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Paper:- Misconceptions Underplay Western Ways of Musicking
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Episode V 

Judged out 

Normal human responses 

turned into performance 

arrest free action 

lead away 

from connection 

to projection 

of style 

of perfection. 

 

Missing a part of being 

not free to play and sing 

it’s time to open 

embodied 

awarenesses 

to connection, 

challenge 

misconception. 
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Chapter  Six 

...the capitalist system has found its own methods of cultural 

control 

 (Jenner, 2010, p. 33) 

As explored in Chapter 5, when societal misconceptions about musicking become the 

norm, individuals may feel distanced from instinctive musicking; they may learn to 

‘know’ that they are not musical. It is pertinent, however, to question how such an 

“unconscious adoption of assumptions [might be] built into the vocabulary” (Rorty, 

2009, p. xxxi) as was seen to be the case in Chapter 5. This phenomenon illustrates 

how, in contemporary capitalist societies, rather than developing as actively thinking 

beings, we are often controlled by deeply embedded directives where, “...under the 

cover of democracy and human rights, [capitalism maintains power through] the vast 

control of cultural industry. Its potency flows from its ability to subjugate the totality of 

life to the mechanism of production and the interests of capitalism” (Yaakoby, 2013, p. 

994). Yet, despite powerful cultural persuasions that have deep influences on how we 

are, how we dare to be, these controls fail to fully penetrate to an essential part of our 

being. It might be the case that they may disturb a part of our musical sense, may 

prevent us from certain performative actions, but deep musical impulses reside 

nevertheless; we respond to music, to the music of nature and to composed musics that 

touch down deep into our emotional core. 

To recall Caterina, whose story is told in the Prelude of this thesis, it was music 

that captured the melancholy of Caterina’s longing ― of her missing. It is sad to recall 

that her musical voice, the voice that tells how music is so special, remains silenced. 

She has been judged! She is not one who can make music, who can join in with 

musicking. She has learned that music making is for the ‘talented’. And yet  ― it is 

through music that we can know our melancholy (Del Nevo, 2008), for music allows us 

into deeper recognition of our being to become aware of connective aspects of our 

humanity and our world; it is through music that we can open our being to more deeply 

connect. Del Nevo (2008) writes that ours is a “dark age” since we denigrate a poetic 

understanding that promotes “imagination of the heart [and that we subjugate] music to 

technology and commerce” (p. 11) leaving us devoid of a rich source of human 

connection and appreciation of the ordinary, the everyday reality of our lives. Chapter 6, 

below, explores the prejudice, passed on unconsciously in everyday language, that 
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propagates and perpetuates a Western separatist culture that, as Veck (2009) 

understands, can become an “exclusionary force” (p. 142).  
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Paper:- Western Prejudice Towards Intrinsic Musicality 
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Episode VI 

We sigh and decline
23

 

We assume 

We are 

We know the world 

Let’s recall; in Chapter Five 

Plato knew
24

  

 “...we human beings 

have been made 

sensitive to rhythm and harmony 

and can enjoy them” (Plato, 1997a, Laws II 653e).  

 

Yet we sigh. 

Sensitive to? 

Enjoy them?  

We stand 

clothed in a subjectivity 

that keeps at bay 

a way of being 

that connects 

inwards to the rhythm of our life-being, 

outwards to community and lifeworld. 

 

 

We accept that 

“other people make music”
25

  

We let ‘something’ 

in our culture 

stop us 

to dis-connect. 

 
 
23

 Kafka, F. (1924/2007). “Josefine, the Singer, or the Mouse People” (M. Hofmann, Trans.). In 

Metamorphosis and Other Stories (pp. 264-283). London: Penguin Books. 

24
 Plato, (1997a, Laws II 653e) 

25
 Chapter Five 
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Caught in time 

Cut away. 

Loose connection 

in dissection 

rational knowing 

stops flowing 

wisdom within 

embodied mind. 

 

Fear steers life 

To its end 

Freezes 

Kills love 

Disturbs being. 

 

Forsakes art 

as a way 

to live well today 

to face down fear 

and accept him. 

Music, art, dance 

deliver 

a craft for living 

a way to die.
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Chapter Seven 

Judged: ‘she won’t be a star’ 

 (from ‘I do not sing’ Chapter Two) 

 

In the final lines of I do not sing, the composite presentation of participant voices in 

Chapter Two, Lily ‘sings’ the soprano line: 

But if you strip the word ‘musical’ of societal pressures 

then I’d probably consider myself musical 

although I might not be a good performer 

I love to play music 

Simultaneously, Andrea’s words in the bass line tell her travelling daughter’s tale, one 

where two guitarists joined a backpackers group: 

…when two boys started playing, 

everyone sang 

…you know the spontaneous 

sort of music 

and I’m thinking we used to 

sing songs in the car, 

but now the i-pods make it 

hard to create 

that environment. 

Then, Andrea replies to my query about her musical experiences: “me? playing 

music? …always wished it was happening but it never really did.” She reveals a 

pragmatic approach to music in everyday life. Despite envying her peers who enjoyed 

access to piano lessons and wishing that she could be the musician making the music, 

she readily accepted that her parents had no room to accommodate a piano in her family 

home. When, in her early teens, her friends started to learn the guitar she had persuaded 

her “parents into buying a guitar and took [her]self to guitar lessons”. She enjoyed 

learning popular songs and basic chords but recognised that she had started a little too 

late, and sadly, the desire for long nails and frustration at a lack of independence in 

tuning the instrument undermined her initial motivation. When referring to her 

daughter’s singing, she comments: “she won’t be a star [my italics]…at all…takes after 

her Dad…that’s what I say”. 
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To recall Harry’s story in Chapter Three, he was 17 years of age when he also wished 

that he could make music; he wanted to play some of the jazz sounds that he so 

admired: 

…as an extension of just listening to it…it basically it seemed to me that, having 

discovered music, which was interesting and exciting, a stage to go beyond that 

[listening] would be to see whether I could actually produce any of it myself. Well, at 

that point, I couldn’t...the effort and commitment that I was willing to invest in may 

be partly due to the [lack of] feedback of instantaneous success [my emphasis] or the 

disappointment the results were not as attractive as one might’ve wished. 

For Harry, the focus is more on successful performance than his actual 

engagement in musicking. I posit that Harry’s perceived lack of success and feelings of 

disappointment are a consequence of living in a performative (Dudley, 2009, p. 212) 

culture where a “liberal individual, classically conceived” (Thompson, 2016, p. 256) 

constantly awaits critical judgement. Recognising the inherent dis-ease in this reality, 

Nzewi (2009b) holds that: “Competition and the bogey of excellence amputate 

consciousness for what is in the best interest of all humans” (p. 102). Certainly, it can 

curtail musical action and human connection. Despite Harry’s cautionary defence in 

Chapter Five when he wrote: ‘Now you are being disparaging and revealing your deep 

prejudice instead of rejoicing at their participation as essential members of the musical 

community’, it is Harry himself who refers to “just listening! His sixth point in ‘Harry’s 

List’ in Chapter Five also emphasises this view: “Listening as part of life and perform 

but only as a result of great effort and with unsatisfying or poor results, i.e., not talented 

so not musical”. In these words, Harry exposes a societal perception that has the power 

to undermine attempts to become involved with musicking. Through his innovative 

Lifemusic, Paton (2011) however, shows another way of musical involvement where: 

…anyone, playing anything to whatever level of technical competence can 

communicate musically with anyone else (p. 232). …the structures of music are 

etched into the fabric of human consciousness: they exist in the forms and shapes of 

speech melody; they vibrate in every corner of the world; they sway with the rhythms 

of our bodies and the beating of our hearts; we only need to listen (p. 131). 

Sadly, Harry fails to be properly convinced that his responsive listening is true musical 

engagement. In contrast to this notion of musicality where judgements regarding 

developed performance skills and honed knowledge determine who might be ‘musical’, 



 

219 

Chapter 7 

the following paper questions exclusive practices to consider a life enhancing education 

that has the potential to nurture sensitivities toward vital being. 
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Paper:- On Being Musical: Education Towards Inclusion 
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Episode VII 

Being Musical 

 

Why conceal 

a part of us 

that can feel 

can reveal 

to connect 

through sound 

through rhythm 

our humanity? 

When 

to unconceal 

can work to heal 

to bring us all 

to be part of 

to be present 

in time. 
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PART III: CODA 

Chapter Eight 

 Music is a natural human condition...In Western society, 

however, there is a dissonance between this natural human 

condition and the reality of music engagement  

(Lines, 2003, p. 248) 

As a species, humans are both biologically and culturally musical (Morrison & 

Demorest, 2009), yet many individuals in Western cultures live with a deep conviction 

that they are “musically inadequate” (Bodkin-Allen, 2009, p. 256). This perception is 

widespread despite evolution of human architecture now showing an adaptation for 

music processing (Norman-Haignere et al., 2015); a discovery that supports an 

understanding of the communicative role that music can play (Malloch & Trevarthen, 

2009). For Malloch and Trevarthan (2009), “musicality” epitomises movement back 

and forth between people to bring connectivity to their separate lives (p. 9); it plays 

towards wordless connection. In the Prelude to this thesis, for instance, we hear a 

participant who believes that she is “the most unmusical person you’ve ever 

interviewed”, yet this mother-to-be reveals a musicality that is part of her “primordial 

being” (van der Schyff, 2013). Her words below, taken directly from her transcript, 

capture the dichotomous nature of her reality where the distancing effects of societal 

assumptions conflict with her intrinsic musical nature: 

Music is part of our lives 

tribal communities 

drums sticks rhythm 

there’s something in music akin to us as [hu]man 

our expression 

something intangible 

a very important part of our lives 

I get that feeling 

amazing, mystical expression 

of sound 

where does it come from? 

very very very special…music. 
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the one thing that enables emotional communication 

sitting quietly 

listening to the trees and the birds 

that’s a kind of a music of life 

it’s the sounds of life 

 

I think you’re either born with it or you’re not 

singing and voice 

expression of music 

I’d love to do singing lessons 

too embarrassed 

I should get singing lessons just to see 

teacher’s going to go ‘Oh, no hope’ 

[Caterina of the never picked] 

 

In the beginning of this excerpt we become aware of her musical disposition, her 

intimate connection to her intrinsic musicality. In the second section, however, she 

exposes her fatalistic acceptance of cultural conditioning. Within her Western lived 

experience, she had undergone what Small (1998) refers to as a “process of 

demusicalization” (p. 212). This thesis focuses on this distancing from “a natural human 

condition” (Lines, 2003, p. 248). 

The Prelude to the thesis first confirms findings from my MA research (Ruddock, 

2007b), where musicking, rather than being understood as a connective human action, 

was perceived by many as talented performance for critical judgement; many 

individuals completed their formal years of education persuaded that they were non-

musical. The discussion also includes a brief acknowledgement of detrimental effects 

that the social media can deliver towards music engagement. Drawing on unused data 

from my former study, I revisit the reality where individuals find themselves feeling 

non-musical as a result of their exposure to their everyday culture which disrupts 

instinctive musical response. Indeed, Lines (2003) points to the media as being a 

contributor to “feelings of inadequacy [which are] perpetuated [due to] the sophisticated 

treatment of music performance” (p. 248). 
26

 Here, he locates the issue which, I posit, is 

 
26

 “Technology has in a way done the ‘non singer’ as great disservice as we forget that what we 

hear on our sound gear is the result of goodness knows how many hours of recording and re 
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at the heart of the matter: music as performance for critical judgement can diminish its 

capacity for an evolved, vital communicative role in human being. 

 Since Blacking (1976) so eloquently brought to light the phenomenon of 

culturally ‘engineered’ non-musicality, theorists (Small, 1998) and researchers (Lines, 

2003; Swain & Bodkin-Allen, 2014) have further explored this ‘unnatural’ aspect of 

Western culture. Despite the seminal writing of Blacking (1976) and Small (1977/1996; 

1987/1998; 1998) and insightful work from professional musicians (Westney, 2003; 

Paton, 2011) and neuroscientists (Levitin, 2006; Morrison & Demorest, 2009), musical 

‘disabling’ continues. It was a community reader of one my published papers who used 

the term ‘engineered
27

’ as he queried whether a social determinant could be responsible 

for the phenomenon under discussion. While there was not, at the time, a reasoned 

answer for his question, it has proved to be a valuable tool in my search toward 

enhanced understanding of the phenomenon of ‘unnatural non-musicality’. Despite 

many excellent research studies in music education and related fields, no research has 

yet addressed the questions that continually arise from everyday musical experiences 

and that are seen, for instance, in the participant text examined in this project. Yet, the 

community reader’s question was important; the issue of musical beings learning to 

perceive themselves as non-musical leads many to miss out on a connective, humanning 

(Nzewi, 2013a) part of ‘natural’ being. When initial explorations of qualitative and 

ethnographic research failed to offer a clear route to addressing the puzzle, I realised 

that no virtue was to be had by playing with shadows
28

 and set out to seek answers by 

treading the path “that dialectic sings” (Plato, Republic, 1997b, Book VII, 532a). Thus, 

through the hermeneutic process, with Gadamer (1975/2004) as my guide, I sought 

questions within the participant text that could lead to answers (via “question and 

answer”) ― already lying within that text (p. 578). 

In my quest to find how it could be that musical beings were distanced from their 

inherent musicality, I further explored complex, contradictory data from a participant of 

my former study. In Harry’s extraordinarily informed perceptions, considered in 

Chapter Three, there remained an enigma. An educational philosopher and experienced 

                                                                                                                                               
recording…impossible to produce that quality of sound in real life.” (Community Reader, Liz 

Nicholls) 

27
 His question frames chapter 3 and is recalled in chapter 4. 

28
 Thibeault (2010, 2015) realized (see Chapter 5) that we can become so involved in what we 

mistakenly believe to be the essential work of music education that we fail to realise what is 

truly for the ‘good’ and so become distracted by “shadows” (as Plato imagines in his allegory of 

the cave, Republic Book VII, 515c). 



 

234 

Chapter 8 

teacher educator, this participant spoke from a rich experiential background. Given his 

deep awareness of human learning, I wondered how it could be that, with his minimal 

music background, he could expect to suddenly acquire performance skills? Yet this is 

how it was; his knowing was imbued with the notion of ‘giftedness’, of ‘talent’. While it 

might be conceivable to question whether an ‘uncultivated’ human musicality could be 

perceived as an ontological reality (Tillson, 2013), his actions revealed an intrinsic 

response to music  ̶  despite culturally embedded convictions that he was not musical in 

the sense of being able to make music. Categorically defining himself as non-musical 

regarding making music in any way, he declared: “ I cannot sing, not even in the 

shower” Later, however, I was to discover that, not only did he seek out and respond to 

particular music, during dialectic responses in this investigation he would note that he 

sang “Happy Birthday with gusto”. 

Seeing beyond the ‘seen’ 

Contradictions within participant experience revealed unrecognised cultural 

influences which, so integrated with the fabric of everyday being, went unnoticed; 

influences remained beneath consciousness (Foucault, 1972, p. 15) to direct how 

musicking could be. In an attempt to tease understandings from the research text, the 

work of this thesis first focused on the search to articulate a question that could deliver 

enhanced understanding, and could begin to explicate this ‘unnatural’ influence. 

However, assumptions revealed in the text, having developed beneath the surface of 

awareness over time were “of too magical a kind to be very amenable to analysis” 

(Foucault, 1972, p. 24). Instead, they led to hermeneutic wondering where “[t]he being 

that is concerned with its being presents itself, through its understanding of being, as a 

means of access to the question of being” (Gadamer, 1975/2004, pp., 522-3). Thus, it 

was through complex and contradictory participant experience that dialectical 

interactions toward meaning took place. Together with research data drawn from honest 

and direct contributions of the twelve participant cohort, Harry, and the literature, I 

began to move closer to an understanding of the enigmatic essence of being musical. 

This process to understanding the phenomenon of culturally imposed non-musicality 

became clearer when, despite being made aware of findings in contemporary 

neuroscience that confirmed musicality as an inherent aspect of the human condition, 

the central protagonist Harry maintained a separatist non-musical position. He was 

aware that research revealed that everyone is capable of being part of their culture’s 

musicking (Koelsch et al., 2000; Levitin, 2006, p. 27), the only exceptions being those 

who are born with neurological malfunction (Nzewi, 2009c, p. 188). Yet, the puzzle of 
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perceptions of non-musicality was palpably present; a question was waiting to be found. 

As Gadamer (1975/2004) posited, when the question is properly found, the answer lies 

within the text, waiting to be “broken open by the question” (p. 357). So it was that, 

drawing on Dewey (1896; 2009/2016), dialectic processes were to lead the question into 

the open at the conclusion of Chapter Three. 

My task, then, was to tease out assumptions that lead to the denial of intrinsic 

musicality. Yet the research path chosen to address this question was not readily 

obvious. Chapter One explicates the background processes involved in the search to 

find the question. It provided a base from which answers could be found within the 

research text, drawn out via dialectic interactions (Gadamer, 1975/2004, p. 356). Access 

as to how we know what we know continues to be a project in progress as humankind 

continues to seek understandings of who we are, how we are and where we stand in the 

reality of being. In a move designed to access first hand experiences of the 

phenomenon, I drew on lived experiences of a disparate cohort of self-perceived 

musicians and non-musicians; their musical realities raised questions of hierarchical 

acceptance and exclusion. Even while establishing the groundwork for the investigation 

it became clear that ways of ‘knowing’ would need to expand if deeper insights were to 

emerge. Thus, arts-based processes became a way to play through experiences and 

assumptions so that this hermeneutic project could develop via theoretical interpretation 

to enhanced understanding. 

Because it is based on participant experience, this investigation is empirical 

(Barone & Eisner, 2012, p. xi) in the sense emphasised by Barone & Eisner (2012). Re-

presented in narrative, poetic and dialogic forms, the research text derived from 

participants’ interactions, peer reviewers and community readers became a rich source 

of experiential data for on-going dialectic interpretation (Gadamer, 1975/2004, p. 357). 

Recent findings in the literature, specifically in the fields of music education, 

psychology, cultural neuroscience and philosophy, also contributed to the material 

undergoing analysis, for as Josselson insists, interpretative work comes from an 

engagement with the text ― not the individuals themselves (2011, p. 35) . The main 

purpose was to recognise hidden aspects of everyday living in order to reveal restrictive 

cultural practices that distanced many individuals from their inherent musicality; it was 

important to keep in mind that only when recognised can the power of the unseen be 

subverted. Participant experience revealed that musical individuals were caught in a 

system where they perceived themselves as non-musical ‘receivers’ of music; they 

deferred to ‘official musicians’ as owners of the music. Despite this, however, dialectic 
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interplay considered in Chapters Two through Five showed how convinced non-musical 

individuals actually displayed inherent musical qualities; their musical responses belied 

culturally endorsed convictions. 

Performativity v recognition of what is 

It may be that “it is in the performance and only in it…that we encounter the work 

itself” (Gadamer, 1975/2004, p. 115). However, connections made available to us when 

part of a performance, whether as player or audience, can be disrupted when 

performance turns into performativity, when human ‘play’ turns into a critically judged 

‘thing’. As Gadamer insists (pp. 110-125), it is crucial to perceive the essential part the 

audience and spectators play. The latter are no mere consumers of the work made by the 

‘talented’, rather, they are an integral part of the play where, in and through time, 

human beings engage with and become part of an event through which they connect 

with and gain insights into their lifeworld. Of concern, and a focus of this thesis, is that 

human connection is threatened by the widespread notion of performativity. In Chapter 

One, I refer to Koopman’s (2005, p. 119) theorising of this reality, where “the 

dominance of performativity threatens to marginalize music and music education” 

(Koopman, 2005, p. 119). Koopman posits that: 

The conditions created by performativity are opposed to those in which the arts thrive 

(1.1). From the artistic point of view, performativity should be combated rather than 

endorsed. Attempts to justify music education by appealing to the performative 

results of music education will be shown to be misguided (1.2)  

Thibeault (2010, p. 27) brings intuitive awareness to this question. In Chapter 

Five, I reported how, in the midst admiring acclaim for his students’ excellent 

performances at the presentational school concert, he experienced an insightful 

recognition of that which is.  I wish to argue (after Gadamer, 1975/2004) that, as true 

recognition may occur when losing oneself in an aesthetic occasion, where the ‘art’ 

experience can speak in a way outside limited human existence, it is this experience 

itself that works to bring recognition of that which is. Gadamer (1975/2004) suggests:  

It still seems to me a vestige of the false psychologism that stems from the aesthetics 

of taste and genius if one makes the processes of production and reproduction 

coincide in the idea. This is to fail to appreciate that the success of a work has the 

character of an event, which goes beyond the subjectivity both of the creator and of 

the spectator or listener (Note 27, p. 164). 

In a recognition that challenged, ostensible excellent productive practice, I suggest 

that Thibeault experienced a “full presence” (Gadamer, 1975/2004, p.123) of the event, 
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not the singing, not the applauding parents, but the totality of the happening. His 

consciousness, I suggest, experienced awareness beyond the limitations of the particular 

parts of the concert-event itself; he was able to realise the educational implications and 

the potential lifeworld that could come forth, or fail to come forth from such an event. 

It is pertinent here to recall a comment from the Introduction of this thesis where 

Paton reminds us of Small’s understanding that “some kind of tectonic shift in cultural 

perceptions” (2011, p. 175) would be necessary if we are to establish a belief in intrinsic 

human musicality. Change occurs when given the opportunity and this arises with a 

consciousness of what is. I wish to suggest that Thibeault’s ‘revelation’ can help us 

along the path toward Small’s “tectonic shift”. Gadamer’s (1975/2004, pp. 351-2) 

bringing into to the open our ignorance  ̶  both of our nature and of time  ̶  can lead 

toward more insightful realisation of who and what we are. His understanding can lead 

us to see, more truly, what is; hermeneutic reflection is a way to tease open assumptions 

that keep perceptions locked into restrictive beliefs. Dialectics, at first through teasing 

truths into becoming apparent by allowing voices of the other to be heard, and then 

through interpretative dialectics (Gadamer, 1975/2004, p. 467) can help to recognise 

conceptions within Western culture that preclude recognition of our musical nature. 

It was in a world dominated by particular expectations of performance practice 

that the participant, Simone, lost her will to sing. In Simone’s story, told in Chapter 

Two, we witnessed a former passionate singer reduced to silence. Her feelings of being 

distanced from her singing self were exacerbated by negative judgement, trained upon a 

particular technical style of jazz singing. It is important to emphasise that human being 

fails to flourish in a world of reductionist thinking, reductionist being (Straume, 2015, p. 

1474). Thus, when Thibeault (2015) demonstrates the value of starting a question by 

imagining: “I closed my eyes and dreamed of ensembles in harmony, of live music and 

live bodies together” (p. 55), he lifts thinking beyond the limits of accepted practice to 

further open up possibilities for music education. 

In the real world of music education today, however, performative expectations 

frequently lead to thwarted human musicking; musical development is arrested not 

because individuals lack musicality but because they have lacked nurturing musical 

learning opportunities (Welch, 2005). This point is highlighted by Nzewi (2012) when 

he recognises an oftentimes hidden reality regarding inherent African musicality. He 

reveals that recognised musical abilities are learned through everyday living; individuals 

are not automatically musically able ― we develop our musicality within cultural 

practice (Nzewi, 2012). Rather than enabling participatory musicking, however, 
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Western cultural practices are caught within traditional values which support non-

performance of music, dance, and drama in some parts of the population. In an 

environment dominated by critical judgement of performance skills, accepted Western 

practice can readily dissuade some individuals from musicking; this decreases the 

opportunity for song and dance to become a natural part of daily artistic expression. In 

Chapter Five, self-perceived non-musical individuals reveal how it feels to suffer 

culturally imposed passivity that restricts potential human action. It is telling that, in a 

social environment dominated by the notion of competition (Nzewi, 2007, p. 29), many 

do not feel that they have a licence to actually do music. 

Towards recognition 

Richards and Durrant (2003) set out to understand how it is that people came to 

believe that they could not sing. They considered how, “in the often musically elitist 

context of Western society” (p. 78), the accepted and divisive myth that either we can 

sing, or we cannot (p. 80) continued to thrive. In answer to their first aim, to 

“understand why some adults believe themselves to be non-singers” (p. 85), they found 

that, “psychological barriers to singing are greater than physiological ones [and, 

essentially] and that “fear [and] embarrassment” (p. 85) led to deep inhibition. 

Encouragingly, their work showed that singing skills can be acquired with carefully 

honed encouragement; as Welch claims: “we just need the opportunity” (Welch, 2005, 

p. 119). Despite Richards and Durrant’s (2003) expertise in leading former “self-

perceived non-singers” to enjoy singing in a choir, the question remains as to how such 

a particular disabling phenomenon would develop and be sustained within a culture. 

To work toward an understanding that could free us from the dichotomous and 

limiting notion that we are either musical or not, it is helpful to note how divisive 

influences remain from a past era. Gould (2002) is explicit: “We still carry the historical 

baggage of a Platonic heritage that seeks sharp essences and definite boundaries”. In 

order to resist being thus “shaped by the social-historical” (Straume, 2015, p. 1468), it is 

necessary to first recognise it and to become aware of its influence if we are to escape 

such harmful shaping. Kafka (1924/2007) not only recognised the phenomenon, but 

delivered a clear message. It was his keen imagination that allowed him to see that our 

distancing musical practice was, somehow, evidence of a reduced way of being wherein 

our vibrancy is quelled ― where “we sigh and decline”  (Kafka, 1924/2007, p. 274). In 

his Josefine, a short story that is a fine phenomenological study into the world of 

Western music, Kafka builds up a ‘case’ whereby we can see the reduced connectivity 

that happens when we fail to perceive the harmful aspect of performativity where the 
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‘talented’ performer achieves star status; the audience is reduced. Captured in Chapters 

One, Two, Six and Seven, Kafka’s insights illuminate as they draw attention to 

‘unnatural’ behaviour; behaviour that many of us continue to accept without question. 

Kafka teases us into new considerations of our subdued musicking, one that very often 

leaves us caught within a conscious present yet which, even despite its limitations, lifts 

us away “from the fetters of everyday life, and it frees us too for a little while." (pp. 

275-6). Inside the system, Kafka recognises that something is awry, he wonders about a 

culturally imposed phenomenon which leaves many of us as quiet as mice (p. 267) as it 

distorts connective action. From outside the Western system, Nzewi (2009b) looks on, 

dismayed. He recognises a people whose diminished outlook imposes a widespread 

inaction that “disables humane instincts” (p. 107). Worse, we have imposed our 

“misunderstanding” (Welch, 2001) across the globe. 

In Chapter Four I focus on the survival of intrinsic musicality in the face of 

negative cultural judgement. Here, I recall that it was over a century ago when Meyer 

(1899) suggested that the use of “the vague concepts ‘musical’ and ‘unmusical’ be 

completely banished…and replaced by those conditions which, in a special case, cause 

us to term an individual musical or unmusical” (footnote 1 p. 21). Although Pear quoted 

Meyer when he doubted the effectiveness of similar tests in 1911 (p. 94), the notion of 

testing for musicality remained. Pear asserted that “[i]t would be of a great interest…to 

find…a more scientific basis for the concepts of “musical” and “unmusical” (p. 94). 

Seashore (1938) was to do just that; arguing that properly devised tests would mean that 

funds were not wasted on those children who “are not musical” (p. 290). While Mursell 

and Glenn (1931) at first supported testing for music ability, in Education for musical 

growth (Mursell, 1948, p. 6) Mursell advocated inclusive music education that would 

enhance musical development. Informed arguments counter this practice of testing to 

exclude (Sloboda, 1985, p. 238), and present proven music learning practices which 

have life-long implications for human health (for example, Higgins & Higgins, 2013). 

Despite benefits of interdisciplinary, inclusive education that effectively challenges 

restrictive learning planned around political and vocational demands (Hopkins, 2014), 

tests continue to be widely administered to determine which students will have access to 

music learning. Too often, it is only the ‘lucky’ ones who will win access to music 

involvement. This contrasts with understandings from Višňovský and Zolcer (2016) 

who draw on Dewey to emphasise the importance of participatory cultural involvement 

to promote healthy, human living. Possibilities of participating are greatly reduced when 

individuals ‘learn’ that they are not musical. It is, however, challenging to work toward 
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change given the nature of the current regime (Višňovský et al., 2016). Yet, I argue that 

it is irrational (within Western thinking) to persist with this discriminatory practice in 

light of neuroscientific findings that substantiate human musicality (Morrison et al., 

2009; Levitin, 2006). Further, I posit that it is not ‘rationally’ correct to maintain the 

musical versus non-musical divide, particularly given recent evidence that we have 

evolved cortical pathways for music as well as for speech (Norman-Haignere et al., 

2015). It is relevant to wonder, then, how long it will be before we recognise the 

distancing effects that come forth from our classic heritage, how long it will be before 

we recognise the critical importance of musicality to evolved humanity (Hodges, 2007). 

Prejudices lead to loss 

Chapter Five reports on dialectic interactions that show how barriers to musicking 

occur through everyday language; this highlights the need to continue to work to 

uncover assumptions that affect freedom to be musical. Seeing beyond the ‘known’ 

within Western tradition where accepted, objective knowledge sets up particular 

confines for human being, Gadamer (1975/2004) alerts us to prejudices in our 

understanding. He exposes perceptions where, not only are we separate from our world, 

we are “alien” (p. 278) to ourselves; he reveals the importance of becoming “aware of 

[our] own bias” (p. 271). Heeding insights from Gadamer’s hermeneutic understanding, 

together with on-going questioning of my own perceptions, I attempt to break open the 

veil that hangs between researcher and understanding. Dialectic interactions between 

myself, participant data and the literature begin to make clear those societal influences 

that work to restrict musicking. I draw on Arendt (1958) in Chapter Six, for example, to 

explicate exclusive notions of excellence along with a related belief in ‘the musical 

child prodigy” (p. 169). Combined with the expectations that the purpose of schooling is 

to prepare individuals for success in the workplace, such beliefs very often preclude arts 

engagement; they can lead to a diminished human musicality in everyday Western 

culture. And again, Chapter Six brings insights from Kafka’s Josefine (1924/2007) to 

expose pathological effects of the dualistic musical-or-not view. 

Reflecting on the nature of hermeneutic experience, Gadamer (1975/2004) 

recognises that our “tradition...is language (Gadamer’s italics, p. 352). So it is in 

hearing words, teasing back and forth, interpreting in the light of conflicting 

understandings that the dialectical process shines a new light on the phenomenon itself: 

while dialectic partners may fail to reach agreement, the relationship between dialectic 

partners maintains reflective integrity. This is how it was with Harry. In their 

appreciation of his text, several peer reviewers noted the value in Harry’s perspective 
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(presented in detail in Chapter Three). And this is so, despite, given his rich Western 

heritage, Harry surely projected the particular Western historical consciousness that 

leads to the “dissonance between this natural human condition and the reality of music 

engagement” (Lines, 2003, p. 248). 

In Chapter Five, I explored how misconceived assumptions are carried in 

language to deter natural engagement with musicking. Where our classical heritage has 

led us, via the notion of “excellence” (Arendt, 1958. p. 48), to a separatist culture, we 

have learned to laud those who perform, who “distinguish [themselves] from” (p. 48) 

others. As I noted above, Koopman (2005, p. 119) opposes the dominance of this 

divisive practice for it not only excludes many from being part of music and music 

education, but in the final analysis, it means that those who determine policy are too 

often those who have ‘missed out’ on the benefits of a musical background and who, 

like Harry, have yet to appreciate the benefits arising from active involvement in 

musicking.  

Music perceived as performance for critical judgement is seen to be a major 

influence on freedom to become involved. Yet, there are other ways of understanding 

and doing music where “performative skill was not demanding: if you can walk, you 

can dance African music” (Nzewi, 2016, pp. 7-8); inclusive participatory practices can 

lead to connectivity and cohesion (Nzewi, 2013a). In his Lifemusic, Paton (2011) shows 

that this can be so, even if the musickers have never had any musical experience before 

or even if they have a disability. I wish to argue that a dominance of the performative 

aspect of musicking, together with the pervasive influence of a belief in the ‘talent 

account’, has taken over possibilities of active music making for some members of our 

Western communities. This has led to a situation where players in the music industry 

(who, in turn, use musicians) ‘own’ the music and where an intolerence for ‘non-expert 

musicking leads to an unnatural silencing of many individuals.   

Necessarily prejudiced by our historical consciousness, freedom to develop as a 

musical being depends upon how a particular environment either enables or disables. 

Instead of children instinctively engaging with their musical world, then, in Chapter Six 

I argue that Western separatist views very often encourage only those who are perceived 

to be born with a talent for music; those considered non-musical are too often excluded 

from a world of musical learning. Lacking experience and encouragement in everyday 

musical actions, individuals’ views can be affected by notions of excellence, where, 

finding themselves vulnerable to feelings of embarrassment, they withdraw from 

singing and playing. Not only does this reality mean that many of us refrain from 
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musicking in our everyday living, but it also leaves us to play out our musical 

connectivity through the medium of the professional. Kafka poignantly points to the 

danger of reduced being when a part of our humanness is taken over ― removed from 

our potential for expression, for connection. 

Yet, musicking in reality is not merely performance to be judged, bought and sold. 

The Western practice of perceiving music as a product, something that is made by 

talented musicians for consumption by the rest of us, where we play separate roles as 

either listener or performer, is vehemently countered by Paton (2011). He acknowledges 

that “people have come to invest heavily in the cultural belief that music is a commodity 

which is provided for them by others” (p. 173). He sensitively shows that this need not 

be so. In his Lifemusic project, the musician and composer demonstrates that music is 

for everyone and that everyone can benefit on many levels in being musically engaged. 

He affirms that: “[m]usic connects us to time and in so doing, it deepens our connection 

to life itself” (p. 21). 

It is important to recall that this phenomenon affects not only Western 

communities, but that Western colonial imposition of performative practice means that 

it also undermines humanning musics in other cultures. In Africa, for instance, life-

enhancing musical arts that delivered community and societal health has been 

misconstrued and displaced by Western forms that fail to understand or appreciate the 

affective depth of African inclusive, interconnective musical arts, with their capacity to 

work toward cultural and human health (Floyd, 1998; Nzewi, 2013a, pp. 6-9). It is clear 

that we may still learn from Kafka (1924/2007). His Josefine (1924/2007) continues to 

offer wisdom as her story captures the pathological effects of a performativity that can 

lead to an exclusive, ego-enhancing show and can interfere with the deeply connective 

role musicking plays toward human well-being. Where materialist matters disrupt 

human harmony, hope can emerge from valuing other ways of being; ways that can 

connect and heal, such as those revealed by Australian Aboriginal and African voices 

(McKnight, 2015; Trendwith, 2003; Nzewi, 2013a). These voices come to us with a 

generosity that offers cohesiveness and respect. They sit well with Paton’s (2011) 

passion for nurturing a way of musicking which allows individuals and communities to 

be in time. 
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Concluding thoughts 

Music 

Music is everything.  

the sounds of life 

sitting quietly 

listening to the trees 

the birds 

a music of life 

the sounds of life.   

[words taken directly from data of participant Caterina of the never picked] 

 

Given that many individuals in the West feel themselves to be non-musical, it is good to 

keep in mind that being musical is a natural human condition (Lines, 2003, p. 248). In 

this project, I have focussed on recognition of an unnatural phenomenon in a culture 

where assumptions distance many musical people from their intrinsic musicality. To 

become free of the pervasive influence of these assumptions, hidden beneath conscious 

awareness, it is necessary to bring them and their pervasive effects into the open. With 

Gadamer (1975/2004) as guide in the play toward understanding this divisive 

phenomenon, patient engagement in the hermeneutic process has led to enhanced 

understanding (1975/2004, pp. 103-4). 

Without the opportunity, this natural, human musicality may not be realised; 

many Western individuals feel that they have no licence to do music. We are not 

automatically musically able, but develop skills when developing in a musical 

environment (Nzewi, 2012). Welch understands that effective music education 

promotes the musicality of all (2005, 119). Unfortunately, however, narrowly focussed 

education provision may leave some individuals feeling non-musical, as seen in the case 

of RM. He was left to pretend but not to genuinely participate, to ensure that no sound 

came from the recorder or from his mouth so that “no-one heard anything horrid!” (RM, 

reported in Ruddock, 2016). I argue that he was caught within a diminished way of 

being. When RM surprised himself by singing ‘When I’m Sixty-Four’ to his grandson 

(Ruddock, 2016), he was surprised by the child’s “joyful” response; I hoped that this 

might be the beginning of a new freedom for RM. But this was not so. When I later sent 

him a poem that captured an individual’s non-musical position, RM responded: 

Your poem is spot on. The word taboo is right, something never discussed for fear 

of upset. It was taken as axiomatic that only musicians can do music let alone try. 
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Why do it? I find writing poems hard although I do try. Limericks are easier for 

an RM. 

once there was 

 Warm and wet 
but growing cold 
Nell was wrapped 
before she was old 

  
Wrapped in cloth 
nurtured with care 
she learned to talk 
life seemed fair 

  
Stories told 
opened her world 
adventures told 
mysteries unfurled 

  
But one thing 
she should not do. 
making music 
was taboo 

  
Shut right out! 
should sing no song 
only gifted 
could belong 

  
to the class 
of people who 
owned the music 
through and through. 
 

[musically distanced: Nell of the never picked] 

the word ‘taboo’ is right 

The music within was subdued 
Before she was booted and shoed 
And now she's quite sad 
For what she once had 
It’s harder to bolster her mood 
 
He hear the big names and celebs 
The posh and the famous young debs 
We never do hear 
That lowliest tier 
The menfolk, their wives and the plebs. 
 
So now she is quiet and mute 
With never a song or a flute 
She cannot quite say 
Why her life is so grey 
Or who to blame or impute 

[Limerick by Participant RM] 

 

  

    Yet fine music educators are ready and willing to work so that individuals like 

RM do not need to be silenced, so that individuals in Western cultures need not ‘learn’ 

that they are not musical. Yet this is not likely to be effective until we dare to affirm 

everyone’s innate musicality and drop the dualist belief that only the ‘gifted’ can be 

musical. While this research project is a humble drop in the ocean of understanding, 

answers already lie in wait. To consult Dewey, for instance, is to keep on finding 

answers; Rømer (2012) reminds us to read Biesta and Burbules’ who tell us that “we 

only know what the problem is at the very moment that we are able to solve it: Problem 

and solution stand out completely at the same time” (p. 146). Their words echo 

Gadamer's understanding that, once you can articulate the question, then you are already 
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on the way to finding the answer which “lies in the sense of the question” (p. 356). Who 

we are, where we’ve been and how we know ― these all affect how it is that we can 

find questions: how we can find ways outside our acquired cultural constrictions to see 

beyond our ‘cloud of unknowing’ (Anonymous, 14th Century/1983) towards a fresh 

awareness.  

Here, having embarked on a path to deeper understanding, it is tempting to 

include much more before I conclude. Again, I take advice from Gadamer who 

understands that:  “[i]t would be a poor hermeneuticist who thought he (sic) could have, 

or had to have, the last word” (1975/2004, p. 580). Musician Julian 
Appendix 5

, then, ends 

this venture towards enhanced understanding with a final sonic hug: 

value in vibration 

sonic hug 

good way to welcome 

large circle 

circle begins with the softest sound 

hurricane over the horizon 

‘mmmm’…just a hum 

then — mouth open 

open sound. 

great sound 

loudest sound 

project 

eyes closed 

tremulously experiencing 

sonic hug 

reverse 

die away 

cyclone disappears 

over horizon. 

same experience 

same sound 

experience different 

value in vibration 

experiencing 

whole body.
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The ‘Unnatural’ Path of the never picked (Ruddock, 2007, p. 92) 

 

 

 
Instinctive Response 

 

 
Lack of Encouragement 

 

 
Musical skills arrested 

Not normal to do music 
unless 

You’re gifted 

Everyone walks 

along, not everyone 

plays or sings. 

I felt it was a foreign 

language – I just 

couldn’t grasp it. 

“You have a 

good voice” 

No one did say! 

Can you please 

mime? 

Stop making 

that noise! 

 

I’m Not Musical ! 
I accept ruefully, 

the only thing I can 

play is a CD. 

It’s as if someone 

hasn’t given me the 

key. 
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Published papers tell a tale 

Papers 

Working toward the Research Question ― Prelude Chs 1 - 2 

Hermeneutic processes addressing the Research Question ― 

Chs 4 – 7 

Central research story in bold. 

Placement 

"It’s a bit harsh, isn’t it!" Judgemental teaching practice 

corrupts instinctive musicality 

Here, I retrieve untold data from the never picked study to 

introduce the phenomenon where individuals are distanced from 

their intrinsic musicality; here, the focus extends from the school 

environment to broadcasting. 

Prelude 

A spiral design delivers recognition towards harmony. 

As I seek appropriate method/s to move beyond culturally 

constricted knowing. The prior ‘spiral design’ acts as a catalyst to 

art-based and hermeneutic ‘methods’. Participant cohort 

introduced. 

Chapter 1 

Societal judgment silences singers 

Both musician and non-musician participants expose 

restrictive cultural practices; their contradictory voices reveal a 

potential base for hermeneutic processes to seek a central research 

question (CRQ) (developed in Chapter 3). 

Chapter 2 

“Sort of in your blood”: Inherent musicality survives cultural 

judgement 

This chapter focuses on the CRQ: How can everyday 

musicking be freed from socially evolved constructs that restrict 

instinctive musical expression? Drawing on self-perceived non-

musicians who feel that they cannot do music, the reproduced paper 

here further analyses intrinsic rhythmic and melodic nuances to 

confirm their musicality. Evidence introduced here highlights the 

importance of recognition of each individual’s human musicality. 

Chapter 4 

Misconceptions underplay Western ways of musicking 

Participant experiences reveal powerful societal assumptions 

Chapter 5 
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that affect their potential to engage with intrinsic human musicality. 

They ‘learn’ that “other people make music”; their everyday 

musicking is restricted by the talent notion, leaving the gifted 

people to do music. It becomes apparent that it is crucial to re-

consider unquestioned assumptions and to reflect on words that 

carry skewed judgemental directives if we are to face down a 

restrictive tradition that subverts inherent musicality.   

Western prejudice towards intrinsic musicality 

Despite restrictive human musicking, recognition of deep 

seated prejudices and examples of connective musicking suggest 

ways to consider alternative practices toward connective human 

being in time. 

Chapter 6 

On being musical: Education towards inclusion 

Being judged as lacking potential to be a professional 

musician distances intrinsically musical beings from everyday 

musical engagement. It also reduces opportunities for spiritual 

awareness and connections. Relevant and inclusive education 

connects and engages and can restore individual and cultural 

health toward vibrant living. 

Chapter 7 
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Participants’ pertinent observations for this study 

 

 Pseudonym Pertinent observation for this study 

1 Hope Enjoys group musicking; Hope’s 

observations support findings from never picked 

study. 

2 Simone ♫ A communicative and sensitive singer from 

whom an elite music institution took “all the joy 

out of it” because of its intense focus on technical 

proficiency. 

3 Tanya ♫ [comments after reading Simone’s story in 

Societal judgement silences singers (in Chapter 3)] 

“…after uni I felt I couldn't participate 

anymore…pretty much everything about Simone's 

story really hits me hard in the guts! I’m very glad 

that I'm not the only one.” 

4 Marg “For some people, music is innate but it is 

deeply buried and they need someone to show 

them”. Marg enjoyed singing in everyday situations 

until, living in an isolated environment with a 

partner who did not sing, she stopped. 

5 Lily Enjoys listening and singing in everyday life 

despite early cruel judgement. 

6 Jamie After being told to mime at school (she was 

ten, now is in her ‘twenties’) she still declares that 

she does not sing where anyone might hear She 

sings along to recorded music while doing chores 

or driving her car. She comments that she does 

“find [her]self singing sometimes to [her]self 

[without] really intending to”. 
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7 Andrea Accepts societal reality where music is 

perceived as performance; acknowledges there’s 

‘something missing’…appreciates spontaneous sort 

of music when it happens. She notes that ‘you have 

to be good at it to go public’, it’s not accepted that 

just anyone can sing/play. She found it amusing 

when her daughter recalled being “asked…not to 

sing ‘just to mime’” when her school choir was to 

sing in public: she can sing but won’t be a star…at 

all…takes after her Dad…that’s what I say’. She 

responded very positively to information that music 

learning happens in a musical environment; she 

recognised a gap in her early musical background. 

8 Dave ♫ Independent thinker who perceives himself to 

be a musician (although not ‘professional’). 

9 GP Perceives musical ability as a ‘gift’, one that 

she does not have. 

10 RM “As a child I learned that other people do 

music. It was clear to me and others that I had no 

ability at all…You have convinced me of inherent 

musicality.” 

11 Julian ♫ Professional musician for whom music is “so 

much part of what I do”. He has empathy for 

individuals such as the never picked. 

12 Mel “Music is a primeval response to life. But I 

feel sad for the little girl me. Would be devastated 

if my daughters ever feel this way where they feel 

that they had no right to sing in the school choir but 

they had snuck in”. Takes great care to ensure her 

children experience music education (her family 

moved house to ensure they could attend a school 

with an inclusive music program). 

♫ Musician  
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This PhD study comprises 12 participants; it includes some data from 

conversational partners from the never picked (Ruddock, 2007) study. It is important to 

note that one participant (Harry) from the 2007 study became a central protagonist of 

this investigation. 

 

Throughout this research, the term musician relates to a human reality which 

recognises “musicality as a universal endowment” (Nzewi, 2009 p. 77); all individuals 

who engage in musicking to enhance their everyday living are considered to be 

musicians. This does not infer that they would be professional musicians where the 

honed skills are developed to ensure singing, playing, conducting, etc are presented in a 

professional capacity. Musician can also refer to those individuals who have developed 

a professional capacity to earn living alongside musicking as part of everyday living. 

Thus, musicking includes participation in various forms such as singing (for others or 

while doing chores, etc), playing instruments, dancing, listening, composing, teaching, 

music for health (for own well-being or as a professional therapist), publishing, etc. 
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Community Readers [CR] 

The supervisor/s, examiners, seminar audience, editors and 

journal readers may all contribute something to the pool of 

evidence against which claims that the knowledge is new may be 

tested. So, a thesis written “in secret” and seen only by a 

supervisor and some examiners is less well supported in its claim 

to have produced new knowledge than is one opened to broader 

scrutiny during the conduct of the research. (Haynes, 2006) 

As mentioned in the Glossary, the notion of Community reader is adapted from 

Lincoln’s exploration of “Community as arbiter of quality” (2002, pp. 334-6). To this 

end, interested readers from the community were invited to criticize, annotate or 

contribute their personal experiences when reading the papers either being prepared for 

or published as part of the preparation of this thesis. Wolcott (1990) also notes the value 

of seeking informed readers, reporting that: 

I share my developing manuscripts with informed readers as part of the process of 

analyzing and writing. Rather than a mass distribution of a manuscript in next-to-

last draft, what I have in mind is a continuous process of asking one or more 

individuals to read the current version. Academic colleagues are usually good for 

one careful reading at most; there is little point in pressing busy people for more, 

but no excuse for not asking at all. (p. 132) 

Wolcott is correct, while ‘informed’ people are busy, many will agree to a careful 

reading of at least one paper. The table below presents a brief overview of individuals 

who read the papers, either prior to or following publication. Their readings offered 

valuable responses that contributed to the dialectic processes of this research: 

 

Pseudonym Contribution to this project (where cited ) 

[Comments in bold indicate CR reflections that echo 

understandings developed in this project.] 

Marg: retired 

nursing sister 

As a community reader for the never picked project, Marg 

accepted an invitation to be a participant for this study. She not 

only granted two interviews, but also attended a course for 
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non-singers so that she could deliver feedback for this research. 

(Chapters 1,2 and 5) 

 

Bob Webster*: 

computer analyst 

Bob responded to my 2005 paper (Ruddock & Leong, 2005) 

with a particular question that was pertinent for this study (see 

Chapters 3 and 4). 

 

 André Lebel*: 

retired geophysicist 

 

André delivered perceptive editorial comments on the papers in 

Chapters 3 and 5. 

Rhea: arts 

connoisseur, retired 

primary school 

teacher 

 

Rhea commented on the paper in Chapter 5; her self-view 

reflects the position of many of the self-perceived non-musical 

participants:  

I think performing anything for an audience is daunting…I 

think people equate musicality with performance in public, or 

for an audience of some sort, even if only family or friends, or 

those who may accidentally overhear music making. Also it is 

setting yourself up to be judged by whoever hears you doing 

music. Loads of people don't want to be in that position. There 

are so many good performers; it is hard to measure up. 

[much has to do with] confidence and the perception of what 

others may think of you and how you perceive yourself. …for 

whatever reason. I always felt I didn't know how to sing! With 

my hearing problems I wasn't in tune and then felt unable to 

sing because I wasn’t any good, as I was led to believe by the 

nuns. Still think I sing like a frog, so don't sing in church, or 

very rarely (personal communication, 19 February 2012). 

 

Annie: Retired  Annie commented on papers in Chapters 2, 3, 4 and 5. 

She recognised the connection between experiential musicking 

and consequent withdrawal from active engagement. She noted 

that this could be due to: 

Music/musicality/performance... 

Her comments include: rather than encouraging less able 

students to perform [where we might be]leading them into a 
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path of failure…with the experience of snide comments 

judgemental looks…instead, perhaps we should include in our 

educational curriculum the lessons of acceptance and the 

benefits of participation. 

I found your thesis brought some strong emotions to the 

surface, particularly those relating to music (and art) being an 

integral part of the human soul and which should be 

experienced in some form by every human on this planet! 

 

Susan de Ruyter*: 

Journalist and 

mother of three 

After reading Ruddock & Leong (2005) and Ruddock (2012), 

Susan offered the following observations that are particularly 

pertinent to education and to culture considered in this thesis: 

Music is essential in the 'early learning' area of schools but 

kids are turned away from music as an everyday part of their 

educational experience as they grow. 

I remember buying my first music tape as a kid and proudly 

playing it for an elderly relative, who said it sounded like a 

billy goat stomping on a tin. I was hurt by that remark, even 

though it wasn't me creating or performing the music. It was a 

judgement of my choice, my taste. Your papers mention 

western culture as restricting people and denying their innate 

musical heritage by promoting the idea that music is only done 

by professionals and those with special talent. It's worth 

considering another definition of culture. As well as meaning 

the ideas and customs of a society, it also means a developed 

understanding of the arts. Cultured people are those with good 

taste and manners. In both of these definitions, culture leads to 

people being judged on their musicality. It seems culture has a 

stultifying effect on music. 

 

Liz Nicholls: 

grandmother 

Liz’s comments on music in the media form Footnote 26 in 

Chapter 8. She forwarded her comments in an email following 

her reading of the paper from Chapter Two. Capturing the 

cultural influences that subdue (or silence) intrinsic musical 

expression as performativity and judgement arrest 
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communicative being, Liz wrote: 

I was particularly taken with Simone's story (page 9)  -  could 

really relate to some parts of it. 

I  believe that one can, as a child, sing instinctively, joyfully 

with no thought of how it sounds until an adult (or 

in my case an over proud dad) decides it is necessary to go 

public and sing for [my bold] every visitor that sets foot inside 

the house. So begins the awareness of the need to sound 

"good". Innocence disappears and self judgement 

begins. 

What really finished me off, about age 9, was being packed off 

to sing on the radio -  ‘The Willie Weeties Show’  -  

 with about a million other kids.  There was a general 

expectation at home that I would win, which was never  

going to happen.  

 I can laugh about it now, but I suspect that was the beginning 

of my near paranoia about singing alone. 

 

* Real name 
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Sonic hug 

I call it a sonic hug – and…it’s a good way to give a welcome to someone, if 

you’ve got a new person into the group, or…a few people…put them in the centre of the 

circle, then you make a large circle around them…and, the circle begins with the softest 

sound they can make…something like a hurricane over the horizon, so it’s 

‘mmmm’…just a hum. And then, indicate for the mouth to open so it then becomes an 

open sound. Then you get this great sound like a jet aeroplane about to take off…where 

the engines are warming up…and then you go to the loudest sound…you project the 

sound in to the persons in the centre…who are sitting there with their eyes 

closed…tremulously experiencing this sonic hug…and then when we reach a maximum 

we allow it to do in reverse…to die away…and then the cyclone disappears over 

horizon. Then we can get some feedback from the people in the centre. For some 

people, it’s a very terrifying experience – ‘I thought I was being attacked by natives 

with spears’ – other people – ‘I thought I was in heaven’ – same experience, same 

sound…but they experience it differently…then, of course, the next time, they are in the 

group giving it to someone else…n it’s a really nice thing to do…n I think there is value 

in the…the vibration…hitting your chest…and the experiencing it in your whole body, 

not just your ear drums. [Julian’s transcript, 18/11/2010] 
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Serious Play 

 

Play 

is serious 

in series 

towards knowing 

 

We can learn “only if the player loses himself in play”  

(Gadamer, 1975/2004, p. 103 
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Misconceptions Underplay Western Ways of Musicking: A 

Hermeneutic Investigation
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