music professors, and one in particular, I
found who ... I’ve had two classes with this year one was a
required course for music education people and the second one
is a required course for music majors and I'm taking it as an
elective, I’m the only education person in there and he’s like a
different man in the second course. That’s the one with the
really high average. It’s incredible and he even said himself not
in so many words but I'm sure glad all of the education and
other faculty buffoons are out of here and the serious people are
in here now and the marks really reflect that, you know.(E8:7)

Music education students see themselves viewed differently and typically as a
lower level of student. This view is typically supported by comparing the level
of displayed performance ability. Consider these two examples from the

interviews.

What’s life like over there, when you get over there as an
education student?
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They look down on the education students as a music
department.(E2:8)

and this excerpt

I think they don’t talk about it as much as the probably should.
It's like when I was there for four years it was mostly you have
... well because may be I was in the performance field, I don’t
know, but performance is so important like who cares about
education, you know, anything else doesn’t consider to be
important except for performance and that’s the focus they like
to have and I think that’s probably why they don’t have too
many people coming from the music faculty to come into
education after they graduate because they feel that they could
be a professional performer and going through that performance
thing for four years may be they would think that you are better
than ... you are lowering yourself if you go into education kind
of thing, you know what I’m saying?(E1:8/9)

From Vancouver the same type of account is told.

Those people that are in performance, I felt, were on a pedestal
above everybody else. I mean, especially something that’s in
the fine arts oh music for the sake of music and the whole bit.
They have this really holy attitude towards this art, I guess, and
was looking at it from a more practical point of view, at least
I thought so, I mean I’m not going to be able to find a job as
a clarinetist at the end of four years so why go into
performance. My doors are still open going into education but
yet those people that are in performance felt that I was cheating
the whole music end of it.(V1:7)

The focus of the disdain lies with the performance prowess and the possible lack

of it or the likely loss of it after graduation. This identification with performance as
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the major criteria of worth and status reward emerges as the single most likely
important underpinning of the music school. This first year student at UWO, who
does not intend to pursue music education, views performance as a "power" which

would be lost on "little kids".

What do you think of the people that are here and don’t
play anymore? Like theory and just write books about it.

They’ve lost something. That’s going to bother me in a way.
You never lose it. As a teacher...... it must be a real letdown
to say that I got all these AR pieces” and go down to music
education and say OK let’s sing to a bunch of little kids. It
must be such a letdown. To have all that power in your hands
and then say < <sing row row row your boat> > To have
played the masters and then play these little things.(M1-3:16)

In fact, it is not uncommon to have students express their disappointment at
coming to the conclusion that their dream of performing is not realistic. Thus music
education is seen as a "back-up” or the only way to put their musicianship to "work".

One of L’Roy’s interviewees puts it this way,

If we have to prove our worth as performers every semester in juries, I
resent the fact that those who are just in music education for insurance
don’t have to prove that they can teach. (L’Roy, 1983:131)

But typically, this is viewed as compromise and not an equal replacement for the

performing activity. From UWO this explanation,

...I would really love to perform but you have to be very very
good to make a living out of that so I sort of moved down a
notch and thought education.(M1-3:1)
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This awareness of superiority as a performer appears to lead to the total inability
of some students to continue in music education at all. This graduate at UWOQO

describes one of her colleagues who had just quit the teacher education program.

There are a couple of people or one person in particular who
is a fantastic instrumentalist but has decided and has said to
people in the class well I don’t see any reason that I should be
teaching children of plumbers when I've gone through my; I
have such a huge background in performance and all of this
enlightenment and why should I be teaching these lower class
people who don’t understand music ... now that’s an awful
attitude to have. There is also, well there is one guy who I just
noticed today that actually quit school.(2A5:24/5)

Applied faculty typically view themselves as "performers” and wish to be, and
are for the most part, seen by students as "performers”. While they may be employed
to teach these students, the teaching process is viewed as a function of a musician and
thus does not in any way dismantle the view of themselves as musician-performers.
It is probable that the school music teacher’s quest for identification with the musician
label stems from the same experiences and motivation. But one thing is clear, the
students see the role of performance teachers as one of the chief agents in the
denigration of music education as a worthy enterprise. These teachers often treat their
own students differently when the student chooses music education. This report from

Edmonton for example,

How about your piano teacher?

Well, she was fairly tough, ah.
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Who did you have?

24 2k 2k 3¢ 34¢ ¢ e o A0 ********.

Okay.

Yea and that’s one, okay, I'll say that’s one that sure treated

them differently, the education students, oh yea, like you
wouldn’t believe.(ES:7)

The teacher’s apparent control of repertoire for assignment to students was often

seen by students as a signal that they were not either "required” nor often "allowed"

to perform certain repertoire. This student wished to be removed from repertoire that

seemed inappropriate. The professor relented.

Okay. Once you made it clear to this voice teacher that
you weren’t interested in performance anymore, did her
attitude change?

Yea she sort of accepted it although it was understood that I
had requirements to do and I would do what I had to do. I
would do perhaps more a little more but I would not go out of
my way to learn a quarter of an opera and perform it in an
opera get-together because it was not what I was interested in
like I have a Bellini opera I don’t know any of that
stuff.(AS5:26/7)

Applied teachers appear usually to be the central source of advice on performance

matters. Some students reported that their applied teachers were very antithetical

towards the inclusion of music education into the plans of students. From MUN, this

report,

Were you advised to do this by anybody?
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No. Quiet the contrary actually.

You were advised not to do it?
Yes.
By whom?

By my [applied] teacher...not advised so much; She didn’t say
"Don’t do it", but never encouraged and once you did decide
to do it, it was sort of like "Oh, why are you doing those
education courses." Well you know.(P7:32)

Still other applied teachers would take time away from education students to

continue teaching the performance majors. This student from UWO recalls her

experience.

I still don’t really understand "priority".

OK, I'll give you an example. I went for my lesson one week,
a lot of time I'll be sitting out there for an hour waiting for my
lesson because she has another lesson there.

Why would you go an hour early?

No, I went on time and I had to wait for an hour and one time
I was waiting for about a half an hour and I knocked on the
door again and she said ****** [ just can’t teach you today,
I’m listening to Rachmaninoff Preludes with this other student.
You’ll have to come back next week. It kind of made me made
because I should get my lesson time, you know, if she want’s
to listen to Rachmaninoff Preludes with this other girl, she can
do that on her own time or the other girl's time but not in my
time.(M2-1:11)

From Covington (1984:81) we learn that,
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Given our society’s tendency to equate the ability to achieve
and human value, it is not surprising to find that many students
come to believe that they are only as good as their
accomplishments.

Many performance majors begin to assume a position of self-worth'® superiority based
upon the official designation of "superior performer” by definition. Music education
students soon learn that their worth as a human being may be challenged by
individuals who are definitionally superior. Kingsbury (1984:266) writes concerning

the nature of the view of performer that,

notions regarding the moral worth of the inner person [are] contrasted
with the performance skills of the trained musician

It is important to emphasize, however, that the role of performance in the music

school appears to be of paramount importance. Kingsbury (1984:128) writes,

The value of playing (or singing) "musically” is of genuinely sacred value
in the conservatory, quite possibly the ultimate value.

Thus when the "moral worth" of an individual student is tied to the "ultimate
value" activity, it is little wonder that music education students see themselves
inferior as people in addition to just as a performer. These impressions are common

among music education students and are reported regularly. For example,

No, just sort of in the environment, you felt comfortable.
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For the most part except that when you’re actually doing your
practically subjects such as for me it was voice and piano.
You’re often made to feel or at least a lot of people have said
this as well as myself: that because you’re not in the B. Mus.
program then you are somehow inferior to the B.Mus.
students.(E7:8/9)"

It is very important to emphasize that here the student means "inferior" as a
person, not just as a "performer”. Other students report impressions of

superiority among performance majors. From Vancouver this time another report.

Well yea, there’s a lot of snobbery in there, yea, in that
department, in that oh because they’re in the music faculty they
think they’re far superior to students who are in the education
faculty, but that doesn’t necessarily mean that, you know that’s
the case especially for teachers, cause like I say, I know a lot
of really good musicians, excellent musicians who have tried to
teach and they were a failure cause they couldn’t teach.(V13:7)

The defense reaction to these challenges will be discussed shortly. This student
at U of A in Edmonton reports on the social alienation of music education students

who were viewed by the B.Mus. students as not good enough to be associated with.

...in a lot of the courses I took it was the education students
that always got the top marks not the Bachelor of Music and
yet I don’t know the profs just tended, I felt a lot of other
people did too that well they got more attention than we did,
and as far as the Bachelor of Music students, how they treated
us it was like they were too good for us to even associate with
us, a lot of them were like that.(ES:5)
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In fact, the perception of performance majors as somehow otherwise superior
was a common theme among those interviewed. Some even were able to verbalize

their exact perceptions. From MUN there is this report.

Did you get a sense that the performance major considered
themselves as more worthy as an individual?

Absolutely.

Independent of just a better musician?
Yes.

just as a person?

Overall, the musical ability that they perceived themselves
having and usually spilled over into an impression of intellectual
superiority for whatever reason, I'm not quite certain.
Probably because they thought you poor stupid fools, you don’t
know what you are doing and I do. I may be guessing here
now and this is how I perceive it and simply the fact that as in
the musical world which pervades this place to greater or lesser
degree depending on your point of view. They certainly
perceives themselves as being much more valuable than just
another music ed major.(P8:16)

Another report from MUN confirms this notion.

I mean you have to have goals to work towards and a I think
if somebody is a fine performer that’s great we should have
that, we should encourage that. But the problem, I think,
comes in ‘when there’s this clash of; I'm somehow inherently
better cause I'm a fine performer than you are who are not a
fine performer. I guess that’s pretty well entrenched and I
guess well we sort of talked in class to some extent about this
versus the idea of education. But I mean through all your
musical training, it’s centred around performance and centred
around competition; most especially in a city like this where
you have a competitive music festival.(P2:16/7)
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At UWO where the practice rooms with grand pianos are sought after by

performance majors, this music education student who was a piano major reports her

experience.

Yea but that when you have got just as much normal persorn,
normal piano major in there it is like oh well I have time for
a practice room now right, you know, excuse me for being
lower form of life.... especially now since they are getting
really picky that performance majors really the only ones to
work on those grands because I love to work on a grand I have
a grand at home. [ am more comfortable than on those
uprights, the new ones that they have there that they are having
a lot of trouble with.

So you feel like a lower form of life?

The attitude some of the people show towards me yea.

But how do they do that?

Oh well she doesn’t have to be here long she’s not a
performance major I have a recital to get ready for. So I'm
not doing a recital maybe I'd like to perform too and there is

sort of an air about them that generally they are interesting
characters.(M4-9:45/6)

And from Vancouver this report that suggests that these feelings of superiority

are not lost on those who make it into the classroom. This UBC student recounts this

incident.

She’s teaching music out in Burnaby and she was still actively
involved in the community with music, she played with the
Pacific Wind Ensemble, her husband teachers over in the music
department bla bla bla and I casually brought up someone’s
name from the music department right and she goes oh well
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they are a bit of a bozo anyway and I thought no they’re not
they’re extremely bright, you know, and she goes well they
can’t play worth shit anyway and I thought you are judging
somebody by their personality, their whole being, by who well
they play their instrument, that’s not an end all to me. You
know, there is more to life than sitting down and pouring their
guts out over some stupid piece, you know, I mean don’t get
me wrong I think music is really important but I would never
judge somebody on how well they played.(V1:8/9)

As a group, music education students appear to have been ignored by some faculty
members, other students, particularly where the students’ official status as a music
education student was unknown to others, kept this fact secret so that the student

would not lose friends.

First a report about the faculty at Edmonton.

The students not so much but the faculty quite a bit especially
when we went to talk about course changes and that kind of
thing with the people up in the office in the music department,
they were very hard to talk to because they didn’t really, I don’t
know; acknowledge us, it was like well I've got a music student
to talk right now, can you wait just a minute and it was like we
were, I felt very put off.(E4:10/11)

Next a report from a student in Vancouver who experienced this prejudice against

music education.

It’s an attitude, it’s kind of like a class attitude, where you
have different classes of people or different walks of life, like
maybe some academics might look down on people that do
labour for them and that kind of, it’s like a prejudice against
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those people so what you come up against is when you meet
someone, say for the first time, or talk to people in your classes
some people may so, ‘oh good, great to know you’, that kind
of thing, other people right away will ask, *oh what are you in’
and you say ‘well I'm studying piano with so and so‘, or ‘are
you in performance’, ‘well no I’m general music’, ‘oh’ and
then they leave, they don’t talk to you after that, they don’t
associate with you, you’re not a performance major, you’re not
good enough.(V7:6)

Another student at UBC reports her fears that she would lose many of the people

she associated with if her music education status were generally known.

I could sort of get away with it without really telling anybody
I was going into education so I choose not to say it simply
because I would loose 30 percent of the people that I talked to,
pretty well.(V1:7)

This excerpt also shows the reader the ability of music education students to resort
to deceit as a strategy to hide their official status wherever possible. Music education
students perceive the music school as holding the performer superior to them. They
resort to deceit to hide their status and make use of disclaimers about the notion that
they are not able to play as well; thus defying the "official" definition of the
superiority of the performance major. Where music education students do perform as
well or better than performance majors, and there are many examples of this, the

music education students take on some sort of "disidentifier"'
This UWO graduate maintains that, while wanting to be a teacher, there is no

denying the possibility that the level of talent” between the performer and teacher

may be equal. In his words the reports reads as follows.
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I thought you wanted to be a teacher?

I do. But to my applied teaching that doesn’t make any
difference but educators can still have, I mean who says the
educators can’t have as much talent as performers.(A3:32)

Other students simply identify themselves with the performer group. While they
may lack "official" designation, in their own mind they challenge the socially implied

superiority. From MUN, this report,

So you.....but there are a lot of them who consider themselves
perfor mance majors even though they doing the conjoint degree
and the education part of it is just looked on as, you know,
something they had to do to graduate.

Why do you suppose they would want to do that?

Because when they enter they have to do it. They are not
accepted for the performance degree.

But they still feel some pressure to be identified with that
group.

Yea.(P1:15)

Many other students consider themselves the performing equal of performance
majors but have chosen education to "cover their butt"”. Nevertheless, they still feel
obliged to defend the level of performance shown by music education majors. This

graduate at UWO explains.

There’s a lot of people in education that should have been in
performance as far as their calibre of performing but they
wanted to cover their butts. I'm one of them. I want to cover
my butt. I want to perform, there’s nothing that I've ever
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wanted to do other than that and I'd like to teach also so I'm
going to do both.(A7:20/1)

This UWO graduate explains that even the music education majors have been
accepted into fine graduate schools to do performance, thus indicating the challenge

to the notion that by definition they must not be as good.

A lot of out of joint noses.

Not a performance major as a principle player in the wind
section which was the first time in God knows how many years
and yes there were a lot of performance players who were out
of joint but nine times out of ten a music education performer
... music education player yea I would say performer would be
able to play it better than a performance player and that’s
holding up true right now because I know a couple of music
education players who are continuing into performance
programs and have been accepted to some of the finest places
with some of the finest teachers all over the world so ?
performance players are scrambling.(2A4:7)

Thus it appears that performing skill plays a significantly greater role in the
operation of this community than any other status criteria largely because within this
music community, performance prowess is tied to self-worth. Kingsbury (1984:10)

writes,

there was in many cases a great deal of ambivalence, concern
and social and intra-personal tension which related to the
students’ musicality with their most elemental sense of self and
identity. The social environment was anything but pleasant for
some of these people.
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Kingsbury (1984:11) concludes with the statement that for him, the important
point was, "the intensity of some students’ concern for a sense of identity which was
engendered by such matters” as these just discussed, and "correlative with this, of
course, an ever-present weave of intensely competitive social relationships -- not only

between and among students, but also between various faculty members”.

The rather overt awareness of a general construct of "stigmatization" is an
important category for this analysis. Of course, students who report a sense of
"stigma" do so in a "common-sense" way. But there is a strong connection to the
nature of the person and the performing ability and this is most powerfully
constructed in the relationship between the person and music in general. We are
reminded of Elliott’s (1§89b: 12) position regarding the notion that "because music is,
in essence something that people make or do, a people’s music something that they
are". Therefore if the music is judged,then concomitantly, the person must be judged
as well. This has been a undercurrent of thought about artists in the sociological

literature as well. For example, Silvers (1970:407)* writes about artists as follows,

Aesthetic immorality is commonly found in the context of
asocial behaviour, which is a second type of professional
deviance. As a general concept, asocial behaviour refers to
activities which are the product of an incumbent’s judgement
to concentrate responsibility exclusively in his own social
position. For example, there is the well known declaration "Art
for Art’s sake", which defines the autonomy of art and
concomitantly, the autonomy of the artist’s position.

The possibility that stigma may be "constructed" by professional experts is
discussed in Scott (1970:258). He writes, "it is common knowledge among social

scientists that stigmatizing conditions that are formally the same can have different
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meanings to "natives" or laymen who are from different cultures of the world". Thus
it is evident that within the cultural isolation of the music school, the view might be
seen as meaningful that a certain group considers itself as "stigmatized". Following
Scott’s notion of professional impact on stigma (p.285) and that by Goffman
(1961:386) who also stressed the impact that professional ideologies have on patients
in mental hospitals when he writes that eventually they "must show acceptance of the
place accorded them" in order to "get out of the hospital” or to "ease their life within

it".

The most telling construct of the literature on stigma for this analysis is
Goffman’s (1963:44) notion of "disidentifiers". He defines these as signs that "tend
- in fact or hope - to break up an otherwise coherent picture but in this case in a
positive direction desired by the actor, not so much establishing a new claim as
throwing severe doubt on the validity of the virtual one. Here we can see the attempts
of the music education students to focus on these "signs" so as to break up a coherent
picture of them as definitionally less able performers. Of course, because the music
school requires performance from these students and as has often been stated earlier
concerning the bond between music and personal "being", it is obvious that students
may see an apparent opportunity to disclaim the idea that they are of lower "worth"
as a person. Therefore we see in observing this group of students that they develop
specific strategies to adopt these disidentifiers in the hope of removing or at least
obscuring the stigmati;ing condition of being a music education student. It may be

important to remind ourselves in this instant of what Goffman (1963:108) writes,

It has been suggested that the stigmatized individual defines
himself as no different from any other human being, while at
the same time he and those around him define him as someone
set apart. Given this basic self-contradiction of the stigmatized
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individual, it is understandable that he will make some effort to
find a way out of his dilemma, if only to find a doctrine which
makes sense out of his situation.

In our case here, the music education students seem to adopt a doctrine that makes
"talent" a "given" in the music school. Hargreaves (1972:20) develops an equation
"ability + motivation = attainment” and in this metaphor, the music education
students take "talent" in music as "ability” and that "attainment" as a performer is
hampered by constraints on the realization of motivation. This is more fully
developed in the section of this thesis on "talent” but it is a clear indication that the
students seek to find a doctrine which offers a way out of their perceived stigmatized

condition.

The next question to answer is "What is a musician?” If music education students
consider "being a musician" as the most important "pivotal category” (Lofland,
1969:123) in their personal identity to achieve, it is necessary to see what, in their
view, counts as a "musician”. This becomes even more critical if they view full
membership in the social inner circle of "musician” to be particularly troublesome to
achieve and feel stigmatized because they are left as this "marginal” insider to the

world of "real" musicians.
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N for Ch r Four

1.They typically do claim superiority in many instances, the most obvious in our
context here is the attempt for UWO and the University of Toronto to square off with
respect to their status as the best music school in Canada. It may be largely because
of the proximity of these two institutions that they do not feel challenged by other
major music programmes in Canada but one normally only hears comparisons of these
two. Some faculties get external ratings such as business faculties and lay a claim on
the basis of external agencies. In business, this has "real" consequences for their
students in terms of hiring and entry level salaries. Thus the contest must not be
underestimated.

2.for a more complete analysis of Institutional status see Martin A. Trow "The
Analysis of Status” in Burton Clark, ed. (1984) Perspectives on Higher Education.
p.132-164

3."Classical” is to be taken here as the genre rather than the more musicologically
correct "period" or "epoch” of music. It is generally understood as the music of Bach,
Beethoven and Mozart rather than the music of U2, Black Sabbath or the Beatles. The
genre of "jazz" is seen as a "single" category of music in the music school and is the
point where "other" genres of music seems to have had a slight, however
insignificant, infiltration into the music school.

4.1t might be of interest to note that calls for more "pop” or "rock™ have been made
in the literature frequently. For example, Burnett, M. (1985) "The urgent need for
"NOW" [Pop music in teacher training], Times Educ. Suppl. 3601:35-6, July 5. On
the other hand, in USA we have such items as Dobbins, B (1987) "Jazz and
Academia: street music in the ivory tower", Bulletin for the Council of Research in
Music Education. 92/1-14, Summer. There is at least one study on the curriculum
inclusion of "rock" at the college level but specifically for non-majors in music.

5.The students who make this claim usually base it on the assumption they make about
the way the "real” or "outside” music world operates. If the music school is to be a
"real" place, then it ought to operate on more worldly criteria rather than a sort of
institutional protectionism model.

6.My continued use of "best" in inverted commas reflects the rather awkward way in
which this system operates except to say that there appears to be many "best" teachers
and students. This "ideal" pupil or teacher in Becker’s terms must suggest that there
are operationally some "invisible" boundaries (Cohen, 1985) around these constructs
for the music students.
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7.1t is common for music students to admit that their worth as a person is tied to their
"image" as a performer. More simply put - a good performer is a good person, a poor
performer is a worthless human being. There are several specific references to this in
the text and the reader must not be too quick to judge the earlier references to this
idea.

8.Aside from this construct being "pulled" from the literature, it is important that the
reader understand that the perception of "self-worth" is a construct that the students
often use and is tied directly to their perceived performance ability.

9.0f course, this conflict is not limited to students. In Vancouver, there was a report
of a student winning a chair in the Vancouver Symphony Orchestra in competition
against his own university instructor.

10.Other similar terms for status rewards are "status symbols” or from Goffman
(1963:43) "prestige symbol".

11.Stouffer, Samuel A. (1949) "A study of Attitudes” The Scientific American,
Vol.CLXXX, p.13.

12.In North American universities it is common for post-graduate students to receive
"TA’s" (i.e. teaching assistantships) which often are tuition reductions and sometimes
just plain cash payments for teaching junior undergraduate classes or lab sections of
these.

13.This is not unlike the argument made by Becker (1960) in his article on
"commitment” where he suggests that the "value" of certain "side-bets" rests with the
definition or acceptance of these things as valuable to the particular sub-group to
which they are applied. Thus in this situation, it is important that the "value” of these
status points and their social efficacy are taken as "valuable" by the members of the
music school community.

14.This is of course not an attempt to portray these other students in any particular
way. Even a cursory examination of the university calendar will be enough to
disprove the notion that these students are somehow not required to make music. All
must have an applied major just as music education majors or performance majors
must. The apparent social impotence of these other groups cannot be determined from
the data collected for this research agenda.

15."AR" refers to the Associate Performance Diploma from one of the
Conservatories, typically The Royal Conservatory in Toronto or the Western Ontario
Conservatory in London, Ontario. Some students in eastern Canada still take exams
from Trinity College and the Associated Board in London, England but not typically
students in Ontario. In western Canada, the Western Board serves this function.

16.This construct is one that students often use both in this study and is to be found
in the same context in Kingsbury (1984). Covington (1984:81) uses the construct more
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generally and refers the reader back to the other references to this notion of self-worth
as a person being tied to one’s apparent ability as a performer in the music school.

17. Music education students at the U of A are not candidates for a Bachelor of Music
(B.Mus.) degree rather they are Bachelor of Education (B.Ed.) students. At the other
universities in this study, the students graduate with both degrees, usually after 5
years.

18. This is from Goffman (1963:44). Students attempt to break up the coherent image
of themselves as the unworthy teacher by demonstrating superior performance skill.
This even allows some to hide their "official” status.

19."Talent" will be discussed in some detail later in this thesis. But for the moment
it is important to show that it is used as a strategy to counteract the claim of
superiority as an executionist.

20.see L’Roy (1983:131) music education as "insurance"

21.The reference to "Art for art’s sake" comes from Albert L. Guerard (1936) Art for
Art’s sake. Schocken.
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Chapter Five

What is a Musician?

Ah, so musician is performance!

Yes!(M4-2:8)

Students in music schools appear to want to be a "musician”. In fact, it has been
shown that the majority of status rewards in the music school are valued as, and
reserved for, events that students identify as "musician activities" rather than
"academic activities". The music education student must often challenge the notion
that his activities do not legitimate his claim on a musician identity whereas other
affiliation groups, specifically the "performance major" have the right to this

legitimation apparently "by definition".

If students are able to act meaningfully towards this construct "musician”, it
should be possible to derive from them a definition of its usage in the music school.
Students often expressed views that reflected their impressions of how society in

general might apply the label "musician”. This graduate of UWO explains.
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I feel kind of silly you know, like last year, being in English,
I got...sort of...my piano technique really went down and
uhm...and I didn’t play, I didn’t have pieces memorized at the
end of the year like I always had, so I tell people I'm in music,
like at places were they work and stuff, but I used to hate when
anybody asked me to play because you know, and here I am
saying that I'm in music, and yet I wasn’t...I didn’t care to be
doing any performances, you know and then I think I learned
over the summer, this summer, that if you're going to call
yourself a musician you’d better be able to play. Because
people, the general public isn’t going to have a lot of respect
for you as a musician. And that’s who you are dealing with
when you're teaching.(A10:33)

It is perhaps generally expected that someone who calls himself a musician to be
able to display some music-making skill. In some situations, there are more specific
demands placed upon the construct'. For example, many school administrators assume
that any reasonably competent music graduate would be able to play the piano’. This
seems more prevalent in the lower schools where the school music programmes are
typically non-instrumental in nature. But music students major in all the various
orchestral instruments and many have very limited piano proficiency, despite the
typical university requirement for a minimal performance level on piano for all
instrumentalists and vocalists. Students who find themselves faced with the obligation
to demonstrate piano skills where they are lacking or barely adequate nevertheless

defend their label as a musician. This music education student at U of A makes this

point.

Is that a problem for you though.

A little bit, yea, yea I always felt that they were better than
me in piano. Oh yea.

Why would that be important if you wanted to be a
teacher?
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Well because I'm an musician too.(ES5:29)

Students who elect choral music education often report their impression of being
most threatened by this "occupational” requirement for being labelled "musician”.
Because the music school is a "closed” community, any external pressure for input
into an acceptable definition by external standards seldom appears before the students

reach the Faculty of Education. This student at U of A explains.

It bothers me to see music students, music education students,
who cannot play the piano. And yet they have to go out into
the school and accompany a choir like maybe but this is not a
hundred percent certain. But they might be asked to. And they
have what... they nothing... they no piano background at all,
unless you are a piano major.(E6:5/6)

Of course, the piano major facing the instrumental class is challenged by the
reciprocal fears. Many people believe that bands should be taught by teachers who
majored on a band instrument (trumpet or clarinet rather than piano or violin) in
university. The same holds true for teachers of string programs. They are often
expected to be string players. Thus the term "musician” can be modified externally
to be either instrument specific or perhaps ensemble specific. Thus piano majors are
often assumed to have skills more appropriate to choral classes, trumpet majors to
have band skills, and violinists to have orchestral skills. Thus in these situations, the
label of musician seems less specifically critical. This piano major in Edmonton tells

of her fears facing bands in the school.
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With some people but with some people I feel disadvantaged.
Why?

Because I’m a piano major where I haven’t experienced band
as much.

Right.

And then some kids who are in this course they did band for
like eons and they know it, it’s ? band and stuff, it’s really
scary. Actually, I just finished my first practicum yesterday
but it was scary going there with band without too much band
experience.(E1:22)

Few people would argue that there are indeed certain ensemble specific skills
which players of these groups learn simply by participating in these specific types of
bands, orchestras or choirs. But these problems point out the insufficiency of a

narrowly defined label "musician” in many situations.

One of the often stated goals of school music programmes is musical "literacy”.
That is simply stated that the musically literate person can read and write music.
Thus to be considered a "musician", one first needs to be literate. This graduate at
UWO recounts his experience in the schools with senior high school students who

appear to him to have failed this test.

No. The kids really enjoy what they’re doing and they really
like their teacher and because of that they like to sing but I
think they like it because he tells them quite often that they’re
wonderful so they feel really good about what they’re doing but
a lot of the senior students can’t read music and if they can’t
sing off of the sheet of music they don’t know what a time
signature is.(2A5:11)
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Another interviewee suggested that if "somebody in the neighbourhood wanted
a piano player they could go to the music teacher at a school ...They’d expect that
he could at least read some piano music."(M4-5:16) Other students were concerned
that they couldn’t sight-read well enough (M4-5:15) and that "reading” is perhaps

the most important thing.

However faced with the situation reported below, students often admitted that

there may be other acceptable definitions for "musician”.

I’ve talked to people here in Canada too that play in bars,
like piano bars and I’ve got people who are good friends at
home that play by ear, who don’t read music hardly at all.
Basically they’re illiterate, but if I asked them what they
are, they tell me a musician because that’s what they make
a living at.

Yea this is true, you say that, yea but you can see there’s two
schools of being able to read music, to know the notes and then
interpret and then other people who play by ear, one of my
accompanist was just fantastic, he could read music and stuff,
but what he could do with this, you know, just by ear was
unreal and improvised nature, or whatever, qualities were
unreal, I'm not, I can’t improvise, I'm not very very good at
that, but people who can hear things and then improvise I
admire them greatly and I consider them musicians also, it’s
just a different way of going about it.(V11:25)

Literacy appears to be an important variable in the acceptable definition of
"musician” in the music school. Some students still consider the "by ear-musician”
an important part of their own definition for the label. But this student is typical of
students in the music school who have cultivated the "by ear" abilities but feel

nevertheless that the literacy requirements are more vital.
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Fool around and play it by ear. Did whatever I wanted to do.
Did you do a lot of playing by ear?

Yea I still do. I wish I could play from music as well as I play
by ear.(M4-3:6)

In fact, the official requirements for ear-training at UWO so challenged the
students that these same students reported that many resorted to cheating to
accomplish these musical tasks. There can be little question that the "literacy” model
is the regnant acceptable construct in the music school. For one student, the idea that

the aural skills of these so-called "musicians” were so weak was surprising.

Well that was the big thing. Keyboard harmony and ear
training. I remember being amazed at how many people
couldn't do ear training, how many people can’t hear major
third or minor chord.

That surprised you?

That surprised me. I didn’t know people could be so tone deaf
and yet be in music here. So lot’s of them would have to cheap
off somebody all year and then when it comes to the exam they
can’t cheat so their ninety-five that they got from cheating turns
into a fifty-five after the exam.(M4-5:13)

Actually, many students at UWO described the cheating techniques used to
survive the ear-training demands made on them by the institution. Some even
implicated the teaching assistants who delivered the courses. It is apparent that certain
aural skills are "officially” required but minimally present among the members of the

community.
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Further evidence that "reading" is the critically important variable in defining
"musician" comes from students who report that the ability to simply extemporize
on one’s instrument was lacking among community members and that the fault for
this deficiency rested with the lack of institutional demands. Students appear to have
side-stepped the official demand for aural skill development at UWO. It is unclear
whether institutional demands for this other musical skill would be more suitably

mastered. This Vancouver student explains.

No, it’s the way that they teach it, it’s what they expect of you.
How many guys in the music department can sit down and
jam... can play?

I don’t know.

Nobody, hardly anybody can because they don’t teach that.
That’s not a valuable thing to do. Well, that’s absurd. That’s
got to be the most valuable thing to do is to be able to sit down
and play and make up something, be creative,
improvise.(V3:22/23)

Actually, the whole notion of the music school as a creative place is challenged

by the students. This report from MUN for example,

Anything else? Any other preconception?

Well, the creativity thing, I thought it would be more creative
than it is. It’s very actually very staid.(P9:5)

Some students actually operate at two different levels of creativity. The one
satisfies the university’s obligations and the second satisfies their own. This account

about one UWO student enlarges on this point.
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Yea, a lot of people do. xxxxx does, for example. This is the
second year he’s entered this young composers competition and
he’s won his category both times. So he does a lot. And there
are people around here that just write and write and write. And
some even read a lot of history, surprisingly, but they do.

Does that mean he’s likely to write this piece and not do
his homework?

No. I don’t think so. These people are really high achievers and
he always makes sure that his assignments are in. But he knows
here to write it like they want...like they want this chord here
and he puts it there. But at home he says I hate that chord and
he doesn’t put it there so he has two versions of
everything.(M2-11:12)

Some students feel that some of their colleagues take music too academically.

They see the study of music as equivalent to the study of any other subject and the

students who feel this way often express the idea that there are students studying

music who do not in fact like music. This challenge to their definition of "musician”

is usually very puzzling to them. This UWO graduate explains.

Uh, ...I thought there would be, I like jazz, I thought there
would be more interest in the students to play, uh, I don’t think
there is really and I think it might be because a lot of students
had bad experiences in high school. People want to do music
there’s something about them that there not really excited about
music you know, I think they almost treat that, that is treat
music, the way I thought of other subjects, I thought you know
if you’re going to go, it’s got to be hard and you know you’re
not really allowed to enjoy it really. I think there is really a bit
of that kind of attitude.(A12:5)

This student continues,
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I think that is an attitude I had then in 1lst year and still do
now. That people that come in here, or the music faculty here
at Western anyway and I don’t think they really enjoy music,
at least not the way I do, because it seems to me it’s more
scholastic rather than get out your and play. I mean that’s what
I do, for instance, after uh... their final jury, so many people,
or in the summer, people just put their horn away. You know.
I keep thinking, 4 months you know, well...if you really love
music and everything and you can play an instrument isn’t that
kind of..and it’s to me kind of natural that you’d want to play
your instrument because that’s how you got started that’s how
you got into it. I mean, I wasn’t in honours so last year when
I was at school I did a 4th year but it wasn’t an honours, so I
didn’t have to do a jury, didn’t have to play my horn at all but
I practised every day. But there are people who just put their
instruments away. Either they do school work and everything
but to me that’s the thing I really love most about it is that I
can play my horn. I find that a bit weird.(A12:5/6

This is not an isolated opinion. This reply to a direct question was not uncommon.

Do you think everybody here likes music?

No.(M4-1:28)

Other students even offered quantitative statements about this topic.

Music in general, yes I do enjoy it.
And you think the other people here like it too.

Most of them yea, 80% of them I would say.(M3-1:14)

Often students attribute the loss of the likability of music to the amount of practice

required to satisfy the institutional demand. The "jury" represented the academic
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performance for evaluation purposes and students were compelled to excel as much
as possible here because not only did their academic standings but also the eligibility
for admission to the performance major stream was determined by this performance.
This fourth-year UWO student is convinced that, once out of the university, his love

of music will return.

So you practised to past this jury right?

Oh yah it’s a bugger.

What happens to all this love of music though?
It’s in there somewhere.

But it seems to get buried up?

With everything else

Yah. Do you think it’ll ever come out again?

Oh yes, I think once I get out of here then I can maybe see
things with a little better perspective .......... (M4-2:2)

This notion that the "musician” label should be attributed to individuals who are
serious or work hard is a particular favourite of students in the performance stream.
In fact for some, the label would be assigned solely on the basis of hours on task.
Although this may appear to be an unusual criteria, as will be demonstrated later, the
notion that "talent” might be an important variable in the equation to produce the
"musician” will be discredited. Thus students typically differentiate between observed
differences in performing ability by pointing to the number of practice hours a student

is willing to invest. Therefore time on task or the idea that performing be taken very
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seriously by the "musician" becomes a very critical dimension to the definition. From

Edmonton there is this excerpt which speaks to this issue.

Yea. The thing that bothers me a lot about what goes on in
the music department is they have no respect for music
education students, very little. Part of it is because they don’t
see the education students with the same type of courses, course
load, content that they have. And to them music education
students are not musicians. Like this is coming from them.
This is not coming from me. But, it is coming from them.
The attitude there is well if you can’t do it; hack music there
and you come over here. That’s their approach...(E6:18/9)

While the taking of performing seriously may be an important variable, most
students reported that the practice required to achieve an acceptable level of
performance was of little or no interest to them. The usual response was that they
"hated" to practice. Occasionally students would hint that perhaps music-making for
oneself may be a criteria to be considered in the definition of "musician” but typically

this seemed not to be so in the day to day interaction. This second-year student

claims, for example,

Just because you don’t perform all the time doesn’t mean you're
not a musician. I think you just do it for yourself.(M2-8:17)

While that may be an ideal for the "musician”, on average students reported that
music-making alone in the practice room was not a favourite activity and
operationally one would have to challenge the notion that the definition of "musician”
depended very substantially on the likability factor of practising, although much is

made of telling everyone around that you are "off to practise”. It appears as a "duty"”

198



but nevertheless, one for which status can be accumulated. This excerpt explains the

difference between the perception of performing and practising.

But I hear so much of <I must go and practice>.

Performing is the ultimate, practising gets everybody down.
Performing is such a thrill. You get that appreciation from
other people and that’s something that everybody looks for no
matter what you’re in, appreciation from other people.(M2-
3:15)

The transcripts are full of examples of students who would prefer not to practice.

Some simply stated it bluntly as follows,

If I don’t practice right after supper I don’t practice at all.
You don’t like practising?

I hate practising!!

I thought you liked music.

I do like music.(M2-9:18)

Others claimed it started many years ago but continues to the present.

So what did you dislike about the piano?

It’s, well when I was that age I hated practising, well I still
do. But I hated to practice and my mother used to push me and
I couldn’t go out to play with my friends until practising was
done. I hated it. You know, gorgeous sunny days and I'm
sitting there playing on the piano. I was half decent but I just
didn’t like the discipline.(M2-4:2/3)

199



Some students even equate practising with some sort of emotional therapy to

relieve pent up emotional stress. For example,

Why didn’t you practice?

It was boring. I'd rather play the piece. I like to practice when
I feel like it. I like to practice piano when I’'m mad. When I’ve
got nothing else to do I'll practice piano. You just can’t say to
me that at 7 o’clock you’re going to practice for an hour.(M1-
4:3)

Therefore music students cram for their performing juries in exactly the same
way as any other student might spend an all-nighter before the final chemistry
examination. Music-rﬁaking is reduced to "work" which is not performed for oneself
but on demand for others. Thus students who can display to others or simply tell
others that they are regularly doing their "work" and practising on a day to day basis
appear to be eligible for status rewards because they are working at being the
"musician” that they all crave to be labelled. Thus it is not uncommon to observe
students in the lounge make a reasonably large show’ of the fact that they are "off to
work" or "I must go and practice now". This would appear to validate their claim on
the label "musician" and it must be surmised from this that the definition of
"musician” for these students includes the component of "work". This student report
shows the influence that the performing juries has on the availability of practice space

in the music building.

Is it hard to get a practice room?
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Well in the middle of the morning and all afternoon but it
depends, the closer you get to juries, it gets impossible to get
a room. I noticed that last year. At 6 o’clock at the beginning
of the year you could always get a room but by jury time they
were always full.(M2-10:15)

By far the most universal criteria included in the definition of "musician" by the
music students was "performance”. While some differentiated between "playing" and
"performance”, typically, the need to be actively participating in some form of music-
making performance seemed to be an over-riding requirement. While other criteria
were included like "knowledge" or "study", these were often negated as important by

the next interviewee. The role of performance seems to remain undisputed.

Even in music education, students were aware that "performance" was the real
entry ticket. It is important here to establish that even in the non-performance
streams, music education, theory and musicology, that "performance" was seen by
the students as a critically important criterion in the definition of "musician”. This

UWO graduate reports,

Music Education was performance oriented. The clarinet was
the main way for me to get in, but I was looking for an more
of a wider range of Music courses.(A4:6)

More specific to the actual definition is this report from a student at MUN.

You think that had something to do with your
musicianship?

Yea. I guess so. Because as a musician you should be able
to perform.(P1:11)
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Another student offered this opinion about what constitutes a "musician”.

I think performing is important. To me that’s what music is
eventually what music is all about, all about performing and
listening I mean, the two go hand in hand.(A12:16)

In order to test the importance of "performing” as a universal requirement for
the definition of "musician", a typical line of questioning during the interviews
became one where students were asked to apply the label "musician” to various
faculty members, particularly those with non-performing responsibilities in the music
school. These were usually the musicologists and theorists. Since many of these
professors seldom do much, if any, public performing, they served as a convenient
test case for the application of the label "musician". Generally the response was as

follows.

Did you ever give any thought to the fact that other people
in the building should have been performing too and maybe
weren’t?

The history people. Yes, I do. Because if they are musicians,
they should be playing.(A12:16)

Some students differentiate "performance” from "playing". This usually means
that while both require "playing”, "performance" requires an audience. Some students
wished to become very good "players” which is still an acceptable criterion for
"musician" while at the same time were less than enthusiastic about public

performing. For example,
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OK What’s your goal.

My goal. I guess to learn as much about music as I can. To
attain the highest level as I can.

Highest level of what?
Performance.

Is that important as a teacher?
Yea, I think so.

Why?

If you can’t perform, how can you teach other people to
perform.

How many people in the music ed. faculty perform?

I don’t mean to perform like in front of a whole bunch of
people, I mean like playing-wise.(M2-1:18)

Asked why they came to study music in the first place, many students reported
that they came to study "piano" or "trumpet" or whatever their principal performing
instrument was. Even those who intended a career in music education typically
admitted to a strong interest in studying their major applied instrument. This excerpt

from MUN is typical.

So when you came, did you come to study music?

Yes.

Why did you come to study music, specifically. Not just
because you had done it all the time but what did you come
to study about music?

Well, I came to study the piano, which was my main

instrument, of course, at that time...always has been.(P5:1)
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Thus it is not unusual to find students equate "musician" with performing and
that with the study of their major instrument. This example from MUN demonstrates

this well.

What was important to you when you first came?
To music school?

Yes.

Singing.

Anything else?

Performance.

Which is the same thing in another word?

Yes(P7:16)

Occasionally the academic studies included in the music programme (musicology
and theory) are recognized as a component of the "well-rounded musician”. That, of

course, did not raise any significant enthusiasm from many students. For example,

I really don’t like doing those kinds of scholastic things, I just
really like playing my horn. I think it is really...probably one
of the biggest downfalls is the fact that I really like playing my
horn and I don’t like doing a lot of heavy history and things
like that although I think they’re important to a certain extent
although I think you can still be a good musician although not
totally rounded musician...(A12:25)
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In fact, a typical response was that these academics actually interfered with the
ability to concentrate on more important performing activities. This report from

Vancouver was not at all atypical.

Unfortunately, they’re were a lot of extra courses that you have
to take because music is part of the arts faculty, so you have to
take English and I had to take three languages and you know all
that stuff.

That’s sounds like a reasonable thing for an singer to do?

Well Language is fine, I enjoy that, but I sometimes felt like
spending all that time on an academic subject was taking away
from the practice because really as an performance major you’re
expected to be doing four or five hours an day, practice,
personal practice time and that was really hard to find that time
you know.(V10:6)

Although "performing" appears to be central to the definition of "musician", not
all performing "counts" in the view of some. This report suggests that only "solo"
performing held much value' and thus contributed substantially to the acceptable

definition of "musician". From a UWO graduate, this opinion,

I was, I didn’t have my priorities straight basically, she
thought. I was doing a lot accompanying of vocalist,
instrumentalists and that kind of thing, which is great
experience as far as I’m concerned musically or whatever, and
she thought it was all that extra accompanying was bad and she
didn’t want to sign my accompanying forms that you have to do
for credit and all this. Because she thought I should be
spending my time on the piano repertoire and you know and I
was going, excuse me, I’'m learning an heck of lot more by
accompanying that I would sitting here playing the Ballades or
Etudes..... working on my scales up and down and that kind of
thing.(A6:38)
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The performance prowess of an individual is simply understood as the major
determinant of the label "musician". This U of A student was able to express it as

succinctly as anyone interviewed.

You don’t play as well, you're not a real musician, because
you’re in education and that kind of an attitude. It’s there, it’s
an undercurrent in that department.(E7:9)

Perhaps this is why the music education students are so willing to fight to be seen
as adequate performers. One might suppose that "performance"” was viewed by
students as some sort of aesthetic expression or emotive opportunity where they might
really "make" music. However, music students view "performance" almost
exclusively in terms of "technique". They negotiate their role as a "musician" by
demonstrating that they are playing ever more difficult pieces technically, simply
stated - more notes! In fact, much is made of this in the negotiation process and will
be discussed in greater detail later. But the label "musician" depends to a large degree
on the perception of a level of performing ability and that ability is perceived as a
function of technical prowess. In fact, students usually take on a role as critic when
they attend concerts and their conversations after concerts typically centre around the
"technique" of the performer once the serious critical conversation begins. Because
so many students attend music school concerts to support their friends, there is a
certain reserve from many of the audience but the faculty concert is still a technical

proving ground for many. This UWO student explains.

Oh wasn’t the Beethoven wonderful and blah, blah, blah. The
same kinds of things. It was a wonderful concert. I think that
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was too fast or whatever. Just music talk. Not everything is
negative. You kind of look at things as to whether you approve

or disapprove of stuff in relation to technique.(M1-6:16)

The common thread that binds the definition of "musician" together is
"performance”. Even where performance has been given a back seat such as in
musicology and theory, students still regard these majors as "musician” because they
are all required to perform. While the level of performance seems to play an
important role, the fact that everybody is required to play is more determinant. This

explanation from a fourth-year student at UWO explains.

What profession comes out of here? Medicine is a
professional school, doctors come out of there, what comes
out of here?

Music educators, historians, composers, performers people like
that.

Not just musicians?

Oh yea we are all musicians.

Even the historians?

Sure.

How come? They don’t make any music.

Sure they do. When you're in this program, for instance, you

have to perform you have to play an instrument so I've heard
I don’t know.(M4-6:13)°

Often students expressed the opinion that this early performance interest or

requirement was sufficient to allow the musicologist access to the label "musician"
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which they now retain largely because of their "knowledge". This excerpt enlarges

on this point.

I mean, do you consider them musicians or not?
Yes
Why?

Because they have profound knowledge of music and probably
would have started somewhere. [ would think the first
inclination who have interest in music was to listen to it and
then probably play it.(M4-2:6)

In other professions, such as medicine or law, the first requirement for access to
the professional label "doctor" or "lawyer" depends upon holding an appropriate
degree from a recognized institution. This becomes a "legal" claim to employ the
"label" usually through a recognised "Qualifying Association" such as the Canadian
Medical Association. This association exists in order to confer a "legitimate” right to
practice and also "to control entrance to the profession"® The issue in the case of the
"musician" seems to be the right of Self to adopt this "identity” which seems
conferred or withheld during interaction with Other and which also appears never
conferred as a once-and-for-all category as with a Qualifying Association but is
continually to be negotiated through the critical reaction of Other during social
interaction. This then is in effect placing musicians in a different relationship to
Others in their claim to recognition as status, identity or publicly conferred "label” to
such other categories as doctors or lawyers and other traditional professionals. In fact,
the musician seems to be the university graduate whose "degree status” has no bearing
at all on access to professional work in the direct field of graduation. Orchestra posts

and solo performing contracts are simply not won by means of the "degree status" but
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on a fairly rigorous audition tradition. Actually, applicants for these contracts are
seldom even given an opportunity to demonstrate to the contract giver that the
applicant even has a degree. However, despite the attendance at one of these
institutions, university music students do not consider a degree necessary for the

definition of "musician"’

. They do, however, differentiate between different kinds of
"musicians" as has been pointed out earlier. But certain students allow the non-
performing musicologist access to the label "musician" while at the same time

acknowledging their distance from performing.

So you’re only a musician if you have a degree?

No, no.

So you can’t use that.

Right. Uh oh.

This is not a trap right? But I am interested in what you
call a musician. Because we often have to account for the
guy, the Blue Billy Banjo player, who is ultra-musical and
who definitely does not have a Western degree, but you
would say that he’s a musician?

Sure.

How does the musicologist survive in this?

eeeceseseesaess They're not a musician in the sense that they have
direct contact where they're performing or composing or

something but they still have to know music to be able to write
about it.(M4-6:16)

Not all students hold this view. For many, one either plays or one does not and

this foolishness about book writing may be important to some but it simply does not

209



qualify a person to claim the label "musician". For these students, knowledge alone

cannot define the label.

I’m trying to figure out what a musician is.

I’'m sort of going out saying it’s right, but in my opinion if
you go in and or if you’re just, you spend your life reading
books and researching music you know or different styles of
music and everything to_me that’s not a musician.(2A6:36)

Previous performing experience as opposed to current performing activity often
counts in the definition. This memory of playing constitutes an understanding of what
it was like. Thus the applied teacher who used to play in the past may still be
recognized as a fine "musician" because this person still "understands” what is

required. This graduate from UWO explains.

And he was the best teacher I ever had. He still remembers
you know, so even if he doesn’t play any more I think he’s
still a musician, because if he looks at a piece of music he can
still understand what he has to do.(A12:21)

One scale of assessment for the "musician” would appear to be performing
prowess. Students absorb the outcome from the academic requirements into their
definition of "musician" by using a different scale of assessment’. This is usually
described in terms of "well-rounded" or "complete" or some other descriptor which
indicates that they view the "knowledge" as somehow important but often not
essential. Many students for instance commented that much of what they were taught

in early music history was a total waste of time because it was not directly relevant
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to what they were practising and performing. Singers were often the most colourful
and would point out that while Gregorian chant may be an interesting academic
exercise, they sang Puccini. So for many, the definition of "musician" grew in the
music school as the student advanced in his career as music student. The notion of
academic knowledge and the music teacher is very important. If the teacher of music
cannot simply borrow the "knowledge" of music as a teacher of science might do with
scientific "knowledge", then the teacher of music must be a "musician”. The inclusion
of the academic knowledge was absorbed and the definition was acknowledged to be

more comprehensive. This fourth-year student at UWO offers this account.

Did you think of yourself as a musician when you came in
here?

Not like I do now.
What changed?

I learned so much more while I was here than what I had
known before I got here. Well before i got here it was mostly
all performing, like it is with probably a lot of people when
they first got here but then after you get here you go through
all the theory and history and stuff you find you know a lot
more about it other than just performing.

What do you know?

What do I know? Well like I said all the theory and the
history behind the music we perform.(M4-6:17/8)

Other students differentiate the "musician" from the "well-rounded-musician",

themselves being the latter of course. The inclusion of the academic knowledge into
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the definition of "musician" for these students simply elevates themselves from the

position where they might be considered just "players"”.

So what constitutes a musician?
The knowledge of the theory, the history and the practical side.

So the guy who plays in a club professionally who makes
his living at playing but who may not read music or for
sure never have had a music history course just wouldn’t
qualify.

He can play but he’s not a well rounded musician. A well
rounded musician should have a knowledge of all these aspects
and know why he’s playing what he’s playing or know how it
came to be.(M2-12:2)

The inclusion of the academic knowledge into the definition provided students
with the ability to be confident about playing in the right style or with an appropriate
sound or otherwise in a way that demonstrated that they understood that music
performance had a right or wrong way about it. This is consistent with their view that
playing is mostly a technical thing and how the repertoire is performed is a knowledge
criterion. Many may dispute this dichotomy and claim that many fine performers have
learned all of this in an applied lesson. There is still a sector of the community which
holds that these aspects, from wherever they may be derived, constitute an important

variable to determine the definition of "musician".

So being a good musician is the same as being a good
performer.

No, no that’s only, I’m only talking about playing your horn,
that’s only part of it.

212



What’s the other part?

I think uh...a lot of it is knowing repertoire, and that is all
learned, you know, memorizing or knowing what certain music
sounds like stylistically or historically, the proper way to
perform a piece from a certain time period, that’s also
something that’s learned.(A12:11)

In the music school, what counts as a "musician"” is first a "performer”. Without
the trumpet in the hand, most will deny the application of the label. If, on the other
hand, it can be demonstrated that the person has had some experience and is now
relying on an increased "knowledge" about music, some students will assign the label
“musician”. The definition of "musician” is broad and accommodates others outside
the community who do not satisfy all the internal community criteria, but these types
of "musicians" are not "well-rounded" nor seen as capable of intellectualizing about
stylistic matters. The knowledge of popular styles and their performance practice
seems to go unnoticed in comparison to the implied superiority of knowledge about
Bach, Beethoven and Brahms’, Thus the attendance at the university with its academic
demands concerning classical music, adds to the status value of being a classical
"musician”, i.e. performer and this well-rounded model elevates the music student
from the general public view that a "musician" is simply someone who can "toot a

flute".

Because the definition of a "musician" seems to be so diverse and lacking any
substantial consensus, it might be suggested that there are infinite varieties of
musician, each with a slightly different compositional configuration with perhaps‘
"invisible boundaries"(Cohen, 1985) which are taken as meaningful for each of the

students seeking to be identified or labelled by the Others. This is an important point
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since without an acknowledgment of this infinitely variable definition of "musician”,
the reader might suppose that the student was seeking to be labelled as some pre-
established social category for which the student was trying to satisfy specific
requirements. The position here of course is just the reverse. The definition is derived
from the social actions of the students rather than viewing the definition as causing

the students’ social action (Schatzman & Strauss, 1973).

Kinds of Music in Relation to Identity

Much of the definition of the "musician" in the music school has to do with the
genre of music that the students concern themselves with. It is necessary therefore

to unpack the concept of what counts as "music" in the music school.

Music education students report that they are expected to learn at least as early

as the entrance audition that "classical” music is the only "r music. Just as in
their socially defined version of "musician”, the music education students appear to
allow for a significantly wider definition than the "official" one which the music
school seems to sanction. Many music education students believe that it would be
bad enough if the music school simply took the "classical" literature and told students
that, although a very narrow view, the position that the music school held was to do
justice in such a few short years to one genre and that was all that was reasonable.
But the students believe that the music school presumes much more®. Not only is it

a "classical" den, but students see it as one which preaches against all other forms of

music.
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To begin with, some documentation for the "classical" only perspective.
pec

There are other kinds of music on the go. Why not have
a barbershop chorus a school? I am sure you can’t learn
much about that.

No, no. Well, that is something that we are not prepared for.
Even in the music ed. program I can remember one of my
professors even saying "have classical, just classical". He more
or less said don’t even touch the other stuff. Nobody agreed
with him at the time. I still don’t agree with him. I don’t
know what he was trying to do. (2A10:27/8)

Even in formal addresses, music students are warned off of association with "pop"
music. But even here, the students believe that there is another position. Like in the
previous example where the students did not agree with the professorial position, here

the student reports the faculty’s admonition on graduation.

That’s what it seems like, I mean, I only have my suspicions
but I really feel that they ... and when I graduated in the
summer we had the general big convocation up here and then
we went down and we had some music awards. {The Dean}
said something to the effect of I hope you treasured music,
treasure classical music and I forget whatever else he said ...
hold it up high and don’t see pop music as the end and I
thought that’s really kind of a funny thing to say especially
since, I mean, if you take a kid who’s in high school to him
music has got to be something so much different than it was
to a person like Beethoven.(2A12:25)

And finally a simple statement about the exclusive "classical" music school.

215



Not like that, no I mean well classical music is the only thing
over there', which is fine, but that’s not what all the kids listen
to and yes I like to introduce some of the kids to some of the
aspects of classical music, but if there getting enjoyment from
something like jazz, like over there they have no
jazz...(2A7:35)

This comes as little surprise considering the definition of "musician” that this
community appears to use and the "classical" bias is generally well known in the
music school community. The audience that attends the various concerts at the music

school would certainly attest to their general "classical” expectation.

But for the purposes of this analysis, it is necessary to dig a little deeper to see
whether, like with the definition of "musician", there are allowances made or
expected by certain members of the community. Who actually holds this exclusive
view about the kind of important music? There is no question that the "classical”
genre is seen by students to be held up officially as the only worthy form of music.
Beyond that, the classical genre is subdivided into various types, each with its own
degree of "worth". For example, the more technically difficult a piece of music is
to perform, the more "worthy" or valuable it is seen to be, because of the
significantly more status points available to the students who performs it. Thus
students who are attempting to play difficult pieces gain status in the community and
students are never very clandestine about playing difficult pieces. In fact, as part of
the negotiation process they often overtly carry music around which they are not
playing or for that matter, may not even be capable of playing. Thus it is little
surprise to hear a student report that a teacher refused her lesson time because the

teacher was engrossed with another student who was playing Rachmaninoff preludes.
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Implied, of course, is that the offering that the next student might make would be a

lesser worth or importance.

I still don’t really understand "priority".

OK, I'll give you an example. I went for my lesson one week,
a lot of time I'll be sitting out there for an hour waiting for my
lesson because she has another lesson there.

Why would you go an hour early?

No, I went on time and I had to wait for an hour and one time
I was waiting for about a half an hour and I knocked on the
door again and she said ****** [ just can’t teach you today,
I’'m listening to Rachmaninoff Preludes with this other student.
You’ll have to come back next week. It kind of made me made
because I should get my lesson time, you know, if she want’s
to listen to Rachmaninoff Preludes with this other girl, she can
do that on her own time or the other girl’s time but not in my
time.(M2-1:11)

Varying degrees of technical difficulty is but one example. "Modem" or
"contemporary” music is not generally appreciated by students and has, as a
consequence, apparently little value in the music school. Because it does not resemble
Mozart, this student finds little use for this new music. In fact, sounding like Mozart
becomes a relative criteria which places such well-known rock stars as Tina Turner

closer to this student’s idea of a centre line than much of what passes for modern

"classical” music.

There might be but I don’t understand it. It seems like all the
pieces that were composed last year, like they have a
composers’ show here, and all the pieces that were produced
were really weird, I mean they had people hitting their
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instruments instead of playing and it’s just like a child came
along and banged on the piano but there must be some kind of
discipline. But I don’t understand it.

Why is it that when this event comes off, there are 35
people at the concert, 34 of who have a piece being played.
But when Tina Turner comes to town you can’t get one of
the 35,000 tickets for sale?

That’s because Tina Turner’s music is a lot closer to Mozart
than she is to this stuff. I mean she doesn’t have this weird
stuff. I mean I was worried about some of their instruments
the way they were hitting them. I mean the cello is valuable.

Nobody has ever told me Tina Turner sounds like Mozart
before.

Well I don’t say she sounds like Mozart just that she’s closer
to...she has...I mean if you listen to most popular music it’s a
I-IV-V-I half of the time with a few extra chords thrown in,
that’s Mozart, I-IV-V-1. That’s not contemporary cello music,
which is no chord and maybe we may come to a cadence,
maybe.(M2-11:13/4)

Students learn quickly what to expect in the music school and what might be

acceptable.

Do you find it unusual that this Faculty ignores all the other
Kinds of music totally?

Other than classical? Yea. I mean there has probably never
been a banjo in Von Kuster Hall or anything like that. They
might get a Swing Band or maybe a Jazz band. Well we did
some Canadian Brass music last year, but that’s all classical,
well mostly classical. Like I'm not going to say bring in a
country band because probably nobody would go.(M2-10:14)
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Some students just give up after making the determination that any positive

display for other types of music is not acceptable.

I remember that when I was first there. I think I got to the
point where it was like who cares. Like I have different types
of music that I listen to and I listen to and really enjoy a lot of
pop music and country I play on stage cause I need the money
and I have gotten to enjoy it quite a bit and if they want to talk
like that then just let them. I've decided to just think that way
after second ... first year the middle of first year it’s like people
they don’t want to hear anything about even the real old not the
real old but the real rock and roll, if they don’t that’s fine ...
that’s up to them.(2A5:8)

Other students point out that the university has totally ignored major trends in
music during the last few decades. Programmes and content can be extremely current
is one only considers one genre and that only to the beginning of the century. This

graduate of UBC explains.

I do have problems with that. I am not really super critical
about it. But I do question it and that is simply because so
many things have happened musically within the last twenty
years we have had a major movement in music in terms of pop
and rock. When the Beatles came the schools never touched it.
They haven’t touched anything. We are still doing stage band.
I mean that’s music from the 20’s, 30’s, 40’s, 50’s. (V3:9)

More recent trends in electronic musical instruments' have also been ignored by
much of the university world. Although students claim to be interested in this new

equipment, the music school resists any intrusion on its definition.
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Does it bother you that this Faculty doesn’t do that?

I’ve noticed that they don’t. I think there’s a lot of people that
would like to be more involved with computers but there’s
always two sides. I've noticed for example that you can do all
you want with a computer but it’s not the same as doing it on
an instrument. It’s kind of hard to explain but I know a lot of
people here would like more computerized things like
synthesizers and things like that. (M2-6:5)

If the definition of worthy music includes only references to the "classical"
repertoire, it would be unlikely to expect much emphasis on any creative work in
music by the students. Other people’s notes” which have stood the test of time
become ever so more important than the manipulation of musical materials for the
purpose of creating some sort of artistic product. This response is typical to the

question considering any observed creative activity.

You didn’t do much with the faculty, did you?

Oh God, no. The most creative thing I remember doing was
with xxxxxxxxxx in first year, we had a little band, one of our
courses you had to take an instrument you had never taken
before and I was learning clarinet and he had us, he had the
percussion and that do a rhythm and improvise and we each had
to take two bars and improvise and just play whatever notes that
we felt could fit in and that was a riot, it was a lot of fun, it
was the only thing...(2A11:23)

In fact, students often expressed concerns about the apparent lack of creative
music-making. This student from Vancouver places the blame squarely on the music
school. But if this music is seen as unworthy, why would the music school be

interested in it?
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No, it’s the way that they teach it, it’s what they expect of you.
How many guys in the music department can sit down and
jam... can play?

I don’t know.

Nobody, hardly anybody can because they don’t teach that.
That’s not a valuable thing to do. Well, that’s absurd. That’s
got to be the most valuable thing to do is to be able to sit down
and play and make up something, be creative,
improvise.(V3:22/3)

Not only are the students critical of the apparent lack of acceptable genre
alternatives and lack of creative playing skills, they also see what is held as worthy
for them to be music which is totally out of their own social context. This situation
is similar to the argument made by Vulliamy (1978) when he writes of culture clashes

in the classroom. This Memorial student explains.

Because they follow a chronological pattern. It starts with
more or less Gregorian Chant and it was something that I had
never been exposed to before it was totally new to me I was
more interested in at the time I was a lot interested in pop and
jazz even less not so much classical or Baroque and this
Gregorian Chant was sort of thrown at us and it sort of threw
me a curve and I couldn’t get up the interest in it. (P10:7)

This report from a UWO student shows that the "classical" genre is viewed as
totally separate from other forms of music. Furthermore, the other styles are
presented as "evil". This plays an important part in the creation of an acceptable idea

of what music is worthy.
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That’s true. Everybody just gets the impression that classical
musicians are totally separate from rock and jazz. And that I
also got from back in high school. My two teachers, well they
would joke around and say that rock was the root of all
evil.(M2-6:15)

What appears to disturb the students most is not the fact that the music school

ignores other forms of music performance but that it but that it lacks any respect for

them.,

Uhm ... that never really bothered me because the kind of
things that I wanted to do in music weren’t happening in the
faculty of music anyway, you know.

Jazz.

Yea, I mean, I really liked that and I just don’t like the attitude
that some people have. That doesn’t even bother me that a lot
of it isn’t happening there it just bothers me that people don’t
respect the art form just like they don’t respect pop music and
I think pop music I mean, ? to you until I’m blue in the face I
think pop music there is something to pop music maybe we
don’t study it as much because in terms of theory there is not
a lot to gain from it, if you study it in terms of theory then
whatever. But I still think it’s an art form and I don’t like the
fact that people just kind of [...] dismiss it. (2A12:19/20)

Some students lose the battle and give in to the music school bias. But often this

creates feelings of guilt because intellectually they feel like they should be able to

engage in other forms of music which the music school have denigrated.

222



Yea and I say why should it and maybe, if you ask me, I don’t
think pop has as much to offer in terms of a lot of the things
like theory, form and all that kind of thing and compositional
techniques and all that kind of stuff but it bothers me when a
... I can listen to it a pop tune or whatever you want to call it
and if it’s stirs an emotion in me then I sit down and ... why
can’t ... because it makes me feel guilty or it makes me feel
bad about liking music, you know, they make me feel bad
about liking pop music or liking jazz, I mean the thing about it
is a great thing. (2A12:24)

In fact, all other kinds of music appear presented as evil or tainted. The puritan
ethic evolves and students admit that they do indeed listen to "bad music". The point
is not whether the music is "bad" but that students come to express themselves in a

way which indicates they have adopted this attitude.

But, I can’t think of a lot of people who don’t listen to bad
kinds of music. I can’t even think of anybody off hand.
Except perhaps the one that quit. (2A10:30)

For some students like this one in Vancouver, the notion of labelling other forms

of music as wicked is completely indefensible.

Yea, but they don’t know that. They look at their classical
music...and say this is the centre of the universe. This other
music is all prostitution; it’s all terribleness. (V3:13)
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The "worth" of other music appears central to the organizational context of the
music school. In order to validate one’s claim as a musician, it is important to use
the appropriate genre of music. This illuminates the necessary comparison between
the various styles that might otherwise appear. Thus "worth" becomes an expression

about the "opinion" concerning other musics.

I think I'm trying to say that it’s not less worthy but you say
to somebody, I was brought up on country music and they say
"Oh God!" because that’s just their opinion of country. (M2-
10:11)

And finally we see that the outcome for students who do associate themselves
with the less worthy forms of music becomes one of belittlement in the applied
lesson. One does not gain fewer status points but loses them outright for

acknowledging this affiliation.

Do you think he treated the general music students any
different than he did the performance people.

Yea, I think he did. I think he taught, I think he, he had kind
of a snide side to him. He knew that I played popular music
and he personally wasn’t a fan of it. He used to make
comments about a bottle of beer sitting on your piano and
things like that. And I mean that’s the way it was, so I just
laughed at him.(V9:8)

Few students appeared to have the strength to challenge a teacher in this way.
Since so many of the point gaining opportunities are tied to the discretion of the

applied teacher, students typically tried to form as close an attitudinal tie to their

224



teachers as possible. This student admitted to being a bit of an outsider in any case
as he played regularly in "pubs" and "clubs" thus complicating his need for

definitional status as a "musician” inside the campus community.

Status appears accumulated according to the genre of music with which students
affiliate themselves. "Classical” music predominates. "Weird" new classical music
is generally excluded. "Technically difficult" classical music is the most worthy, if
played "musically” or implied to be in the repertoire of students. Pop, rock, country
and other forms of popular culture are not "worthy" forms of music and any
affiliation is seen as poisonous and rather than resulting in lesser status gains, it

results in status loss.

Aside from a discussion as to the genres of music which seem to contribute to
the identity construction, one other aspect of "performance” that seems critical is the
nature of "standards” and how students make sense of performance "standards” in the

music school.

Performance Expectations

In general, music education students seem to work very long and hard to meet
the requirements set out for them by the university. The amount that they are required
to do varies from institution to institution somewhat, where, for example, concert
attendance at MUN is obligatory and optional at UWO, but each programme requires
a mixture of academic courses such as musicology and theory as well as other courses

in applied music, either on the students’ major performing instrument or on other

225



instruments required for music education courses which prepare them to teach in a
band or orchestral setting. All music students are also expected to spend a
considerable amount of time in performing ensembles such as the various university
bands, orchestras, choirs and smaller chamber ensembles. In addition to this, students
are expected to practice often many hours a day on their principal performing
instrument. The premium performing groups are also touring groups and students who
participate in these often miss regular academic time to participate in these trips and
last minute rehearsals for even local concerts can consume many hours of extra time
beyond what might be expected by a cursory examination of a time-table.
Furthermore, masterclasses with visiting artists are not uncommon and a whole or
half-day may often disappear to accommodate these activities. Many students actually

abandon their studies in music for this reason. This graduate explains.

Do you know why she didn’t want to do music any more?

Well I think the workload in music was really atrocious. That’s
something that in all honesty I kind of resent.(A10:9)

In fact, the drop-out rate is significant at some institutions like UWO. This is
rather curious when one considers the demands made upon students to gain entrance
in the first instance. This will be dealt with later in more detail but it must be pointed
out that many students appear unable or unwilling, for whatever reasons, to continue
their studies. In a discussion on this point with a third-year UWO student the

following ideas surfaced.

How many people are no longer with you that started out?
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Well they say that they let 150 in and tops there is a 100 tops.
Between 80 and 100, I mean, we lost a lot from first to second
year along with Christmas there were a lot gone.

Do you think that’s reasonable considering the demands
they make to let you in?

That’s a really good question because you might be thinking if
they were more strict with who they let in they wouldn’t be
letting so many people go. Is that good? Well if gives you a
chance to try and then if you got what it takes you make it, if
you don’t you know, whereas if they were far too selective and
people that would want to try perhaps wouldn’t get that
chance.(M3-6:4)

In fact however, students must present themselves for an audition and perform
at some acceptable standard which the university is able to set for itself and that
standard is typically rigorous enough that those who manage to gain acceptance would
have had to have made a considerable commitment' long before attempting to
audition for the music school. This is an anomaly on Canadian campuses. Students
wishing to enter any other profession such as medicine or law or nursing or
engineering would need only appear at the doorstep of the university with adequate
mgh schoo) grades and e adminted. There 1S no requirement to have studied law or
medicine or whatever before applying to the university.. Even in the case of a student
who wished to study to become a history or science teacher, decent high school
leaving grades would likely in every instance suffice for university entrance. But this
is not typically the case in music. While some students do gain admittance with only
their secondary school background, the grades submitted to the university in no way
eliminate the requirement that students present themselves for an entrance audition.
Not only must students have invested a great deal of time in developing individual

music skill'*, the university challenges those skills with an entrance audition. Having
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said all this, it is important to realise that still substantial numbers of students leave

the programme. This next excerpt reaches closer to the student’s most common

opinion.

Let’s change topics a bit. How many people are in third
year now?

80 or 90
How many were in first year.

160

What happened to the other 50% then?

Well they decided they didn’t want to conform to the program
or they realised that this isn’t what they wanted to be in.

But look at all the time it took to get in with auditions and
stuff.

Well it’s a tough standard in this faculty. They like to set
standards and they want to be...they want to have a reputation
as a university so the people graduating have a reputation of
being good.(M3-7:6)

The idea that the university has a "standard" is a curious notion among the
students. Collectively the remaining students appear to believe the idea presented in
the preceding excerpt. At UWO there is a long history of assigning the exit
performing standard to the Conservatory Associate diploma. Although this formal
requirement was abandoned in the early 1970’s, the students still are locked onto a
standard of difficulty that is determined by the technical requirements of the

Conservatories. This third-year student explains.
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I don’t think so, not that I know of right know. There’s one
guy that he came in here with his associateship, so obviously
I mean he’s already met the graduation requirements before he
even came in here.(M3-1:19)

The idea of any formal ties to the conservatories at UWO died out as more and
more American faculty arrived in the early part of the 1970’s. The Conservatory
system which Canada adopted from the British is largely unknown to the Americans
and their unfamiliarity and lack of control led them to initiate the removal of such
external factors at the music schools. The argument was at that time'® that an external
body should not be able to determine whether or not university students should be
able to graduate or not. Until this time, the Associate performing diploma was in fact
a graduation requirement for the university. This was the result of historical political
ties that had survived beyond the development of the Faculty of Music at UWO.
Almost all of the senior examiners for the Conservatory were members of faculty at
the university. It was, therefore, an externally administered examination adjudicated
by the same people as were examining students within the institution. The argument
was nevertheless not of duplication but one of external influence. The rejection of this
external examination allowed the universities to close their societies even more and
thus they became totally able to determine their own "standard" for performance

inside the community.
This next excerpt is a discussion with a first-year student who is looking forward

to a tough new teacher who will pressure her into producing. But, as early as the first

week in the music school, she admits to knowing about this mythical "standard".
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I thought you were here because you liked music. Why is
it so important now that you find someone else to satisfy
who will tell you it’s good?

Because if you make them feel good about what you are doing,
then you’ll feel good about what you’re doing. -

So you need somebody else to do that?

Well what it does, well a lot of people that come in here don’t
know what the standard is or how to go about practising. Like
for me, I've never had like a whip behind me to keep me
going.(M1-8:13)

It is apparently, not that the students don’t know what the standard is, it is that
the standard itself is viewed by the students in some ways entirely as a myth. While
students do not dispute that there is some sort of minimal standard, by that is meant,
that a student must be competent to compete within the community to a standard that
at some time results in the application" of the label "musician”, the idea of a fixed
schedule of performing ability against which students can measure their performance
is not generally agreed to, by students nor faculty. This appears to be in large
measure a result of the Western music notion that performers are seldom able to
achieve a performance that equals the merits of the music work. Kingsbury
(1984:205) writes, "Thus, in the often heard words of Marcus Goldmann, music is
better than the best possible performance of it". Since the student is always, by this
definition, theoretically able to improve the level of performance, a present
performance need not be considered as "good enough” no matter how good it may be.
Thus the standard is a constant challenge for the student and they report their

impressions regularly as fears of not achieving these standards. For example,
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So you go into a room with 2500 people and say sit and
listen because I’m going to sing this song. That’s alright.

Yea that’s fine. But then I’'m in a confident situation. It’s just
the beginning of coming to university, I was really insecure
anyway and just....

What are you insecure about?

Myself I guess. Worried that I won’t be up to standards, what
they are looking for, putting my foot in my mouth.(M1-6:12)

Other students are confused because they do not see themselves as particularly
proficient, yet at the same time acceptable to the university. Concurrently, they see
others among them whom they consider to be even less acceptable than themselves.
This perception of the "standard" is often confusing for students. This student

explains,

OK, but obviously they let you in.

I thought well, I can tell you, I thought it was kind of weird
because I didn’t think I was that good, you know, I still don’t
but I see the people that get in and a lot I don’t think should get
in because I don’t, .. they’re not really that good. For some
reason I expect a higher quality of people coming in. (A12:7)

Students come to view standards as a form of negotiation. They see the variation
in performing quality and technical proficiency as extremely large. At the U of A, the
official programme designated majors, i.e. education or performance resulted in a
separate series of applied courses, one series for each stream. This provided an escape
for the definitionally superior designated performer, the "performance major". Thus

education students, who were required to register for the other applied series, were
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not expected, by definition, to achieve the same "standard". But these courses are
offered to individual students in private lesson format where each individual would
be expected to progress at his own rate. Therefore students would need to negotiate
with their teachers what constituted an appropriate gain in skill to get the academic
credit for these courses. Thus once admitted, the only standard to which the student
really needs to look is the negotiated one for progress established by his applied
teacher. The teacher must, according to student views, be seen to uphold some sort
of institutional standard but in every case, the individual instructor appears to provide
most of the final input as to the grade for the course and subsequently for the success
or failure response to the negotiation for credit. Students do their practice, which they
define as "work", for the teacher, in order to fulfil their obligation to the negotiated

"standard". This report from Edmonton for example shows this clearly.

How much did you practice?

Well I remember when I was younger, you know, you don’t
practice very much but coming to university you have to no
matter what. They say you should practice at least four hours
a day, you know, concert time you should play about eight
hours a day, stuff like that which is kind of ....

That’s nice talk.

That’s nice talk but ...

How much did you practice?

I would say about two hours a day and then before my lesson,
day before probably, five.(E1:16/7)

Every student who was interviewed who offered a response on this topic explained

that the recommended requirement for the number of hours of practice was seldom
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met and applied teachers always expected much more practice time than was
temporally possible. In fact, students report that applied teachers commonly used this
"impossible requirement” as a power weapon in the negotiations. Here is one such

example.

I was intimidated in the fall. Very intimidated. (how) Uhm...
just because I knew I wasn’t playing up to his standards and
he could be very....critical and he could make you feel....like
he’d probably go so far as to kick you out of the lesson. And
I mean I'd feel very badly at being kicked out of the lesson
after practising that hard.(A9:18)

The students report that members of faculty continually talk of raising the
standards, but the students are not fooled by this rhetoric although at the same time

they are required to participate in the apparent sham. This graduate from UWO

explains.

I couldn’t believe that, they’re so full of it over there, they
don’t tell anybody anything, they’re saying that they want the
jury standards, they’re raising the jury standards to international
standards so they’re marking everybody really low. Well, I
mean whose to say whose worth a 95 and whose worth a
68.(A7:26)

Because the music school community is "closed”, the university can define its
standard how it likes". No music education student interviewed could shed light what
the "international" standards referred to above might mean. There is virtually no

required external validation of the music school’s standard at all. In fact, because of
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the very wide variance of performing ability found among the student population, it
appears almost impossible to conclude from an academic transcript what an outsider
might expect in the way of performing prowess from graduates, all of whom hold the
senior credit for applied performance. At the point of entrance, the audition, it seems,
serves both the students and the institution by fronting a "standard" which students

subsequently use to gain points by institution affiliation®.

The Audition

One of the most obvious situations where students become aware of "standards"
and the notion of referent Other is formalized is the entrance "audition". While music
students must typically meet the minimum academic requirements as set out for the
university in general, their acceptance into the music school is determined by a
"competitive" audition. At this audition the students are in almost every case admitted
to the music school "without academic major". That is to say that a student need not
make up his mind as to whether he will major in performance, music education,
musicology or theory at the point of entry. In Edmonton, at the U of A, students
apply to the Faculty of Education directly for a major in music education but access
to the music department’s applied instrument courses are available only after a

successful audition.

While it can be considered that the university appears to use this process of
auditioning potential students to screen out candidates that might be seen to have no
real chance of success in their school®, and by that one can read that the implication

or assumption might be that there is some technical standard required in performance
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below which students simply could not compete in the community, the audition
appears to have several other more significant sociologically important purposes.
Since the audition is usually the first "official” contact with the music school, the
students come to learn many important and different messages about the way the
community they hope to enter operates. Students report that access is limited, for
instance, to students who are prepared to acknowledge the preeminence of "classical”
music”. No student playing the latest rock hit on electric guitar would be considered
for admittance regardless of how well he may be able to perform it. The students
learn that academic subjects (e.g. music theory and history or even previous high
school academic subjects) are not as important as performing because of the apparent
preeminence of performing prowess. Students report that a typical comment at
auditions by members of faculty who are evaluating them is that they meet the
"university" academic standard. This is usually some minimum standard established
by the university in general and may in certain cases block potentially very very good
performers who have ignored schooling obligations to use the time to improve their
performing skills. This, students report, presents a very clear message that
“performing” is what counts. This is, of course, completely identical to the position
presented earlier in this thesis. Students who consider themselves "musicians" often
complained that during the audition, they felt threatened as a "musician” in a way that
might deny them the right to consider themselves as such. Each of the students who
come to audition brings performing skills in abundance to the audition. Many have
certificates of proficiency from the Conservatories and many have high school grades
to present from school music courses. Nevertheless, they must once again
demonstrate their right to the status "musician”. Finally, students report that they are

shown the power of the faculty who often show total disinterest in them as applicants.
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Thus students see themselves set up for the intimidation they report about their

continuity of claim as a "musician".?

It may be possible to argue that students who were eventually able to gain
admission to UWO with its "high" standard would by definition be acceptable to
smaller schools with "lower" standards. However, many of the students had applied
to Toronto as well and students report that that school claims to have an even
"higher" standard than UWO. Students who have been rejected at MUN in
Newfoundland, on the other hand, have been accepted by Toronto”. It would be
difficult to make a case that MUN can be considered to have even higher student
performing standards than Toronto or UWO. Students see that their acceptance has
to do with many factors at any given time and that they see the issue of standards as
much more complex than might be assumed, particularly to an otherwise academic
institution where those applying with 90% would be acceptable before those applying
with 70%. The presumed status of institutions™ is often captured for public display in
the published entrance material. Smaller and newer music schools often publish
entrance criteria which appear to students as "lower" than the larger and more
established schools and the students often comment on their impressions of these
"standards" and compare them with the published "standards" at other institutions.
This usually relates to the level of Conservatory exams expected of students who are
applying. Since the external validations of ability by high schools or Conservatories
are dismissed out of hand anyway, the publication of such criteria appears to serve
more the "projection" of an institutions’ assumed status more than any real
requirement for students. In any case, it would be a critical error to presume that the
music schools which have the "highest” published entrance "standards” have been

able to attract the best students. Many students attend the closest university because
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they are unable or unwilling to pay the enormous costs of living elsewhere. Other

students are purchased through scholarship offerings and attend where they can raise

the most money. Some students even report a form of "auctioning” themselves to the

highest bidder. Others attend to study with a particular teacher who is either known

to them directly or has been recommended to them by someone whose opinion they

value. However, where all other things are equal, students are often persuaded by the

"standards" rhetoric. This first-year student at UWO explains.

I checked out Windsor and I'm sure it’s satisfactory and
everything but Western just seemed a better facility.

So you came in and saw a big building and said this would
be a good spot?

Well I think it has a little bit of impact on it. It seemed like
Windsor, like what you have to have to get in, it didn’t seem
like the standards were as high. It just seemed like Western
was better.(M1-5:4/5)

On the other hand, Toronto is seen by students to be even more strict and with

a higher standard. This young fellow who selected UWO recalls his audition at

Toronto.

That’s better then?

Well it seems to me as though they care a little more about
who they pick than three people sitting there and I believe it
was all three had to approve before you got in there. So
anyway, at U of T it was kind of interesting. We got in and
played and then sat and talked to you, they’d listen they didn’t
do any ear-training stuff. They wanted to know what your
knowledge was, they wanted to know if you could put the
different periods of history of music into each different
perspective, you know stuff like that and if you knew who
composed when, just the basic scratch you know. They were
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also far more strict on their entry requirements as far as theory
went. They wanted a test, they want you to be able to pass
theory and harmony part, so Western didn’t have that -77?- to
put you in. You know, they had a little test and they allotted
you from class to class which seemed to me to indicate that U
of T maybe picked their students a little more carefully and
wanted, demanded a higher standard now, if that’s a benefit or
not I don’t know.(M3-6:3)

He went on to say that his friends that did go to Toronto still maintain that

Toronto is much better.

Students and institutions often use the grading system of the Conservatory to
indicate the standard that they have achieved or in the case of the institution, the
level that is expected. If the university prints that the equivalent of Grade 8 is
required and a student has Grade 10, the student can shop around for another

institution which says it wants a higher standard. This first-year explains.

it’s [UWO] a good school.
How do you know that?

You just know it because there’s only two schools who wanted
grade 10. It’s just the requirements, I guess, it’s not necessarily
a better school but they have a higher demanding. ..Because if
you go into say (a) college, they wanted grade 8, anybody can
do that...you know, grade 8 is nothing....well it is something,
I admit that but when you go in with grade 10 pieces it makes
you feel good.(M1-3:6)

Another student, however, challenges the need for this audition. If, as he points
out, the university prints that grade whatever is necessary for entrance, that having

completed this requirement, that the university could accept him on the basis of his
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academic records. This might be possible except for the other apparent purposes of
the audition which may be lost and they appear to be, in the opinion of the students

interviewed, more important than just student selection. This student explains.

It wasn’t what I expected. I expected lots of scales and triads
and arpeggios. I expected that because that’s what one
conservatories exams and I expected this would be somewhat
similar to a conservatory exam. Not quite but although....... I
expected they wanted to see how good I was and where I was
at but the thing is they could find that out simply by ..... part
of the reason was that my piano teacher told me that they’ll
expect scales and stuff like that and so I practised that. They
could know stuff like that by reading my records and by
listening to me play a couple of pieces and by talking to me I
suppose. They didn’t ask for any scales, just for 2 pieces and
a little bit of sight-reading.(M1-2:8)

The point is, l;owever, that the music school would seem to lose one of its most
important social filters if more typical academic criteria (secondary school marks or
conservatory performance examination marks) replaced the entrance audition. But
students see these external qualifications as very important despite their apparent
dismissal by the institution. In fact, students appear to use the Conservatory levels for
the negotiation process frequently by using the grade level to demonstrate the level of
difficulty that they are presently performing, thus hoping to ensure their claim as a
"musician” again. This student claims that her entrance was possible only because in
the year she applied, there were not other candidates who had these external exam

certificates.

. well this year they have a real high calibre of singer like
with credentials behind them, last year was the year I could
have got in and I got in.(M2-3:6)
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But she was admitted on the basis of her audition and while each year there may
be variations in the level of performance which will be successful in gaining
admittance because of administrative things such as how many voice students left the
year before therefore leaving an equal number of places to fill, the idea that these
"credentials” play any part in the decision cannot be substantiated by any observable
facts. Actually students who finish the programme often query the reasons that they

were accepted in the first instance.

Well it made a certain amount of sense you can’t have people
who don’t know to play come in. So you know I had no
problem about doing it. I was nervous like everybody else
was. I thought it went pretty good. But when I look now I
sometimes wonder exactly why I was accepted I was not very
good at the time.(P10:2)

The startling truth is that many of the students who are accepted do not consider
themselves to be good enough to have been accepted. Students typically apply to the
university with acceptable grades and usually much experience in music. But students
report that this entrance hurdle often intimidates even the best candidates. Even
students who at the time of the interviews were senior students or graduates and were
excelling in the music school admitted to feelings of insufficient worth to be admitted.
If, as has been demonstrated before, self-worth® is attached to performance ability
and this performing ability is challenged severely in the audition by asking students
to compete without any knowledge of a standard to assess themselves against, then it
is perhaps little wonder that they feel less than worthy to enter the university
community of musicians. This graduate recalls her entrance impressions and

comments on how they have changed.
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So what’s the big deal about this music?

I think it was the audition that scared me, the mere fact that
so few people got in or ? to say arts or even science.

Do you believe that’s true now having finished?

Not really, yes it is a small number, but having finished I feel
like I came out of there, or that I was a good student if not one
of the better ones so I felt like my reasons for being so weird
about getting into it weren’t justified.(V7:4)

Because there is no standard that students are able to perceive directly, they are
led to believe that there may be a hidden agenda for acceptance. This may also result
from the students’ impression that the institution does have a very flexible standard
which it imposes on the applicants in order to fill the institution’s needs for various
voice types and instruments. This notion of a hidden agenda is something that the

students do begin to acknowledge.

What are the other criteria?

Well marks, high school marks that’s probably a university
standard so, uhm I don’t really, I mean I think there are other
criteria that are unknown, that are not written down and I have
a fair idea of what they are but I couldn’t exactly put them into
words probably at the discretion of a lot of people like you meet
when you come here to audition.(M4-3:18)

Acceptance by instrumental favour (a form of sponsorship) is a typical area where
the institution appears to students to have a flexible standard. This first year student

at UWO explains initially that his acceptance was "luck".
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I was the first bassoonist at our school ever and I just like the
instrument and I love music so my music teacher said <why
don’t you go and audition?> So I went and auditioned and I
guess I lucked out. And here I am.(M1-8:1)

But further probing later in the interview revealed his already astute knowledge
of the game he was playing. His point is clear, as a bassoonist, he was more or less

eligible by definition, i.e. by sponsorship. He comments,

The one things that really really blew my mind was he gave
us statistics and said that for every three that were accepted,
two were turned away. I thought that was good. But being a
bassoon player 1 could probably get in anywhere.(M1-8:10)

Another student, this one a cellist, recalls the auditioning process and explains
that, like the bassoonist, cellos are an institutional requirement thus enhancing the

opportunities for admission.

Tell me about your audition.

Oh I was really scared.

Why?

Well because you’re playing in front of people you don’t know
when you walk into the faculty and I didn’t know where stuff
was. But anyway, I went up and played my pieces. I thought
I did reasonably well, nothing too impressive. Then I found out

later I got in.

Were you surprised?
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Well actually no. I figured that there weren’t as many cellos
around as flutes and pianos so when they see a cello player
come in, they’re going to have a chance. Like I thought I had
a pretty good chance.(M2-5:8)

Memorial University prints in its application manual that the audition is not a test
of performing prowess but a search for talent and commitment. But students who are
refused one year and come back to audition again seldom consider themselves more
able to demonstrate a gain in potential. This MUN student recounts her entrance to

the music school.

Well, I think it should be a healthy combination of both but I
guess if I had to put more emphasizes on one or the other it
would almost have to be the performing because it is a
performing art isn’t it.

After you were selected, were you surprised?

I was denied the first time I auditioned, and I wasn’t surprised

because I was only gone back to lessons for a month so it was
a bit ridiculous anyway.

But your academic abilities would have been the same?

Yes.

But still your musical performance potential wouldn’t have
changed would it?

No, the level where I was, increased.(P9:3)
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Students realise that their potential is seldom an issue. In fact, as will be
demonstrated, the whole issue of potential can be equated to "talent", which is more
or less dismissed by the music students for themselves anyway. This student explains
that the possible acceptance was threatened because of a performance error. There is

no talk of "potential".

...When I got my Windsor {acceptance} there was a little hard
card in it that said <I accept or I do not accept> and
Western’s didn’t have anything in it so I thought it was a
refusal letter. And besides I fell apart in my Beethoven and so
I thought.

So you weren’t impressed with your audition?

Well except for the Beethoven it went pretty well.(M1-5:5)

Considering the scope of the audition with several pieces to prepare and perform,
sight-reading and ear-testing as well as theory tests and questioning about musical
knowledge, it seems strange that a student might perceive such an event as threatened
by "falling apart" in a single piece. But with so many different types of musical skills
being examined during this short auditioning process, the university apparently is able
intimidate even the most able individual. This process of intimidation appears to be
and is often reported by students to be a daily lifestyle once inside, so there is little

wonder that the entrance experience is different. This third-year student at UWO

explains.

Auditions, let me see if I can remember. That’s right we came
out May the 9th I think it was, it must have been ’85. A friend
of mine we were both in the same school, we both came here,
he’s in education as well. We came in and we were ushered to
a little room, actually room 125, ? doing and we given a
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practice room and an accompanist and we got through the stuff
just about half hour before and went into the audition.

What did you think about that?

You are intimidated. You can’t go anywhere with being
intimidated here but I thought the people were really really
nice, you know, they didn’t try and run us down or anything
or made us feel really small. Then when I did get in to play
the audition I had been told pretty well what to expect, you
know, that I wouldn’t be getting through all my pieces and I
would have to do some ear-training work and stuff like that
and I went in with not a great deal of confidence but then again
I didn’t really know, a part from what was going to happen,
what to expect, what did they want of me stuff like that. I
didn’t really have a concept of the things I'm taking now. I
guess I would have been a little in the dark but you know who
wouldn’t be, I guess. I think they did a good job, I like the
way they did the audition.(M3-6:1/2)

This audition occurred on May 9th, but two years previous to the interview. It
seems obvious that there is no question that this event is anything but of the most
importance to these students. In retrospect, despite the intimidation which in the
meanwhile this student has grown accustomed to, the evaluation was seen as positive.
While the audition may be of considerable significance to the applicant, the faculty
is reported as often displaying disinterest or almost contempt. This apparent
demonstration of power over the lives of the students is of considerable concern to the
students who mentioned it in the interview and appears to function as further proof
that the assignment of the label "musician” is controlled substantially by definition.
Since the standard for the audition is perceived by students as nebulous, the
application of the label as adequate "musician" rests with the auditioning committee.
By demonstrating this superior decorum, the members of the auditioning panel can

reserve the exclusive right to the label for themselves thus beginning the process of
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socialization into the community which provides definitional status rights to the

"musician” label. This kind of faculty behaviour is shown in this excerpt.

...the audition was very negative.
What’s that mean?

They were way up on a panel starring down at you, they didn’t
laugh, they weren’t friendly, they didn’t try to converse with
you, they were up there like Gods looking down at you and no
reaction to your singing, just a very straight Thank-you and can
you come up here now.(M1-6:2)

The most discourteous representations of the audition process were levelled at
the University of Toronto. This music school is generally well known by students as
the claimant as the top music school in Canada. This student at UWO describes her

Toronto audition.

I came on clarinet, I applied at Western, Toronto, and
McMaster and of course you have to do your rounds of
auditioning and things like that to come.

Tell me about those?

I went to Toronto first and a friend from high school, she
accompanied me and we came down to Toronto and I went to
the University of Toronto and no one was in the least helpful.
I had to look around for ten minutes to find the office, the main
office. The person there told me oh yea your practice room is
just down there somewhere, go practice until the guy comes for
your audition. So I had about half an hour to sort of warm-up
and relax, and I went to the room where I was suppose to have
my audition and there was no one there and about five minutes
later three men strolled in with lunch from McDonald’s which
they had gotten across the street and he said oh just go ahead
and play we’re just going to eat our lunch. That did not put me
in the greatest of moods but I thought well fine, you eat your
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lunch and I'll play. And I played and I played all right, it
wasn’t great, it was all right. He asked me some questions and
I just got the impression that he didn’t really care if I went
there or not. He was very impersonal, now mind you he didn’t
know me from a hole in the ground but I thought he could have
at least made an attempt to make me feel a little more
comfortable, and he didn’t. And when I left I said to my friend
from school, I said I don’t want to go here, if that’s the way
they treat you when you first come then I don’t suppose it gets
any better once you're here. So I don’t want to go there.

Have you heard from anybody that’s there now whether it
got any better?

I don’t really know anybody there ....... like everybody that I
know that went into music didn’t go there for the same
reason.(M4-4:12/3)

Thus it is clear that this behaviour has consequences for the institution as well.
It is, in light of this, certain that the claim, that each school attracts any particular
group of students, is unlikely to be substantiated. In fact, it might be of some interest
to set up specific auditioning panels and gather data on the success rates and

acceptance rates of applicants who appear before them.

This apparent disinterest by members of faculty is, however, not limited to

Toronto. This report at MUN is also typical.

At the actual audition, Mr, ****kkkx gpd **xx *xxx* nejther
one of them said really very much. Dr.***** unnerved me a
little but then you know pacing around the piano smoking a
cigarette while I am trying to play an audition.(P9:9)

Students see one further function for the audition in addition to the hidden array

of purposes outlined above. Students report that they are also frequently introduced
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to the biases of the institution about the relative status of the various academic majors
in the music school. Typical comments to students who are auditioning include such
things as "good enough for music education”, "a clear candidate for our performance

programme" and such as the one demonstrated below.

Then I went to Toronto, that was hell. There were three people
there and they’re asking me, I could see their questions were
valid but they didn’t put them very well and they asked me
questions about like what’s an opera? And like quite they were
quite snarky to me, what’s an opera, and I said well a music
drama........ and they say what’s that mean, and then they ask
me, and I said well it’s got like recitatives and arias....

Sounds a lot like this interview, right.
But they were really snarky and.
So you didn’t like them?

Oh no, then they asked me to sight-sing which was not good
because I can’t sight-sing too well right. And he said I should
go into composing because my sight-singing was so bad. He
was really really snotty about it like it could have been funny,
he could have said it nicely, kind of joke dincko (sic)

A real what?

Dincko (M3-3:15/6)

The audition is linked to the ability of students to make a claim as a "musician"
because it is often the first formal contact that a student has with the music school.
Having made a personal decision that he has a stake in the claim as a musician, based
in part from some or all of the types of associations described earlier such as
festivals, music camps, and various successful performance for parents and friends

or in the school setting or private teacher recitals, the potential university music
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school applicant must now test the validity of his claim as a musician with the music
school. Thus the audition personnel become referent others because they are in a
position to offer a societal reaction to the claim as a musician. It is this apparent lack
of reaction that seems to distress the student reporting about her experience at MUN.
That Dr, ***** seemed disinterested and was pacing around the piano in no way limits
his ability to listen to and make summative judgements about the performance that the
applicant offered. It was the apparent lack of "societal reaction” that seemed to
distress the student. It is important to see that this societal reaction is expected
concurrent with musical performance as a form of validating the claim as a musician

on the performer.*
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No for Chapter Five

1.Kingsbury (1984:11) writes, "admission to a music school is generally awarded in
terms of a high level skill in a very narrowly conceived area”.

2.A graduate of MUN who is a very competent french horn player lost his position
as a school music teacher because he was unable to satisfy the principal’s expectation
of him as a "pianist".

3.see Goffman (1959) Presentation of Self in Everyday Life.

4. The idea that the music school prepares "solo" musicians which enter the
performing world beyond the university with a false "identity” is worked out in some
detail in Frederickson, J. & Ronney, J. (1988) "The Free-lance Musician as a type
of Non-person: An extension of the concept of Non-personhood”, The Sociological
Quarterly. 29/2, June, p.221-139 which compares to Goffman’s construct of non-
personhood.

5.This "I don’t know" response is yet further indication of proof of the lack of social
significance of the musicology or theory majors in the music school. Even this fourth
year student appears unsure of their performing requirements.

6.A succinct set of criteria for the teaching "profession” can be found in Impey,
R.(1982:483) "The Context of Science Teaching: Some case studies" unpublished PhD
thesis, University of Stirling. Impey writes, "For my description I have utilized as an
outline some of the characteristics that various writers use to define "professionals”
but I am not taking these characteristics as ideal, just as a convenient framework. I
have chosen the following five characteristics: (1) the knowledge base: a profession
is founded on an area of knowledge in which members of the profession tend to
specialize and which is usually exclusive to them. (2) the service orientation... (3)
autonomy (4) past and future consciousness: professionals usually try to improve
their service by reflecting systematically on past actions and by looking ahead... (5)
group solidarity. This is not an exhaustive list but I felt that other characteristics were
less of a problem; for example, one of the characteristics I have left out refers to the
control of entry qualifications and mode of entry to professions; in the case of science
teachers this is covered by GTC regulations.

7.Musicians usually try to stake a claim on professional status by referring to the
notion of the service ideal combined with practical knowledge based on a strong
theoretical tradition of knowledge. There are many "secrets” of the profession like the
restrictive practice of medicine even though the musician has no way of controlling
access to his "profession”. For "classical" musicians, the notion that the various
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genres of music are seen in society as "stratified" areas of knowledge (see MFD
Young,1971) their claim is often based on the idea that as "professional” they possess
this "highest level" knowledge about classical music. This is a typical university
musician claim. As the stratification on musical knowledge continues to be attacked
(e.g. Small, 1987) this claim becomes less and less workable, though claimed
nevertheless.

8.There is perhaps a good case to be made here that music education students are in
this instance demonstrating the efficacy of Becker’s (1960:32-40) theory of "side-
bets" in their commitment to the model of acceptable musician model. He writes that
"the person becomes aware that he is committed only at some point of change and
seems to have made the commitment without realizing it". Since the operationally
"valuable" musician in the music school is seen as this "performer” and while all of
the time on these other forms of "musicianship” must be expended, the students try
to fit them somehow into a rationale for what kind of musician "counts”. In this
respect for example, it was seldom that I found a student who would say that
improvising was very important unless that student did it well. Keyboard skills were
not seen as so very vital by those without them. This seems to be another form of
self-definition where the "identity" claimant bases the conferring of his own label on
a set of criteria which he happens to nicely match, a sort of self-identity tautology.

9.see Walker, R. (1985:12) who writes, "apart from any lingering 19th century
notions of Western cultural superiority there seems little to suggest that mere skill
acquisition through rigorous training can contribute much to the development of our
understanding of musical imagination” in "In search of a child’s musical imagination”,
Canadian Music Educator. 26/49.

10. see Small (1987) concerning the nature of the university as a "gatekeeper” for
higher forms of art. He writes (p.181) with respect to this higher culture that "not
only is what the musician does controlled by the granting or withholding of subsidy,
but even more crucial, entry itself into the profession of musician is controlled by
examination and certification, through colleges of music and university music
departments, in such a way as to ensure that only those who submit to the values of
the culture are admitted; the degree of control that is being exerted is thus hardly
noticed by the musicians, who believe themselves not only to be doing what they want
to do but indeed to be engaging in the only kind of musicking that is worth their time
and effort.

Of course, many of the music education students in this study are, in fact, very
aware of Small’s notion of "exerted force" and do not acknowledge the preeminence
of the "official" or sanctioned music and find their time very profitably spent on other
forms of musics, but not within the music school!

11.This interview is at the Faculty of Education and "over there" refers to the Faculty
of Music.
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12.most commonly referred to as "keyboards" and the playing of such as
"keyboarding".

13.see Small (1987)
14.see Becker (1960) "Notes on the Concept of Commitment".

15.see Walker, R. (1985) "In search of a Child’s Musical Imagination”, Canadian
Music Educator. 26/4, June. The author makes a case for the lack of necessity for the
executionist model in music education for children in schools.

16.I was a student at the time at UWO and it was not uncommon to have professors
tell us the current stages in the negotiation process to have this formal requirement
changed.

17.This is in keeping with the idea developing here that societal reaction is important
for the development of a musician identity.

18.Particularly in light of the apparent lack of higher status of a degree holder when
auditioning for a post as an orchestral player or otherwise in the "professional” sense
of looking for a job.

19.1t is important to note that students "use"” the audition as a substantiation of their
own musical "talent", which is seen as "established” by the acceptance through means
of this audition process.

20.This is fairly common rhetoric among members of faculty and is offered as a
comment from the "omniscient observer’s perspective”.

21.A good example of the "side-bet"” in Becker’s (1960) theory of commitment.

22.0ne interesting side issue with respect to the audition has to do with the selection
of music school and the suggestion that each school attracts the "best” students. There
are many reasons why students select one music school in preference to another.
Casey (1986) prepared a demography for Northwestern University in the United States
to try to answer some of these questions relating to choice of institution. In parts of
Canada, for many students there are not many choices. Pressures both family and
financial force students to abandon studies out-of-province where the "local”
university provides the "same" program. This can be best demonstrated by pointing
out that each institution draws its students principally from a single geographic region.
Even the large established schools like UWQ, which can boast students from many
Canadian regions as well as students from outside the country, the vast majority of
students attending UWO come from Ontario. In fact, only one student interviewed for
this research at UWQ was an "out-of-province” student and she came from New
Brunswick. Also, the greater majority of students came from the mid-southwestern
region of Ontario, that is, the communities surrounding London. It is true that the
bigger music schools draw more students from beyond their geographical areas than
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the smaller ones. Nevertheless, in Ontario where competition for students would
appear to be greatest and where most all the students interviewed auditioned at the
three allowable institutions, the fact is, that most all the students were accepted at
least one of the other institutions they applied to and many were acceptable to all
three.

23.Another omniscient observer comment!

24.see Martin Trow (1984) "The Analysis of Status”" in Burton Clark
(1984).

25.Meriel Downey (1977:58) Interpersonal Judgements. Harper & Row differentiates
"self-concept” from "self-esteem"”. She writes "The notions of self-concept and self-
esteem, although not synonymous, are conceptually related. Self-concept refers to the
view of a person comes to hold of himself, through the eyes of others. Self-esteem
refers to the valency of the view he holds. Thus high self-esteem refers to a positive
or favourable self-concept and a low self-esteem refers to a negative or unfavourable
self-concept”. Lacey’s (1970) delinquescent adolescents who sought esteem and
recognition in anti-school careers afford an example of pupils who have developed a
poor self-image through failure in school. "Counsellors attempt to help pupils who
hold themselves in very low esteem by changing their self-concept so that they come
to perceive themselves as having value and worth in the eyes of others”
(Downey, 1977:59). Music education students seem to equate others’ perceptions of
poor performance with their own self-concept and they refer to this rather complex
construct as "self-worth", i.e. a self-concept which challenges a perception by others
of personal value and worth. This is a common theme among music education students
and the construct of "self-worth” seems best unpacked in this explanation.

26.Some of what passes for comment on "standards" by the institution is often viewed
by students as having more to do with the development of status for the institution.
While on the surface it might be assumed from the official rhetoric that the interests
of the students were being served as the priority in this "standards" issue, it is
typically seen by students as an attempt to realign the status of the institution. This
UWO graduate explains.

...then they’re trying to upgrade their standards in performance
because they want to build their orchestra to build their
performance school.(A6:26/7)

Some older students claim to have seen through the actions of this apparent
manoeuvre by the institution. At MUN, for instance, this student was commenting on
what appeared to be the lack of interest in the performance programme at that
institution. But after talking her way through the problem she finally concluded in
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response to the question as to whether the music school was really interested in
performance as follows.

You see that ..... that’s a funny question....because in one
respect they are...in that it’s a means to an end for them. They
can gain a lot of things by exploiting these people and using
them for their own good but I’ve also watched people try to get
on that performance programme (P3:19)

Another MUN student explained his interpretation as follows.

The whole milieu of things over here is first and foremost to
serve the public needs of this school, and I think that is the
biggest flaw in the program. What I essentially mean by that is
as long as the St. John’s public or the Newfoundland public and
to whatever watered down degree, people elsewhere in Canada,
perceive that the music students here are able to perform at a
reasonably competent level, then they figure the job is being
done.(P8:30)

It is often argued by the faculty of the music schools that the stronger the public
perception of the institution is, (and that usually appears to mean the perception of the
performances of the institution) the better the students will be who are attracted to the
institution and subsequently the reputation of the institution can be used for the
employment opportunities for the graduates. However, it could be demonstrated that
the professional music profession is particularly uninterested in the graduate status of
any applicant for a performing position and the teaching profession is more tied to the
degree completion in the education faculty than that of the music school. Thus it
remains to be decided whether this altruism is true or false. But in any case, it clearly
demonstrates that the presentation of Goffman’s public front of performing excellence
serves the institution’s need with respect to the maintenance of the superior status of
"musician" over all other possibilities such as "teacher" or "scholar”. Thus the
preeminence of performance as the central criterion for the application of the label
"musician" within this community is secure and well known.
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Chapter Six

Social Construction of Talent

Music education students, in their attempt to make sense of the social world of
the music school, appear to challenge the idea that the performance major is a "better”
performer because of some notion of "talent". This chapter examines the notion of

talent and its relationship to the social construction of identity.

The New American Webster Dictionary (1972) defines "talent” as, (1) an inborn
ability or aptitude (2) persons of ability (3) performers. These boundaries for the
definition of the notion of "talent" are in widespread common usage. We are reminded
of Becker’s (1963:85) comment, "the musician is conceived of as an artist who
possesses a mysterious artistic gift setting himself apart from all other people...The gift
is something which cannot be acquired through education; the outsider, therefore, can
never become a member of the group”. While there may be some implied popular
consensus as to what "talent” may mean, the model that music students develop to
explain the notion in their own context, is of considerable interest to this analysis
largely because it appears different than the popular version and appears to play a

significant part in their construction of a musician identity for themselves.

255



There are some introductory comments worth making here. First, the idea that
"talent” is not acquired through education is an interesting hypothesis in the context
of a school whose apparent mission is to teach students about music and which makes
serious demands of them, as performing "musicians". Since not all students appear
to be able to perform equally well, a perception by students borne out in the
interviews, then what might account for the apparent improvement made in performing
skill by students? More importantly however, is the meaning that the music education
students assign to the social construct of "talent” to help them in developing strategies
to negotiate their way in the community. Kingsbury (1984:58) writes that talent is
understood generally as a form of potential and is conceptually contrasted with learned
"skill". Thus he concludes that "talent” is "a symbol of an inequality of potential”. It
is used as a form of popular differentiation and tends to support the hypothesis that
Becker makes about the have or have not status of talent. Kingsbury (1984:59) claims
that "an appraisal of talent is an ex post facto judgement”. In other words, talent can
only be assessed as a result of a performance and not, as Kingsbury (1984:92) indicates
later, as a result of divination'. This occasionally leads students, as will be shown, into
the dilemma where knowledge about a supposed or assumed talent is incongruent with
observed knowledge about a performance. This incongruity, perhaps explained best in
part by Heider’s (1958) "balance theory" leads students to seek other meanings and

explanations for the disparity between opposing beliefs. Kadushin (1969:390) writes,

Contrary to popular mythology, professional artists are made,
not born. Though artistic techniques, especially in music, are
often learned early, indoctrination into the culture of artists
may come quite late.
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This position appears to be in direct conflict with the notion that Becker has
postulated. Here we have the hypothesis that musicians are made, that being
presumedly a form of education. There is no mention of any qualifying attribute such
as "talent”, yet musicians apparently, if Becker can be believed, view themselves as
special, apart from other mortals, based in large measure upon the notion of this very
“talent". Within the music school, talent comes to mean specific things to students.
It appears to resemble the central concept as described by Sennett and Cobb (1973:77)
who, in their Hidden Injuries of Class claim that talent and other such "badges of

ability" are presented as a primary means of legitimizing authority in a class society.

Since it has been shown that the internal boundaries of the music  school
erected around the sub-groups "music education” and "performance” could easily be
considered a "class society”, those students in the stigmatized class of "music
education” appear to develop a view of "talent" as an educational "given". This
probably is tied to the idea that academic success is seen only as possible when the
student has the necessary amount (if considered quantitatively) of musical talent.

Covington (1984:81) writes,

Because ability is perceived to be a central ingredient to
academic success, it is understandable that efforts to protect a
sense of ability is a major preoccupation among students.

Artistic ability is generally understood as some form of "talent”. It is common
to hear people on the street offer a common-sense depiction of musicians as "talented”
or being a persons of unusual talent, extraordinary talent. This construct is variously

applied to all other walks of life as well. We speak of a talented defence attorney
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(barrister) or of a talented surgeon and often of sports figures we hear comments like,

he has a tremendous talent for football.

Academically, however, we label good students as "smart" and a student with a
high IQ is seldom referred to as "talented" as a result of this intellectual gift but,
instead, the student would be typed® as a "high achiever”, "clever”, "studious” or
"brainy". Thus the "smart" kids may have many schooling advantages because they
achieve more easily and satisfactorily and receive whatever rewards the school can
offer. Students around them learn that hard work can in many instances narrow the
gap in achievement between the lazy genius and the hard working normally intelligent

student.

Music education students call "work”, that which we refer to simply as music
practice. They typically announce when leaving the lounge that they must go to
"work", do some "work" or "slave over Chopin now". As music education students,
they appear to hold the position that the amount of "work"” is the predominant
determinant of success and that all academic programmes within the jurisdiction of the
music school, "performance” included, as possible and available to all students who
are willing to work enough. "Talent" as understood by the layman as differentiating
"people” from "musicians” is more or less dismissed by the students based in large
part, it seems, on the notion that if the students can meet the demands of the music
school where music-making is converted into academic work, they succeed! Thus, by
succeeding, they confirm to themselves and to others around them that they possess
this ability which is the central ingredient of academic success. Therefore music
education students typically dispute the definitional superiority of the ‘performance

major’s performing prowess and claim for themselves the right to believe that they,
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too, have as much "talent" as the performance major. And furthermore, the reasons
they offer as grounds for having chosen the music education stream rather than the

"performance stream" typically stem from one or more of this list below:

1) nerves not adequate

(2)  don’t want to practice as much as is needed
(3)  really want to teach anyway

(4)  lack of physical ability related to technique
(5)  personality not suited to performing career

6) interested in a wider variety of music activities

In addition, music education students seldom suggest that their "potential” as a
performer has been reached with the limited opportunity provided by the
undergraduate programm in any case. Thus their limit has not been tested and
therefore their limit has not be defined which leaves the door open to conclude that,
with sufficient work, they too might achieve the performing standards they see as

perhaps falsely attributed to the "performance majors”.

Students who enter the music school have typically invested a significant amount
of time in developing the skills on an instrument that makes them eligible to apply to
the university for music studies. Nevertheless, few students appear to have any real
idea about the opportunities in music that may develop in the future and just what
kinds of opportunities may reside within the institution and beyond. It appears,
therefore, difficult for students at the point of entry to assess just exactly what talents
or potential they might have for things yet undiscovered. This graduate from UWO

explains.,
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Yea, so I think we’re constantly changing as our horizons sort
of get a little bit wider we discover more talents and things like
that we can do so I really don’t think that people come to
university saying yes I want to be this or I want to be that
cause it can be changed...(A1:25)

This situation may very well result from a general lack of artistic talent testing
opportunities for our youth. The high school student is seldom challenged to
demonstrate artistic talents and even those who participate in music classes in school
are seldom required to do anything except perform as well as they can the 2nd trumpet
part of the selection the school band is preparing for the festival’. There may be
various related talents within the artistic person which are never discovered simply
because of lack of opportunity. It is no wonder that graduating students can claim the
discovery of new talents with more exposure to facets of the arts which had been

unknown to them in the past’.

Other students reported this same notion of discovery. Once found, this talent
was seen to drive the person to exploit that talent or to develop it. The students in the

music school often see themselves as people who have some gift or talent to explore.

Do you think everybody around here likes music?

I can’t say....I would guess a lot of people would like music
or at least like the idea of producing something or bringing out
something that is part of them. OK I know musicians and I
think that people that have a certain talent or gift and when
they discover what they have, they like it just because they are
almost surprised with what they are doing themselves. they’re
surprised with this talent they’d like to develop and share with
other people.(M1-2:15)
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Like academic abilities or talents, music talents can be of different types as well.
In terms of composing, this student defends the talent and craft required for "pop"
music writing. Having been told in music classes that "pop" music was trite and
simple’ anyway and that true talent and craftsmanship of musical composition was

exercised and apparent only in the classical genre, he asserts another perspective.

Well, my hang up basically is that there are a lot of different
kinds of music in the world and I don’t care who you are or
what you do it still takes a lot of talent and a lot of craft to
write a good pop song. Because if it was that easy everybody
would be doing it and they can’t.(V3:13)

Kingsbury (1984:55) also makes reference to the idea that many people still
believe that the non-classical genres of music require little or no musical talent. He
writes, "but I take it to be the case that in some circles there is a sense that an

important feature of pop and rock musics is that little talent is required or expected”.

On the other hand, the claim that the university somehow has a claim on the
exercise of talent in the "classical" genre is not without dispute. In fact, it has been
previously stated in this analysis that the greater world of music is singularly
disinterested in the graduate "status" of the university leaver. Thus performing talent
is a variable which exerts its influence independent of the university music school.

This UWO graduate explains.

261



Not even that, if you’re a good performer if you’re a talented
musician, an educated, whether or not you got to have a degree
in it or not will be evident in your performance. There are
millions of people that study privately that have no specific
degrees from universities that are talented, extremely talented
performers, not through any help of any university music
faculty.(A6:27)

There is one anomaly which is distinct. Whereas a pianist can purchase the best
instrument available on which to perform and the same holds true for violinists or
trumpet players, the vocalist has the instrument as a birth right. Whether this is a
great instrument or a mediocre instrument, only so much can be accomplished through
training and the old adage about making a purse out of a sow’s ear holds true’. Thus
the voice itself is often seen by students as the "talent" rather than some other
musically defined "talent” that might be required of someone who was attempting to
play piano. This creates situations often in the music school where singers are judged
not on their performing talent but on their voice quality. Students report that this is
often seen as unfair or inappropriate to other singers particularly. This student, who
was a believer in the work for improvement model of evaluation comments on her

frustrations.

So it’s all improvement then?

I think that’s what it should be. That’s not what other people
think though.

What do other people think?

Well I think that most people judge on talent as opposed to
what you do with your God-given voice.(A3:28)
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Again, this time from MUN, there is a definition of voice equalling talent. In
this instance, however, the speaker points to many of the characteristics which would

otherwise be applied to an instrumentalist.

...if you had a marvellous voice, as some people I know have
been blessed with marvellousness but a very good voice and
absolutely no musicality, no sensitivity to style or
expressiveness or they are an absolute dullard when it comes
to a simple rhythms and things, which makes them us