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Music in Three Dimensions: An integrative perspectie on the
aesthetic, praxial and social dimensions of music

Dave Camlin
Sage Gateshead (UK)
dave.camlin@sagegateshead.com

Abstract

This paper outlines a perspective on music anderagication arising from the experience
of Sage Gateshead, a large cultural institutiotménnorth of the UK. More specifically, it is a
perspective which has emerged from the processuating undergraduate music learning
within Sage Gateshead’s artistic programme. A oo action research undertaken by the
author between 2011-2015 helped to develop a akiticderstanding of the organisation’s
practices which in turn has helped to underpinuh@ergraduate curriculum.

This particular situation has given rise to a cqiom of music which might be
broadly described astegrative emphasising the integration of three musical disiens
which have often been considered as separate testimg — if closely related — fields of
musical practice, namely; the ‘aesthetic’ and ‘pbxnodels of music which have long been
the subject of much debate; and the idea that #merepecific and measurable ‘social’ — as
well as physiological, psychological, and otherendfits associated with music, which has
informed much cultural policy since the late 1980the UK. The perspective of Sage
Gateshead — and the model described herein — daghgasmusic is at its most potent when
all three of these dimensions — the aesthetigpthrial and the social — are engaged, not to
the exclusion of the other two, but held in a kafidcreative tension’ with them.

The idea that music operates on a number of lesglsltaneously is certainly by no
means radical or new. However, what | hope cand@ngd from a better understanding of
the situation of Sage Gateshead is the kintt@étive tensionvhich exists when these three
dimensions of music’s power are engaged in pradiicparticular, arntegrativemodel of
music has implications for the training of musid@aas it infers that musicians need more
than just the traditional skills of musicianshighgy are to form and sustain long-term careers
in music. Rather than the common perception of m&eg a music educator as the ‘negation’
of a professional identity in music, ti@egrativemodel of music sees musicians as more
holistic agents, with the knowledge and skills éodble to operate competently and
effectively across music’s different dimensions.

Keywords: Sage Gateshead, aesthetic, praxial, social, praxis

Introduction

Sage Gateshead is a relatively young music orgamsavhich celebrated its tenth birthday

in 2015, and whose mission is ‘enriching lives tigio music’ (Sage Gateshead, n.d.). The
organisation operates from an iconic Norman Fastergned glass building on the Gateshead
bank of the River Tyne in the Newcastle-Gatesheaiibation in the north of the UK,
although its programme extends into the rest oNBReaegion, and its influence is felt
nationally and worldwide.

Since its inception, the artistic programme of SG@g#éeshead has been conceived as
consisting equally of music performance on the loened, and music learning and
participation (L&P) on the other. The organisat®uision is reflected not just in the equal
weighting in its artistic programme between perfante and L&P, but also in the fabric of
the building itself. The Sage Gateshead building&@ios three concert venues of different
sizes, with a suite of twenty-six music educatiooms contained in the ground floor. Music
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education is, quite literally, the foundation ardwahich the rest of the organisation’s
practices are constructed. Perhaps the simpl@fdbis physical co-existence between the
worlds of music performance and music educatiorsponsible for some of the development
of the integrative model of music described herein.

Since 2009, Sage Gateshead has been deliveringgnadeate music education in a
joint collaboration franchise model with Universady Sunderland. The BA (Hons)
Community Music course was established in 2009 thaexisting BMus (Hons) Jazz
Popular and Commercial Music transferred from NestleaCollege to Sage Gateshead in
2011. The central idea of establishing these progras within Sage Gateshead was to
provide an alternative route for HE Music study ethwas grounded in the practices of the
music and music education sectors, giving studdet®pportunity to learn ‘inside’ industry
practices, rather than just learn ‘about’ them.

Method

The knowledge that has developed as result ofthiation has emerged through an iterative
process as a form pfaxis (Bowman, 2009; Freire, 1970; Nelson, 2013), wiik tore
productive knowledge of the organisation’s pradicgorming the undergraduate curriculum,
and the more theoretical knowledge used to criticaiderpin the undergraduate curriculum
articulating the complexities of the organisatiositsiation; avirtuous circleof knowledge
development, so to speak. Delivering undergradomatgic programmes within a music
organisation in this way might be seen as a formaaifon research’ (McNiff, 2013; Reason

& Bradbury, 2013), with new knowledge about theamigation emerging in a ‘dialogic’ way
(Bakhtin, 1981; Wegerif, 2012) through the develeptof the academic perspective
required to underpin undergraduate learning. Stisdearn about ‘real world’ (Bennett,

2012) music industry practices, while the orgamsakearns how to articulate those practices
in academic terms.

Findings
Perhaps the most significant concept to have erdesgdar from this situation is the model
which | refer to as ‘music in three dimensions’ i@ia, 2015a, 2015b), emphasising the

pluralistic, emergent and integrative model of mwshich describes Sage Gateshead’s
artistic programme, shown below:

A
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Fig. 1: Music in Three Dimensions
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The model expresses a dialogic and inter-dependtationship between three musical
dimensions, namely: the ‘aesthetic’ or Presentatiarodel of music (Adams, McQueen, &
Hallam, 2010; Elliott & Silverman, 2013; Turino, @®), concerned with “the beauty or
‘meaning’ of its sonorous forms” (Elliott & Silveram, 2013); the ‘praxial’ or Participatory
view (Elliott, 1995, 2009; Swanwick, 1999) whichléh® that music is, “a human practice that
is procedural in essence” (Elliott, 1995, pp. 24B)2 and the ‘social’ view in which “active
engagement with music impacts beyond the developofenusical skills” (Hallam, 2015, p.
1). In the model, the first two dimensions are neimdly musical ones, held in a kind of
“creative tension” (Adorno, 1973, p. 153; Wege2i®12, p. 158) with each other, rather than
being seen as completely discreet fields of practigth the red arrows between them
describing the tensile force which unites them. 8avriters (Turino, 2008)o see the
aesthetic / presentational and praxial / participatimensions as “different form[s] of art
and activity entirely — and that they should becaptualised and valued as such” (p. 25).
However, in practice, there is perhaps more comynanlintegrative tension between them:
musical participation often leads to presentatmimmusical performance (Camlin, 2015a),
and even highly presentational forms need to wjghaticipation, increase access and broaden
inclusion, in order to resist becoming what DaBatenboim describes as an, “ivory-tower
community [which has] lost a great part of the axtion between music and everything
else” (Rusbridger, 2013, p. 210).

While these first two dimensions describe the djmloelationship between
presentational and participatory forms of musie, tthird dimension — the ‘social’,
represented by the red vertical arrow - accountthi® extra-musical benefits that can arise
from ‘musicking’ (Small, 1998), including benefiis psychological well-being, confidence,
empathy, physical health, as well as increasesdrakcohesion and social capital (Arts
Council England, 2014; Hallam, 2015; Matarasso,719&elands, University of Warwick, &
Heywood, 2015).

| refer to the model as an ‘integrative’ model aisic, although it might be more
appropriate to call it a ‘re-integrative’ one, aokriedging that musicality is something which
has been present in all human cultures for theO80y@ar history of our species (Dunbar,
2012; Mithen, 2007) and only relatively recentlpaeated in Western cultures with the
evolution of ‘aesthetic’ forms (Elliott & Silverma2013; Ranciere, 2003). Or, as David
Byrne puts it, “before recorded music became ulbagg, music was, for most people,
something we did” (Byrne, 2012).

The way in which this model has evolved is worthimgn In terms of establishing a
discourse about ‘quality’ between students on aenperformance-based course like the
BMus, and the BA Community Music, it became appétieat there was no easy way to do
this. There is a tendency — perhaps not surprigingb judge the quality of participatory
forms of music by the standards of its presentatioounterpart, without recognising that the
intentions and concerns of participatory music rlghdifferent, and require different quality
measures. However, recognising these differenseshadihlights the fact that the quality
standards of presentational music — for examplgaisised beginnings and endings,
individual virtuosity, contrasts, transparent tegi (Turino, 2008, p. 45) — ofteto apply to
participatory settings as well, leading to a compleb of inter-related meaning.

The conclusion reached — as an organisational cantynacluding its students — is
that quality is contingent upon its situation. ther words, in order to understand issues of
quality in music, they have to be understood firdhe context within which they occur
(Camlin, 2015a). This realisation has led quiteiraly to more sophisticated dialogic
conceptions of musical quality — as outlined in dirgram above — which support students on
both courses to understand what ‘quality’ mightidike in practice, and how it is not fixed,
but subject to change as the situation changes.
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In this sense, the transformative ‘social’ dimensid music helps to unify what might
otherwise be more separate concerns. Whetherihigtém, or participating in, music, surely
all musicians hope that the instances of music thegte or facilitate will have a deep
emotional connection with the hearts and mindsstéhers and / or participants, ultimately
leading to life-affirming — or even life-changingstrong’ experiences (Gabrielsson, 2011);
perhaps the pursuit of such transformational, rejt@xperiences is something which unites
all musicians.

Accepting this ‘integrative’ model of music as di#and useful paradigm does,
however, require some conceptual shifts, and ctsaimgenderstanding of what it means to be
a musician. Traditionally, models of music educaset up the professional identity of Music
Educator as theegationof a professional identity as a performing musicl/e have
probably all heard — or even given — the advicadjoiring musicians that you can train as a
musician,and if that doesn’t work out, you can always bee@music teacher, thereby
suggesting that music educators are in some stilgsl* or non-musicians. However,
because of the way the music industry has charyediefson, 2009), most musicians will
need to be adept at teaching music as well asrnparfg it, if they are to sustain a career in
music in the longer-term. And yet, the negativecpption of Music Educator as a
professional identity mitigates against musiciaes@ able to develop the necessary skills
and knowledge to function successfudlymusic educators, especially within a very différen
musical landscape to previous generations of marssciThe integrative model described
herein helps to break down some of these distinstim®tween ‘musician’ and ‘music
educator’ which have become less relevant in aenodustry which has changed beyond all
recognition, but it is only a small part of the &g paradigmatic shift occurring within the
sector.

Indeed, the ‘virtuous circle’ of knowledge develagm suggested in this paper is
already underway within the organisation. The ‘musithree dimensions’ model described
herein and arising from within the degree courkas,already found its way back into the
organisational culture of Sage Gateshead whichnméd its development, translated into
perhaps more accessible — i.e. non-academic —dageguithin the organisation’s current
business plan 2015-18 as three inter-related ‘gshef:

Artistic innovation and excellence (aesthetic /Sprgational);

Music education (paraxial, participatory)

Social impact (social)

(Sage Gateshead, 2015)

The knowledge emerging from these particular cirsiamces — situating
undergraduate learning within the organisationacpces — has therefore become knowledge
that the organisation can put to service in tharelearticulation of its mission and purpose.
More broadly, this approach of situating HE studlyide ‘real world’ practices suggests a
useful methodology for unearthing the tacit knowledontained in those practices and
helping to articulate them more clearly. If devadpit is in this iterative kind of
epistemological development that the “productivewledge” (Bowman, 2005, p. 52) of
broader cultural sector practices might be madesregplicit.

Implications

A key implication of this integrative model of mass in recognising the full complexity of
musical situations — especially music teachingreay situations — and what this means for
the training of musicians. In an industry wherettiaglitional boundaries between the fields of
music performance and music education have becameé more porous, musicians require
an understanding of music that goes well beyonidgeig able to play their instrument well,
encompassing a range of pedagogical knowledgelalhgifsr working with a wide range of
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individuals and groups in a multitude of differechhanging situations, including those where
music may be used as a vehicle for bringing abocibschange, or increased levels of
individual self-expression and actualisation.

The integrative model of ‘music in three dimensialiso helps to resolve some of the
philosophical challenges contained in the long-ditagn ‘aesthetic vs. praxial’ debate, by
recognising that both of these dimensions of mamacvalid, and the interplay — or “dialogic
space” (Wegerif, 2012, p. 158) — between them helgseate a richer context of musical
meaning, especially when understood in relatiothéo'social’ aspects of music, which helps
embed that meaning deeply within people’s livedegigmce of music.

A further implication relating to the way this mddas evolved, is in recognising that
this concept might be regarded as simply one outcoingituating HE provision inside ‘real
world’ cultural sector practices which, almost kefidition, have evolved in more practical
ways without necessarily being grounded in acadé&meviedge. When we are required to
articulate ‘real world’ practices in academic termss perhaps inevitable that new
knowledge will result, as we discover new waysrtitalating those practices. It would be
reasonable to expect that applying a similar ppiecof using ‘real world’ situations to host
undergraduate learning would result in similar gpreological developments, which might in
turn support the Arts sector to develop strongguiaents about the value of the Arts in
Society.

Conclusion

To conclude, the ‘music in three dimensions’ mqatelides a dialogic way of conceiving of
musical practices, recognising the importance atet-play between three complementary,
integrated dimensions of music: the aestheticggrtional; the praxial / participatory; and
the social. It enables a more sophisticated diswusd what constitutes ‘quality’ in musical
practices, by recognising that any such discussesus to be grounded in a clear contextual
understanding of musical situations, which are esttifp change.

It also provides a useful insight into what happehgn undergraduate music learning
is situated inside the ‘real world’ practices daege music organisation. There are clear
benefits to students as they not only learn aldmtiiusical practices which drive the
organisation, but also contribute to an ongoingess of articulating those practices,
introducing them ‘first hand’ to the kind of epistelogical developments which can occur
within an action research context. The model itsa¥ proved useful — at least to the
organisation — as a way of refining and articut8age Gateshead’s artistic purpose, and has
also fed into broader discourses about the qualiBarticipatory Arts practices (Camlin,
2015a).
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