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ABSTRACT Band musicians see themselves within that particula

1. Theoretical background culture. . T . .

This paper gives an overview of a two and a hatfrye 2 Conclusionsand implications for music education
study addressing the involvement of young Portugues Taking into account the great d|scur_5|_v_e comple_:xltyh_e
people with Philharmonic Bands. It looks into thays analysed data, the conceptual definitions of idgntn

musical identities are constructed within a specfilltural general, and musical _identity i_n pa_lrticu_lar, seetmttg in
and social context, the Philharmonic Band, and is, need of further attention bearing in mind the sb@ad

therefore, affiliated to the area of cultural andcsal cultural contexts where a musical life takes plaued
studies. flourishes. Further, important implications for nitis

2. Aim of the study education might arise from the understanding of éffect

The purpose of the study was to analyse and irggrpr tha_t a strong instrumental practice in the contaxt a
under a social and cultural perspective, the musicetext Pl?llgwarmonlc Band may lhave, as ghmotl\{at% 1|‘pr Ypun
of the Philharmonic Band, as a milieu of socialiaatand ~ Children to pursue an involvement with music fte. i
enculturation of young people where musical idgnigt INTRODUCTION

forged and a personal narrative is constructed. This study stems from the experience of almost two
3. Methodology and Methods L decades in music teacher education programmes eof th
This study ‘used mainly a qualitative, and colege of Education in Porto, Portugal. The
phenomenological methodology combined with the Case;cknowledgement that many of the young musiciaas th

study approach both for the data collection abobie t 5,5y tg the music education course have had gheirious
memories of the young musicians on their partiograin musical training in Philharmonic Bands, and thet fhat
the Philharmonic Bands, and the characterisatiorthase they go on participating in the Band activitiest paly as

ensembles as an overall social and cultural phemame g qents but also later on as young professioatisyed
The purpose of obtaining significant = biographical 5 15 identify a phenomenon with possible multiple

information was reached through individual and eotive i, jications on the construction of their musicaitities
interviewing. At the beginning of the research a (Mota, 2001).

questionnaire was sent out to the 301 studentsfamder
students of the College of Education in Porto (N28Q5),

in order to identify those that have participatentéor still
participate in the musical activity of PhilharmonBands.
The questionnaire included closed and open-ende
questions concerning the subjects’ family histonyd a
personal past or current involvement with Bandsalpsis
and discussion of data includes the results frore t
questionnaire, and the findings of an in depth exiive
case study, built from seventeen individual ineama and
one collective interview to former students withloag
personal and family history in Philharmonic Bands.

4. Main research findings THEORETICAL BACKGROUND
From the 301 questionnaires that were sent out, W2ge In the last decades, developmental theories have eder

returned, from which 36 subjects reported to bél sti 5 certain systematic critique as their approachhasiges
involved with Philharmonic Bands. Content analysighe what can be explained by biology and/or evolutiaiher

interviews showed that two processes concurringh®  (han yaluing the fundamental role of situation @utture

production of a musical identity, biographical and (Minick, 1989: Bruner, 1990, 1996; Walsh, 1991; Gra&.

relational, were strongly evidenced. Further, arpiessive Walsh, 1995; Walsh, 2002). In the same line of ¢ivthe

r_elevance in terms of social anql cuItL_JraI analygasme to perspective of cultural psychology (Bruner, 199094)

light, revealing the many ways in which the Philinanic approaches development as a process of growth that
happens within a certain culture where meanings are

Philharmonic Bands are ensembles of brass, woodariadd
percussion instruments of about 50 musicians, mainl
amateurs. In Portugal, playing in a Philharmonia®as
OIoften a family tradition. It is normal to find irhé same
Band several generations from one family, playing
together. In the past, the musician with the besstioal
h skills was usually the conductor, and the trainofgall
instrumentalists was made from the older to thengeu
ones, based on imitative solfege routines. Theseraehles
play mainly in popular religious fests, parade tiylo the
villages, and perform in open-air stages calledetos
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shared, and common narratives are constructed. th@n
other hand, ‘culture’ has also been described a&sobrthe
most difficult concepts in the human and sociaésces as
it can build upon both traditional definitions, suas the
classic works of literature, and more ‘modern’ gr&sch
as ‘mass culture’ or ‘popular culture’ in terms pdople’s
everyday life. For the purpose of this study, weuldo
rather focus on a more ‘social science’ contextictvluses
the word ‘culture’ “to refer to whatever is disttive about
the ‘way of life’ of a people, community, national social
group” (Hall, 1997, 2003, p. 2). This is what isirge
termed as the ‘anthropological definition’. Another
alternative is to use the word to describe ‘sharaldies’
setting an emphasis on the sociological aspecta Amtter
of fact, all these interpretations seem to seffdlcas on the
importance of meaning to the definition of culture,
understanding it as “what gives us a sense of oun o
identity”(ibid, p. 3). Moreover, it is the commuative
process that enables these meanings to be shatedther
people, using the same linguistic codes, i.e. kipgathe
same language’. In this sense, culture “is conadised as
a primary ‘constitutive’ process.... and ‘discursivieds
become the general term used to refer to any appria
which meaning, representation and culture are densil
to be constitutive” (ibid, p. 6). This role of dmgse is
particularly interesting to this study as it higjtits the way
knowledge is constructed within a shared practiseyell
as a shared way of talking about it, and formsssbaiated
behaviours in a particular social, and instituticactivity.

In the pursuit of building a clear theoretical amnt for the
concept of identity in this study, Dubar's seardr &
sociological theory of identity (2005) was revieweaahd it
was also based on his approach that we derived
categories of analysis, which will be presentedrlain in
this paper. In the first place, Dubar refuses wtinlfjuish
the individual identity from the collective oneaping the
emphasis on the social identity as an articulabietween
two types of transaction: ’internal’, individualatisaction,
and ‘external’ between the individual and the iogitbns
with whom s/he interacts. In his perspective, “iitgnis
nothing else but the result at one time stable and

provisional, individual and collective, subjectivand
objective, biographical and structural, of diverse
socialization processes that altogether construoe t

individuals and define the institutions” (ibid, p36). For
the purposes of this paper, the importance of\tlew lies
on the acknowledgement that identities may be wided
as the product of tensions, which are inherenhéosocial
world, and not mere results of psychic functioning.

In the field of musical identity, since Hargreag&$North
(1997) edited The Social Psychology of Music, thesm
diverse ways in which people interact with musial] &iow

it influences their musical behaviour, have beenremo
systematically presented as the result of theiriaboc
context. On the other hand, the extensive bodyeséarch
around the concept of musical identity consistenthates
the individuals’ musical experience to their peison

identity. In Musical Identities, MacDonald, Hargves, &
Miell (2002) propose a conceptualisation of musical
identities in terms of Identities in Music (1IM) diMusic in
Identities (MIl). IIM was defined as the ways in i
people view themselves in relation to the social eultural
roles within music while Ml refers to the ways which
music may form a part of other aspects of the iddial's
self-image, such as those related to gender, agetamal
identity (ibid, p. 12; Hargreaves & Marshall, 2003he
context of this study points out to an affiliatibm the first
categorisation — identities in music — and draws an
concept of musical identity as the result of mudtip
influences, biographical contexts, and -culturaltisgsé
(Frith, 1996; Born & Hesmondhalgh, 2000).

AIM OF THE STUDY

Taking a cultural and social perspective, this gtsekeks to
understand the role that the involvement of young
Portuguese people with Philharmonic Bands playshe
construction of their musical identities. It aims$ the
interpretation of their narratives as discourseshef past,
present, and future while young musicians playimghie
Band. Further, memories and present discourses are
interpreted in light of current definitions of idég in
general, and musical identity in particular.

METHODOLOGY AND METHODS

This research used mainly a qualitative, and
phenomenological methodology (Hammersley & Atkinson
1993) combined with the case study approach (Sfi@5)

for the data collection about the memories of toeng
musicians on their participation in the PhilharntoBands.
Moreover, the building of a coherent narrative also

theconstituted a purpose to be attained (Clandininaar@lly,

2000).

In the first phase of the study, a questionnaire sent out

to the 301 students and former students of oure@ellof
Education, in order to identify those that havetipgrated
and/or participate in the musical activity of alRarmonic
Band. In the second phase, semi-structured int@svigere
carried out with 7 Band conductors (5 former stisleand

2 current students) and 10 musicians (5 formerestigdand

5 current students). Criteria for selection of plagticipants
were drawn by the research team from the returned
guestionnaires, and took into account longer ppgton
and early musical tuition in the Band. Further,wias
considered that to be a conductor meant a consildera
knowledge about the conflict between tradition and
innovation in Portuguese Philharmonic Bands, and
therefore all reported conductors were includedthie
study. Later, as we received the visit from thejgmb
consultant, a prominent Brazilian researcher in roomity
music, a collective interview with Band specialistas
organised in order to allow her to have a first chan
experience with the study’s context. In this intew;, four

of the research team members and the project’suttans
were present, together with 5 band musicians (Hwector
and 4 band members). The main objective for thisting
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was to allow several people, with different perdona Tablel. Distribution of the subjects musical

experiences and musical
interchange and debate their personal knowledgengi
rise to a shared base of common experiences awmdisge
light on their personal and/or local involvementthwthe
band. This interview embodied many of the charésttes
of a focus group interview, which is defined by Bad&
Rossi (2002:2) as “a special type of group intewtkat is
structured to gather detailed opinions and knowdealgout
a particular topic from selected participants”. Thalogue
between them was spontaneous, although it was soeset

moderated by the interventions of the research team

members in order to propose further topics foresfon,
and elicit the participants to engage in interactas to
produce significant meanings behind their accounts.

In the process of constructing a system of coraealysis
of the interviews, a categories’ framework was towthich,
on the one hand, emerged from the data, and oothes
was informed by our theoretical background. Takasy
main reference Dubar's identity categories of asialy
(2005), this framework is organized along two majses
and informed by two major processes (fig. 1). Thases
are ‘ldentity for oneself’ and ‘Desired identityyhich are
intersected by the individual/institutional axes.heT
processes, which are transversal to all these diimes, are
the biographical process and the relational prodbessugh
which all identity is shaped and reshaped contislyou

Bioaraphical Proce <:1—;1> Relational Proce
/ Musical Identit \

Identity for oneself Desired Identity

Al. Who am | as a musician?| B1. Who do | want to
become as a musician/ <
conductor/ teacher?

B2. How have bands been

i 2
A2. What defines my band? changing?

[euonMIASUl 3y L l [enpiaipul 8y L

Figure 1. Categories’ framework

MAIN RESEARCH FINDINGS

From the 301 questionnaires that were sent out,vl&@
returned, from which 36 subjects reported to bdl sti
involved with Bands. Table 1 shows the distributioh
their different types of involvement in the Bander@er
distribution of this group showed 64 percent male] 36
percent female.

The first approach to the content analysis of thierviews
revealed emergent themes, which indicate that:

e The on-going participation in Philharmonic Band# st
performs a significant role in the participants’ecal
musical lives.

pathways in the bands, to

involvement in the Band

Frequency Percentage

Musician 21 58,3
Conductor 4 11,1
Musician and

teacher 4 11,1
Musician and

conductor 4 11,1
Musician and

management 2 5,6
Musician and

teacher 1 2,8
Total 36 100,0

The fact that they have graduated, or are in tbegas

of graduating as music educators, has significantly
changed the way they approach their activity as
musicians in the Band, both in the sense of the
repertoire and in the pursuit of excellence of
performance.

e The experience of community music, and emotional
and affective relationships among participantsypla
major role in their musical and professional
development.

o Participation of young women has been growing
continuously since the time the interviewees first
engaged with Philharmonic Bands.

As the in-depth analysis proceeded, according t® th
previously shown categories framework, the follogvin
ideas can be summarized:

Identity for onesdlf

Al —Who am | as a musician?

A common trait to the interviewees’ narrativeshig idea
that without the Bands they would have never been
musicians. Even if they acknowledge some of theatieg
implications of the type of music education thegeiged
there, there is a strong sense of belonging tophsdtcular
culture — being a ‘philharmonic person’.

I would not be a musician today if | didn’'t have

those beginnings in the Band. It opened to me
the music world. (A.)

I would consider myself to be a philharmonic

person, and | was, for a long time, a

philharmonic in its purest meaning. Right now,

| certainly am not, because | have a career in
music, and being a philharmonic band

musician is no longer a part of my life. Now, |

am a conductor. But for a long time | was a
philharmonic person... (M.)
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A2 — What defines my Band?

In the conflict between tradition and innovationyr o
participants seem to have developed a consciousiesg
the musical problems that arise from this dichotomy

There is a person, in many contexts...
particularly in the bands of the interior regions
of the country, the ‘mestre’. He is a charismatic
figure, who ‘knows it all and cannot be
questioned. Here, in my hometown, he was the
one who first taught me (...) but on a musical
level, he is very uninteresting. (F.)

Desired identity

Bl Who do |

musician/conductor/teacher?
Our interviewees cannot envision a future withoaly a
connection to the bands:

...When I finish my degree in Music Education
I would like to go back to develop further my
instrumental skills, which is something cant get
in my Band. But even if | think the musical
standards there may not be the highest | will
not let down my colleagues, my conductor, my
friends. | will keep going to the rehearsals and
playing with them. (A.)

... | may develop my artistic career, | may
become a soloist in a great Orchestra, |
may become the conductor of a large
symphonic band, | may develop an
important research in higher education,
etc. But in fact, | think all my life I will be
connected to the Philharmonic Bangs)

B2 — How have Bands been changing?
All participants acknowledged that Philharmonic
nowadays are going through a dramatic change:

Now there are people with a good music
education who participate in bands, and they
are willing to cooperate, and even for financial
reasons teach in the bands. (C.)

And nowadays there are some bands with
music schools where there are teachers for
virtually every instrument. (...) Some of the
band schools have evolved into conservatoires
(...) Musical training has improved 200% over
the past 20 years. (M.)

Ban

Collectiveinterview

The collective interview showed an impressive ratee in
terms of social analysis, revealing the many wayshich
the Philharmonic Band musicians see themselvesirwith
that particular culture. The gap between a desitedtity,
and the perceived social value of their practiezs s to be
mediated by the strong emotional and affective
relationships among musicians. On the other hand,
collective identification with the Band, as a comtply
legitimated social institution, also revealed aialidentity,
which appears to be marked by duality. While sorihthe

musicians referred the common association of Band
musicians with a less valued social belonging, ¢tine
conductor participating in the collective intervigwinted

out the stronger motivation, ensemble skills, aaedse of
community, which he finds in Philharmonic Band
musicians.

CONCLUSIONS AND IMPLICATIONS FOR
MUSIC EDUCATION

The Philharmonic Bands appear, as an environmestevh
young people are socialized both in biographicatl an
relational terms, as two processes concurring fog t
construction of their identities (Dubar, 2005). Feads to

want to become as a @ permanent negotiation between innovation andtimad

where music is at the heart of the construction ofiltural
identity. The young musicians that grew up in
Philharmonic Bands in Portugal go on being imbedied
their cultural roots while coming to terms with ttiéferent
pathways that are determinant for the construabibtheir
musical identities. Taking into account the grtiatursive
complexity of the analysed data, the conceptuahifieins

of identity in general, and musical identity in feular,
seem to be in need of further attention bearinmind the
social and cultural contexts where a musical bieets place
and flourishes. In this sense, this study confirthe
fundamental role of situation and culture where
development is faced as a process of growth thapdres
within a certain context where meanings are shaaed,
common nharratives are constructed. Finally, imptrta
direct implications for music education might arisem
the understanding of the effect that a strong umséntal
practice in the context of a Philharmonic Band rhaye,
as a motivator for young children to pursue an ivement
with music for life.
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