
1. Abstract 

Moving away from the primacy of the spoken word and text is important within the decolonisation 

debate, and sites of musical practice are ideal positioned to explore this. I look at how ‘musicking’ 

occurs without the need for speech to explain or describe it. I concentrate on music as a process – a 

verb not a noun – within a series of workshops with SEN groups in schools in Somerset. Many 

students are non or limited verbal, and as such are fluent communicators in gesture and body 

language. The act of musicking is done ‘knowingly’ and as such we are displaying musical 

knowledge, and I show examples of sophisticated ‘musical ways of knowing’ with these students.  

Finally, we look at the place of silence, reasons for it and the agency it shows. 



2. Round of Applause 

Thank you to: 

• All the students of those schools who have set me on a new path of musicking, and to their 

staff and parents and carers for their insight and music. 

• Facilitators and staff at Jackdaws for their time and support. 

• My supervisor Angela, for her patience and wise words, even from the other side of the 

world. 

• Robbie Campbell for sharing his unpublished PhD work. 

• Andy for cooking, listening and reading 

• Eliza, Stan and Billy for showing me musicking at its best, from birth til now, and for their 

patience in my somewhat absent parenting for the last few months. 



3. Prelude  

Musical ways of knowing and the Agency of Silence. 

i. “You know everyone likes different things? I hate a lot of cartoons. Because I am a big 

tyrannosaurus rex. Just waiting for someone to fall in my big [inaudible] and it may well be 

you, you great [inaudible]. A big, a giant, a kitten just waiting for a train to come back with 

no coal, and that train coming back with no coal will be you, Thomas the PIG engine.” 

(other pupils clap, teaching assistant tells him to sit back down) 

ii. “         .“ 

iii. In the moment before I blow there is a solemn silence. I put the trumpet to my lips, the bell 

against his tummy and blow a loud raspberry. The children laugh. They know the feeling.  

The first, a spontaneous outburst/performance from EJ in the middle of a music workshop, delivered 

with gusto, tonal variation and some interesting rhythmic choices; the second, the silence offered by 

Hayden while his group lustily sing and drum; the third, a “tummy-raspberry” on a headteacher. The 

temptation is to describe these as a random outburst from an autistic child not engaging, the response 

of a child disengaged with the music, and a piece of silliness.  

But in this thesis I argue that the perimeters of our view for accepting or even recognizing musical 

epistemologies are so narrow that many are excluded from participating meaningfully, and that we are 

missing opportunities for expanding our own musical knowledges. I am approaching this through a 

decolonising lens, examining the concept that everyone benefits from connecting with these ‘other’ 

ways of knowing, while also asking ‘what is musical knowledge?’.  



I look for musical knowledge through participation over verbalisation. The African writer Ngugi wa 

Thiong’o’s writing about decolonization asserts that “central to a people’s definition of themselves” is 

language and its uses, and I agree, but expand ‘language’ to encompass gestural and other 

communication.  

My fieldwork takes place in the Jackdaws Music Trust’s project, working with five special needs 

schools in Somerset. (see appendix 2 for their intended outcomes). Jackdaws work on a Classical 

music paradigm, but this is not being “appropriated instrumentally as a kind of auditory vitamin pill”, 

as music psychologist John Sloboda said of Mozart (Sloboda 2005, p379), nor because Western Art 

music can “evoke emotions that are more complex and ambiguous” than other styles (Robinson 2005, 

p413), but the genre within which Jackdaws works. Their model is for each school to take a section of 

a story, which this year has been woven around composer George Handel’s time at the Foundling 

Hospital he established in London, coming together for a massed finale with two shared songs. 

Having been diagnosed with dyslexia aged twelve, I am drawn to a less scriptocentric approach, and 

many of the learners involved in this project are non-verbal expert alternative communicators.  As 

Christopher Small writes “the language of gesture continues to perform functions in human life that 

words cannot”, so that is what we will try. (Small 1999, p15). We are well positioned to explore 

musical knowledge through what Sarah Pink calls a more “sensory ethnography” which is “a reflexive 

and experiential process though which academic and applied understanding, knowing and knowledge 

are produced”. (Pink 2015, p4).  

I am presenting an autoethnography, and seeking to “develop experience-based empathetic 

understandings of what others might be experiencing and knowing”. (Pink 2015, pp97,98). In 

encounters with interlocutors, I want to create “a self-reflexive and dialogic research methodology, 

with the aim of offering the polyvocal and multifaceted images of many complex and contradictory 

musical experiences”. (Hofman 2010, p24). 

This reflexive approach does not clash with recent developments which assert “researchers have seen 

that people with learning difficulties can participate directly in research, generating their own 

knowledge, rather than have carers and professionals respond on their behalf” (Rogers 1999, p425), 



but rather intends to add to the body of work. I will observe how power and knowledges are expressed 

through aesthetic choices, and through silence, and have tried to be mindful that “if people with 

learning difficulties do require allies to enable them to convey their experiences, how should the 

integrity of their accounts be safeguarded?” (Chappell, 2002, P218). 

I am an actor/musician, and like those I work with, unquestioningly assume music is a life-enhancing 

force. Literature on the subject supports this (Clift et al, 2010; Lonie 2018; Koopman 1996). A 

literature review compiled for the UK National Plan for Music Education (2011) summarises a 

variety of benefits, academic and social, echoed in a Finnish study a few years later (Eerola, 2014). 

My aim is finding ‘musical ways of knowing’ and although this exploration is within a structure that 

could be described as an ‘intervention’, as Michael Bakan says “to facilitate understandings is itself a 

form of intervention… I am inescapably an intervener… for better, for worse or for both” (Bakan 

2018 , p123). As a musician, communicating without words in an embodied and dynamic way with 

other musicians and with an audience is normal, and for these children it is part of daily 

communication too, so between us “facilitating understandings” of this nature is a common ground, 

helping to disassemble the usual teacher/student power relationships and learn from each other.  

Over the four years I have been involved in this project I have been surprised by the sheer numbers of 

children involved. But where are they in the playgrounds? Or the supermarket or the cinema? Could it 

be a case of “the analogy between a racial ghetto and the institutions where disabled people are put 

away and given enough care to salve society’s conscience”? (Hunt 2003, p15). This unpleasant 

thought makes the decolonization feel all the more pressing and needed.  

I take the position that “writing about disability reflects the feminist principal that one’s personal 

experience does not take place in isolation… the personal must also be theorised” (Chappell, 2002, 

p217), and the theoretical framework I adopt is detailed in the next chapter. The first chapter is 

dedicated to the specialized autistic school, and a further to the day of performance. A mini chapter 

explore mine and my son’s experiences of musical transmission without language in Cuba, and one 



looks at Csikszentmihalyi’s ‘flow’ within these groups. The essay has music at its heart, and I used 

musical chapter headings to remind us and keep us rooted in this. 

4. Tuning up 

I first explored links between a nonverbal approach and engagement in a project at Snape Maltings, 

Suffolk called ‘Celebration’. In six days, 1500 children from 45 schools came and performed pieces 

had rehearsed, plus learn a new song to sing together. I recorded decibel levels, audio-recorded the 

sessions and documented time spent by facilitators in verbal communication. The surprising findings 

for me was the amount of time practitioners spend talking – filling the role of lecturer more than 

facilitator in many cases. In fig.1the sections marked ‘performing’ and ‘demonstrating’ are the 

sections where musicking happened.  

 

I continue this verbal/nonverbal line of enquiry in the series of workshops with Jackdaws, in which I 

participated as facilitator and actor/musician. Due to the vulnerable nature of participants, no 

photography or video was allowed, and data was collected as follows: 

Audio: 

• Each session (including my comments) 

• My impressions immediately following the session 

• Semi-structured interviews 

Fig. 1



• Conversation and ‘corridor chats’  

• Lesson and workshops I attended 

Visual: 

• Sketches I made during and after sessions (as no photography or video permitted) (eg fig. 2 

below, adults in green) 

 

Written: 

• Transcribed interviews and workshops 

• My reflections 

• Correspondence with teachers and other facilitators 

Interlocutors include Saffron van Zwanenberg, Jackdaws artistic director, Bill Carslake, composer, 

Simon Roberts, Music Therapist and Luis Bran, El Almecén cooperative, Cuba. (See appendix 1 for 

consent form given to these and to each school). I chose to conduct ‘walking’ interviews, giving 

interlocutors the performed as well as traversed accounts of their environments during what turned out 

to be shared experiential encounters.  

Transcribing from the audio of interviews and sessions helped me to re-live the experience in an 

embodied and emplaced way and to “recall the situation of the interviews and the affective and 

sensory dimensions of that experience” (Pink 2015, p152). Throughout I am committing to a sensory 

Fig. 2 - workshop 
sketch



route to uncovering musical knowledge, encouraging a physical relationship with the sound-making -  

for example with the ‘tummy-raspberry” where I blow notes onto tummies with my trumpet-  

expressed through thick description. (Geertz 1973). 

The methods chosen necessitate combining the roles of artist/researcher/teacher to create a kind of 

‘third space’ as described in writings on arts-based research (Pinar 2004, p9; Leavy 2015). This means 

that rather than a passive observer I am a participant alongside the students, which I believe is 

ethically more sound (Birkbeck 2007; James 2007). I have quoted, rather than interviewed, child 

participants, being mindful of the debate on ‘giving children voice’. (James 2007; Woodhead and 

Faulkner 2008). 

We have music ‘to teach’ and this necessitates a top-down approach, but Jackdaws encourage 

students’ interpretations and arrangements, and agreed for me to apply a nonverbal approach in my 

own work with participants, “where appropriate”. 

In seeking methodology to reflect on these encounters, I have found Adam Ockleford’s work with the 

Sounds of Intent research team helpful, in “developing accurate descriptions and shared 

interpretations of the different forms and levels of musical engagement”. (Ockleford 2018, p8).  



7. Fugue  - this is Mendip school! 

This school “caters for children from 4 through to 19 with a diagnosis of Autistic Spectrum Disorders 

(ASD) and Speech Language and Communication Needs (SLCN)” and my SatNav leads me to what 

feels like an industrial centre, the kind that has a large DIY store, a supermarket and a fast food outlet. 

The security here is tighter than many of the other schools, and the impression unwelcoming. On our 

first visit it takes so long to get through reception that we get into the hall ten minutes after our 

scheduled start time, and still there are no signs of any students.  

The hall is large, with shiny floors with a bright acoustic, so even our rubber shoes echo as we walk 

across it. Although only 9am, the hall smells of lunch. We warm up - Saffron, an operatic soprano, 

Bill on the piano and me trumpet.   

When the doors open, there is immediate noise and excitement. The children fill the room like atoms 

in gas form, trying to fill every space, and this is matched vocally, some copying Saffron’s operatic 

soprano (figs 3&4).  

 

I decide to focus my research on two children in this group. Scarlett, nonverbal, has Down’s 

Syndrome, and is very engaged with anything music-based, EJ, idiosyncratically verbal and struggles 

with working in a group.  

Fig. 3 scientific diagram of gas atoms Fig. 4 my impression of the children in the room



I want our gas atoms to cool a little so start a focussing warmup. I begin by holding up my right hand 

in a silence which is weighted with expectation (fig. 5) 

I wait as long as I can, nearly losing my nerve, but apart from a low hum from someone, it quietens, 

we focus, are breathing together and I go: 

I shake my right hand up in the air eight times, whilst counting loudly – “1,2,3,4,5,6,7,8”, then repeat 

this with my left hand, then right leg, then left leg. Gradually they join in and I lower the count for 

each limb each time round – “1,2,3,4,5,6,7”, until “1,2” and  “1”, then ‘Rubber chicken!’ and we 

shake out our whole bodies like a rubber chickens. (Fig 6) 

EJ participates, but seemed to be using alternative words and sounds to stamp his mark on the room 

and to assert some choice in the sounds.  His teacher urges him “not to be silly” and when I said it was 

fine, replied “he can do it, he’s just acting up”. EJ’s face is tense, his eyes are darting around and he 

frowns. Most faces are open and smiling, so I want to give him another go. We repeat the exercise but 

Fig. 6 The ‘Rubber Chicken’ Game



I let them know that we can make any sounds on the “1,2,3,4..”. EJ’s face relaxes and he bodily 

engages. Scarlett sings to “la”, positioning  musically by moving up in pitch on each number. She 

holds her hands, palms out, raising her arms as the notes ascend, open-mouthed and smiling her eyes 

open wide, choosing to implicate her body differently from my lead. (fig 7). 

By “rubber chicken” the group are released in a burst  of laughter. Every group I have done this with 

giggles at the end – there is a ‘knowledge’ that it is exciting, and funny. This group ‘know’ it too, and 

it is some staff who are frowning now, unsure of the reaction. I am deadly serious with this exercise, 

but I fear they cannot see the value in the play.   

 

At the end of “chicken!”, most of them ‘explode’ in unrestrained movement, some rushing to the 

piano to bash notes, and I am reminded of John Blacking’s descriptions of composer Percy Grainger: 

“running from the piano to the end of the concert hall and back” and  “his frequent jumpings up and 

down [as] a typical explosion of ecstatic movement (Blacking 1987, p66). 

(THIS WAS A COMBINATION OF A COUPLE OF DIFFERENT SESSIONS) 

We move on to sing the first song (Fig. 8) and I play the trumpet for two bars for them to demonstrate 

and almost immediately some are copying. Saffron begins singing and they copy her.  

Fig. 7 Scarlet and the ascending notes



EJ sings loudly and full of joy, but changing the words “in the highest” to “in bikinis” and “peace” to 

“pigs”. Scarlett is imitating Saffron, fiercely focussed on her movements, and utterly committed. She 

holds an imaginary score where Saffron holds the real one, and throws back her head and frowns with 

her. Others lock onto the word “glory” and hold it for bars at a time, and again they explode at the 

end.  

There is a lack of cultural enshrinement of behaviour for these children – they are behaving outside 

expected norms, without a cultural approval, and are not acclaimed composers, so it is not acceptable.  

Laurent Aubert uses the Nietzchean separation of the Apollonian and the Dionysian. (Aubert 2007, 

p45). It does strike me that we seek an ‘Apollonian’ response and struggle to cope with the 

‘Dionysian’, especially in this large group.  

It is certainly at odds with our habitus of musical participation, but instead we perceived their 

behaviour as joyous, their response to music an embodied excitement, then their response becomes 

appropriate – Lucy Green describes how when leaving groups of children alone, “for many of them, 

especially, in the initial moments, listening included moving their limbs, jumping around, dancing or 

singing loudly”. (Green 2009, p45). 

When I reflected on this workshop, with an appreciative enquiry approach I could  

see that they were working together. Moving around the space, and at speed some of them, they did 

not bump into each other, and perhaps musically too. It is arrogant of me to assume because it is not 

to my ears it is not music. Describing gamelan music, Michael Bakan writes, “We find these 

interlocking patterns sometimes chaotic to our ears – perhaps there is something going on we can’t 

work out”. (Bakan 2007, p95) 

Fig. 8 “Glory to God”



An even more joyous explanation from Charles Keil connects his idea of Participatory Discrepancies 

to “Particles Dancing—the imperfections of an unfolding universe; the physics of energy and matter; 

chaos and cosmos; the sense we humans have that, across cultural boundaries, music puts us in touch 

with the ultimate forces.” (Keil, 1994, p107). 

 9. Flow 

Jessica pulls at her sleeves and looks up at me. Usually a keen participant, today she seems painfully 

aware of her own physicality, hiding her hands in scrunched up balls in her jumper.  She’s grown up 

since last year, is definitely a teen not a child, and I wonder if being the only girl in the group is now 

challenging for her. She has learning difficulties, but is physically able, was always quiet but is now 

almost inaudible. In the call-and-response greeting song we always sing, she pushes her hair over her 

face, and I have to sit next to her to hear her. In the same group is Hayden, who often exhibits a 

performative silence, hands clamped over mouth. Jessica’s silence is different. 

This is the second workshop. We learned the Hallelujah excerpt last week and when Bill plays the 

opening chords everyone but Jessica joins in enthusiastically. She mouths the words with her head to 

the floor, and does not perform the gestures. I look to Polly, her TA, questioningly but she motions for 

me to carry on. Music Therapist Simon now conducts; big open arms for loud and smaller for quiet, 

and actions for starts and stops. The room shrinks and becomes more intimate as we concentrate on 

the shared goal. Jessica is a part of this, but then in watching her I miss Simon’s conducting and fail to 

stop when everyone else does. They delight in this and amidst hoots of laughter the spell is broken. 

FIG.9 breakdown of 
workshop 



After these warmups, it is time to learn a new part of the show (see fig. 10). This involves hand 

drums, which always causes great excitement. Everyone volunteers to go to Simon’s room to collect 

them including, I am pleased to see, Jessica.  

When we return, rather than talk about the piece, I begin playing and singing. The energy from going 

to get the drums is still with us, and while some of the playing is chaotically exuberant, the students 

all join in singing and the drumming patterns that I demonstrate (see highlights for drum beats in fig 

10). Jessica is too, and the room fizzes with concentration.  

 

Mihaly Csikszentmihalyi’s concept of ‘flow’ is picked up by several later music writers including 

Thomas Turino and John Sloboda, the latter summing it up - “some major characteristics of the 

phenomenon are full concentration,… total absorption,… altered perception of time, and loss of self-

consciousness”. (Sloboda 2001, p432) This seems to be happening with the group now. In the 

previous exercises, Jessica’s natural teenage awkwardness was winning over her engaged 

participation but now her hands are out of her sleeves and her head is up. Thomas Turino points out 

that for flow to occur “the activity must include the proper balance between inherent challenges 

Fig. 10 fireworks drum



and the skill level of the actor.” (Turino 2008, p6). Previously I misinterpreted her physical 

stance as expressing teenage boredom, whereas she is showing me in gestural and withheld 

sound that the musicking is not challenging enough. She is using silence as much as sound as 

a technology of self.  

When we have grasped the drum rhythm, I feel the fizz begin to dissipate. I remember 

Turino’s next condition being that flow demands “a continually expanding ceiling for 

potential challenges” (ibid). I ever-so-slightly change the rhythms for the drummed part and 

again the flow is achieved. I then try to ‘swing’ it a little with micro-timed differences that 

Charles Keil refers to as “participatory discrepancies” and after one of these Jessica lets out a 

giggle of pleasure. (Keil, 1997) 

I start to conduct the musicians in and out, so there is a kind of controlled turn-taking, which 

eventually settles so I can stop. Inevitably some students are more adventurous than others, 

but all are involved and listening to each other. Jessica’s body language is transformed and 

we loop the section in mutual agreement. Several of the pupils, Jessica included, anticipate 

the repeat and start again, showing both understanding of the mechanics of the piece, and a 

desire to perform it again. Suddenly we are in a completely magical moment, in the present 

and wonderful. Bill and I catch each other’s eye and as musicians we recognise it as 

participation as “the opposite of alienation from nature, from society, from the body, from 

labor, and is therefore worth holding onto wherever we can still find some of it” (Keil 1987, 

p276). 

Music Therapist Mercédès Pavlicevic talks of “magic” and “peak” moments where all in the 

room seem to meld together in “optimal flow” (Pavlicevic 2010, p99). In MT terms this is the 



group element fostering social listening, taking turns and collaborating, in which  “music is 

uniquely helpful ... because incorporating spontaneous and reflective elements that bring the material 

alive in each rendition can enliven repetition” (McFerran and Elefant 2018, p51). 

Repetition is a useful safety containment in which to be “spontaneous and reflective” and explore and 

share new musical ways of knowing, but although this dialogic not monologic approach may deepen 

learning, it will take longer to execute (see Elefant 2010, p211). 

“The only worthwhile utopia is, contradictorily enough, to be acted out here and now” (Santos, 2014, 

p239) and his words have a place with us here and now. We have spent ‘too much’ time on this 

section, in terms of preparing for the performance, we could have stopped ten minutes ago. Saffron 

says she struggles “with outcome-led projects as they tend to ignore what I call the micro-outcomes. 

By defining your outcomes at the beginning, you also either work to these outcomes or miss 

opportunities to respond or change” (interview 2019). This ‘micro-outcome’ of flow was a wonderful 

little utopia for all of us.  

In the instrumental marked on fig. 10 the participants are even braver with the 

“discrepancies” and we seem to be in keeping with Charles Keil when he said, “music, to be 

personally involving and socially valuable, must be ‘out of time’ and ‘out of tune’” (Keil, 

1994 p96). 

Coda 

I was on phone ringing a drainage company recently. The situation was grim, I was not in a good 

mood, but this music came on as ‘hold’ music and I was transported back to this moment of flow with 

the group and instantly happier. 

12. Finale  

The large theatre space of the mixed school is where we all collect. I arrive for the final performance 

on a blazing hot June day, and Jackdaws staff huddled in a corner of the reception, in deep discussion. 

The autistic specialist school has pulled out this morning, citing not wanting to risk a long journey 



with traffic in the heat. They had previously expressed concerns about the performance, worried their 

students would not be comfortable in an unfamiliar environment with so many new people, and that 

they may react badly and look bad in front of their peers.  

Perhaps taking a classical composer as our basis adds to the pressure – it is seen as high art and not 

accessible, especially for SEN groups. But Saffron scoffs, “An elitist form of music? Hah. Such 

rubbish – come and see that it is for everyone, and properly everyone, and give yourself permission to 

like it” (interview 2019). 

Gary Ansdell writes that since the 1980s Music Therapy thinking has rejected performance, “with 

therapists clearly experiencing discomfort integrating performance practically or theoretically into 

their work” (Ansdell 2010, p164). But many from the Community Music Therapy movement are 

contesting this (Jampel 2011; Stige, 2003; Pavlicevic and Ansdell, 2010a), and performance is being 

refigured as an important part of the musical process, mirroring ethnomusicological thought (Cook 

2003; Godlovitch 1998).  

Saffron says, “I love watching how different they are in their own school and when they are all 

together at the end. The performance is really important. There is something about the way it is 

valued, and we are performers, we know this is special, and don’t forget it isn’t something they get to 

do often” (2019). 

Five schools gather for this performance and over the years a network, a loose community, of 

students, their teachers, schools and friends and family is being built. I see the importance of 

expanding this site of ‘musicking’ so that they know they can be supported and nurtured outside their 

own schools, have the opportunity to make a bigger sound, and, if they feel inclined, show (and even 

show off) their skill to their peers and an audience. It is about broadening “the creation and 

performance of relationships”. (Christopher Small, 1998, p193). We have collected a collective 

musical knowledge, which deserves a platform.  

In the morning the schools rehearse together for the first time, and sing the two shared pieces “Zadok” 

and “Hallelujah”. It is chaos. The difference for the students, even ones who have done it in previous 

years, is immense. They are in a theatre not a classroom, they are surrounded by unfamiliar people 

and the auditorium rises up in front of them. Many cannot keep still and keep turning to look at 



everyone in the groups, and some find it overwhelming and need to leave. Nathan finds his way to the 

front, as does Emily and a few others, and with a natural performing instinct. I am playing the trumpet 

and there is a hold-up while people who want ‘tummy-raspberries’ are sated. We start the ‘Hallelujah’ 

introduction, and there is a gulf between those who are confident and those who are not.  

We rehearse each group and there is a short break.The performance is at 2pm, with the auditorium 

nearly full, there is great excitement in the air. With all groups on stage we begin ‘Zadok’ and the 

heroically ascending notes, an example of one of Kivy’s musical 

conventions, in the introduction create a huge expectant tension and we all react (fig. 17). Emily and 

Nathan look like runners in a starting block and burst into “Zadok” (fig. 18) with matching energy. 

Following the jitters of the morning, many are now stock still and majestic, it is an extraordinary 

moment.  

Where it moves from 4/4 to 3/4 time we are jolted from a regal to a bouncier rhythm, and this is a 

“violation of expectancy” as described by John Sloboda – many of the children anticipate this, their 

musical knowledge predicting ahead and bodily react (Jessica jigging with her feet and dancing) in 

the moments before the change. The concentration needed to sing the “rejoices” is high and focus 

Fig. 17



intense, but many of the rests are observed, and in those silences (in red on fig. 18) was the most 

exciting music. However you name it - ‘magic’, ‘peak’ moment, or ‘flow’, it is wonderful.  

 

In the final rehearsal Saffron starts to sing a part that she hopes one of the students will join in with: 

Ben (the nonverbal, but powerful listener) moves quietly towards her and joins in, which he then does 

solo in the performance (fig. 19). 

Saffron:“He was amazing, I’ve been talking about him non-stop ever since the show. Beautiful too 

because his granny and grampa were there and in the whole scene up until the point, he kept checking 

in with them, looking at them and nodding, like ‘yes it’s coming up, don’t worry’ kind of thing. When 

he did stand up and he did it, he was really confident and just went for it and seeing what that meant 

to him and his granny and grampa afterwards… 

Bill: And what he did with it – so musical, drawing out the semiquavers – amazing! 

Me: And the other performers on stage? 

Saffron: Yes they were all transfixed 

Fig. 18

Fig. 19 Ben’s Solo



At the end of the performance all the schools gather for ‘Hallelujah’ and after the rehearsal this 

morning we are nervous. We begin the instrumental introduction, and in the final bar, a number of 

them vocally join in on the rising instrumental quavers (in red), and we have an electrifying opening. 

The infectious energy of our performance draws the audience in to sing with us, expanding the 

‘togetherness’ to encompass the whole room “Here, Mozart [in our case Handel], the cast and the 

audience become ‘us’, not a collections of ‘I’s’, but a spontaneous and precious musical community... 

to afford a unique human experience of sympathy through musicing. This seems like a beacon of 

hope: this musical being together in sound, which is both a reflection and an enaction of 

community” (Pavlicevic and Ansdell 2010(b), p368,9). 

Fig. 20 Hallelujah



13. Coda 

i. Writing about music is like dancing about architecture, listening to a ballet or feeling the 

texture of a painting - it might be helpful, but it is not the best, most direct or most 

appropriate way of illustrating the power of the art.”  (Susan J Smith 1997, p504). 

ii. Writing a theoretical book about the impossibility of separating theory and practice and 

writing it in a colonial language, seems to amount to a ‘contradictio in adjecto’. (Santos 2014 

p 238). 

iii. “Textocentrism – not texts – is the problem” (Conquergood 2002 p151).  

I would like begin by using text to express how this process has begged other ways to share 

knowledge – through film, or musical composition, painting or even cartoon.  I would like you to 

have seen Jessica’s face when she danced into the 3/4 time in ‘Zadok’, or hear Ben’s solo and the 

cheers when he finished, but even in film we see things differently. So instead I offer a subjective 

account of how it felt for me to experience it (I cried). 

I set out to look for musical ways of knowing, and through silence music has been thrown into relief. I 

borrow from Susan Sontag and call this an “aesthetic of silence”, whose appearance has been apparent 

throughout this thesis.  

Silence allows us knowledge without the mediation of symbol – spoken or written, but as John Cage 

says “no silence exists that is not pregnant with sound’’ (Cage, 1959  p135). In it we hear each others’ 

sounds – our breaths, heartbeats, subtleties of movement. It takes away the distraction of one sense, 

freeing up the others, and I now know it as a presence not an absence. The value of this shared 

experience was shown to me by Tom, Jessica and Ben, and the others.  

Through our theoretical interlocutors we have established music as an activity, a verb, and through the 

lens of ‘technology of self’ can extend that to Simon Frith’s ‘mobile self’; to understand music as an 



“experience of this self-in-process”.(Frith, 1996, p109). Practice reinforces this – our beings are in 

motion, even as we reflect and examine ourselves we are changing.  

Losing de Certeau’s “totalising eye” in observing and participating has meant getting down and 

walking, being a pedestrian in the world of our musicking and soaking up experiences from the 

ground, seeing and enacting in detail. The tour (and the detour) necessitate slowing down the pace, 

which is sometimes hard when we have created a deadline, in our case the performance. Having said 

that, there were moments for audience and performers which needed that stage, and were too good to 

miss.   

We need to trust in the questions and answers (dialogue) which are enacted within the musical 

activity, allowing musicking to become both a source and a kind of knowledge. In order to do this I 

think we firstly must rediscover faith in experience as knowledge, and then look at how to express 

this.  

I aimed to widen my horizons of what is music and music epistemology and my students have helped 

me do this. I would like to end on this subject with a quote from a stranger I met at a concert. I asked 

him in the interval if he was enjoying it and his answer surprised me: 

“No, no, not any of the music really, but I like the tuning up. I am autistic, and I don’t like my body, 

and the other music reminds me of my body, but I like the sound of the tuning up because it isn’t 

organized, like, it isn’t telling you what to think, how you should think and feel and I don’t like the 

emotional things, but I like the tuning. Sometimes I dream I am flying, and the tuning up is good, all 

the notes are there but you can find what you like, no-one is telling you what to feel” 




