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ABSTRACT
Creative Identity in Music Teaching and Learning
By
Clinton A. Randles

The primary purpose of this philosophical examination was to define and place
the construct of creative identity in music teaching and learning within the framework
of identity. To achieve this goal the author mined the ideas of scholars’ work in
storytelling, psychology, education, and music education philosophy. The life of the
music teacher and student, as well as the creative process, can be considered in terms
of being a hero’s journey, what Joseph Campbell calls the monomyth, following the
stages: (1) The Ordinary World, (2) The Call to Adventure, (3) Refusal of the Call, (4)
Meeting With the Mentor, (5) Crossing the First Threshold, (6) Tests, Allies, Enemies,
(7) Approaching the Inmost Cave, (8) The Ordeal, (9)The Reward, (10) The Road
Back, (11) The Resurrection, and (12) Return With the Elixir. Carl Jung’s archetypes
of the collective unconscious can be applied to the identities of music teachers. The
author synthesizes existing work regarding the nature of creativity, theorizes about how
the hero’s journey metaphor can be a powerful one for music education identity theory,

and introduces the construct of music teacher as “producer.”
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CHAPTER 1
A NEW BEGINNING

I once taught a student who was an accomplished trumpet player. At that point
in my teaching career I had just accepted a position as an elementary music
teacher/band director in the school district where this student attended. He quit playing
the trumpet the year before I arrived at the school. One of my jobs, I thought, would be
to convince him to come back to the band and play his trumpet. He had enrolled in the
show choir. I persuaded him to come and play his trumpet and sing a few songs as the
lead singer of the pep band. This appealed to him, so he began attending practices and
games with a PA system to sing with our group.

After one Friday basketball game, he brought out a CD that he had produced of
his original recorded songs. They demonstrated musical expression in a way that much
of the music that I had heard students perform did not. I encouraged him to continue
writing and recording his music. That Friday night marked the beginning of a period of
time in my professional life as a music teacher; when I helped direct, produce, and
perform music written by my students.

The student that I just described continues to write original songs to this day. It
is something that gives him great satisfaction. These experiences began a personal
thought process for me that persists. I believe that one potential role of a music teacher
could be something like what I was for this student as I assisted him in producing his
own music. The musical identities of both this student and myself changed as we
explored what it meant to be creators and producers of music. My teacher identity

would never be the same.



Both teacher and student identity in music has been a growing area of interest
within the music education research community.' Reasons for this interest likely
include the recognition by music educators of the social factors contributing to the
teaching and learning of students, and an increased realization of the value of self-
perceptions in the teaching and learning exchange. There may be a growing
understanding by members of the music education community that all areas of music
teaching and learning are influenced by identity. Where there are musicians and music
teachers, it seems, there are interacting identities that could be explored.

Identity is, for purposes of this philosophical examination: a personally
experienced phenomenon, resulting from the interaction of personally and socially
perceived qualities of being unique. The idea that music teachers can develop their own
musician identity and then encourage the shaping of musician identity among their
students, may be guiding the perceived need for research in this area of the literature.
Music education researchers may be interested, now more than ever before, in
understanding how students come to understand who they are in relation to music.

Important, and perhaps essential, is the influence of the teacher as a role model
of the kind of musician that she desires her students to become.? While numerous roles
within the area of music offer opportunities for identity to be shaped—including
among other roles, that of performer’ and listener—few opportunities offer students the
chance to express their personal identity as when they assume the role of creator.
Bennett Reimer states:

Education for composing has not been provided, except sporadically and

perfunctorily, in American music education. The attempt to rectify this
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shortcoming needs to be, I suggest, a major characteristic of music education in

the United States in the foreseeable future.*

Reimer emphasizes the importance of introducing students to music composition in
school music education offerings. This goal may not be attainable, if teachers do not
first see the value in changing long established curricular traditions to move towards
achieving the goal. Additionally, in order for teachers to feel comfortable introducing
students to music composition, they should first learn to create music themselves, thus
establishing a creative identity themselves.

The development of student creative identity in music is not something that
teachers should take lightly. The music teacher can consciously strive to model what a
musician is, if the students are to learn to develop their own musical identity from the
teacher’s example. Also, she can encourage a community of reflection regarding what
it means to be a musician. It may be important to realize that student identity growth
resulting from peer influence can be more powerful than a teacher’s personal modeling.

Creative identity as a specific variety of identity might possess characteristics
that make it unique among the various manifestations of identity. When I say creative
identity, I am talking about an identity as it relates to being one or more of the
following: composer, improviser, performer, listener, arranger, and all other roles that
can be conceived of where the musician is actively thinking divergently with music.
Creators—individuals possessing a creative identity—have expressed reactions to the
feeling of being able to create’ that may shed light on the distinctiveness of creative
identity. There is a gap in the research literature regarding the transfer of creative

identity from teacher to student generally, and specifically in the setting of the teaching
3



and learning of music. The literature on socialization in the school setting® might prove
useful for this exploration of what it means to be a teacher who models her creative
identity. Orientations toward being creative should also be explored; for personal,
psychologically identified qualities may be contributing factors to a teacher’s ability to
be a model creator, or to recognize and encourage peer-to-peer creativity in the context
of music education.

Since music teachers work within an established tradition, important to this
thesis is understanding the traditional role of the music teacher.” Many music teachers
have experienced as many as 13 years of school-based instruction before they reach
their music teacher education programs at a college or university. By this time, an
individual has likely formed strong opinions about what a music teacher is supposed to
look and act like.® If she has been a part of a band, orchestra, or chorus in the United
States, she likely has been involved since the fifth or sixth grade in the large ensemble
model of music education. She has elected to be a part of school music over other
activities that have competed for her time over the years. Having chosen traditional
music education for so long, she may feel a strong desire to carry on the tradition that
has provided her with satisfaction for so long, and will—she hopes—eventually yield
her a satisfying job.

Central to my vision for music education and the thesis of this dissertation is
the value placed on teachers and students thinking divergently with music. There seems
to be an empowering feeling bestowed upon the creator when he selects from an
infinite number of possibilities the one that he see fit for communicating his musical

thought.” Traditionally, music education for a student in the secondary grades has
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consisted of an ensemble director standing on a podium telling him or her what to play,
when to play, when to play loud, and when to play soft. The focus of the large
ensemble director is to insist that each individual adopt a certain interpretation, which
is often that of the director.

The purpose of this dissertation, then, is to define and place creative identity
within the context of music teacher identity. The underlying principle for this project is
that a higher priority—in both higher education and K-12 education—should be placed
on the transfer of creative identity in the lives of music teachers to their students. I will
present a philosophy of creative identity. To do this, I will borrow from the field of
comparative mythology'® and storytelling."'

I have elected to apply critically the work of this area of the academic world as
a result of my own heightened interest in narrative inquiry as a way of knowing and
understanding human behavior and relationships. I attended the second Narrative
Inquiry and Music Education conference at Arizona State University in 2008, and was
impressed at the dialogue that took place regarding the ways in which research could
and should be transmitted. I left the conference wanting to make a dissertation that was
a screenplay. My advisor thought that this might be too radical a creative leap for 2010.
It turns out that this document is not exclusively a screenplay; however, it does contain
a screenplay, “Electric Euphonium,” that was written to include many ideas that I have
developed surrounding problems that I see facing music education in the near future.

Rather than relying solely on my screenplay to convey the information that I
have been developing over the past two years, I chose to write a philosophical thesis as

a way of probing the meanings behind the construct, creative identity. By exploring
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this subject through a philosophical lens, I have maintained the integrity of the subject

matter in way that is, for lack of a better term, creative. Music education philosophers

have written about this subject, but not in the ways that I have in this dissertation. The

work that I have probed in preparing this document has not yet been explored in the

field of music education.

The creative process itself is a useful metaphor for music education and music

education preparatory programs in ways that I will illuminate within this dissertation.

Philosophy is perhaps the ultimate methodology for exploring this topic, as it is the

starting point, or should be, for all research. And so, how appropriate that philosophy

should be the start of my career as a music education researcher.

The specific research questions are as follows:

1.

2.

What is story as it relates to music teaching and learning?

Can identity be considered in light of what is known about story and the lives of
music teachers and students?

What is creative identity as it relates to what teachers and students do?

What does the act of creating do for the creator? What does the act of creating
do for the music teacher and music learner?

How does the creative process relate to elements of story?

Can creativity be passed from teacher to student? What are the mechanisms for
this transfer?

Based on the history of music education, what implications does this

investigation have for the music education profession?



Context: Preparing for the Journey

Research pertaining to the socialization of music teachers has focused either on
the music teacher as a performer or as a teacher.'? Relatively little work has examined
the music teacher as creator—or a person who creates new music.

The lack of research in the area of music teacher creativity parallels the
relatively small body of research in the area of children’s musical creativity. The deficit
in creativity research has not been improved upon since the publication of the National
Standards of Music Education in 1994, which promoted composition and improvisation
as important aspects of music education programs."’ If music teacher preparation
programs are going to prepare teachers to help students actualize their potential as
composers and improvisers, teachers should first be composers and/or improvisers
themselves; they should see themselves as people who can create before they can teach
children to believe similarly and consequently do the same.

Music Teacher Identity
Musician Identity and Pre-service Music Teachers

Musician identity has been examined in the field of sociology quite extensively.
Roberts identifies music teacher training as the preparation and culmination of teachers
as social as well as skill-based professionals.'* He recognizes that stratification among
pre-service music educators exists not solely in the realm of what they know, but also
by whom or what they think themselves to be. He asserts that, “the social product may
be just as, if not more, important than the knowledge product that results from the
music teacher education curriculum.”'® Roberts borrows from sociologist Everett

Hughes, who gave this idea of self-perception of identity the name ‘master status’.'®
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Roberts, applying Hughes ideas in the realm of music, uses the term ‘musician
identity’."” Pre-service music teachers’ musician identities are therefore socially
constructed, validated in the context of the act of teaching and the teaching
environment, among music students, fellow pre-service teachers, and professors.

The musician identities of pre-service teachers are affirmed in the context of a
number of different activities within music.'® These activities take shape in the
professional careers of music teachers. Work in the area of teacher identity outside of
music suggests that different activities and also different settings, student teaching and
methods courses for example, produce tension when incongruities exist between what
each setting requires from the novice teacher.'* Negotiation between settings and more
important the identities that each setting requires can be explained by an understanding
of activity theory.?® Activity theory in the context of being a music teacher suggests
that for each musical setting, an individual possesses a certain set of skills and
behaviors—action theorists would call these “tools”, or systems of thinking—to
function in each particular setting. For example, a teacher might possess systems of
thinking while conducting that are different than when she plays accordion in a polka
band on Thursday nights.

Music Teaching as a Social Career

Woods describes a career as a “progression of events” in which assaults on
identity occur, forcing people to experience conflict since previous conceptions of
identity formed by others’ perceptions of those individuals are suspect.’' He states that
this confusion causes individuals to reassess their identities within the context of their

environments. Roberts asserts that these same kinds of career social interactions occur
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in the realm of music.?? He describes one college music education student who makes
the claim, “I’ve always wanted to do music. I’ve always wanted to sing. I've always
wanted to be famous.”® A claim such as this demonstrates the idea of musician
identity over time, in that the music student who made these claims was at the time of
the study pursuing a career in the field of music — something the student apparently had
always been passionate about. One can only speculate about the future course of his or
her career. The point is that a social career progresses over time. The process of
identity formation is particularly complex in the arena of music teacher preparation.
The idea of music students’ working diligently to construct an identity of self that is
related primarily to “performance”, only to be confronted towards the end of their pre-
service training with a separate task of constructing a self-identity related to teaching is
unfortunate. This point is explored by Schmidt and Canser, as Schmidt was the
university supervisor for Canser while she (Canser) navigated the undergraduate
teacher preparation program at Arizona State University.*

McCall and Simmons state that human nature seeks to legitimate those aspects
of identity that are in most need of support.2> Robinson brought this statement to life as
he examined the impact of beginning music teacher assessment on the professional
lives of veteran teachers who were involved in the assessment.? He found that the
assessors’ professional lives improved by being a part of the assessment. This is
indicative of the ongoing, ever-shifting, and evolving process of teacher identity
construction.

Bouij?’, in describing role-identity theory®, suggests that, for every social

position that we occupy, sets of role-identities exist. He further states that, “our set of
9



role-identities reflects our social experiences.””’ These role identities interact with each
other to form a kind of collective role-identity. I will be referring to this idea of
collective role-identity as musician identity, following the line taken by Roberts’
research.
Creative Identity
Musician Identity and Teachers as Creative Music Makers

Stated another way, musician identity is a person’s perception of her position as
a musician in relation to other musicians.>' While work in sociology, particularly the
work of Roberts*, does much to uncover the social nature of musician identity, work
in this area has focused primarily on the musician as a performer.>> How can we as
music teacher educators limit our conceptions of musician identity solely to the role of
performer? Kratus®* suggests that traditional music education is becoming less
appealing to music students.”” Furthermore, research suggests that music educators are
not choosing to continue in the music teaching profession.* In this climate, a model of
musician identity that is more inclusive of other modes of music making, including
creative music making might be helpful. Austin®’, based on theories regarding self-
efficacy and achievement™®, asserts that positive identity in any area may be the pivotal
factor in determining whether an individual chooses to continue participating in that
area. If this is true, which factors relating to musical activity more positively influence
music educator identity?

Part of the music education literature addresses the value of creativity to the
creator. A study by Randles® investigated the relationship of composition experiences

of high-school instrumentalists to music self-efficacy. Results showed that the
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strongest relationships among selected variables and music self-efficacy existed with
the variable of composition experience. Furthermore, results of stepwise multiple
regression analysis indicated that the greatest predictor of music self-efficacy among
the variables examined was composition experience. The music self-efficacy of the
participants of the study was significantly related to the frequency of their engagement
in creative music making activities. As was mentioned previously, Reimer® sees
creativity in music teaching and learning as a place where the music education
profession could improve. A study by the RAND Corporation, a non-profit research
organization, suggests that a decline in “audience” for arts is a result of the
ineffectiveness of arts programs to reach school-aged students.*" The study supports
Reimer’s observation that creativity might be an area where music education could
improve.
Creativity

What is creativity? Multiple definitions have been promoted and used in a
variety of different research settings. Creativity or the act of creating is sometimes
described as a process by which an end product, possessing both novelty and
usefulness, is produced.*! Musical composition might be said to be the process of
creating a novel or useful musical product. Researchers have theorized why creative
products are considered to be novel or useful and who makes those decisions.*
Csikszentmihalyi® uses a systems model to describe the process of creativity. The
systems view, when applied to music composition, expresses the interaction of the
domain (music), the person (individual composers), and the field (specialists who make

judgments about quality within a domain).
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Barrett poses the question: “What is the continuing role and function of
composition in the lives of children?” She states, “a growing body of research probes
the ways children compose and the nature of their compositions, but there has been less
empbhasis on exploring the function of composition in children’s lives.”** Descriptions
of children’s musical practice and conceptions exist in the literature.*’ Barrett describes
the process of composing as a “meaning-making enterprise” that is “most effectively
described as a dialogue between the child as musician and composer, the emerging
musical work (these may be products of different cultures), and the immediate setting
in which the transaction takes place.”* Again, context or culture plays a role in the
process of composition and in the meaning of composition to student composers.

Point of Departure

The purpose of this philosophical dissertation is to explore the nature and
impact of creative identity on the lives of music teachers, and consequently, the lives of
music students. I have come across sources and materials in preparing for this
investigation that are not yet found in the music education literature. The ideas that I
have discovered in these sources have transformed the way that I think about my job as
a music teacher and the role of creativity in music education. My hope is that by
presenting these sources in the context of creative identity and music teaching and
learning, the music education profession will have a better rationale for why work in
this area is valuable and worthy of further time and effort in the form of research and

curriculum development.
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CHAPTER 2
STORY

Each life is made of stories. It is in the pages of stories, and the aural telling of
stories, that life information is passed from person to person. In this chapter, I seek to
shed light on what a story is and how good stories are defined by professional
writers—specifically screenwriters—and music education philosophers. Story may be a
powerful way of viewing identity within the context of the teaching and leamning of
music.'

Within this framework, every person could be viewed as the hero or protagonist
of her own life, the main character of her personal story. Each protagonist then lives
through the trials and tribulations of her own life. Each person’s story is experienced as
one thing and sometimes remembered as another. So, the passage of time affects the
personal understanding of one’s story. David Elliott speaks of music educators living
lives that are professionally and personally rewarding at the conclusion of Music
Matters.* Elliott expresses for music education directly what work in storytelling does
metaphorically. Elliott states:

While the professional practice of music education demands a great deal in

terms of knowledge, energy, and dedication, it also gives back in very

significant ways. For if we view our short- and long-term problems as
challenges rather than as pure difficulties, and if we view our musicianship and
educatorship as the knowhow we need to meet these challenges, then it
becomes possible to see how our participation in this professional practice

called music education affords us the opportunity to achieve the internal goods
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of our chosen profession: self-growth, self-knowledge, enjoyment, and,

perhaps, the kind of wisdom that comes from conducting one’s professional

career unselfishly to help others achieve the values of MUSIC for themselves.?
Elliott’s ideas on the life of the music teacher and the future of music education radiate
within the ideas of this thesis. Every teacher lives out the pages of her story; and each
person in his or her own way, contributes to the whole of music education.

The pages of each individual’s story are rarely written down. But, each life is
lived in much the same way that characters in a movie live on the pages of a
screenplay, and eventually in the scenes of a movie. Each student could see herself as a
protagonist. Similarly, every music teacher could see herself as a protagonist. It may be
the interaction of each individual’s story (with regard to self, peers, and teachers)
through which the identity exchange takes place. Elliott writes of the teacher-student
interaction as “sharing”:

Unlike some challenges that pivot on material rewards, the challenges of music

teaching are authentic because we take them up out of deep convictions about

the value of MUSIC and the importance of sharing these values with others.*
An understanding of this interaction is beneficial to music educators and music teacher
educators because identity self-perceptions are at the heart of who we are as
individuals.

I define identity self-perceptions as someone’s beliefs about who he or she is in
relation to peers and teachers, as well as his or her ideas about how he or she came to
be that way. Positive identity self-perceptions lead to passionate teachers of music,

while negative identity beliefs lead to bitterness, and sometimes, teachers leaving the
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profession.’ An understanding of character types found in stories might inform theory
regarding identity self-perceptions.

Traditionally, stories have included a cast of characters. A list of character
types, or archetypes have been developed in the fields of psychology (Carl Jung®),
comparative mythology (Joseph Campbell’), and screenwriting (Christopher Vogler®).
The traditional character types most often seen in the literature are: Hero, Mentor,
Threshold Guardian, Herald, Shapeshifter, Shadow, Ally, and Trickster.

If each individual person were only a protagonist, the variety of characters that
are represented in this list would not be present. What complicates matters more in real
life is that each individual is not only the protagonist of her own life, but also some
other character form, or multiple character forms, to each other person’s life story. I am
the protagonist of my story, and the Mentor for my music students. I can be the
threshold guardian or the shadow, depending on my role and response to particular
circumstances at any given time in my teaching. It is therefore important at this point in
a chapter regarding story to define exactly each character type. This brief description
will be followed by the description of the stages of the Hero’s Journey.

The archetypes have been useful to different groups of people within society.’
Carol Pearson mentions five of those groups:

1. Spiritual seekers may conceive of archetypes as gods and goddesses

encoded in the collective unconscious, whom we scomn at our own risk.

2. Academics or other rationalists, who typically are suspicious of anything

that sounds mystic, may conceive of archetypes as controlling paradigms or

21



metaphors, the invisible patterns in the mind that control how we
experience the world.

. Scientists . . . learn about the smallest subatomic particles by studying the
traces they leave; psychologists and other scholars study archetypes by
examining their presence in art, literature, myth, and dream. Carl Jung
recognized that the archetypal images that recurred in his patients’ dreams
also could be found in the myths, legends, and art of the ancient peoples, as
well as in contemporary literature, religion, and art. We know they are
archetypal because they leave the same or similar traces over time and
space.

. People who are committed to religious positions that emphasize one God
(and who worry about polytheism inherent in any consideration of gods and
goddesses) can distinguish the spiritual truth of monotheism from the
pluralistic psychological truth of archetypes. The God we mean when we
speak of one God is beyond the human capacity to envision and name. The
archetypes are like different facets of that God, accessible to the psyche’s
capacity to imagine numinous reality.

. Finally, people who are interested in human growth and development may
understand the archetypes as guides on our journeys. Each archetype that
comes into our lives brings with it a task, a lesson, and ultimately a gift. The
archetypes together teach us how to live. And the best part about it is that
all the archetypes reside in each of us. That means we all have this full

human potential within ourselves.'’
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For music education scholars interested in how students and music teachers view
themselves as music makers and educators—essentially, the realm of identity
research—the archetypes offer a unique way of framing and understanding how
identity is in effect grown, by way of psychological character manifestations of the
collective unconscious. All individuals within this philosophy possess the potential to
be any of the archetypes. It is how each individual chooses to live his or her life that
unlocks his or her personal archetypal potential.

There are a number of criticisms to the archetypes and the work of Joseph
Campbell.!! The criticisms focus on the generalities made by Campbell on route to his
monomyth, or one story—the Hero’s Journey. While these criticisms are well posited
and merit academic credence, for purposes of this philosophical examination—
providing a foundation for the building of theory regarding creative identity—
Campbell’s ideas, over-generalized as some may argue, are viewed as one possible way
of accounting for the working of story teaching and learning exchange and the power
of the creative process. With this in mind, I will now turn to a brief description of each
archetype.

The Character Types - Archetypes
Hero
Description

As was stated previously, the hero is the main character of a story, the person

who in some way heroically impacts the surrounding world. The word Hero comes

from the Greek root word meaning “to protect and to serve.”'? The hero faces the trials,
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and experiences the joy within a story. She is the person who interacts in a major way
with all of the other character types in her story.
Psychological Function Of Hero
The field of psychology has a term for the salient aspect of hero—ego. Ego
functions, from a psychological standpoint, as the part of a person that makes him or
her feel “separate from the rest of the group.”"? In the words of Vogler, “the Hero
archetype represents the ego’s search for identity and wholeness.”"* Furthermore:
In the process of becoming complete, integrated human beings, we are all
Heroes facing intémal guardians, monsters, and helpers. In the quest to explore
our own minds we find teachers, guides, demons, gods, mates, servants,
scapegoats, masters, seducers, betrayers, and allies, as aspects of our
personalities and characters in our dreams. All the villains, tricksters, lovers,
friends, and foes of the Hero can be found inside ourselves. The psychological
task we all face is to integrate these separate parts into one, balanced entity. The
ego, the Hero thinking she is separate from all these parts of herself, must
incorporate them to become the Self."*
The ego’s sorting out of internal forces is the working of personal identity.
Each life circumstance is sorted, classified, and interpreted by the ego; thus providing a
framework for understanding how the individual relates to the world. Each individual’s
interpretation particular circumstances can be different; as a result of both differences
in ego strength and coping mechanisms, and in how the circumstances where

personally received.
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Mentor
Description

The Mentor is the character in a story who functions as the wise old sage, the
bearer of knowledge to be imparted on the Hero, someone who guides the Hero to a
place of higher gratification. The Mentor usually aids or trains the Hero in some way.'®
The word Mentor is taken from The Odyssey, where Mentor the character guides the
young Hero, Telemachus, along his joumey.l7 Vogler states that Mentors should be
enthused, enthusiasm meaning, from the Greek en theos, “god-inspired, having a god
in you, or being in the presence of a god.”'®
Psychological Function of Mentor

From a psychological perspective, Mentors function as the “higher self,” or the
“wiser, nobler, more godlike part of us.”'* Mentors represent what the Hero aspires to
be like. The Mentor’s guiding of the Hero is much like the act of parent guiding a
child. A Mentor has been through the Hero’s Journey before, and so knows how to
navigate through dangerous areas.
Threshold Guardian
Description

The Threshold Guardian is the character in the story who provides obstacles for
the Hero to overcome at critical points in the storyline. The Threshold Guardian is
typically neutral in opposition to the Hero, neither opposing nor supporting the Hero’s
quest. This character can be manifested as individual people or circumstances. Heroes
learn that Threshold Guardians are not there to be defeated; rather, they are there to be

learned from, or incorporated—literally meaning: taken into the body.
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Psychological Function of The Threshold Guardian

At the psychological level, Threshold Guardians stand for our internal demons,
the “neuroses, emotional scars, vices, dependencies, and self-limitations” that impede
each individual’s progress on their own Hero’s Journey.?° These characters or
circumstances come into the story to test the Hero to see if he is truly ready for the
change that could take place. Oftentimes passing the Threshold Guardian means entry
into new and exciting areas of growth for the Hero.
Herald
Description

The Herald is the person who announces, often times verbally, important events
or the coming of significant change. The Herald often signals the Call to Adventure, or
way for the Hero to escape her current lowly state. A Herald is often necessary to get
the Hero’s attention when she would not have otherwise paid attention.
Psychological Function Of The Herald

The Herald functions psychologically as the trigger for a need for change.
Heralds take shape psychologically as a “dream figure, a real person, or a new idea we
encounter.”! These characters or circumstances show the Hero that they need to take
another path if they are to be happy. By showing the Hero what she needs to do to
change, the Herald moves the story in a new direction.
Shapeshifter
Description

The Shapeshifter is someone who represents uncertainty and change. This

character switches sides occasionally during the course of the story, and often changes
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appearance or mood without warning.?* These characters may lead the Hero down
unfruitful paths. The actions or motives of Shapeshifters are difficult to predict. The
dramatic role of the Shapeshifter is to bring doubt or suspense to the story.
Psychological Function Of The Shapeshifter

At the psychological level, the Shapeshifter functions to express what Carl Jung
calls the animus or anima.® Within the psychology of Jung, the animus represents the
conflicting drives of individuals to express themselves with qualities typified by
members of the opposite sex. These drives, within Jung’s psychological framework,
manifest themselves as “opposite sex teachers, family members, classmates, gods or
monsters who allow us to express this unconscious but powerful force within.”**
Shadow
Description

The shadow represents darkness and is often the principle antagonist in the
story. The main objective of the shadow is to bring down the Hero; to put an end to the
Hero’s Joumney. The shadow is the “dark side, the unexpressed, unrealized, or rejected
aspects of something.”%* Shadows can be the internalized personal aspects that the
Hero does not like about herself.
Psychological Function Of The Shadow

On a psychological level, the Shadow can represent “the power of suppressed
feelings.”26 It can be feelings of regret, sorrow, or some other internal destructive force.
The shadow forces the Hero to confront something in her life that changes everything
for her. The Shadow provides a worthy opponent for a struggle. The Shadow is

different from the Threshold Guardian in that the Shadow is the main opposition to the
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Hero for the duration of the story, while the Threshold Guardian serves an oppositional
role in a specific solitary place in the story.

Trickster

Description

The Trickster is the character that brings comic relief to the story through wit or
some type of diversion. The Trickster is sometimes wise and sometimes criminal. The
role of the Trickster is to lighten-up the seriousness that takes place in a story. This
character counters the shadow in many ways, providing joy where the shadow brings
pain.

Psychological Function Of The Trickster

The psychological function of the Trickster is to bring big egos down to size.
This is the part of our psyche that helps us realize when we are taking ourselves too
seriously. The Trickster helps us laugh so that we do not cry.

Having explained the main characters in the hero’s journey, I shall now
describe how writers have categorized their stories, borrowing from Joseph Campbell’s
work in comparative mythology.*’

Stages of the Hero’s Journey

The stages of the Hero’s Journey, found in stories from every culture around
the world, have been helpful in challenging individuals to: “prove [their] competence,
[their] courage, [their] humanity, and [their] fidelity to high ideals,” “leave the safety of
the family or tribe and embark on a quest where [they] encounter death, suffering, and
love,” and are “transformed.”?® For those concerned with understanding music teaching

and learning, the Hero’s Journey can be used as a metaphor for the career of a teacher.
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The Hero’s Journey also provides an example of how the lives of students should be
impacted in the setting of school music. If students are being moved in ways that are
personally challenging, their personal growth and fulfillment is encouraged, those
students are going to grow as musicians and therefore desire to have music in their
lives when they leave the music classroom.

When thinking about the Hero’s Journey in relation to the teaching and learning
exchange and the life of the music teacher, it might be useful to examine some models
that map the dynamics of this exchange. Figure 1 (Teacher Identity Formation) is a

model of identity interaction from the basic level of peer, student, and teacher.
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Figure 1 — Teacher Identity Formation
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