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ABSTRACT

ANDRAGOGY AND MUSIC: CANADIAN AND AMERICAN MODELS OF
MUSIC LEARNING AMONG ADULTS

By

Nathan Berg Kruse

Discovering the attitudes and perceptions that non-professional adult musicians
hold regarding their participation in instrumental ensembles may help improve instruction
as well as the ability to more fully understand the meanings and implications of lifelong
music making in society. Consequently, the teaching and learning strategies associated
with adult learning provided me with the notion of investigating the methods that adults
use in learning to play music instruments. Thus, this dissertation investigates the
historical ideologies of andragogy with a contemporary application of its tenets to
Canadian and American models of music learning among adults.

This research is based on inferences derived from ethnographic research
conducted with adult students and teachers from the Cosmopolitan Music Society in
Edmonton, Alberta, Canada, and from the New Horizons Band in East Lansing, Michigan.
Specifically, this research focuses on (1) telling the stories of Canadian and American
adult musicians who have been motivated to perform in an instrumental ensemble, (2)
suggesting that what we know and learn about adult learning may be used in fostering
pre-adult learning functions among school music students, and (3) providing the impetus
for lifelong learning by discussing teaching approaches for bridging the gap between

schools and communities.




Results indicated that group dynamics were key factors in sustaining music
participation. The degree to which individuals were satisfied with musical experiences
depended on musical difficulty, instructors’ teaching styles, belonging to a larger
community, and a strong awareness of reciprocity. Participants in this study also reported
that they continue to search for creative, self-directed ways to overcome issues of time
management, as fellow musicians depend on their readiness to perform.

Based on these results, I identified several ways in which school teachers can
apply lessons drawn from adult learning, including recognizing the need for structured
music lessons; acknowledging and embracing the social characteristics of being in a
music ensemble; deepening musical awareness through critical thinking activities;
decreasing reliance on notation for beginners; encouraging chamber ensemble
experiences; investigating ways in which to include non-traditional school music students
in music; and encouraging the advancement of community music and the notion of

lifelong learning through music participation.
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PROLOGUE

“TWO BOOKENDS”

July 1987; Batesville, Indiana

The curious aromas of grilled hot dogs, burning charcoal, and
pungent lighter fluid elegantly combine to create a unique bouquet
indicative of summer outdoor activity. Chain-link ropes rhythmically groan
and squeak under the vacillating weight of children playing on nearby
swing sets; their laughter and babble organically blend into the sonic
tapestry draped over the small-town park. It is a humid Friday evening, and
community members have gathered to hear a concert in the park presented
by the town'’s historic band. Facing each other, members of The Eureka
Band sit along the interior circumference of a small, modest gazebo, the
focal point of the evening’s events.

A portly teenager, the newest, youngest member of the group, sits
among them, stuffed into his obligatory band attire: a white, short-sleeve
dress shirt, dark leather dress shoes, and a pair of scratchy navy dress
slacks that cling to the backs of his thighs. Following the National Anthem,
the middle-aged drummer receives a subtie nod from the elderly band
leader and proceeds to sound the roll-off. The music begins. As the
teenager reeis out the athletic cornet flourishes embedded in the “Chicago

Tribune March,” sweat snakes down his temples and onto his round



cheeks, pausing only for a moment before dripping off the sides of his chin
and onto the polyester pants below.

Surrounding the gazebo, townspeople sit cross-legged in brightly-
colored lawn chairs, bobbing their heads and tapping their feet to the
rousing pulse generated by the musicians. Eventually, the band punctuates
the march with a compulsory stinger. Without delay, the teenager detects a
startling, mysterious disturbance in the sonic tapestry that envelops the
park. While the predictable sounds of clapping emanate from the lawn
chairs surrounding the gazebo, nameless, faceless town members who had
been concealed in cars parked along the perimeter of the grounds begin
honking their horns wildly in appreciation of the performance. The alarming
cacophony of percolating, multi-timbred toots and belches slice through
the muggy twilight air. Amused, the teenager grins wryly at this unorthodox
display of human behavior during an artistic event. He looks forward,
though, to the shape the evening will assume, for each song, as he learned,
would begin and end with two monumental bookends: the anticipatory

drum roll-off and the comedic gaggle of car horns.



CHAPTER I

INTRODUCTION

Rational for the Study

Because I have had an ongoing relationship with adult music education for several
years, I have had numerous opportunities to experience the personal satisfaction that
comes from performing with fellow musicians and for audience members. As a long-time
member of community ensembles — bands, choruses, mariachi, chamber choirs, church
ensembles, brass quintets, and brass bands — I began noticing, in contrast to my
experiences in public school ensembles, that there was something deeper and more
honest about members’ reasons for participating in a given community ensemble. Most
notably, a sense of cohesiveness, stability, purpose, safety, and solidarity organically
accompanied many of the musical activities and endeavors of each gathering, something
that I endeavored to effectively and consistently maintain in my own classroom. How
could a community ensemble rehearsal and a school ensemble rehearsal be so
fundamentally different? Should they be fundamentally different? When does formal
school education end and adult education begin? More important, perhaps, can the two
exist simultaneously? How do expectations differ between adult students and school
students? How do teachers’ expectations differ? What are the social constructs involved
in ensembles, and, if possible, how would one attempt to align the two discourses
(educating children and educating adults)? The initial recognition of these disparate
social underpinnings first occurred when I was a portly 16-year-old boy, the youngest

member of a small-town community band.



November, 2005; East Lansing, Michigan

The conductor divulges the agenda for the day’s rehearsal and
promptly begins by having the band play an assortment of long-tone
exercises, scales, and arpeggios from the method book that graces the
players’ music stands. The conductor experiments with various rhythmic
patterns, articulations, and dynamic fluctuations within each exercise,
attempting to touch on aspects that the group will experience later on in
other pieces. They are quiet and still, even when the conductor pushes
them to improve upon what they are already doing well.

“What's different about this particular exercise?” he asks, and then
fields responses from the group, redirecting and probing further, when
necessary, their replies. They continue to work on fundamentals for nearly
three-quarters of an hour until such time as the conductor realizes he has
lost track of time. Embarrassed for being consumed by the warm-up
activities, the conductor sheepishly thanks the group and quickly
dismisses them for their snack break. Several leave the room to take
advantage of the fresh coffee, muffins, cheese, and fruit that await them in
the lounge, but a few of students remain in the room with the conductor.

“Thank you!” one of the players declares. “We really needed the
work on those scales. Can we do more of them after break?” Another band
member joins in. “Oh yes,” she says, “| just love doing the basics! They
make us sound so much better.” The conductor realizes how differently



senior adults may respond to method book warm-ups than typical middle

school band students.

June 2006; Edmonton, Alberta

Dress rehearsal on stage: The flutes and clarinets are playing a
unison “G” that is out of tune. Like three young school giris, the first three
clarinets look down at each other, scowling and rolling their eyes in dismay.
Eventually, Ethel leans over and adjusts the fingers on the gentieman
sitting beside her. The intonation is still problematic, but is improved. The
trio looks down at each other again and nods approvingly.

Dress rehearsal from the wings: “Look, it's the alpha male,”
someone says to one of the senior gentlemen in the band.

“It's the ‘old bastard,’ let’s be real!” he corrects. “I’'m celebrating my
60" wedding anniversary‘this month!”

A small, unassuming woman carrying a cornet shuffies by. “it's good
you’re up and walking...above ground,” she gently teases her friend.

“Yeah, | checked the ‘obits’ this morning and | wasn’t there,” he
quips.

Dress rehearsal at its conclusion: The stage, once laden with people
sitting in neat and tidy rows, is now swarming with activity. Band members
are scattering off into the wings to pack up their instruments and to get
something to eat before the evening concert. As the musicians slowly

dissipate, two figures remain on the hushed stage. A daughter stands in



front of her elderly mother who is still seated in her chair. After a look of
encouragement from her daughter, the mother summons her energy and
eventually rises from her chair, latching onto her daughter’s arm for
balance and support. Carrying both of their instruments, the daughter
slowly and tenderly leads her mother off stage and into the darkness.

January 2006; East Lansing, Michigan

Marian receives an email from one of her adult students who is
leaving on vacation for Hawaii. She wants to assure Marian that she has
packed her drum sticks, her practice pad, and her part to Bandology so she
can practice playing in cut-time while vacationing on the islands.

Further Rationale

Interestingly, it has only been within the last twenty-five years that researchers
have collected information concerning the learning process in adults with regard to music
(Achilles, 1992; Boswell, 1992; Bowles, 1999; Brookfield, 1986; Bygren, Konlaan, &
Johansson, 1996; Coffman, 2002; Darkenwald, 1992; Ernst & Emmons, 1992; Gates,
1991; Mark, 1998; Myers, 1992; Sloboda, 1994; Veblen & Olsson, 2002). Because
American adults now outnumber those younger than 18 for the first time (Coffman,
2002), educational opportunities that have been available for children and young adults
may now, more than ever, be desirable to the increasing number of adult learners in our
society. As the baby-boomers begin reaching the ages of 55 and 60, the percentage of the
population represented by older adults will continue to rise (Koga & Tims, 2001), which

suggests that the aging adult population will be seeking educational opportunities to



improve the quality of life. Myers (1992) reported that rapid advances in society have
shifted attention onto meeting the learning needs and interests of all ages and that music
educators may play a vital role in serving adult learners. Furthermore, the convenience
and abundance of global information that exists for Internet users contributes to the desire
for self-discovery learning, and scores of adults have found the appeal of community
music participation to be extremely attractive (Bowles, 1999; Coffman 2002; Emst &
Emmons, 1992; Myers, 1992; Veblen & Olsson, 2002).

Typically, high school band students may not be aware of the musical
opportunities that exist for them once they graduate, or, for that matter, that musical
opportunities exist at all beyond the framework of a formal education. Many extrinsic
motivators in school instrumental music can be identified in numerous ways, including
the fulfillment of grade requirements, being held accountable for imposed obligations,
attendance, practice/work ethic, and parental mandates for participation. Adults, in
contrast, may experience a divergent set of motivational factors that contribute to
community band participation.

Instrumental performance venues for adults can possess any number of
philosophical tenets and can appear in numerous forms, such as college campus bands,
community bands, and senior adult bands. For example, non-professional, non-music
major college instrumentalists have the freedom to experience continued performance-
based settings, to refine musical skills, and to encounter diverse sources of repertoire
through participating in campus bands. For similar reasons, amateur adult musicians may
choose to perform with community bands, dance bands, jazz ensembles, quintets, and

brass bands to cultivate and maintain this artistic expression and to continue the act of



performing on their instrument. While the adults who participate in these ensembles are

often professionals in the work force and are established members in their own
communities, they are compelled to continue performing on an instrument they have
played for decades as an avocation. Additionally, older adults may have the opportunity
to participate in the New Horizons Band movement, a program whose philosophy is
designed for senior adults. Members in this program have the opportunity to either learn
an instrument for the first time or to continue musical study, many after a significant
hiatus of over 30 years. It is understandable, then, that the motivations adults hold to
participate in community ensembles could be as widely varied as the members
themselves and the communities in which they reside.

In this dissertation, I will construct ethnographic images of adult instrumental
music cultures in Canada and the United States in order to study and understand how
music is learned and transmitted among adult learners. I will argue that studying the
attitudes and perceptions that non-professional adult musicians hold regarding their
participation in instrumental ensembles can help improve music instruction as well as
help us to more fully understand the meanings and implications of lifelong music-making
in our society. Because community music performances and the adults who participate in
these cultural phenomena simultaneously generate and transmit art, it is imperative to
acknowledge and emphasize the communal effort involved in this enterprise, as well as
draw attention to the value systems associated with music-making endeavors.

This study contains the musical, social, and contextual components extrapolated
from an assortment of observations related to the types of music-making as experienced

by adult members of the Cosmopolitan Music Society (CMS) in Edmonton, Alberta,



Canada, and the New Horizons Band (NHB) in East Lansing, Michigan. I also examine
what motivates the members to continue participating in adult bands, and look for
possible meanings of the music in the lives of these adults. In other words, why do adults
participate in music when they do not have to? Initially, an investigation of existing
research and professional literature is needed in order to identify the many facets of
community music, its members, its value and place in society, the perceived health
benefits from participating in community music opportunities, motivation theories related
to music participation, philosophy, and finally, the notion of andragogy, or the principles

of adult education, and its relevance to music learning among adults.

Defining Community Music

Historically, the first interest in music participation was generated among
community members themselves (Small, 1998). From the ancient Athenian villages to the
height of European classicism in Vienna, performers and audience members were
typically from the same community and shared mutually in the specialized activities and
purposes within the village, such as tending farms, selling shoes, and blacksmithing
(Small, 1998). During these years, musical entertainment often took the form of informal
parlor recitals that were comprised of several performers who shared the concert program
and who rotated performing for their village contemporaries. Parallels can be drawn
between the historic traditions of the past and the community music practices of the
present, as contemporary amateur musicians practice their vocations by day and enjoy

performing for friends, family, and one another during their free time.



Although the definition of community music varies from country to country,
Veblen and Olsson (2002) maintained that a common thread among the multiplicity of
definitions involves people participating in music-making activities. Community music
may manifest itself in various forms, such as bands, orchestras, church choirs, private
lesson studios, parades, barbershop quartets, dances with live musicians, recorder
ensembles, bell ringers, sing-alongs, and jazz groups, and can reflect any number of
cultural, social, or geographical settings (2002). While community music activities often
include intergenerational participants within the membership (Boswell, 1992), the
prevailing philosophy is that everyone has the freedom and the ability to make music
(Veblen & Olsson, 2002). Although the process of music-making can be the sole purpose
for participants in community music, there exist other motivational factors for
involvement, including social, cultural, recreational, and expressive reasons. In addition,
many community musicians acknowledge a positive sense of identity, responsibility, and
self-expression through their voluntary and self-selected participation in ensembles,
where the roles of individuals may change through time and that have a direct influence
on the collective (2002).

Another definition of community music comes from the website of the
International Society for Music Education (ISME). While this mission statement does not
yield a solitary definition, it does reflect the many qualities of music the Society’s
Community Music Activities Commission wishes to impart:

Music in community centers, prisons and retirement homes; extra-

curricular projects for school children and youth; public music schools;

community bands, orchestras and choirs; musical projects with asylum
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seekers; marching bands for street children. All this — and more — comes

under the heading of community music. One of the central features of all

these activities is that the starting points are always the competencies and

ambitions of the participants, rather than the teacher or leader. But a single

definition of community music is yet to be found (ISME website,

http://www.isme.org).

Reasons for participation may also exist on individual, more personal levels.
Small (1998) outlined a broad sense of community music in our society by asserting that
music was “not a thing at all but an activity, something that people do” (p. 2). In doing so,
he used the term musicking as an all-encompassing verb for any musical activity.
Performing on stage, listening to live concerts, singing in the shower, humming while
doing housework, hearing Muzak in an elevator, jogging with a Walkman, and joining
the church organist in singing a hymn are all examples of musicking (1998). To pay
attention in any way to a musical performance — whether passively or actively — results in
musicking. Small (1998) ultimately proposed the following definition: “To music is to
take part, in any capacity, in a music performance, whether by performing, by listening,
by rehearsing or practicing, by providing material for performance (what is called
composing), or by dancing” (p. 9). The notion of participatory musical experience is not a
new one, as the writings of Elliott (1995) also contain the principles and benefits of
musicing (Elliott’s spelling). It is through an encompassing concept of musicking that
adults may be able to identify and embrace society’s numerous, accessible musical

venues.

11



Another factor that distinguishes community music from other forms of music-
making is the co-existence of both formal and informal music education practices.
Formal education, or the education associated with a traditional, structured school setting,
is often coupled with an informal, less structured educational environment that
encompasses diverse group learning. Through its remarkable paradigm, community
music affords musicians a framework that creates a distinction from public or higher
education (Veblen & Olsson, 2002). Furthermore, Veblen and Olsson (2002) outlined

several characteristics of community music activities:

e Emphasis on a variety and diversity of musics that reflect and enrich the
cultural life of the community and the participants

e Active participation in music-making of all kinds (performing,
improvising, and creating)

e Development of active musical knowledge (including verbal musical
knowledge)

e Multiple learner/teacher relationships and processes

e Commitment to lifelong musical learning and access for all members for
the community

e Awareness of the need to include disenfranchised and disadvantaged
individuals

e Recognition that participants’ social and personal growth are as important
as their musical growth

¢ Belief in the value and use of music to foster intercultural acceptance and

understanding

12



e Respect for the cultural property of a given community and
acknowledgement of individual and group ownership of music

e Ongoing commitment to accountability through regular and diverse
assessment and evaluation procedures

¢ Fostering of personal delight and confidence in individual creativity

¢ Flexible teaching, learning, and facilitation modes (oral, notational,
holistic, experiential, analytic)

¢ Excellence/quality in the processes and products of music-making relative
to individual goals of participants

o Honoring of origins and intents of specific musical practices (p. 731).

The intergenerational precepts of community music and the longitudinal
implications of lifelong music-making may be of special interest to music educators as
the profession reevaluates how music is taught and learned and how students are
socialized musically. These considerations, then, are also applicable to adult learners.
While several studies address music learning among adult and senior learners, the notion
of andragogy as an independent strand within music education is absent from

conventional music research.
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Defining Andragogy

“The concept of andragogy can be interpreted in several ways. To some it is an empirical
descriptor of adult learning styles, to others it is a conceptual anchor from which a set of
appropriately ‘adult’ teaching behaviors can be derived, and to still others it serves as an
exhortatory, prescriptive rallying cry. This last group seeks to combat what it sees as the
use with adult learners of overly didactic modes of teaching and program planning, such
as those commonly found in school-based, child education. Andragogy is also now, for
many educators and trainers of adults, a badge of identity” (Brookfield, 1986, p.90).

Although the historical context of andragogy along with its multiple definitions
will be discussed in greater detail later in this chapter, it will be important to provide an
initial explanation of andragogy so that its function and use within this dissertation will
be made clear. For the purposes of this study, andragogy will be defined as any self-
directed, self-initiated learning behavior that, when displayed by adult participants in
music-making activities, may indicate that independent musicianship has evolved and has
manifested itself in self-governing actions in respect to specific musical settings.
Although self-directed behaviors may include such actions as asking higher-order
questions, seeking additional instruction, tailoring one’s individual practice habits toward
improved learning, searching out musical resources, inferring to other areas, and
remaining self-selective in participatory activities, these indicators may, in faét, provide a
window into what adults are learning in ensemble settings, how they are assimilating and
transferring musical information into practice and performance, and how this may inform
teaching at the individual and group levels.

While early definitions of andragogy are specific to only the adult population, I
submit that andragogical behaviors may be observable in students of any age if

conditions are such that these behaviors are encouraged, nurtured, and facilitated by

instructors. It is because of adults’ life experience that they are often compelled to
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independently take responsibility for their own learning; consequently, what we learn
from adults about how they acquire knowledge, process information, develop musical
skills, and what they value about music participation may provide insight into how people
learn best and can, therefore, inform how school music is taught. Moreover, while the
precepts of andragogy may just be examples of good teaching, it would be misguided for
educators to casually transfer the precepts of andragogy to every musical setting and to
regard its attributes as universal remedies for enhancing education.

Another facet of andragogy important to address is its rampant and somewhat
unbridled terminology. While numerous definitions of andragogy exist, it should be
stressed that the purpose of this dissertation is neither to isolate nor pinpoint a clear
definition of andragogy, but, rather, to attend to the characteristics of how adults learn
while examining their relevance to music acquisition. It should also be emphasized that,
while the terms andragogy and adult education share significant characteristics, the
stance taken in this research will be such that andragogy is a style of learning and adult
education is the process or the institution of learning that takes place among adult
learners. While adult education programs are, without question, linked to the adult
population, andragogy, in contrast, may be an approach to learning that is not wholly
dependent on age or experience, whereby age-appropriate decisions made by students of
any age may suggest that responsibility for one’s own learning has surfaced. Additionally,
the reader may notice that andragogy and adult education are used somewhat
interchangeably throughout this document. Ultimately, it is important to keep in mind
that it is the way in which adults learn that will be of greatest importance in creating

implications for school music teaching. The multiplicity of tenets espoused by andragogy,
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then, may benefit music educators as the search for a new definition of music education
continues. This study will illustrate some of the many roles music plays in enriching the

quality of life among adult learners.

Principles of Adult Music Education

Because there has historically been a general lack of concern for theories of adult
learning, Knowles (1984), Brookfield (1986), and Sloboda (1984) .identiﬁcd
characteristics unique to adult education and investigated ways to further the
development of an adult-driven philosophy. Lindeman (1926) and Knowles (1968) were
the first North Americans to coin the term andragogy in describing the learning
tendencies common among adults. The precepts and historical contexts of andragogy will
be discussed at length later in this chapter. Brookfield (1986) focused on and identified
six characteristics of successful adult learning:

1. Adults learn throughout life as they adjust to life changes.

2. They display a diversity of learning styles and learn in different ways,

at different rates, and for different reasons.

3. They prefer problem-centered learning that directly applies to specific

personal concerns.

4. They are influenced, both positively and negatively, by prior

experiences.

5. If learning is to occur, they need to view themselves as learners.

6. Adults tend to be self-directed learners (p. 31).
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Finally, Sloboda (1984) proposed a three-stage model of musical development that began
with pleasure, led to commitment, and culminated with achievement. In addition,
Sloboda observed that many non-performers appeared to have missed the first stage of
musical experience, thus stifling any further musical curiosity.

Because much of the research on adult musicians analyzed participation in
community music organizations, Coffman (2002) outlined three varieties of motivation
for participation in these groups: personal motivations, including self-expression, leisure,
self-improvement, and recreation; musical motivations, including a professed love of
music, learning more about music, and performing for one’s self and others; and social
motivations, including meeting new people, being with friends, and having a sense of
belonging (p. 202). Of the three motivations, no single reason emerged as the leading
reason for community music participation, although more successful performers reported
higher ratings for personal and musical motivations than did less able performers
(Coffman, 2002).

Gates (1991) studied the public at large and classified its musical involvement
into three separate categories: participants, spectators, or not involved. In addition, he
delineated the participant category into six sub-types: dabblers, recreationalists,
hobbyists, amateurs, apprentices, and professionals. Gates concluded that community
music ensembles overwhelmingly consisted of amateurs, apprentices, and professionals,
as these categories tended to view musical performance as accomplishment. He also
concluded that participation in adult music ensembles would only increase to the extent

that music educators would explore avenues in which to attract the dabblers,
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recreationalists, and hobbyists, as these groups tended to view music as entertainment
(1991).

While adults experience diverse and independent levels of physical, cognitive,
and emotional development within their lifetime, they learn differently according to their
maturity level (Coffman, 2002). Some of the contributing factors toward adult maturity
include biological tendencies, physiological influences, and cultural environments.
According to Darkenwald (1992), adult education has been defined as “systematic
processes used to foster changes in the knowledge, skills, and attitudes of persons whose
dominant social roles are characteristics of adulthood,” (p. 30) and it is through adult
education programs that many adults find solace and meaning in their lives. Myers (1992)
echoed these sentiments when he concluded that adults experience high levels of
satisfaction when learning fulfills expressive needs.

Because many community music programs are founded on the premise that
everyone has the ability to make music, community music involves active participation in
many kinds of music-making: performing, improvising, and creating (Veblen & Olsson,
2002). As stated earlier, musical communities can appear in many forms, such as
community concert bands, choirs, orchestras, jazz bands, rock bands, barbershop quartets,
Renaissance ensembles, and church choirs. While some ensembles may have more
stringent performance guidelines than others, many groups have two unique
characteristics in common in that membership is both voluntary and self-selected (Veblen
and Olsson, 2002). An individual who chooses to participate in a community music group
has the opportunity to move through a variety of roles in the ensemble, “from observer, to

participant, to shaper, to creator” (p. 731).
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An additional component in adult music education is the preparation of teachers
for this age group. Although adults may be more likely than children to recognize their
need for learning, teacher education programs have historically failed to acknowledge the
need for music learning past twelfth grade (Myers, 1992). “School-based strategies” and
“intuition” are the foundation for many music educators’ teaching styles, rather than
teaching lifetime learning habits (p. 25). There has also been a commonly accepted
theory that teachers understand the critical developmental stages of junior high and high
school students far better than those of adults, so it will be imperative for teachers to
recognize adult music learning tendencies if they are to raise the level of understanding
regarding the stages of adult development (Achilles, 1992). Mark (1998) indicated that a
majority of students accepted into higher education are overwhelmingly trained in the
Western classical style, which may lead to teachers who are improperly suited to meet the
multiple demands of adult musicians. He proposed an evaluation of the music teacher
preparation curriculum, which placed emphasis on the media explosion, the global
village, and the multicultural society:

1. Emphasis on the music behavior of people rather than exclusively on

music as a work of art.

2. Acceptance of the existence of a variety of equally valid musics.

3. Conveyance of attitudes such as tolerance, empathy, and respect for

differing tastes.

4. Stressing the emotional meaning of music, rather than merely the

rational, structural, analytical and related aspects.
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5. Emphasis on the processes of musical socialization and the reception of

music.

6. Regarding teaching not as a one-way street but as a mutual learning

process betweén teacher and pupils.

7. Consideration of the multi-functionality of music in our society (Mark,

1992, p. 23).

Because adults have traditionally possessed the ability to independently
conceptualize their own educational needs, it is through educating teachers in adult
learning theories that musical instruction’s effectiveness will be enhanced. Adults may
also select musical activities because of the perceived health benefits associated with
participation; therefore identifying health and wellness tendencies attributed to musical
participation may also contribute to understanding more fully the developmental stages

associated with adult learning.

Health and Musical Wellness
Research in music therapy, wellness, and the aging process (gerontology) has
illustrated perceived health benefits for adults as a result of participation in music-making
activities (Belli, 1996; Cavanaugh, 1994; Coffman, 1996; Farbman, 1994; Horn, 1992;
Koga & Tims, 2001; Pieters, 1996; Rider, 1997; Roskam, 1993; Roskam & Reuer, 1998).
While the purpose of this dissertation is not to report extensive findings pertaining to the
health benefits of participation in community music, it is important to cite examples from

the available literature on the subject. Perhaps these results will in some way assist
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researchers and music educators in evaluating adult music instruction, thereby developing
a conceivable framework for additional, comprehensive studies.

Although adults begin to experience gradual deterioration of the neuromuscular
and cardiovascular systems after the age of 26, the aging process itself does not interfere
with the ability to learn (Coffman, 1996). While older adults may require more time to
decipher information, maintain focus, and perform multi-tasking operations, these
deficiencies can be minimized through task familiarity, regular exercise, and structured
information (Cavanaugh, 1997). Primary mental abilities, such as vocabulary, number
and word fluency, spatial orientation, and inductive reasoning, have been identified as
deteriorating with age; conversely, secondary mental abilities, such as idea production,
auditory and visual intelligence, memory, and intelligence, have not been subject to
deterioration (Horn, 1982). Fluid intelligence, or the analytical reasoning independent of
experience and education, is thought to develop early in life and decay with age, whereas
crystallized intelligence, that is, cultural knowledge based on life experience and
education, is thought to increase with age. Because of the large amounts of domain-
specific knowledge required for expertise, scientists in cognitive studies have observed
that individuals are rarely experts in multiple areas (Coffman, 1996; Pieters, 1996). It is
conceivable, then, that, while general cognitive abilities may deteriorate over time, areas
of expertise within individuals can maintain or even increase with time and practice
(Pieters, 1996).

A number of researchers have established the positive health benefits of music
participation (Belli, 1996; Koga & Tims, 2001; Roskam & Reuer, 1998). According to

Belli (1996), community music-making in modern society has become a priority in
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strengthening the behaviors, attitudes, and beliefs of one’s life, which ultimately leads to
better health. The researcher also reported that active music-making is viewed as an
integral component within education, social activities, and ultimately wellness, stating
that “music-making is inherently good for people” (Belli, abstract, 1996).

Several corporate studies endorsed by companies such as the Lowrey Organ
Company and the Fletcher Music Centers in Clearwater, Florida, have investigated the
effects of music on the health of senior adults. Compelling data were compiled from
these research studies that may have strong implications for the continuance of adult
education in music. In subjects who participated in group or private music lessons,
benefits included strengthened immunity (Roskam & Reuer, 1998), decreased anxiety,
and a decreased perception of loneliness (Koga & Tims, 2001). Most notably, Koga and
Tims (2001) reported that healthy subjects who took advantage of private music
instruction experienced a 90% increase in Human Growth Hormone (hGH), which tends
to rapidly decrease with age. In contrast, elevated levels of hGH can increase energy and
sexual function, cause fewer wrinkles, and reduce the frequency of osteoporosis. Rider
(1997) also reported that exposure to music has a remarkable effect on lowering three
different types of neuroendocrine stress hormones — hormones that interfere with natural
healing — in cancer patients. Even for non-performers, Farbman (1994) outlined how

experiencing music can affect one’s individual health:

An outlet for expressions of feeling

e Structure which promotes physical rehabilitation

Non-pharmacological management of pain and discomfort

Sense of control over life through experiencing success and mastery
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e Positive changes in mood and emotional states

e Anxiety and stress reduction

e Memory recall which contributes to reminiscence and life satisfaction
e Opportunities to interact socially with others

¢ Emotional connection when spouses and families share creative music

experiences (1994).

In a longitudinal study, a team of Swedish researchers surveyed nearly 13,000
adults regarding their cultural activities and tracked them for 8 years (Bygren, Konlaan,
& Johansson, 1996). Using a controlled number of variables, the researchers discovered
that those individuals who attended cultural events or who participated in community
music activities experienced lower mortality rates than those who did not attend cultural
events or participate in community music activities. The act of making music, according
to the researchers, céntributed favorably to their perceived health, mental well-being, and
quality of life. Finally, Roskam (1993) addressed the Platonic influence of music on
one’s spirit and behavior:

Music can and does influence an individual’s behavior. The extent of this

influence, or the form it may take, remains somewhat enigmatic. We do

know that the influence involves a combination of musical and

experimental factors. Rhythm — or pulse that is regular or irregular, fast, or

slow, changing gradually or changing abruptly — can affect behavior.

Increase in dynamic levels, instrumentation, the quality of sound, tonal

aspects of music, as well as a myriad of other musical entities can all be

responsible for subtle and not so subtle actions and reactions. Over all lie
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the experiences of a lifetime that make every musical response unique and

private (p. 8).

A review of literature suggests that music does have a perceived impact on the
health and wellness of the body, mind, and spirit. Because there are certainly cognitive,
social, and psychological developments that occur regularly in one’s life, it would be fair
to assume, then, that one would experience a heightened degree of feeling and
understanding from musical activity. It is through this practice of repetition that feelings
regarding music may be acknowledged, interpreted, and developed; in many cases, this

cyclic trend results in motivation for continued participation in community music.

Theories of Motivation

Motivation in relation to academic settings has long been of great interest to
educators, theorists, and psychologists (Maehr, Pintrich, & Linnenbrink, 2002). Although
there exists disagreement as to the source of motivation, it is a common belief that
motivational research may provide insight into what prompts students of any age to make
choices and select preferences (Bowles, 1999; Csikszentmihalyi, 1975; Deci & Ryan,
1985, 1991; Eccles, 1983; Eccles, Wigfield, Flanagan, Miller, Reuman, & Yee, 1989,
Hull, 1943; Locke and Latham, 1990; MacLean, 1981; Machr, Pintrich, & Linnenbrink,
2002; McClelland, 1985; Pintrich & Schunk, 2002; Rachlin, 1991; Rideout, 2002; Smith
& Haack, 2001; Urdan & Machr, 1995; VanderArk, 1989; Woody, 2004). Additionally,
the extent to which teachers understand the various and individualistic nature of students’
motivation for learning may be useful in predicting educational outcomes, performance

achievement, continued interest, and improved instruction (Bowles, 1999; Coffman &
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Adamek, 1999; Deci and Ryan, 1985, 1991; Eccles, Wigfield, Flanagan, Miller, Reuman,
& Yee, 1992; Flanagan, 1982; Locke and Latham, 1990; MacLean, 1981; Maehr, Pintrich,
& Linnenbrink, 2002; Pintrich & Schunk, 2002; Pitts, 1995; Rideout, 2002; Smith &
Haack, 2001; Urdan & Maehr, 1995; VanderArk, 1989; Woody, 2004). While early
models of behaviorism provide some information regarding human choice (Bruner, 1963;
Knowles, 1984), the recent focus on social cognitive models of motivation may assist
teachers and students of music in understanding the breadth and depth of expressive,
social, and musical fulfillment that music participation can provide. Thus, determining
the degree to which motivational factors contribute to adult participation in community
ensembles remains a viable and intriguing prospect in developing a philosophical
framework for fostering adult music education.

While researchers and psychotherapists differ on what factors may contribute to
motivation in students, they tend to agree that certain types of observable behavior may
indicate when motivation has occurred in individuals (Maehr, Pintrich, & Linnenbrink,
2002). In their extensive review of literature, Maehr et al. provided four specific action
patterns upon which motivation research has focused: choice and preference, intensity,
persistence, and quality. Choice and preference was classified as a deliberate response by
students in selecting one activity over another. By investing energy into a specific activity,
students may be intrinsically motivated to continue choice behavior over an extended
period of time. While closely related to choice and preference, intensity primarily centers
on the degree to which a student becomes involved in an activity. Choosing a given
interest is merely a directional decision; intensity, on the other hand, requires attention to

detail and focus. Next, a deeper indication of motivation lies in persistence, or the degree
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to which an individual persists in a choice and acquires an extended learning opportunity.
Finally, the quality of engagement is especially important when measuring motivation
behavior in individuals. This is perhaps the most sophisticated level in learning, as the
qualities that determine how a person learns may also determine achievement.

Although an individual’s actions may be indicative of motivation, two additional,
more intrinsic indicators, cognition and affect, have been noted as contributing
significantly to motivational processes in individuals (Maehr et al., 2002; Pintrick &
Schunk, 2002). Determining how students think (cognition) and feel (affect) may, in fact,
lead to a better understanding of motivational processes.

Cognition refers “not only to how a person’s thoughts impact his or her
motivation but also to the type of thoughts that result based on various motivational
processes” (Maehr et al., p. 463). In essence, an appreciation for the learning process
itself and a desire to seek educational opportunities are two cognitive functions that shape
an individual’s investment in learning. Thus, Maehr et al. suggested that educators find
creative ways to elicit in students a desire for lifelong learning following high school
education. This could be a significant advancement in the application of music andragogy,
or the teaching and learning strategies commonly shared among adult learners in music.

Affect has been considered by some psychologists and theorists to influence the
way people respond to feedback and motivation (Maehr et al., 2002). While many believe
that emotions drive human behavioral characteristics, others, conversely, believe that
human behavior results in an emotional conclusion. Anxiety, fear, delight, and interest
are emotional affects that not only play an important role in motivation itself, but also in

performance products.
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Other theories of motivation include (1) the role of values, which can influence
identity development, (2) self-perceptions of one’s abilities, which includes the self-
analyses of potential and future tasks, (3) self-efficacy theory, which includes
recognizing the awareness of one’s abilities to learn or perform a piece of music, and (4)
attribution theory, which suggests that psychological consequences such as self-efficacy
and affect influence behavioral choices like choice, persistence, level of effort, and
achievement (Maehr et al., 2002.) Finally, in terms of intrinsic motivation, self-
determination theory is perhaps one of the most compelling theories that can be linked to
adult learning. In this model, students are intrinsically motivated and are “more likely to
seek out and master challenges which satisfy their needs to be competent and self-

determining” (p. 363).

Theories of Motivation in Lifelong Learners and Music

Other literature on motivation suggests that the way music educators enhance
student expectancies may not only improve student achievement and the perceived value
placed on selected musical activities, but may also prepare students for making future
choices to participate in similar musical activities. Csikszentmihalyi’s (1975) beliefs of
flow and intrinsic motivation, that is, behavioral modifications governed by both intrinsic
and extrinsic forces, has also been an important feature in musical motivation theory.
Woody (2004) echoed these sentiments, and added that music educators can raise the
level of motivation in students by drawing upon and generating inspiration, developing a
support network of peer musicians, and establishing a classroom environment that is

conducive to the creation of musical rewards. While Bowles (1991) concluded that
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several significant positive relationships existed between prior experience in music and
current interest in music, the researcher later contended that the responsibility of creating
an adult population who participates in and supports the arts remains a challenge (Bowles,
1999).

Pitts (2005) discovered that leisure, personal development, identity, and self-
concept were among the most notable motivators for community musicians in Great
Britain. Her findings indicated that maintaining a balance between both individual
experiences and group experiences found in musical participation was a key factor in
stabilizing performer satisfaction. Salient individual (intra-personal) experiences included
personal goals, musical aspirations, escape from everyday responsibilities, self-discovery,
and individual satisfaction. Group (inter-personal) experiences, on the other hand,
included social goals, musical achievement, acceptance of shared responsibility, and
friendship and support. In short, Pitts’ informants were motivated by the premise of
creating an enriched version of themselves, yet the prospect of sharing that enriched
version through group interaction made this process even more meaningful.

Finally, MacLean (1981) ultimately offered that motivation for lifelong learning
“encompasses those experiences in any setting nurtured by any motivation, which
improves capabilities for developing one’s own personality and for integrating one’s
lifestyle with the human, natural, and social environments in which one chooses to live”
(1981, p. 1). MacLean’s definition not only encapsulates a comprehensive impression of
motivation, but complements the precepts of andragogy as well. The aforementioned
research has several implications for improving classroom instruction and raising adults’

self-awareness and self-realization regarding specific motivational factors.
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Cultural Influences on Motivation

Environmental anci societal lenses have also had a profound impact on shaping
musical tastes and perceptions of musical function. Radocy and Boyle (1988)
summarized several key cultural components based on the writings of Merriman (1964)
and Gaston (1968). Merriman outlined the uses and functions of music and determined
that expression, entertainment, communication, symbolism, social stability, religion, and
the enforcement of social norms were among those factors most representative of musical
function in society. While Gaston’s considerations were similar to Merriman’s, the
former added the compelling notion that, while music may serve similar functions in
almost every culture, it is the cultural matrix, or one’s surroundings, that determines the
degree to which individuals identify and respond to their own music. In another model,
Sloboda (1985), later echoed by Dowling and Harwood (1986), summarized that
biological, evolutionary processes drive motivation and encourage musical participation
among human beings. Ultimately, it is the cultural schemas, those things that are learned
and handed down from generation to generation, that impact potential receptiveness to
musical motivation and understanding. Thus far, this dissertation has presented a
relatively Western view of motivation for musical participation. The cultural tenets
espoused by Merriman and Gaston can be clearly recognized in Western and non-
Western schemas alike.

Small’s (1980) research on Balinese music reflected a deep pride for artistic
heritage. The arts are so engrained into Bali’s societal schema that there is no word for
art or artist (1980). The Balinese are motivated to do things as well as possible, and, even

though professional musicians are rare, the act of making music is no exception to that
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rule. Small noted that circles of multi-generational gamelan orchestra members teach
each other and support one another in the community and take seriously the utilitarian
virtues of musical performance. Their cultural schema, in sharp contrast to the Western
posture, allows no room for the concept of tension and release in music, as Balinese
parents teach their children to respectfully resist heightened emotional responses.
Additionally, it was the Western influence of the mid-20"-century that altered the status
of live gamelan performance and relegated it to being a mere commodity (1980). On this
point, Small directed the reader’s attention to the paradoxical phenomena of using live
gamelan orchestras for tourism entertainment venues and of using recorded performances
for authentic Balinese ceremonies.

Smith (2001) observed the sociopolitical motivation of Haiti’s musical creativity
and discovered that the deep — and violent — rift between the elite and the peasantry
produces an ever-constant drive for exploiting that which is behaviorally possible. The art
of verbal banter, or the throwing of pwen (“points™) in a musical context, is the most
productive and recognized way for Haitians to express their concern over existing
conditions. These “musical machetes” (Smith, pg. 45) have been observed in numerous
contexts, including the agricultural work party, a Haitian refugee camp in Guantanamo
Bay, and in the recording studios’ mizik rasin (“roots music”) that celebrates and draws
heavily upon the music of the peasantry (2001). McAlister (2002) pointed to several
examples of expressive Haitian musical behavior, such as the use of vulgarity in songs,
vodou connotations, anti-Semitic reactivity, transnational customs in New York <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>