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People	who	emigrate	from	war	or	persecu<on,	seeking	asylum	in	a	new	country,	o`en	face	
long	and	challenging	processes	of	bureaucracy	and	adapta<on;	both	of	which	raise	ques<ons	
of	iden<ty.	These	challenges	are	compounded	by	prevalent	discourses	that	represent	people	
with	migrant	iden<<es	in	reduc<ve	and	generalised	terms	related	to	the	threats	they	pose	or	
the	needs	they	have.	Such	acts	of	representa<on,	manifested	through	media	representa<on	
as	well	as	poli<cal	rhetoric	and	policy,	func<on	to	establish	and	sustain	rela<ons	of	power	
(Foucault,	1980b,	1980a).	One	response	to	these	issues	of	iden<ty	and	social	posi<oning	has	
been	the	establishment	by	prac<<oners	and	organisa<ons	in	the	humanitarian	field,	of	
par<cipatory	music-making	programmes.	

A	systema<c	search	and	conceptual	analysis	of	literature	revealed	the	prevalence	of	iden<ty	
concepts,	which	o`en	inform	the	ra<onale	for	interven<on	designs	and	findings	in	this	
academic	field.	However,	there	was	a	lack	of	cohesion	found	between	conceptual	approaches,	
and	a	need	was	iden<fied	for	a	theore<cal	basis	to	be?er	understand	the	concept	of	iden<ty	
as	it	features	in	par<cipatory	music-making	groups	with	this	popula<on	group.	A	mul<-sited	
qualita<ve	research	study	was	undertaken	in	the	UK	and	the	Netherlands	of	par<cipatory	
music-making	programmes	that	ac<vely	invite	or	are	targeted	towards	people	who	have	
migrated	as	refugees.	Using	grounded	theory	based	thema<c	analysis	of	ethnographic	
interviews	with	music	facilitators	and	organisers,	and	construc<ng	illustra<ve	stories	from	
group	members’	accounts,	iden<ty	was	found	to	feature	across	the	data	in	rela<on	to	
processes	of	representa<on,	recogni<on	and	reposi<oning.	By	affording	opportuni<es	for	
recogni<on	and	reposi<oning,	par<cipatory	music-making	is	framed	as	a	representa<onal	act,	
capable	of	disrup<ng	oppressive	discourses.	At	the	same	<me,	cau<on	and	reflexivity	are	
implied,	as	the	poten<al	was	also	found	for	music	facilitators	to	replicate	the	same	
problema<c	hegemonic	discourse.		

Key	words:		[par<cipatory	music	making,	community	music,	music	therapy,	musicking,	
refugee	studies,	asylum	seeker	/	seeking,	migra<on,	iden<ty,	labelling,	posi<oning]	
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1. Introduc7on	and	study	aims	

1.1. Study	aims	and	ques7ons	

This	study	seeks	to	understand	the	concept	of	iden<ty	as	it	features	in	par<cipatory	music-

making	programmes	for	people	who	have	emigrated	seeking	asylum	from	war	or	persecu<on.	

To	address	this	aim,	I	present	findings	from	my	research	with	music	groups	in	the	Netherlands	

and	the	UK	that	ac<vely	invite	or	are	targeted	towards	people	who	have	applied	for	refugee	

status.	The	themes	drawn	from	ethnographic	interviews	with	music	facilitators	and	organisers	

are	illuminated	by	group	members'	stories,	and	the	implica<ons	of	conceptual	treatments	of	

iden<ty	in	prac<ce,	research	and	policy	in	this	field	are	explored	and	discussed.			

The	ques<on	guiding	the	research	is:			

How	does	iden<ty	feature	in	the	accounts	of	par<cipants	and	providers	of	music-

making	programmes	for	people	who	have	emigrated	seeking	asylum	from	war	or	

persecu<on?	

Subsidiary	ques<ons	were	included	to	enable	a	focus	on	possible	risks	or	benefits	a?ributed	

to	the	approaches	that	programme	facilitators	and	organisers	took	towards	music-making,	

with	a	par<cular	focus	on	iden<ty.	These	are:		

In	what	ways	does	the	organisa<onal	approach	taken	towards	iden<ty	groups	

feature	in	the	accounts	of	par<cipants	and	providers?			

In	what	ways	do	the	facilita<on	approaches	taken	towards	par<cipatory	music-

making	feature	in	the	accounts	of	par<cipants	and	providers?		

In	this	introductory	chapter,	I	will	clarify	linguis<c	elements	of	the	research	objec<ves	and	

ques<ons	in	terms	of	my	use	of	key	terms	and	defini<ons	and	the	study’s	underlying	

ontological	posi<oning.	I	then	seek	to	locate	myself	as	a	researcher	by	describing	aspects	of	

my	musical	and	demographic	experiences	and	iden<<es,	and	outlining	my	mo<va<ons	for	

undertaking	this	research	study.	Finally,	I	will	outline	the	structure	of	this	thesis	in	order	to	

orient	and	guide	the	reader.	

1.2. Key	terms	and	defini7ons	used	in	the	study	

1.2.1. Representa7on	of	people	who	have	emigrated	seeking	asylum	from	war	or	

persecu7on	

Many	ques<ons	about	the	representa<on	of	people	who	have	emigrated	seeking	asylum	from	

war	or	persecu<on	emerged	during	the	course	of	the	study;	from	literature,	through	the	

study’s	data	and	analysis,	and	also	for	myself	in	wri<ng	and	talking	about	the	topic	of	my	

work.	It	is	therefore	important	to	outline	my	stance	towards	representa<on	before	addressing	
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specific	use	of	terminology	in	the	study.	The	standpoint	that	I	have	reached	through	the	

process	of	doing	the	research,	is	interlinked	with	a	broader	paradigma<c	posi<onality	and	

ontology.	I	begin	here	by	summarising	the	context	of	representa<on	and	migra<on,	before	

outlining	the	theore<cal	basis	to	the	study’s	discursive	understanding	of	the	construc<on	of	

meaning.	

Throughout	the	process	of	seeking	asylum	people	are	assigned	labels	of	iden<ty	wrought	with	

a	complexity	of	legisla<ve,	poli<cal	and	social	meanings	(Ze?er,	1988,	1991,	2007).	As	people	

mobilise	to	escape	inequali<es	of	basic	safety,	human	rights	and	economics	in	a	globalised	

world,	an	‘asylum-migra<on	nexus’	has	developed	(Castles,	2003:	17).	An	increasingly	

fractured	and	con<ngent	hierarchy	of	labels	has	been	generated	to	police	the	mobility	of	that	

nexus,	and	to	differen<ate	‘bogus	asylum	seekers’	from	an	ever	more	‘idealised	genuine	

asylum	seeker’	(McFadyen,	2016:	600).	The	ini<al	legal	category	of	‘refugee’	(Conven<on	

Rela<ng	to	the	Status	of	Refugees,	1951,	Protocol	Rela<ng	to	the	Status	of	Refugees,	1967)	

has	been	defused	into	new	systema<c	labels;	formed,	transformed	and	poli<cised	by	states	

across	the	world	‘to	contain	entry	and	intercept	access	to	the	most	prized	claim’	-	refugee	

status	(Ze?er,	2007:	189).		

Governments’	role	in	fracturing	and	applying	labels	reveals	a	poli<cal	agenda	that	involves	

the	‘co-opta<on’	of	the	general	populace	into	a	discourse	of	iden<ty	and,	by	implica<on,	of	

ci<zenship	and	belonging	(Ze?er,	2007:	190).	Func<oning	alongside,	or	in	collusion	with,	

poli<cal	representa<ons	of	people	migra<ng	country	are	media	representa<ons.	As	Watzlawik	

and	de	Luna	(2017:	248)	observed,	‘people’s	no<ons	of	what	a	refugee	is	usually	are	based	

neither	on	its	legal	defini<on,	nor	on	real	and	first-hand	experience	with	refugees’	but	rather	

on	‘a	wide	range	of	discourses,	news	stories,	TV	programs,	and	images	related	to	this	topic:	in	

short,	by	different	ways	of	objec<fying	the	refugee	phenomenon	…		filtered	representa<ons	

of	refugees	are	a	part	of	our	daily	life	to	the	point	where	almost	everyone	has	formed	his	or	

her	own	opinion	on,	for	example	the	Syrian	refugee	crisis.’		

In	other	words,	the	meanings	of	representa<ons	of	refugees	are	constructed	discursively.	

Furthermore,	they	are	constructed	in	discourses	that	reflect	and	sustain	‘rela<ons	of	power’	-	

it	is	not	the	disenfranchised	refugee	but	poli<cians	and	wealthy	media	conglomerates	who	

decide	‘the	types	of	discourse	which	it	accepts	and	makes	func<on	as	true’	(Foucault,	1980a:	

131).	This	discursive,	construc<onist	theory	of	representa<on	recognises	that	the	meanings	

a?ached	to	iden<<es	of	migra<on	are	not	innate	or	fixed,	but	formed	as	the	consequence	of	

representa<on	in	a	discursive	‘power-knowledge'	dynamic	(Foucault,	2020:	27).	It	is	this	view	

of	representa<on	that	underlies	this	research	study.		
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In	terms	of	my	own	representa<on	of	people	in	the	research	study,	the	root	of	my	meaning	

when	referring	to	a	person	as	a	refugee	or	as	seeking	asylum	from	war	or	persecu<on	is	the	

United	Na<ons	General	Assembly	Conven.on	Rela.ng	to	the	Status	of	Refugees	(1951,	

amended	by	Protocol,	1967):	

…	owing	to	well-founded	fear	of	persecu<on	for	reasons	of	race,	religion,	

na<onality,	membership	of	a	par<cular	social	group	or	poli<cal	opinion,	is	

outside	the	country	of	his	na<onality	and	is	unable	or,	owing	to	such	fear,	is	

unwilling	to	avail	himself	of	the	protec<on	of	that	country;	or	who,	not	having	a	

na<onality	and	being	outside	the	country	of	his	former	habitual	residence	as	a	

result	of	such	events,	is	unable	or,	owing	to	such	fear,	is	unwilling	to	return	to	it.			

(Conven<on	Rela<ng	to	the	Status	of	Refugees	1951:	152)	

In	rela<on	to	the	people	involved	with	this	research	study,	I	use	the	word	refugee	only	to	

indicate	people	who	meet	this	defini<on	of	migra<on	status,	and	I	refer	to	people	as	‘seeking	

asylum	from	war	or	persecu<on’	to	describe	their	involvement	in	a	bureaucra<c	process	of	

applying	for	the	right	to	safety	that	is	enshrined	in	the	above	legisla<on.		

However,	while	labels	of	refugee	and	asylum	seeker	seem	to	be	based	on	clear	defini<ons,	

the	research	findings	demonstrate	that	meanings	are	not	singular	and	can	be	profoundly	

problema<c,	especially	when	used	to	designate	iden<<es.	It	is	clear	that	while	a	label	of	

iden<ty	might	be	used	with	a	specific	designa<on	in	mind,	it	cannot	be	'exclusively	limited	to	

that	role	because	of	the	manifold	and	interconnected	orders	of	meaning	that	exist	within	

it’	(Cole,	2018:	18).	There	are	<ers	of	meanings	to	the	refugee	iden<ty	(Cole,	2018),	and	while	

the	first	<er	may	symbolise	directly	the	person	who	is	a	refugee,	each	subsequent	<er	of	

meaning	gains	distance	from	the	individual.	Hence	Malkki’s	proclama<on	that	representa<ons	

have	created	a	generalised	image	of	a	refugee	as	an	‘ahistorical,	universal	humanitarian	

subject’	(Malkki,	1996:	378),	void	of	personality	or	historical	context,	and	detached	from	the	

acts	of	power,	wealth	and	violence	that	force	people	to	migrate	to	find	safety.	My	decision	to	

regularly	state	that	people	in	this	study	have	emigrated	‘seeking	asylum	from	war	or	

persecu<on’	is	meant	to	draw	a?en<on	to	the	historical	circumstance	of	migra<on	and	

maintain	in	my	text	the	violent	causes	of	displacement.		

1.2.2. Iden7ty	

My	objec<ve	in	this	research	study	is	not	to	find	defini<ons	of	iden<ty	in	rela<on	to	processes	

of	migra<on,	but	to	understand	how	iden<ty	features	in	accounts	of	music-making	

programmes	for	people	who	have	emigrated	to	seek	asylum	from	war	or	persecu<on.	This	

presupposes	the	possibility	that	music-making	interacts	with	people's	sense	of	iden<ty	in	

some	way,	and	can	play	a	role	in	the	nego<a<on	or	naviga<on	of	iden<<es	a`er	migra<on.	

	 (Page )17



Ontologically,	that	presupposi<on	reflects	the	construc<onist	and	non-essen<alist	

understanding	of	iden<ty	that	underpins	this	study.		

Linking	to	the	discursive	conceptualisa<on	of	representa<on	that	I	have	described	above,	a	

similar	view	of	iden<ty	is	taken,	allowing	the	possibility	that	layers	of	social	interac<on	may	

influence	iden<ty	construc<on	and	experience.	Bucholtz	and	Hall	emphasise	the	interac<onal	

nature	of	iden<ty,	refu<ng	the	‘broad	sociological	categories	most	commonly	associated	with	

the	concept’	(Bucholtz	and	Hall,	2005:	607).	Iden<ty,	they	argue,	is	most	usefully	viewed	as	if	

emergent,	posi<onal,	indexical,	rela<onal	and	par<al	(Bucholtz	and	Hall,	2005).	Seen	in	this	

way,	iden<<es	emerge	in	contexts,	constructed	in	rela<on	to	other	people	and	informed	by	

social	norms.	No	iden<ty	can	be	completely	viewed	or	known,	and	therefore	cannot	be	

essen<alised.	Approaching	iden<ty	in	such	non-essen<alist	terms	enables	the	inves<ga<on	of	

people’s	view	and	responses	without	presuming	the	categories	of	their	experiences.		

Such	a	stance	evolved	in	my	framing	of	the	concept	ini<ally	from	my	reading	of	Goffman	

(1963,	1969),	Becker	(1997)	and	Jenkins	(1996),	wherein	iden<<es	are	viewed	as	constructed	

through	complex	acts	of	presenta<on,	performance	and	rela<onship.		

1.2.3. Music,	musicking	and	par7cipatory	music-making	

The	construc<onist	paradigms	of	understanding	that	I	have	described	in	rela<on	to	

representa<on	and	iden<ty	also	inform	the	way	that	music	and	music-making	are	understood	

in	this	study.	Music	is	not	approached	as	a	sta<c	artefact	with	innate	meaning	a?ached	to	it,	

but	rather	as	an	ac<ve,	rela<onal	process	through	which	meaning	is	constructed	in	context.	

Christopher	Small	expresses	this	through	his	use	of	the	verb	‘musicking’,	emphasising	the	

ac<ve	nature	of	the	concept.	‘Musicking’,	he	proposes,	‘establishes	in	the	place	where	it	is	

happening	a	set	of	rela<onships,	and	it	is	in	those	rela<onships	that	the	meaning	of	the	act	

lies’	(Small,	1998:	13).	Although	I	have	not	adopted	Small’s	gerundive	form,	his	defini<on	

expresses	well	this	study's	construc<onist	understanding	of	music	and	music-making.	

From	this	standpoint	that	meaning	in	music	is	emergent	rather	than	innate,	so	too	are	its	

effects	and	possibili<es.	DeNora	(2000)	ar<culates	a	no<on	of	musical	affordances	to	capture	

the	way	in	which	music	func<ons	for	people	in	their	everyday	lives.	While	music	may	be	

experienced	as	enabling,	for	example,	emo<onal	expression,	physical	movement,	mo<va<on,	

or	connec<on,	DeNora	argues	that	‘Music	accomplishes	none	of	these	things	in	its	own	right	-	

it	is	not	a	“force”	like	gravity	or	wave	power’	(DeNora,	2000:	99).	Rather,	such	responses	as	

emo<onal	expression,	physical	movement,	mo<va<on,	and	connec<on	are	affordances	of	

music	which	people	ac<vely	appropriate	into	their	lives.	Agency	is	a	central	tenet	of	this	

conceptualisa<on,	in	that	it	places	the	capability	with	people	to	access	music	as	a	resource.	

As	such,	par<cipants	in	music-making	are	able	to	appropriate	situated	affordances	of	music	
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for	health,	wellbeing,	and	iden<ty	work	(DeNora,	2000,	2017).	This	opens	up	a	theore<cal	

lens	through	which	to	view	the	role	of	music	facilitators;	seeking	to	offer,	or	increase,	access	

to	music’s	affordances.	However,	it	is	important	to	note	that	not	everyone	can,	or	does,	

access	musical	affordances	equally	due	to	media<ng	factors	linked	to	context	and	social	

rela<ons	(Daykin	et	al.,	2017).	

This	sociological	framing	of	meaning	in	music-making	has	influenced	approaches	to	music	

therapy;	par<cularly	the	movement	towards	Community	Music	Therapy.	Although	I	am	a	

qualified	music	therapist,	within	this	research	study	I	have	not	worked	as	a	music	therapist	

and	none	of	the	work	included	was	music	therapy.	However,	I	now	draw	on	approaches	and	

frameworks	from	Community	Music	Therapy,	as	these	informed	the	development	of	my	

thinking.	I	then	move	towards	explana<on	of	my	use	of	the	term	par<cipatory	music-making	

in	this	study.	

Community	Music	Therapy	represents	a	model	of	interven<on	that	views	clients	or	

par<cipants	as	having	agency	to	appropriate	music	according	to	their	needs	(Pavlicevic	and	

Ansdell,	2004,	S<ge	et	al.,	2010,	S<ge	and	Aarø,	2012).	Challenges	that	people	may	face	to	

their	wellbeing	are	conceived	in	terms	of	limita<ons	to	performances	of	a	healthy	and	

flourishing	self.	Music	affords	ways	to	explore,	reimagine,	and	express	and	therefore	offers	

the	opportunity	to	enact	alterna<ve	ways	of	being.	Rather	than	defined	in	a	posi<vis<c	

medical	paradigm,	the	music	therapist’s	role	can	be	seen	as	‘a?ending	to	unheard	

voices’	(S<ge	and	Aarø,	2012:	3)	and	‘increasing	possibili<es	for	ac<on’	(Ruud,	2008)	

In	prac<ce,	Community	Music	Therapy	has	been	used	to	describe	a	varied	field	of	work.	By	

nature,	it	finds	its	way	through	interac<on,	and	not	by	prescrip<on.	Community	Music	

Therapy	is	not	a	series	of	interven<on	steps	designed	by	a	trained	professional,	but	a	co-

produc<on	or	co-performance	that	is	mutually	composed	and	enacted.	As	such,	the	approach	

overlaps	with	many	arenas	of	music-making	outside	the	professional	realm	of	music	therapy.	

To	encompass	the	‘broader	interdisciplinary	area	of	music,	health,	and	wellbeing’	the	term	

’health	musicking’	has	been	suggested	(S<ge,	2002,	2012).	S<ge	draws	on	DeNora	and	Small	

in	his	defini<on	of	health	musicking	as	the	‘appraisal	and	appropria<on	of	the	health	

affordances	of	arena,	agenda,	agents,	ac<vi<es,	and	artefacts	of	a	music	prac<ce’	(2012:	186).			

These	models	influence	the	way	in	which	I	understand	music	func<oning	in	interven<ons	

aimed	to	enable	health	or	social	change.	However,	I	do	not	use	terms	such	as	‘health	

musicking'	in	this	study,	preferring	to	refer	to	the	researched	prac<ces	as	‘par<cipatory	music-

making’.	Characteris<c	of	this	form	of	musicking	is	that	greater	importance	is	given	to	‘the	

degree	and	intensity	of	par<cipa<on’	than	to	‘some	abstracted	assessment	of	the	musical	

sound	quality’	(Turino,	2008:	33,	cited	by	Camlin,	2014:	104).	While	this	was	true	in	all	
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research	contexts,	concerts	and	performances	were	also	key	parts	of	the	music-making,	and	

therefore	‘presenta<onal’	aesthe<c	values	were	also	present	(Camlin,	2014).		

To	move	past	a	dichotomous	framing	of	quali<es	of	music-making	as	either	‘par<cipatory’	or	

‘presenta<onal’,	Camlin	suggests	that	there	is	in	fact	an	on-going	dialogical	rela<onship	

between	the	two.	A	third	dimension	of	social	impact	‘unites	the	other	two,	and	gives	the	act	

of	“musicking”	a	deeper	meaning	and	purpose’	(Camlin,	2014:	114).	Within	this	research	

study,	music	facilitators	aimed	for	social	impact	on	individual	and	collec<ve	levels,	and	

navigated	the	spectrum	of	aims	from	par<cipants’	engagement	in	music-making	to	groups’	

aesthe<c	achievements.


1.3. Loca7ng	myself	as	a	researcher		

In	this	sec<on	I	will	briefly	describe	aspects	of	my	own	musical	and	demographic	experiences	

and	iden<<es,	and	outline	my	mo<va<ons	for	undertaking	this	research	study.	In	wri<ng	this	I	

was	extremely	aware	of	the	par<al	and	localised	nature	of	my	self	presenta<on	in	this	thesis,	

and	of	the	ways	in	which	aspects	of	my	iden<<es	locate	me	in	contrast	to	many	of	the	people	

in	the	study.	The	posi<ons	granted	to	me	through	belonging	to	the	categories	of	male,	white,	

middle-class	and	a	ci<zen	of	the	UK	shape	my	experiences.	The	access	and	choices	I	have	had	

in	many	respects,	including	musically,	educa<onally	and	in	terms	of	mobility	have	not	been	

hindered	due	to	prejudicial	treatment	according	to	gender,	race	or	na<onality,	although	

occasionally	perhaps	by	class.	Indeed	I	have	o`en	felt	possibili<es	increase	because	of	my	

membership	to	these	iden<ty	groups.	My	right	to	be	a	musician,	to	manage	projects,	or	to	

occupy	space	and	<me	has	never	been	ques<oned,	while	for	others	that	is	not	the	case	

because	of	cultural	construc<ons	of	gender,	race,	na<onality	and	ethnicity	(along	with	many	

other	factors,	for	example	including	health	status).	Furthermore,	my	right	to	enter	countries	

and	move	freely	has	only	very	rarely	been	challenged,	and	stories	within	this	thesis	

demonstrate	the	privilege	of	that	fact.	It	is	from	this	background	that	I	begin	by	sharing	some	

aspects	of	my	musical	experiences	and	career,	and	then	describe	how	that	has	developed	to	

undertaking	this	current	research.	

As	a	musician,	I	trained	in	classical	music,	playing	guitar	and	gradua<ng	from	the	Royal	

Academy	of	Music	with	a	degree	in	performance.	From	a	young	age	I	learnt	to	read	music	and	

progressed	through	student	books	to	concert	repertoire.	Exams	were	badges	of	honour	to	

me,	although	my	fear	of	making	mistakes	meant	concerts	were	nerve-wracking.	During	a	

sabba<cal	year	in	Spain	I	worked	with	a	teacher	who	encouraged	me	to	explore	a	more	

embodied	understanding	of	musical	expression,	seeking	to	align	my	physicality	with	my	

communica<ve	intent.	This	helped	me	to	be?er	understand	how	music	and	self-expression	

could	func<on	in	a	way	that	was	not	solely	con<ngent	on	mechanical	accuracy.		
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I	performed	professionally	for	some	years,	working	as	a	guest	entertainer	on	cruise	ships.	In	

that	environment	my	virtuosity	was	secondary	to	the	audience’s	enjoyment,	and	this	was	

another	fundamental	shi`	from	my	classical	upbringing.	Passengers’	fun	was	more	important	

than	my	own	technical	sa<sfac<on,	in	the	opinion	of	my	employers.	That	required	a	change	in	

my	mentality,	shi`ing	my	focus	away	from	my	internal	process	to	the	effect	my	playing	was	

having	on	other	people.		

A`er	eight	years,	I	stopped	performing	on	cruise	ships	due	to	changes	in	my	personal	

circumstances	and	an	increasing	awareness	of	the	socially	and	environmentally	destruc<ve	

impacts	of	that	industry.	In	searching	for	a	new	direc<on,	I	found	that	music	therapy	provided	

me	a	new	context	in	which	to	understand	the	effects	of	music	in	interac<on	and	as	embodied	

expression.	Following	the	extreme	commercialism	of	the	cruise	industry	and	the	

perfec<onism	of	classical	music	educa<on,	music	therapy	realigned	my	career	towards	

wellbeing	services	and	community	support.	

Since	gradua<ng	as	a	music	therapist,	my	work	has	been	with	the	organisa<on	Musicians	

Without	Borders.	My	primary	role	has	been	leading	the	programme	Rwanda	Youth	Music;	

developing	a	model	to	embed	musical	interven<ons	into	the	healthcare	of	young	people	

living	with	HIV.	Our	model	reached	out	across	the	country	and	the	region,	replica<ng	and	

adap<ng	our	approaches	to	support	communi<es	in	refugee	camps,	those	affected	by	

conflict,	and	young	people	facing	limited	opportuni<es.	

Throughout	four	years	living	in	Rwanda,	a	part	of	my	job	was	to	provide	music	therapy	to	

young	pa<ents	at	a	clinic	for	people	living	with	HIV.	Children	and	youth	were	referred	to	me	

when	they	were	not	taking	their	medica<on	well.	Everyone	who	came	had	a	different	story	

and	a	different	set	of	circumstances	that	led	them	to	make	the	decision	not	to	adhere	fully	to	

their	prescribed	medica<on	regimen.	At	the	root,	always,	was	s<gma.	HIV	is	controllable	with	

medica<on	that	is	free	and	readily	available	in	Rwanda.	With	good	adherence	to	that	an<-

retroviral	treatment,	viral	levels	will	be	reduced	so	low	that	they	cannot	be	detected	in	a	

normal	HIV	test,	and	so	low	that	they	cannot	be	passed	on	to	a	sexual	partner	(WHO,	2018).	

However,	for	many	people	there	are	significant	obstacles	to	good	medica<on	adherence,	and	

in	my	experiences	they	were	rooted	in	the	aatudes	of	other	people.	The	labels	of	‘living	with	

HIV’	or	‘HIV+’	are	nega<vely	defining	iden<<es	all	over	the	world	(MacQuarrie	et	al.,	2009).			

My	awareness	of	the	impact	of	other	people’s	aatudes	on	wellbeing	and	life	experience	

began	to	influence	my	thinking.	Working	with	people	who	were	living	in	Rwanda	as	refugees,	

and	being	part	of	an	NGO	that	works	with	refugees	also	in	Europe,	I	became	aware	that	

nega<vely	defined	iden<ty	was	also	hugely	impac{ul	on	the	experience	of	forced	migrant	

popula<ons.	This	became	problema<c	for	me	as	I	realised	that	despite	this	awareness,	in	

	 (Page )21



reports	and	proposals	I	was	using	the	labels	of	iden<ty	that	I	feared	were	implicated	

somehow	in	hindering	the	lives	of	migrants	and	‘refugees	and	asylum	seekers’.	

Notably,	my	interest	in	this	field	of	study	was	born	amid	the	legacy	of	media	representa<ons	

of	the	refugee	crisis	in	the	mid	2010s.	I	was	aware	of	the	pervasive	portrayal	of	migrants	as	

either	‘vulnerable	outsiders’	or	‘dangerous	outsiders,’	(Georgiou	and	Zaborowski,	2017:	3),	

crea<ng	a	generalised	societal	‘understanding	of	the	refugee	as	“the	other”,	not	one	of	

us’	(Dos	Santos	Silva	and	Bruras,	2018:	529).	Narra<ve	and	visual	images	of	the	mass	

migra<on	of	people	seeking	asylum	seemed	to	become	symbolic	of	‘the	risk	of	being	invaded	

by	unmanageable	hordes	of	people	trying	to	make	their	way	to	Europe,’	(Watzlawik	and	de	

Luna,	2017:	249).	While	I	heard	people	with	humanitarian	mo<va<ons	use	this	rhetoric	to	

symbolise	need,	ultra-conserva<ves	and	an<-immigrant	proponents	used	the	imagery	to	

stoke	alarm.	With	the	rise	of	populism	and	right-wing	poli<cs,	such	’fear	of	migrants	and	

asylum	seekers	has	become	a	hegemonic	agenda’	(Wodak,	2015:	43),	func<onalising	the	risks	

of	‘alleged	or	real	threats’	to	poli<cal	ends	(Wodak,	2015:	77).	

Narra<ves	of	fear	and	security	appeared	to	dominate	media	and	poli<cal	representa<ons,	but	

I	also	witnessed	amazing	efforts	to	support	the	people	who	had	arrived	in	new	countries	from	

situa<ons	of	conflict	and	profound	danger.	These	included	ini<a<ves	using	music	and	the	arts	

on	local	and	interna<onal	levels	(for	example:	Vrolijkheid,	2018,	Musicians	Without	Borders,	

2019,	Music	in	Deten<on,	2019,	Crisis	Classroom,	2020).	Such	acts	of	care	and	crea<vity	are	a	

part	of	the	inspira<on	for	this	study.			

1.4. Structure	of	the	thesis	

This	thesis	is	structured	in	four	parts:		

Part	1	-	Introduc<on	to	the	study	and	thesis		

Part	2	-	Concepts	of	iden<ty	in	research	on	par<cipatory	music-making	with	

migrant	popula<ons:	A	conceptual	analysis	of	the	literature		

Part	3	-	A	mul<-sited	qualita<ve	research	study	into	the	ways	that	iden<ty	

features	in	par<cipants’	and	providers’	accounts	of	music-making	programmes	

for	people	who	have	emigrated	seeking	asylum	from	war	or	persecu<on	

Part	4	-	Representa<on,	Recogni<on	and	Reposi<oning:	Synthesis	and	discussion	

of	the	study's	findings	

Following	this	introductory	chapter,	Part	2	describes	a	conceptual	analysis	of	literature	that	

was	undertaken	to	gain	understanding	of	the	academic	field	and	the	treatment	of	the	concept	

of	iden<ty	in	allied	research.	It	is	divided	into	two	chapters,	the	first	of	which	focusses	on	the	

process	of	systema<c	literature	search,	and	the	second	presents	the	findings	of	the	analysis.	
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The	concept	of	iden<ty	is	revealed	to	be	prevalent	and	relevant	in	this	field	of	study,	however	

conceptual	gaps	are	shown	to	exist.	This	leads	to	sugges<ons	for	theore<cal	models	that	

respond	to	those	gaps.	Here	I	draw	on	the	work	of	authors	from	the	field	of	Refugee	Studies	

(Ze?er,	1988,	1991,	Malkki,	1996,	Ze?er,	2007),	posi<oning	theory	(van	Langenhove	and	

Harré,	1999),	and	on	Fukuyama’s	(2018)	work	emphasising	the	importance	of	the	no<on	of	

recogni<on	in	understanding	iden<ty	development.			

Part	3	describes	this	research	study	and	its	findings.	Firstly,	the	methodology	and	research	

strategies	of	the	study	are	described	in	Chapter	4.	The	methodology	builds	from	the	

construc<onist	ontology	previously	introduced	in	sec<on	1.2,	and	the	research	is	designed	as	

a	qualita<ve	study.	Strategies	are	developed	that	centralise	the	views	and	responses	of	group	

par<cipants,	music	facilitators	and	organisers	of	music-making	programmes.	

During	the	research	process	I	engaged	as	a	par<cipant	or	facilitator	at	four	sites	of	

par<cipatory	music-making	over	a	six	month	period.	In	each	context	I	conducted	

ethnographic	interviews	which	formed	the	primary	source	of	data	gathering.	Interview	

responses	from	music	facilitators	and	organisers	were	analysed	thema<cally,	and	the	findings	

are	presented	in	Chapter	6.	An	induc<ve	grounded	theory	based	approach	was	followed,	

unearthing	in	a	systema<c	manner	the	‘collec<ve	story’	(Charmaz,	2001:	691)	shared	by	

prac<<oners	who	work	regularly	with	people	who	have	emigrated	to	seek	asylum	from	war	or	

persecu<on.	Themes	were	iden<fied	across	the	interviewees'	responses	rela<ng	to	Finding	

Recogni.on,	Centralising	and	Marginalising,	and	Expressing	Self.		

Four	stories	were	constructed	from	interviews	carried	out	with	music	programme	par<cipants	

who	had	emigrated	to	the	UK	or	the	Netherlands	to	seek	asylum	from	war	or	persecu<on,	

and	these	are	presented	in	Chapter	5.	The	stories	are	illustra<ve	of	individual	experiences	of	

music	and	migra<on,	and	illumina<ve	of	the	themes	that	are	later	developed.	Each	story	

captures	complex	interplays	between	a	sense	of	self	developed	in	the	familial	and	cultural	

condi<ons	of	a	former	country,	and	experiences	of	iden<ty	in	exile.	The	stories	precede	the	

thema<c	analysis	in	the	thesis	structure	in	order	to	be	read	without	my	analy<c	lens	already	

being	established.		

Part	4	provides	synthesis	of	the	study's	findings	and	discusses	them	in	rela<on	to	broader	

literature	and	their	implica<ons	for	prac<ce,	research	and	policy	in	the	field.	The	thema<c	

findings	form	the	basis	of	discussion	in	Chapter	8.	The	theore<cal	ideas	that	underlie	this	

study,	and	those	that	were	suggested	in	rela<on	to	the	findings	of	the	conceptual	analysis	of	

literature	are	connected	with	the	study's	findings,	moving	towards	a	conceptual	

understanding	of	iden<ty.	The	stories	from	Chapter	5	are	drawn	on	to	provide	direct	

illustra<ons	of	how	iden<ty	interacts	with	experiences	of	music-making	and	migra<on.		
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In	the	final	chapter	of	the	thesis	the	ques<on	that	has	guided	the	research	will	be	revisited.	

Findings	are	related	back	to	that	star<ng	point	in	order	to	review	the	understanding	and	

knowledge	gained	through	this	study.	Implica<ons	of	this	study’s	findings	will	be	discussed,	as	

well	as	the	strengths	and	limita<ons	of	the	research.	
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Part	2	-	Concepts	of	iden7ty	in	research	on	par7cipatory	music-making	

with	migrant	popula7ons:	A	conceptual	analysis	of	the	literature	
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2. Conceptual	analysis	of	literature:	Aims	and	systema7c	search	

2.1. Purpose	of	the	conceptual	analysis	of	literature	

A	conceptual	analysis	of	literature	was	undertaken	in	order	to	gain	understanding	of	the	

academic	context	and	to	review	current	academic	approaches	towards	the	concept	of	iden<ty	

in	this	academic	field.	A	further	objec<ve	is	to	iden<fy	gaps	or	limita<ons	in	this	field	of	

inquiry,	in	order	to	inform	the	current	study’s	design.	

The	process	is	driven	by	the	ques<on:	

How	is	the	concept	of	iden<ty	treated	by	researchers	in	studies	of	par<cipatory	

music-making	with	migrant	popula<ons?	

Findings	of	the	conceptual	analysis	are	presented	in	Chapter	3.	In	this	chapter	I	describe	the	

systema<c	literature	search,	which	iden<fies	relevant	works	published	over	the	previous	15	

years.		

2.2. Systema7c	search	design	

This	systema<c	literature	search	is	prompted	in	part	by	my	reflec<ons	on	a	recent	systema<c	

review	of	research	into	the	posi<ve	health	and	wellbeing	outcomes	of	music	par<cipa<on	for	

migrant	popula<ons	(Henderson	et	al.,	2016).	The	search	design	used	here	updated	the	2016	

review,	and	expanded	its	scope	beyond	that	described	by	the	authors	(Cain	et	al.,	2015,	

Henderson	et	al.,	2016) ;	addi<onal	journals	and	sources	were	included,	and	ar<cles	were	1

retrieved	by	screening	reference	lists.	Grey	literature	was	accessed	when	referenced	in	other	

papers,	and	when	publicly	available	online.	The	addi<onal	sources	were	specialist	

publica<ons	for	the	area	of	study,	some	of	which	were	not	searchable	through	databases.	

Grey	literature	was	produced	by	organisa<ons	ac<ve	in	this	field	of	prac<ce.	The	sources	

searched	and	inclusion	criteria	used	in	the	systema<c	search	are	detailed	in	Table	1.	

Table	1:	Design	of	the	systema.c	search	of	literature	

Aim	of	systema,c	
search

To	iden<fy	research	into	par<cipatory	music-making	with	migrant	
popula<ons,	published	between	2002-2017,	in	order	to	explore	
authors’	treatments	of	the	concept	of	iden<ty	through	a	
qualita<ve	meta-analysis

 Clarifica<on	and	addi<onal	informa<on	about	the	methods	used	by	the	researchers	was	also	gained	through	a	1

phone	call	with	Lakhani,	A.	on	15th	January	2018.
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Sources • Databases:	EBSCOhost	(Medline,	Cinahl),	ProQuest,	SCOPUS,	
JSTOR,	SAGE	and	OVID	(Embase,	Medline),	Web	of	Science	

• Scoping	searches:	GoogleScholar,	as	a	pre	and	post	scoping	
search,	limited	to	first	10	pages	of	results,	using	keywords;	
University	of	Winchester	library	search	

• Journal	searches:	Nordic	Journal	of	Music	Therapy,	Voices,	
Bri.sh	Journal	of	Music	Therapy,	Interna.onal	Journal	of	
Community	Music,	Sounding	Board	(by-hand	search),	
Interna.onal	Journal	of	Music	Educa.on	

• Ar<cles	known	from	other	sources	(i.e.	personal	
communica<ons,	professional	network)	

• Ar<cles	iden<fied	from	other	relevant	systema<c	reviews		

• References	lists	were	screened	and	followed

Search	terms “Music”	AND	“par<cipa<on”	OR	“music	program”	OR	“music	
workshop”	OR	“music	educa<on”	OR	“music	ac<vity”	AND	“at-risk	
people”	OR	“minority”	OR	“CALD”	OR	“diverse”	OR	“Migrant/	
immigrant”	OR	“Refugee”	OR	“Asylum”	OR	“Ethnic”	OR	
“Newcomer”	OR	“English	as	Second	Language”	OR	“non-English	
speaking”	AND	“long	term”	OR	“short	term”	AND	“health”	OR	
“wellbeing”	OR	“outcome”		 
(Henderson	et	al.,	2016:	461-462)

Boolean	phrase Music	AND	(par<cipa*	OR	program*	OR	workshop	OR	educa<on	
OR	ac<vity)	AND	(at-risk	OR	minority	OR	CALD	OR	Diverse	OR	
Migrant	OR	Refugee	OR	Asylum	OR	Ethnic	OR	Newcomer	OR	ESL	
OR	non-english)	AND	(long*	OR	short*)	AND	(Health	OR	Well*	OR	
Outcome*)	 
(Cain	et	al.,	2015:	112)

Dates 2002	-	2017
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Each	source	was	searched	using	the	search	terms	or	boolean	logic,	as	required,	limi<ng	for	

date	range	(2002-2017).	Search	criteria	were	adapted	or	limited	when	demanded	by	

databases	frameworks.	The	process	followed	for	each	source	is	detailed	in	Table	2.		

Table	2:	Search	process	by	source	

Inclusion	criteria • Popula<on	-	‘Par<cipants	of	all	ages	who	were	"at	risk"	such	as	
migrants	or	refugees’	(Henderson	et	al.,	2016:	461);	

• Interven<on	-		‘any	form	of	music	or	“musicking”	(Small,	1998),	
such	as	singing,	dancing,	moving	to	music,	playing	a	musical	
instrument,	or	engaging	in	music	therapy’	(Henderson	et	al.,	
2016:	461);	

• Outcome	-	'posi<ve	health	outcomes	such	as	psychological,	
social,	physical,	spiritual,	and	mental	wellbeing	either	on	an	
individual	basis	or	contributed	to	community	wellbeing’	…	
‘either	short-term	(immediately	a`er	interven<on	and	less	
than	six	months)	or	long-term	(six	months	to	more	than	three	
years)	posi<ve	health	outcomes	as	a	result	of	the	music	
interven<on’	(Henderson	et	al.,	2016:	461);	

• Research:	‘study	designs	that	u<lised	quan<ta<ve	research,	i.e.	
experimental	trials	(randomised	or	non-randomised),	
controlled	observa<onal	studies,	interven<on	studies;	
qualita<ve	research,	i.e.	case	studies,	phenomenology,	
grounded	theory,	par<cipant	ac<on	research,	ethnography,	and	
studies	that	used	mixed	methods'		(Henderson	et	al.,	2016:	
461);	

• Publica<on:	Peer-reviewed,	and	available	in	English	language	
(Cain	et	al.,	2015:	112).

Source Search	method Search	limits

Databases

EbscoHost Boolean	phrase Medline	
Cinahl

Jstor Boolean	phrase,	limited Due	to	character	limit,	full	
boolean	phrase	not	possible	
to	search.	Therefore	searched	
with	key	word	combina<ons	
and	search	limited	to	
abstracts.	(Further	searches	
were	run	with	differing	
parameters	for	scoping	and	
pilot	purposes)

Ovid Boolean	phrase Embase	 
OVID	medline	without	
Revisions	1996	to	current
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2.3. Results	of	the	systema7c	search:	Included	studies	

The	searches	of	the	sources,	as	detailed	in	Table	1	and	Table	2,	wielded	a	total	of	5,194	

results.	These	can	be	broken	down	as:		

• Database	searches	resulted	in	5059	lis<ngs	

ProQuest Boolean	phrase Materials	limited	to	ar<cles,	
conference	papers,	essays,	
evidence-based	healthcare,	
and	literature	reviews.	Text	
search	defined	for	“Music”	in	
<tle,	and	other	terms	in	
document	text.

Scopus Boolean	phrase

Web	of	Science Boolean	phrase All	databases

Scoping	searches

Google	Scholar Music	refugees	research;	
Music	refugees	wellbeing

Limited	to	first	10	pages	of	
results

University	of	Winchester	
library

Scoping	keyword	
searches

Journal	searches

Bri<sh	Journal	of	Music	
Therapy

Single	keyword	searches:	
“Refugee”,	“Asylum”,	
“Migrant”

Nordic	Journal	of	Music	
Therapy

Single	keyword	searches:	
“Refugee”,	“Asylum”,	
“Migrant”

Voices Single	keyword	searches:	
“Refugee”,	“Asylum”,	
“Migrant”

Interna<onal	Journal	of	
Community	Music

Single	keyword	searches:	
“Refugee”,	“Asylum”,	
“Migrant”

Interna<onal	Journal	of	
Music	Educa<on

Single	keyword	searches:	
“Refugee”,	“Asylum”,	
“Migrant”

Sounding	Board By	hand

Source Search	method Search	limits
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• Journal	searches	resulted	in	123	lis<ngs	

• Library	and	Google	searches	iden<fied	12	studies	for	considera<on		

Following	detailed	review	of	all	<tles	and	abstracts,	thirty-four	texts	were	iden<fied	as	

poten<ally	fiang	the	inclusion	criteria	and	the	aims	of	the	search.	Nineteen	addi<onal	

studies	were	iden<fied	from	other	known	sources	(including	Henderson	et	al.,	2016)	

and	by	screening	reference	lists.	These	texts	were	reviewed	in	full,	and	twenty-four	

ar<cles	were	excluded	for	the	following	reasons:	

• Ar<cle	did	not	describe	research,	(n	=	9)	(Hunt,	2005,	Dunbar,	2009,	Bergh	and	

Sloboda,	2010,	Storsve	et	al.,	2010,	Kirithu,	2014,	Lene?e	and	Sunderland,	

2014,	Ahmed,	2015,	Akoyunoglou-Christou,	2016,	Marsh,	2016)	

• Study	popula<on	did	not	fit	the	search	criteria,	(n	=	2)	(Sousa	et	al.,	2005,	

Wood	et	al.,	2013)	

• The	described	interven<on	did	not	match	inclusion	criteria,	(n	=	2)	(Bergh,	

2007,	Jespersen	and	Vuust,	2012)	

• The	paper	was	wri?en	about	a	research	study	that	was	also	the	focus	of	

another	included	study,	(n	=	3)	(Baker	and	Jones,	2005,	Sonn	et	al.,	2013,	

Crawford,	2017)	

• Full	paper	was	unavailable,	only	abstract	published,	(n	=	4)	(Posselt	and	An<nk,	

2016,	Roisch	et	al.,	2016,	Wiesmüller	and	Stegemann,	2016,	Beck	et	al.,	2017)	

• Paper	was	too	focussed	on	prac<<oner	learning,	rather	than	par<cipant	

experience,	(n	=	1)	(Jin,	2016)	

• Papers	duplicated	between	sources,	(n	=	3)	

Therefore,	finally,	twenty-nine	texts	met	inclusion	criteria.	A	flow	chart	illustra<ng	the	

review	of	studies	and	results	is	shown	in	Table	3.	
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Table	3:	Flow	chart	of	systema.c	search	results		

The	systema<c	search	of	literature	iden<fied	twenty	nine	studies	that	are	allied	to	this	study’s	

field	of	prac<ce	and	research.	The	purpose	of	the	process	was	to	gather	a	body	of	research	

through	a	structured	process,	in	order	to	provide	a	strong	empirical	base	for	a	conceptual	

analysis	of	authors’	treatment	of	the	concept	of	iden<ty.	The	findings	of	the	conceptual	

analysis	are	presented	in	Chapter	3.		

Records	iden<fied	
through	database,	
journal,	library	and	
Google	searches	
(n=5,194)

↓
Abstracts	and	Titles	
screened	(n=5,194)

↓ →
Irrelevant	abstracts	and	
<tles	removed	
(n=5,160)

Records	iden<fied	from	
other	known	sources	and	
from	screening	reference	
lists	(n=19)

→ ↓

Full-texts	assessed	
against	inclusion	
criteria	(n=53)

↓ →
Full	texts	excluded	
(n=24)  

Studies	included	in	the	
conceptual	analysis	
(n=29)
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3. Conceptual	analysis	of	literature:	Presenta7on	of	findings	

3.1. Methods	of	analysis	and	overview	of	headline	findings	from	conceptual	

analysis	

Following	iden<fica<on	of	twenty-nine	relevant	studies	through	a	systema<c	search	of	

literature	(Chapter	2),	a	conceptual	analysis	was	carried	out	of	the	researchers’	treatment	of	

the	concept	of	iden<ty.	This	process	seeks	to	iden<fy,	dis<nguish	and	classify	iden<ty	

categories	used	by	the	study	authors,	and	also	their	approaches	to	wri<ng	about	and	

represen<ng	iden<ty.	Analysis	is	guided	by	the	ques<on:	

How	is	the	concept	of	iden<ty	treated	by	researchers	in	studies	of	par<cipatory	

music-making	with	migrant	popula<ons?	

A	preliminary	process	of	data	extrac<on	was	followed,	reviewing	studies’	methodological	

approaches	and	scoping	for	the	conceptualisa<ons	of	iden<ty.	A	table	(Appendix	1)	was	

populated	with	informa<on,	building	on	a	summarising	tool	presented	in	Henderson	et	al.’s	

systema<c	review		(2016:	463-468).	Data	was	compiled	in	this	way	rela<ng	to	each	study’s	

aim,	interven<on,	popula<on,	methodology,	analy<c	strategy,	findings,	limita<ons,	frame	of	

iden<ty,	and	the	posi<on	of	iden<ty	within	the	study.	The	frames	of	iden<ty	and	posi<on	of	

iden<ty	within	studies	were	developed	itera<vely,	compara<vely	honing	terminology	that	was	

applicable	across	studies.		

In	order	to	organise	conceptualisa<ons	of	iden<ty	in	a	manner	that	allowed	coherent	

presenta<on,	terms	were	treated	as	codes	and	themes	were	developed.	Headings	used	within	

this	chapter	were	created	in	this	way,	with	concepts	grouped	under	the	top	level	headings:	

Assigned	bureaucra.c	iden..es,	Self	iden.ty,	Collec.ve	and	individual	iden..es,	and	

Construc.ons	of	iden..es.	The	first	of	these	sec<ons	explores	researchers'	use	of	

conven<onal	terms	that	reflect	assigned	bureaucra<c	iden<<es	to	represent	research	

par<cipants	according	to	their	migra<on	status.	The	second	sec<on	presents	the	range	of	

ways	in	which	researchers	used	the	no<on	self	iden<ty	to	theore<cally	ground	their	studies,	

develop	interven<ons,	and	frame	their	findings.	Under	the	heading	of	Collec.ve	and	

individual	iden..es	conceptualisa<ons	of	cultural	and	musical	iden<<es	are	discussed.	

Analysis	focuses	in	par<cular	on	the	ways	in	which	researchers	found	these	concepts	to	

operate	in	nego<a<ons	of	iden<ty	following	migra<on.	The	final	sec<on	presents	three	

conceptualisa<ons	of	iden<ty	from	the	included	studies	that	do	not	seek	to	assign	or	define	

the	iden<<es	that	people	have,	but	instead	provide	frameworks	to	describe	how	iden<<es	are	

constructed.	

Discussion	of	each	of	the	conceptual	areas	of	iden<ty	found	in	the	analysis	includes	

reflec<ons	on	conceptual	gaps	or	limita<ons	that	arose.	Ini<al	sugges<ons	are	made	of	
	 (Page )33



relevant	theore<cal	frameworks	to	address	those	gaps,	iden<fied	from	broader	literature.	A	

closing	conclusion	draws	together	the	points	raised	and	suggests	implica<ons	for	this	study’s	

design.	

3.2. Assigned	bureaucra7c	iden77es	

'Bureaucra<c	iden<<es’	(Ze?er,	1991)	are	assigned	to	people	at	each	stage	of	legisla<ve	

processes	evoked	by	interna<onal	laws	regarding	migra<on	across	na<onal	borders,	and	by	

the	United	Na<ons	General	Assembly	Conven.on	Rela.ng	to	the	Status	of	Refugees	(1951)	

and	Protocol	Rela.ng	to	the	Status	of	Refugees	(1967).	Terms	indica<ve	of	these	assigned	

iden<<es	were	used	in	the	systema<c	search	criteria	that	iden<fied	the	included	studies	for	

this	analysis	(see	Chapter	2	for	detailed	descrip<on),	and	accordingly	a	spectrum	of	

ci<zenship	migra<on	statuses	span	the	research	popula<ons	of	the	twenty-nine	studies.		

In	eleven	of	the	included	studies	(Baker	and	Jones,	2006,	Hunt,	2006,	Sebas<an,	2007,	

Cheong-Clinch,	2009,	Marsh,	2012,	Ahonen	and	Desideri,	2014,	Enge,	2015,	Sunderland	et	al.,	

2015,	Marsh	and	Dieckmann,	2017,	Meyer	Demo?	et	al.,	2017,	Verreault,	2017)	researchers	

used	the	word	‘refugee’	to	describe	the	people	with	whom	they	were	working,	and	eleven	

studies	included	people	who	had	ac<ve	applica<ons	in	the	asylum	seeking	system,	generally	

iden<fied	by	the	study	authors	as	‘asylum	seekers’	(Sebas<an,	2007,	Enge,	2015,	Lene?e	et	

al.,	2015,	Sunderland	et	al.,	2015,	Quinlan	et	al.,	2016,	Weston	and	Lene?e,	2016,	Verreault,	

2017).	Meyer	Demo?	et	al.	(2017)	and	Sco?	Hall	(2013)	choose	rather	to	express	this	as	an	

ac<ve	experience	with	the	verb	‘asylum	seeking.’	Underhill	(2011)	and	Bruce	(2015)	reported	

on	projects	run	in	Immigra<on	Removal	Centres	in	the	UK,	and	refer	to	par<cipants	in	that	

seang	as	‘detainees.’		

Nine	studies	(Carlow,	2004,	Cheong-Clinch,	2009,	Gilboa	et	al.,	2009,	Karlsen,	2012,	Marsh,	

2012,	Karlsen,	2013,	Huby,	2014,	Karlsen,	2014,	Marsh	and	Dieckmann,	2017)	worked	with	

popula<ons	described	as	‘immigrants.’	The	categorisa<on	of	‘migrants’	was	used	by	

Schwantes	et	al.	(2001),	Soto	et	al.	(2009),	Frankenberg	et	al.	(2014),	and	Lee	and	Davidson	

(2017),	while	Villalonga	et	al.	(2017)	used	the	variant	‘migrant	background’	to	refer	to	

children	whose	parents	had	migrated.		

The	authors	of	two	papers	(Grossman	and	Sonn,	2010,	Quinlan	et	al.,	2016)	chose	to	use	

‘refugee	background’	to	describe	the	popula<ons	with	whom	they	worked.	Grossman	and	

Sonn	explicitly	stated	their	refusal	to	use	the	label	of	‘refugee’	to	refer	to	the	children	in	their	

study	because	they	saw	it	as	complicit	in	defining	those	children	with	a	‘lifelong	iden<ty.’	

Further	to	Grossman	and	Sonn's	problema<sa<on	of	the	label	of	‘refugee’,	several	researchers	

described	similar	reflexivity	in	their	use	the	term.	Sebas<an	drew	a?en<on	to	the	‘compe<ng	

mo<va<ons’	of	ins<tu<ons	that	‘claim	ownership	over	the	refugee	concept,’	arbitra<ng	and	
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defining	migrant	iden<<es	(Sebas<an,	2007:	8).	In	response	to	reduc<ve	and	stereotyping	

discourses	at	an	ins<tu<onal	level,	Sebas<an	emphasised	the	heterogeneity	within	popula<on	

groups.	Enge	(2015:	208),	Underhill	(2011:	65)	and	Grossman	and	Sonn	(2010:	25)	similarly	

sought	to	acknowledge	the	diversity	within	their	study	popula<ons.	

Lene?e	et	al.	blamed	poli<cally	mo<vated	and	‘polarising	discourse’	for	fostering	disdain	

towards	people	iden<fied	as	refugees,	emblema<c	of	poli<cians’	‘determina<on	to	adopt	…	a	

harsh	stance	of	deterrence	towards	asylum	seekers’	(2015:	126).	To	distance	themselves	from	

reproducing	similar	power	structures	within	their	research	paradigm,	they	aligned	themselves	

instead	as	‘partners’	of	the	people	with	whom	they	worked	(Lene?e	et	al.,	2015,	Sunderland	

et	al.,	2015,	Weston	and	Lene?e,	2016).			

Similarly,	Grossman	and	Sonn	(2010)	implicated	systems	endowed	with	the	power	for	

influencing	percep<ons	of	iden<<es	in	ways	that	played	out	nega<vely	in	individuals’	lives.	

For	example	in	terms	of	‘covert	systemic	prejudice	and	discrimina<on’	reducing	‘services	for	

refugees	(e.g.	opportunity	and	quality	of	educa<on)’	and	hugely	impac<ng	experiences	of	

‘social	inclusion/exclusion’	(2010:	35).	In	a	gesture	away	from	colluding	with	such	power	

structures,	Grossman	and	Sonn	sought	to	posi<on	themselves	as	‘collaborators’	with	the	

musicians	and	students	in	their	study.	

While	these	researchers	were	shown	to	take	steps	to	distance	themselves	from	aspects	and	

implica<ons	of	the	use	of	assigned	bureaucra<c	iden<<es,	analysis	also	found	respects	in	

which	studies	sought	to	align	with	representa<onal	discourses	of	migra<on.	Common	within	

the	included	studies	were	representa<ons	of	the	research	popula<ons	in	terms	defined	by	

humanitarian	need.	Refugees	and	immigrant	communi<es	were	o`en	described	according	to	

the	challenges	that	they	face,	within	the	context	of	a	worldwide	issue.	For	example,	Marsh	

drew	reference	to	a	‘popula<on	of	24,989	refugees	and	asylum	seekers	residing	in	Australia	at	

the	end	of	2009—a	small	propor<on	of	the	total	interna<onal	refugee	popula<on	of	

36,460,306	(United	Na<ons	High	Commissioner	for	Refugees,	2010b)’.	Marsh’s	study	went	on	

to	cite	research	to	establish	‘social,	emo<onal,	and	cultural	challenges	related	to	geographical	

and	cultural	displacement	and	trauma’	(Marsh,	2012:	94).	Likewise,	Baker	and	Jones	wrote	in	

their	introduc<on:		

Increasing	numbers	of	highly	trauma<sed	refugee	students	are	currently	placing	

strain	on	the	learning	environment	of	classrooms	around	Australia.	

With	the	emergence	of	stronger	humanitarianism,	large	numbers	of	young	

refugees	are	migra<ng	to	countries	across	the	world	and	enrolling	in	their	

schools.	(Baker	and	Jones,	2006:	249)	
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This	statement	generalises	refugees	as	‘highly	trauma<sed’	and	as	crea<ng	a	problem	for	

other	learners	in	classrooms.	The	connec<on	made	between	‘stronger	humanitarianism’	and	

increases	in	numbers	of	‘young	refugees,’	firmly	frames	the	situa<on	in	humanitarian	terms.	

In	this	case,	the	violent	cause	of	the	migra<on	is	also	described,	as	the	authors	go	on	to	say	

that	the	‘thousands	of	refugees’	who	enter	Australia	every	year	have	‘fled	their	homelands	to	

avoid	con<nuous	armed	conflict,	communal	violence,	or	because	of	large-scale	natural	

disasters’	(Baker	and	Jones,	2006:	249-250).	However,	the	risk	arises	that	without	elabora<on	

of	the	conflicts	or	their	historical	context	such	representa<onal	prac<ce	can	contribute	

towards	what	Malkki	contends	is	the	predominant	image	of	a	refugee;	an	’ahistorical,	

universal	humanitarian	subject’	(1996:	378).	

This	frame	of	humanitarian	representa<on	also	led	to	dichotomous	iden<ty	construc<ons	

found	in	the	analysis.	Examining	Soto	et	al.’s	(2009)	paper,	a	binary	of	categories	was	found	to	

be	established	by	the	researchers;	people	labelled	as	university	students	and	those	classified	

as	immigrant	children.	These	labels	of	iden<ty	came	to	encapsulate	meanings	based	on	

demographic	informa<on	and	a	paradigm	of	needs.	A	discourse	was	enabled	wherein	the	

university	students	simultaneously	‘give	back’	by	sharing	their	musical	knowledge	and	<me,	

and	were	enriched	by	learning	about	‘the	struggles	of	Mexican	American	families’	(Soto	et	al.,	

2009:	11-12).	Stereotyping	followed	quickly,	as	Mexican	American	life	was	represented	by	a	

Cinco	de	Mayo	celebra<on	with	‘carne	asada,	rice	and	beans’	(2009:	10);	while	European	

American	culture	was	shared	through	performances	of	‘standard	chamber	works,	jazz,	and	

selec<ons	from	opera’	(Soto	et	al.,	2009:	5).		

The	humanitarian	inten<on	to	bring	music	educa<on	into	communi<es	that	had	limited	

access	to	formal	music	teachers	and	resources	was	jus<fied	by	a	portrayal	that	objec<fied	the	

members	of	those	communi<es	in	the	study	by	Soto	et	al.	(2009).	Generalised	iden<<es	were	

depicted	along	reduc<ve	lines	characterised	by	a	discourse	of	disadvantage.	A	‘delinkage’	

occurred,	as	the	label	created	distance	from	individual	iden<<es	and	supplanted	instead	‘a	

stereotyped	iden<ty	with	a	categorical	prescrip<on	of	assumed	needs’	(Ze?er,	1991:	44).	

Carlow	(2004)	was	directly	confronted	by	issues	of	applying	labels	of	iden<ty	during	her	

research.	Rather	than	using	the	word	‘immigrant’	to	refer	to	her	target	popula<on,	she	was	

asked	by	the	Department	of	Research	in	Schools	commi?ee	to	use	the	acronym	ESOL	(English	

for	Speakers	of	Other	Languages)	so	as	not	to	‘discourage	par<cipa<on	in	the	study	and	

s<gma<ze	this	par<cular	popula<on’	(Carlow,	2004:	67-68).	In	fact,	Carlow	later	observed	that	

‘there	was	a	s<gma	a?ached	to	being	an	ESOL	student’	(2004:	102),	and	that	the	students	

taking	English	language	courses	were	‘commonly	referred	to	as	“ESOL”’	(2004:	2).	“ESOL”	

labelled	people	as	‘outsiders’	(Becker,	1997)	and	carried	s<gma	in	the	same	way	the	school	

board	feared	that	‘immigrant’	would	be	misappropriated.	
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This	example	from	Carlow's	(2004)	study	illustrates	the	representa<onal	issue	that	while	a	

label	of	iden<ty	might	be	used	with	a	specific	designa<on	in	mind,	it	cannot	be	'exclusively	

limited	to	that	role	because	of	the	manifold	and	interconnected	orders	of	meaning	that	exist	

within	it’	(Cole,	2018:	18).	Cole’s	(2018)	work	in	the	field	of	Refugee	Studies	contends	in	

par<cular	that	there	are	<ers	of	meanings	to	the	refugee	iden<ty	label;	while	the	first	<er	

may	symbolise	directly	the	person	who	is	a	refugee,	each	subsequent	<er	of	meaning	gains	

distance	from	the	individual.	

To	summarise,	conceptual	analysis	has	found	a	range	of	assigned	bureaucra<c	iden<<es	used	

to	represent	research	popula<ons	across	the	included	studies.	These	conven<onal	terms	

convey	meanings	related	to	migra<on	status,	which	are	per<nent	to	the	studies.	However,	the		

analysis	found	researchers	problema<sing	the	terms	and	iden<fying	discursive	issues	

a?ached	to	the	labels.	This	led	some	researchers	to	adopt	approaches	aimed	at	redressing	or	

distancing	their	work	from	pervasive	discourses.	In	contrast,	analysis	also	showed	researchers	

seeking	to	align	their	work	with	discourses	of	migra<on	in	terms	related	to	humanitarianism.	

A	risk	surfaced	that	such	alignment	relied	on	generalised	representa<ons	characterised	by	

assumed	needs,	that	could	contribute	towards	what	Malkki		has	iden<fied	as	the	prevailing	

image	of	a	refugee	as	an	‘ahistorical,	universal	humanitarian	subject’	(1996:	378).	

Overall,	through	this	sec<on	of	analysis,	a	need	is	suggested	for	researchers	to	opera<onalise	

bureaucra<c	no<ons	of	refugee	iden<<es	with	reflexivity.	As	was	established	in	the	defini<ons	

of	key	terms	described	in	Chapter	1,	the	meanings	a?ached	to	labels	of	iden<ty	are	

established	within	layers	of	discourses	that	operate	in	dynamics	of	power.	This	demands	

cau<on	because,	as	Hedman	contends,	representa<ons	of	people	who	have	emigrated	

seeking	asylum	from	war	or	persecu<on,	‘always	impact	on	the	fate	of	those	who	are	

represented’	(Hedman,	2009:	254).	

3.3. Self	iden7ty	

This	sec<on	encompasses	findings	related	to	self	iden<ty,	along	with	closely	aligned	concepts	

such	as	personal	iden<ty,	and	their	component	parts.	Self	iden<ty	(or	personal	iden<ty)	was	

referred	to	directly	in	nine	of	the	twenty	nine	included	studies	(Sebas<an,	2007,	Cheong-

Clinch,	2009,	Gilboa	et	al.,	2009,	Karlsen,	2012,	2013,	Sco?	Hall,	2013,	Frankenberg	et	al.,	

2014,	Karlsen,	2014,	Quinlan	et	al.,	2016),	while	other	authors	referred	to	‘self-

percep<on’	(Baker	and	Jones,	2005:	250),	or	‘sense	of	self'	(Meyer	Demo?	et	al.,	2017:	511).	

These	terms	were	theorised	and	treated	by	authors	in	similar	ways.	

The	majority	of	researchers	referring	in	their	work	to	concepts	of	self	iden<ty	framed	them	

within	developmental	theory	(Baker	and	Jones,	2005,	Cheong-Clinch,	2009,	Gilboa	et	al.,	

2009,	Sco?	Hall,	2013,	Huby,	2014,	Meyer	Demo?	et	al.,	2017).	Challenges	to	the	

	 (Page )37



developmental	task	of	forming	self	iden<ty	provided	ra<onale	for	studies,	and	key	authors	in	

the	field	were	cited	to	establish	this	theore<cal	basis.	Cheong-Clinch	cited	Laiho	(2004),	

describing	the	developmental	stage	of	adolescence	as	a	forma<ve	<me	for	‘self-image,	sexual	

iden<ty	and	peer	rela<onships’	as	young	people	‘separate	from	their	parents	or	key	authority	

figures,	learn	self-regula<on,	gain	emo<onal	autonomy	and	control	over	their	own	

life’	(Cheong-Clinch,	2009:	50).	Huby	referred	to	Erikson	(1995)	for	his	defini<on	of	iden<ty	

and	to	explain	the	importance	of	the	developmental	stage	of	adolescence	as	‘iden<ty	vs	

iden<ty	diffusion’	with	the	shi`	away	from	family	to	‘look	towards	more	universal	symbols	to	

shape	and	form	their	iden<ty’	(Huby,	2014:	36).	

Challenges	in	the	developmental	tasks	of	iden<ty	development,	researchers	suggested,	are	

heightened	for	young	adolescents	from	immigrant	backgrounds	as	they	face	the	added	issue	

of	nego<a<ng	their	posi<on	within	a	foreign	seang.	Addi<onal	difficul<es	were	proposed	to	

be	‘symptoms	of	trauma,	racism	and	grief’	(Hunt,	2006:	13),	adjus<ng	to	new	cultural	norms	

of	aatude	and	behaviour	(Baker	and	Jones,	2005:	250),	and	the	risk	that	cultural	and	familial	

detachment	can	result	in	‘fragmented	and	confused	iden<ty’	(Huby,	2014:	36).	Studies	argued	

that	the	research	popula<on	not	only	faced	the	developmental	tasks	of	adolescence,	but	the	

daun<ng	endeavour	of	‘establishing	an	iden<ty	within	their	adopted	country’	(Cheong-Clinch,	

2009:	51).		

Authors	of	the	included	studies	also	used	a	developmental	framework	to	support	the	

relevance	of	musical	interven<ons.	Gilboa	et	al.	(2009:	8)	drew	on	the	theories	of	Trevarthen	

(2002),	Papousek	and	Papousek	(1981)	and	Stern	(1985)	which	contend	that	musical	

elements	are	present	in	humans’	first	communica<ons	as	babies,	and	characterise	the	first	

social	interac<ons	in	the	world	of	babies	with	their	caregivers.	Humans’	first	developmental	

acts	are	musical,	coming	into	contact	with	others	and	expressing	their	needs	and	their	place	

within	the	world	through	the	pitch,	rhythm	and	volume	of	first	movements,	gurgles	and	

screams.	

Meyer	DeMo?	et	al.	(2017:	511)	referred	to	the	work	of	Winnico?	(1971)	who	theorised	how	

the	expressive	acts	of	young	children	bridge	the	gap	between	their	internal	self	and	the	

external	world.	That	space,	he	conjectured,	is	explored	through	crea<vity;	playing	with	ways	

to	affect	the	world	beyond	the	internal,	and	impressing	an	individual’s	iden<ty	on	to	external	

reality.	A	sense	of	‘going	on	being’	becomes	established,	but	this	can	be	interrupted	in	

situa<ons	such	as	living	in	exile	that	break	the	rela<onship	between	self	and	other,	and	

confuse	our	expecta<ons	of	how	the	interac<on	of	self	and	world	func<on.	Play	creates	the	

‘transi<onal	space’	to	explore	the	rela<onship	between	our	self	and	the	external	world	in	

childhood.	Following	disrup<on,	playing	music	can	help	people	to	re-access	that	space	and	
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facilitate	the	processes	of	self	iden<ty	development.	This	theore<cal	basis	was	used	in	studies	

to	establish	music’s	poten<al	for	addressing	challenges	to	self	iden<ty.	

Meyer	Demo?	et	al.	(2017)	built	the	ra<onale	for	their	study	on	that	theore<cal	basis.	Their	

research	design	inves<gated	a	manualised	model	called	Expressive	Arts	in	Transi.on	(EXIT)	

that	provided	opportuni<es	for	‘exploring	iden<ty	in	a	new	context’	(2017:	511).	Against	a	

comparator	group,	par<cipants	in	EXIT	showed	higher	life	sa<sfac<on	in	the	long	term.	

However,	the	amount	and	manner	of	music-making	in	the	interven<on	was	unclear.	The	

interven<on	described	in	Quinlan	et	al.’s	(2016)	quan<ta<ve	study	similarly	described	an	

interven<on	design	‘targe<ng	self-iden<ty.’	While	the	study	reported	posi<ve	effect	on	

emo<onal	and	behavioural	symptoms,	it	was	unclear	what	role	music	played	in	the	process,	

with	an	unspecified	40%	of	par<cipants	receiving	music	therapy.	

Challenges	that	arise	from	disrup<on	to	the	developmental	stages	of	iden<ty	were	described	

by	Baker	and	Jones	in	terms	of	problema<c	behaviour	such	as	‘hyperac<vity,	aggressive	

behaviours	and	conduct	problems’	(2005:	256).		The	researchers	analysed	teachers’	

evalua<ons	of	students	par<cipa<ng	in	a	music	therapy	group	using	the	Behaviour	

Assessment	System	for	Children.	Findings	showed	that	‘exploring	issues	of	self	iden<ty,	

adjustment,	accultura<on,	an<-racism	and	feelings	of	failure	allowed	for	their	appropriate	

verbal	and	non-verbal	expression,	thereby	reducing	the	incidence	of	their	inappropriate	

expression	within	the	classroom	and	playground’	(2005:	256).		

Self	iden<ty	was	portrayed	by	these	study	authors	as	a	developmental	task	that	begins	with	

musical	interac<ons	between	babies	and	their	caregivers,	and	con<nues	through	crea<ve	

explora<ons	of	the	transi<onal	space	between	self	and	the	outer	world.	Developmental	

phases	can	be	disrupted	by	migra<on,	causing	challenges	par<cularly	to	young	people’s	sense	

of	who	they	are.	Musical	interven<ons	were	designed	to	address	the	issues	that	can	arise,	

and	research	found	that	music-making	programmes	had	a	‘significantly	posi<ve	effect	on	...	

overall	sense	of	self’	(Cheong-Clinch,	2009:	56).	

In	other	studies,	self	iden<ty	was	found	to	be	present	in	terms	of	its	component	parts.	

Sebas<an,	for	example,	(2007:	ii)	cited	MacDonald	et	al.,	for	whom	self	iden<ty	is	conceived	

as	‘the	overall	view	that	we	have	of	ourselves’,	formed	of	self	esteem	-	’the	evalua<ve	

component	of	the	self,’	and	self-concept	-	the	context	specific	ways	that	we	view	ourselves	

(2002:	8).	Sebas<an	(2007:	37-40)	also	iden<fied	personal	agency	and	empowerment	to	be	

crucial	elements	in	the	narra<ves	of	self	iden<ty	shared	in	her	research.	Such	component	

parts	of	self	iden<ty	were	found	in	fi`een	of	the	studies	(Baker	and	Jones,	2005,		Hunt,	2006,	

Sebas<an,	2007,	Cheong-Clinch,	2009,	Gilboa	et	al.,	2009,	Grossman	and	Sonn,	2010,	
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Underhill,	2011,	Marsh,	2012,	Sco?	Hall,	2013,	Ahonen	and	Desideri,	2014,	Huby,	2014,	

Karlsen,	2014,	Lene?e	et	al.,	2015,	Verreault,	2017,	Villalonga-Olives	et	al.,	2017).		

These	studies	primarily	found	that	self-esteem,	self-confidence	and	personal	agency	resulted	

from	experiencing	success	through	music-making.	This	meant,	for	example,	‘confidence	and	

self-esteem	acquired	through	learning	new	skills’	(Grossman	and	Sonn,	2010:	129),	‘new	

posi<ve	bodily	experiences	combined	with	successful	experiences	in	movement’	providing	a	

‘sense	of	empowerment’	(Verreault,	2017:	127),	or	‘exercising	choice	in	certain	drumming	

ac<vi<es	and	par<cipa<ng	in	successful	performances	…	developing	confidence	and	personal	

agency’	(Sebas<an,	2007:	55).	In	their	research	seang	Ahonen	and	Desideri	(2014,	[online])	

witnessed	success	in	‘therapeu<c	experience’	that	helped	women	suffering	with	symptoms	of	

trauma	to	‘define	new,	healthy	iden<<es,’	and	from	that	change	came	‘the	emergence	of	new	

empowering	perspec<ves	on	self	and	others.’		

Underhill’s	findings	suggested	that	media<ng	factors	for	increases	in	self-esteem	and	self-

efficacy	related	to	facilitator	pedagogy,	such	as	‘valuing	of	par<cipants	…	no<cing	strengths	…	

teaching	new	skills	or	developing	current	skills’	(2011:	99).	When	par<cipants	felt	themselves	

to	be	valued,	acknowledged,	and	competent,	indicators	of	self-iden<ty	strengthened.	Such	

posi<ve	feedback	was	presented	by	other	researchers	coming	from	fellow	par<cipants	and	

members	of	the	public.	Bruce	(2015:	18)	quoted	one	of	Music	in	Deten.on’s	ar<sts	rela<ng	a	

process	of	performance,	feedback	and	confidence	as	workshop	par<cipants	became	‘more	

confident	in	their	musical	skills’	and	‘the	crowd	became	more	welcoming	and	apprecia<ve	of	

the	performances.’	Presen<ng	their	musical	resources	with	confidence,	the	par<cipants	

received	posi<ve	feedback	from	the	audience,	and	there	was	a	cycle	of	increasing	esteem.		

Bruce	(2015:	7)	described	her	project’s	aims	as	‘to	improve	understanding	and	engagement	

within	communi<es	and	for	detainees	and	community	members	to	share	their	experiences	

and	recognise	the	humanity	they	share	through	crea<ng	music	together.’	As	such,	increased	

confidence	among	the	par<cipants	can	be	seen	as	a	step	towards	the	objec<ves.	In	order	to	

make	music	together	and	share	experiences,	a	level	of	confidence	was	needed,	as	too	was	a	

level	of	competence.	The	musicians	who	worked	as	leaders	in	the	project	worked	to	create	a	

suppor<ve	atmosphere,	encouraging		more	musically	experienced	members	of	the	groups	to	

support	their	peers	and	thereby	‘inspiring	others	to	join	in’,	and	‘the	some<mes	shy,	but	

accomplished	musicians	to	demonstrate	their	talents’	(Bruce,	2015:	45).	Confidence	led	to	

par<cipa<on	and	sharing,	which	linked	strongly	to	the	programme’s	broad	social	change	

objec<ves	of	aatudinal	shi`.	For	Verreault	(2017),	empowering	self	esteem	fell	under	the	

goal	of	building	resilience,	and	Lene?e	et	al.	similarly	recognise	confidence	as	‘contribu<ng	to	

protec<ve	mechanisms	that	counter	risk	factors’	(2015:	135).	
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In	contrast	to	objec<ves	of	societal	or	therapeu<c	change,	confidence	was	observed	by	

Karlsen	(2014)	in	more	prac<cal	terms,	as	an	outcome	of	‘hard,	disciplined	work,’	and	a	

‘strictly	task-oriented’	pedagogical	mode	(2014:	429).	This	approach	was	found	to	allow	

students	a	‘breathing	space’	away	from	their	lives’	normal	demands,	focussing	solely	on	

developing	competence	in	playing	music;	the	reason	why	students	had	chosen	to	‘come	in	the	

first	place’	(2014:	429).	Confidence	here	appears	to	develop	through	the	achievement	of	skills	

in	a	learning	rela<onship	with	the	music	teacher.		

Also	researching	with	children	from	migrant	backgrounds	in	a	school	seang,	Villalonga-Olives	

et	al.	(2017)	analysed	impacts	on	Health	Related	Quality	of	Life	(HRQoL).	The	researchers	

used	quan<ta<ve	tools	for	data	collec<on	including	Kiddy-KINDL,	which	encompasses	

measures	of	self-esteem.	Of	three	par<cipant	groups,	children	par<cipa<ng	in	arts	showed	no	

significant	difference,	and	children	receiving	no	interven<on	showed	a	notable	increase	in	

HRQoL.	For	children	taking	part	in	musical	ac<vi<es,	a	significant	decrease	in	HRQoL	was	

observed.	Disappoin<ngly,	the	nature	of	the	musical	ac<vi<es	was	not	described	by	the	

researchers,	nor	the	pedagogical	approach	used	to	facilitate.		

Arts-based	pedagogies	evaluated	by	Grossman	and	Sonn	(2010:	141-142)	placed	emphasis	on	

valida<ng	students’	expression	of	self,	culture,	and	community,	and	encouraging	the	young	

music	students	to	take	agency	in	musical	decision-making	and	crea<ve	choices.	This	approach	

is	framed	in	contrast	to	societal	and	governmental	aatudes	that	‘overlook	and	undermine	

capaci<es,	agency	and	strength	within	communi<es	and	as	individuals’	(Grossman	and	Sonn,	

2010:	86).	Likewise,	Underhill	noted	how	ins<tu<onal	regula<ons	and	pressures	in	asylum	

recep<on	centres	curtail	‘a?empts	at	self-expression	and	performance’	(2011:	104).	In	such	

environments,	music-making	programmes	were	found	to	provide	a	rare	opportunity	for	

people	to	enact	their	agency,	and	consolidate	their	self	iden<ty	(Sunderland	et	al.,	2015:	12).	

Overall,	in	rela<on	to	the	ra<onale	for	studies,	self	iden<ty	was	construed	mainly	as	a	

challenging	developmental	process	which	is	endangered	by	migra<on.	Researchers	found	

par<cipa<on	in	music-making	to	have	posi<ve	poten<al	to	aid	the	task	of	iden<ty	forma<on	

for	young	people	faced	with	composite	challenges	of	migra<on.	Studies	described	shi`s	to	

behaviour,	confidence,	self-esteem,	and	self-efficacy,	which	were	conceptualised	as	

components	or	indicators	of	self	iden<ty.	Such	benefits	were	presented	in	contrast	to	

contexts	that	otherwise	deny	resources	and	opportuni<es	for	agency,	development,	or	

asser<on	of	self.	

Studies	showed	that	shi`s	to	self	iden<ty	occurred	in	rela<onship,	through	interac<on	with	

musicians,	music	therapists,	peers,	audiences,	mothers,	and	teachers.	Indeed	researchers	

cited	theory	that	the	first	communica<ve	elements	that	babies	use	to	express	themselves	are	
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musical,	and	are	both	reliant	on	and	demanding	of	response	from	another	person.	Depic<ons	

of	communica<on,	feedback,	valuing,	and	success	played	out	through	musical	interac<on,	

with	music-making	affording	opportuni<es	for	people	to	receive	recogni<on.	

Recogni<on	therefore	emerged	as	central	in	the	described	processes	of	iden<ty	development.	

Fukuyama	centralises	this	aspect	of	iden<ty,	arguing	that	iden<ty	develops:		

out	of	a	dis<nc<on	between	one’s	true	inner	self	and	an	outer	world	of	social	

rules	and	norms	that	does	not	adequately	recognise	that	inner	self’s	worth	or	

dignity	…	It	is	not	enough	that	I	have	a	sense	of	my	own	worth	if	other	people	do	

not	publicly	acknowledge	it	or,	worse	yet,	if	they	denigrate	me	or	don’t	

acknowledge	my	existence	(Fukuyama,	2018:	9).		

Par<cipatory	music-making	was	found	in	the	included	studies	to	afford	opportuni<es	to	offer	

and	receive	recogni<on.	The	importance	of	this	was	framed	in	studies	as	providing	redress	to	

the	contextual	challenges	faced	by	people	who	have	emigrated	seeking	asylum	from	war	or	

persecu<on.	Researchers	drew	stark	contrasts	between	the	posi<ve	experiences	of	

acknowledgment	that	they	found	and	pervasive	bureaucra<c	structures	that	otherwise	

‘undermine	and	overlook’	(Grossman	and	Sonn,	2010:	86).	However,	while	the	conceptual	

prominence	given	by	Fukuyama	to	the	no<on	of	recogni<on	is	mirrored	by	its	prominent	

presence	in	the	included	studies,	the	authors	of	the	included	papers	did	not	give	the	idea	

theore<cal	treatment.	Recogni<on	is	present	in	the	studies	only	as	an	underlying	processual	

element	and	that	may	be	considered	a	conceptual	limita<on.		

While	these	findings	were	presented	under	the	concept	heading	of	self	iden<ty,	the	

discussion	highlighted	that	the	processes	involved	are	interac<onal	and	social.	It	was	in	light	

of	such	intersubjec<vity	that	Jenkins	renounced	the	term	self	iden<ty,	asser<ng	that	‘all	

human	iden<<es	are	by	defini<on	social	iden<<es’	(Jenkins,	1996:	4).	Rather	than	self	

iden<ty,	he	theorised	instead	in	terms	of	individual	iden<<es	and	collec<ve	iden<<es.	The	

next	sec<on	focuses	on	ways	in	which	these	conceptualisa<ons	featured	in	the	included	

studies.	

3.4. Collec7ve	and	individual	iden77es	

This	sec<on	will	present	two	conceptualisa<ons	of	collec<ve	and	individual	iden<<es	found	in	

the	analysis:	cultural	iden<<es	and	musical	iden<<es.	These	concepts	were	found	to	func<on	

on	an	individual	level	in	terms	of	how	people	navigated	their	own	specific	sense	of	iden<ty	

within	society,	and	on	a	collec<ve	level	as	people	were	drawn	together	through	common	

cultures	and	tastes.		
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3.4.1. Cultural	iden77es	

Cultural	iden<ty	was	found	to	be	a	prominent	concept	within	this	literature,	discussed	in	

sixteen	of	the	twenty-nine	studies	(Hunt,	2006,	Sebas<an,	2007,	Gilboa	et	al.,	2009,	Grossman	

and	Sonn,	2010,	Karlsen,	2012,	Marsh,	2012,	Karlsen,	2013,	Ahonen	and	Desideri,	2014,	

Frankenberg	et	al.,	2014,	Huby,	2014,	Karlsen,	2014,	Lene?e	et	al.,	2015,	Sunderland	et	al.,	

2015,	Weston	and	Lene?e,	2016,	Marsh	and	Dieckmann,	2017,	Verreault,	2017).	It	was	a	

central	focus	of	research	for	Hunt	(2006),	Gilboa	et	al.	(2009),	Marsh	(2012),	Frankenberg	et	

al.	(2014),	Huby	(2014)	and	Marsh	and	Dieckmann	(2017).	However,	the	concept	was	o`en	

undefined,	and	le`	to	readers’	assumed	understanding.		

One	example	of	defini<on	came	from	Grossman	and	Sonn	(2010:	74)	who	proposed	a	

defini<on	of	culture	as	‘the	prac<ces,	ac<vi<es,	symbols	and	systems	of	meaning	through	

which	people	engage	in	the	social	world,’	and	cultural	iden<ty	as	formed	and	nego<ated	

through	‘sharing	and	engaging	in	the	processes	of	reconstruc<on	and	transla<on	of	symbolic	

resources	and	prac<ces’	(Grossman	and	Sonn,	2010:	74).	As	an	‘artefact’	of	culture,	and	a	

symbolic	resource,	music	is	therefore	implicit	to	cultural	iden<ty	forma<on	(Grossman	and	

Sonn,	2010:	86).	Hunt	described	music	as	'inherently	cultural’	(2006:	5),	and	Sebas<an	

proposed	that	it	is	a	resource	and	prac<ce	that	‘may	be	used	to	explore	the	cultural	self	

within	the	wider	mul<cultural	frame’	(2007:	42).		

Arguing	the	significance	of	cultural	iden<ty	in	the	experience	of	migra<on,	seven	of	the	

studies	cited	a	model	of	accultura<on	strategies	developed	by	John	W.	Berry	(Hunt,	2006,	

Sebas<an,	2007,	Gilboa	et	al.,	2009,	Grossman	and	Sonn,	2010,	Marsh,	2012,	Frankenberg	et	

al.,	2014,	Marsh	and	Dieckmann,	2017).	Berry	(1997:	9-10)	suggested	a	framework	with	four	

posi<ons	to	understand	how	people	deal	with	the	issues	that	arise	when	groups	or	individuals	

of	different	cultural	iden<<es	come	into	sustained	contact.	Gilboa	et	al.	explained	the	

posi<ons	from	Berry’s	model:	

separa.on	in	which	the	immigrant	chooses	to	retain	former	iden<ty	and	to	limit	

close	rela<ons	with	the	new	culture;	assimila.on	in	which	the	immigrant	is	ready	

to	adopt	the	new	lifestyle	and	abandon	a	large	part	of	his	or	her	former	iden<ty;		

integra.on	in	which	the	immigrant	chooses	to	adopt	elements	of	the	new	

lifestyle	without	abandoning	former	values	and	iden<ty;	and	marginaliza.on	in	

which	the	immigrant	is	not	interested	in	retaining	former	iden<ty	but	also	is	not	

interested	in	adop<ng	the	host	culture.	(Gilboa	et	al.,	2009:	5)	

Building	directly	on	this	framework,	Frankenberg	et	al.	(2014)	researched	the	impacts	that	a		

school-based	music	programme	had	on	cultural	orienta<on	of	immigrant	students.	Using	the	

Frankfurt	Accultura.on	Scale	for	Children,	children	par<cipa<ng	in	large	group	music-making,	
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were	found	to	increase	orienta<on	towards	host	(German)	culture,	represen<ng	a	shi`	

towards	assimila<on.	

Marsh	(2012:	108)	observed	children	from	foreign	na<onality	backgrounds	living	in	Australia	

mobilising	music	in	acts	of	integra<on	that	‘forge	new	connec<ons	within	the	host	culture	

while	maintaining	links	with	the	home	culture.’	Marsh’s	ethnography	observed	cultural	

iden<ty	firstly	expressed	in	musical	‘fusion’,	then	as	a	collabora<on	of	inclusivity,	and	later	as	

a	point	of	commonality.	Musical	fusion	was	illustrated	with	an	example	of	an	Arabic	rhythmic	

drum	solo	integrated	with	the	African	drum	accompaniment	to	an	Australian	Aboriginal	song.	

Marsh	(2012:	101)	explained	this	interac<on	as	the	soloist’s	‘rhythmic	significa<on	of	home	

culture	iden<ty	…	matched	with	a	song	that	is	a	marker	of	contemporary	Australian	Aboriginal	

iden<ty.’	When	students	were	asked	to	share	their	cultural	iden<<es	through	teaching	verses	

of	songs,	Marsh	described	a	process	of	collabora<on	towards	inclusivity.	Differences	in	

cultural	iden<ty	ini<ally	created	difficulty	for	par<cipa<on,	but	students	altered	words	and	

song	selec<ons	to	allow	their	peers	to	join	them.	Cultural	iden<<es	here	were	morphed	and	

integrated	in	adapted	formats	that	were	more	easily	accessible	to	all	students	in	an	Australian	

classroom.		

While	Marsh	observed	some	interac<ons	involving	music	that	were	related	to	students’	

specific	na<onality	backgrounds,	she	also	noted	a	common	knowledge	of	mainstream	

‘western’	ar<sts	across	the	study	body:	‘students	from	Ghana,	Sierra	Leone,	Pakistan,	

Vietnam,	and	Croa<a	nominated	Michael	Jackson,	M2,	Usher,	Lady	Gaga,	and	Westlife	as	

favorite	ar<sts’	(2012:	104).	To	Marsh	(2012:	104)	this	represented	an	aspect	of	shared	

cultural	iden<ty	that	provided	both	‘global	and	local	connec<on.’	In	other	studies	musical	

tastes	were	conceptualised	with	more	complexity.		

Karlsen’s	(2012,	2013,	2014)	research	explored	complex	‘nego<a<ons	of	iden<ty’	navigated	by	

young	people	of	immigrant	backgrounds	between	cultural	iden<<es	connected	to	their	

familial	heritage	and	the	cultural	context	in	which	they	were	now	living.	This	complex	task	

was	well	illustrated	with	examples	of	a	Korean	girl	who	had	built	‘a	kind	of	community	of	

peers	with	a	liking	for	Korean	music’;	a	Chinese	boy	who	was	bored	with	being	asked	to	

present	class	projects	about	Chinese	culture	‘because	I	have	done	so	many	presenta<ons	

about	Chinese	things,	like	Chinese	food,	Chinese	instruments’;	and	a	young	girl	from	Pakistan	

who	was	ridiculed	for	her	musical	heritage	and	had	come	to	share	that	music	only	with	her	

Pakistani	friends	(Karlsen,	2013:	170-171).	A	niche	community,	frustra<on	and	ridicule	were	

the	reac<ons	experienced	by	these	children	to	cultural	presenta<on,	and	they	responded	by	

managing	their	behaviour.		
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A	more	extreme	reac<on	that	Karlsen	found	to	cultural	iden<ty	was	violence.	A	teacher	

interviewed	by	Karlsen	described	cases	where	immigrant	young	people	had	presented	music	

informed	by	their	cultural	heritage,	and	it	had	been	deemed	by	their	peers	to	show	‘deviant	

musical	tastes.’	Students	had	‘faced	punishments	and	even	been	beaten	up’	(Karlsen,	2013:	

170-171).		

Ques<ons	of	difference	are	of	central	concern	to	accultura<on	and	cultural	iden<ty.	

Presen<ng	findings	of	the	same	study,	Karlsen	explored	music’s	role	in	crea<ng	a	‘sense	of	

collec<vity’	in	a	context	of	‘obvious	ethnic	and	cultural	diversi<es’	(2014:	248).	R&B	music	

appeared	to	be	‘a	common	denominator’	across	the	student	body,	but	musical	choices	were	

also	markers	of	differences	between	groups.	Hip-hop	was	popular	among	students	‘with	

minority	backgrounds’;	rock	music	was	listened	to	by	‘white,	na<ve	Norwegians’;	and	

‘hardcore	immigrants’	listened	to	gangsta	rap.	Rather	than	easing	accultura<on,	music	was	

found	to	be	a	divisive	marker	of	difference.			

How	nego<a<ons	between	cultural	iden<<es	were	seen	to	be	managed	through	and	in	music-

making	was	conceptualised	in	various	ways	in	the	studies.	Grossman	and	Sonn	(2010)	found	

poten<al	in	the	sharing	and	acceptance	they	observed	in	collabora<ve	forms	of	music-

making,	and	framed	this	mutuality	as	transcultura.on.	Marsh	and	Dieckmann’s	(2017)	

ethnography	of	children’s	music-making	demonstrated	discovery	of	belonging	in	mutually	

created	intercultural	spaces.	Weston	and	Lene?e	(2016)	discussed	musical	spaces	where	

differences	of	cultural	iden<ty	could	be	transcended	among	members	of	accidental	

communi.es.	Karlsen	(2012:	144)	suggested	the	frame	of	pluralism	to	express	the	cultural	

diversity	she	observed	in	society	and	also	‘the	diversity	that	exists	within	the	individual.’	

Within	the	same	pluralis<c	frame,	Sunderland	et	al.	(2015:	11)	observed	the	importance	of	

music	for	par<cipants	in	deten<on	centres	to	express	their	cultural	iden<<es	and	thereby	‘to	

connect	with	and	maintain	a	sense	of	individuality.’	

Huby	(2014:	40)	suggested	the	frame	of	hybridisa.on	to	conceptualise	his	findings	of	how	

‘globalised	culture	becomes	absorbed	by	local	cultures	and	recreated	in	a	way	that	maintains	

the	local	iden<ty	of	the	culture.’	He	argued	that	hybridised	cultural	iden<<es	offered	a	rich	

resource	for	successful	accultura<on,	but	only	when	‘that	resource	is	recognised	both	

individually	and	socially’	(Huby,	2014:	47).	His	findings	showed	that	musical	tastes	can	relate	

to	cultural	iden<ty	in	different	ways,	for	example	being	iden<fied	very	specifically	with	a	

concep<on	of	localised	or	familial	meaning	rather	than	a	more	widely	shared	iden<ty.	Huby’s	

(2014:	38)	primary	example	was	a	Polish	boy	living	in	Norway	who	had	an	‘inability’	to	view	

his	love	of	hip-hop	as	anything	other	than	a	core	of	his	Polish	cultural	iden<ty,	therefore	not	

enac<ng	the	resource’s	poten<al	for	integra<on.			
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Studies	also	highlighted	the	complexi<es	encountered	due	to	differences	in	cultural	iden<<es	

between	par<cipants	when	implemen<ng	musical	interven<ons.	In	Hunt’s	(2006)	study	of	

music	therapy	in	an	Australian	high	school,	she	reported	that	from	a	group	of	twelve	female	

par<cipants,	of	whom	ten	were	from	Sudan,	the	two	non-Sudanese	students	stopped	

a?ending.	Hunt	found	this	an	important	fact	and	acknowledged	that	‘Something	may	have	

needed	to	be	done	differently	to	encourage	the	two	girls	to	not	be	in<midated	by	the	

overwhelming	majority	of	Sudanese,	if	indeed	they	were’	(2006:	108).		

Hunt’s	descrip<on	of	the	group	experience	in	her	interven<on	captures	the	challenge	of	

including	minority	and	majority	groups.	One	girl	from	Afghanistan	hoped	to	learn	music	and	

to	sing,	and	a	girl	from	Burma	was	described	as	enjoying	sessions	although	shy	to	engage,	but	

they	both	le`	the	group	early	in	the	interven<on.	Possible	difficul<es	presented	are	cultural:	

‘the	majority	of	the	group	liked	to	improvise	on	drums	very	loudly’	(2014:	107),	‘Had	the	two	

girls	from	different	cultures	stayed	in	the	group	then	the	music	would	not	have	been	familiar	

to	them’	(2014:	108).	The	ten	Sudanese	group	members	successfully	‘united	elements	of	their	

past,	such	as	familiar	African	drumming	rhythms,	with	elements	of	their	present,	pop	music,	

and	created	new	music	together	as	a	group’	(2014:	104).	They	assimilated	their	musics,	

crea<ng	group	cohesion,	but	the	difference	in	cultural	iden<<es	of	the	two	non-Sudanese	

members	may	have	been	obstacles	to	their	integra<on.		

Gilboa	et	al.	(2009)	researched	into	the	collec<vised	iden<<es	of	in-group	and	out-group	

memberships	working	with	students	from	immigrant	and	Israeli-born	popula<ons.	The	

researchers	designed	an	interven<on	built	on	contact	theory,	seeking	to	enable	intergroup	

interac<on	based	on	condi<ons	of	equal	status,	shared	purpose,	and	a	pleasurable	experience	

in	an	encouraging	social	climate	(Amir,	1969,	cited	by	Gilboa	et	al.,	2009:	6-7).	The	ra<onale	

for	the	musical	aspect	of	the	study	was	drawn	from	a	developmental	conceptualisa<on	of	

iden<ty,	as	previously	described.	Childhood	experiences	of	music,	the	authors	argued,	are	

coupled	later	in	life	with	‘music	of	our	ethnic	group,	our	religion,	and	our	culture’	to	derive	

our	musical	tastes	(Gilboa	et	al.,	2009:	8).	These	tastes	are	markers	of	social	groupings,	‘a	

social	badge	of	iden<fica<on’,	that	afford	belonging,	and	also	mark	difference	(Frith,	1996,	

cited	by	Gilboa	et	al.,	2009:	8).		

Following	a	process	of	musical	sharing	and	reflec<on	led	by	a	music	therapist	over	24	weeks,	

a	mixed	methods	design	assessed	impact	to	collec<ve	self-esteem	and	to	musical	preferences,	

and	sought	to	gain	understanding	of	par<cipants’	experiences.	Collec<ve	self	esteem	was	

shown	to	be	enhanced	by	the	interven<on,	reflec<ng	increased	orienta<on	towards	both	host	

(Israeli)	society	and	culture	of	origin.	Par<cipants	became	more	able	to	acknowledge	the	

value	of	music	from	other	cultural	iden<<es,	and	more	accep<ng	of	musical	difference	that	

remained	not	to	their	taste.	Qualita<ve	data	was	themed	according	to	three	categories:	I,	You	
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and	We.	These	themes	acknowledged	processes	on	levels	of	the	personal,	interpersonal,	and	

group.		

Gilboa	et	al.	(2009)	conceptualised	iden<ty	as	opera<ng	on	various	levels,	accessible	through	

music.	Personal	and	social	processes	influenced	musical	taste	which	interacted	with	

nego<a<ons	of	in-group	and	out-group	memberships.	The	authors	proposed	that	in	their	

study,	music	enabled	the	development	of	a	new,	subordinate	group	iden<ty,	that	did	not	

require	members	to	abandon	their	old	allegiances,	but	allowed	a	‘dual	iden<ty’	to	exist;	a	

‘common	iden<ty’	made	possible	by	integra<on	towards	a	common	purpose	(Gilboa	et	al.,	

2009:	24).	

3.4.2. Musical	iden77es	

In	their	conceptualisa<ons	of	cultural	iden<ty,	researchers	presented	music	as	an	artefact	

cons<tu<ve	of	cultural	iden<<es,	as	a	crea<ve	strand	of	cultural	iden<ty	construc<on,	and	as	

a	resource	in	on-going	nego<a<ons	of	cultural	iden<<es.	Some	study	authors	also	extracted	

music	from	the	cultural	layer	into	the	analy<cal	unit	of	musical	iden<ty,	allowing	the	musical	

self	to	be	viewed	in	relief	and	discussed	in	close	rela<on	to	musical	biographies	and	ac<ons.	

Five	of	the	twenty-nine	studies	used	the	concept	of	musical	iden<ty	(Carlow,	2004,	Hunt,	

2006,	Gilboa	et	al.,	2009,	Marsh,	2012,	Huby,	2014).	

Hunt	(2006)	explored	musical	iden<ty	through	the	musical	analy<cal	tool	of	Bruscia’s	(1987)	

Improvisa.onal	Assessment	Profiles	(IAPs).	The	six	profiles	that	Bruscia	devised	to	examine	

and	describe	music	created	in	improvisa<on	are	the	Salience	profile,	the	Variability	profile,	

the	Autonomy	profile,	the	Integra<on	profile,	the	Tension	profile,	and	the	Congruence	profile	

(Bruscia,	1987,	cited	by	Hunt,	2006:	67).	The	autonomy	profile	is	designed	to	assess	a	

performer's	level	of	‘selfness	and	otherness’,	evalua<ng	the	degree	to	which	performers		

‘have	a	musical	iden<ty	and	secure	boundaries	and	are	open	to	musical	contact	with	

others’	(Hunt,	2006:	92).	Using	this	profile	as	a	frame	of	analysis,	Hunt	described	how	the	

young	women	in	her	music	therapy	group	entered	a	nego<a<on	between	‘self’	and	‘other’	

through	their	interpersonal	collabora<on	of	leadership	and	following.	A	musical	iden<ty	

emerged	in	the	group’s	way	of	being	together,	‘such	as	being	ready	and	open	to	create	music,	

crea<ng	rhythms	and	exploring	the	musical	instruments’	(2006:	92).	Hunt	observed	a	sense	of	

group	autonomy,	but	noted	that	this	perhaps	diminished	individual	autonomy	and	the	

expression	of	individuality.	Musical	iden<ty	here	provided	an	analy<c	framework	through	

which	to	understand	the	social	processes	between	the	group	members.	

Social	influences	were	very	evident	in	the	conceptualisa<on	of	musical	iden<ty	found	in	

Carlow’s	(2004)	study	of	experiences	of	a	school	choral	programme	for	students	of	English	for	

Speakers	of	Other	Languages.	In	Carlow's	data,	one	student	named	Irina	reported	that	‘her	
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own	musical	iden<ty	did	not	mesh	with	Marshall	High	School’s	choral	culture’	(2004:	165).	

There	was	a	perceived	lack	of	opportunity	to	express	herself,	as	the	student	‘felt	she	had	no	

voice	in	the	selec<on	of	repertoire’	(2004:	164).	In	choir	rehearsals	Irina	reported,	‘“I	don’t	

even	have	to	open	my	mouth	and	sing.	Cause	there	are	a	lot	of	people	and	they	can	sing	for	

me”’	(2004:	154).	Only	away	from	the	choir	environment	at	Interna.onal	Night	could	her	

musical	iden<ty	be	expressed.	Carlow	observed	Irina	performing	solo	a	Russian	song	called	

Peusiy	Raz,	and	noted	that	in	singing	that	song,	Irina	was	performing	‘her	own	ethnic	and	

musical	iden<ty’	(2004:	167).		

Through	Irina’s	performance	of	‘iden<ty	as	a	soloist,’	musical	preference,	choice,	and	

geography	were	presented,	all	in	stark	contrast	to	the	conformity	of	the	school	choir.	The	

importance	of	this	experience	was	highlighted	against	Irina’s	general	experience	of	

disloca<on.	Her	Russian	na<onality	was	o`en	overlooked	by	teachers	at	the	school,	as	her	

Korean	lineage	was	assumed	to	be	defining	(2004:	144).	As	a	‘child	of	divorce,’	cultural	

connec<on	provided	a	link	to	her	parents	that	at	<mes	was	physically	lacking	(2004:	145).	

Irina’s	musical	iden<ty	was	presented	at	once	as	something	dis<nct,	but	also	as	

representa<ve	of	and	constructed	by	many	other	aspects	of	her	iden<ty.	

Huby's	research	explored	the	role	that	musical	iden<ty	can	play	in	the	process	of	integra<on	

a`er	migra<on	(2014:	3).	Influenced	by	Even	Ruud’s	work	with	musical	biographies	(1997,	

2013,	cited	by	Huby,	2014:	13),	Huby	researched	the	musical	experiences	of	children	from	

immigrant	backgrounds.	Young	children	were	found	to	describe	musical	experiences	very	

much	related	to	their	families,	and	therefore	‘to	their	origins,’	while	older	children’s	

experiences	were	more	related	to	friends	and	a	move	away	from	family	to	the	explora<on	of	

new	iden<<es	(Huby,	2014:	34).	Huby	viewed	the	children’s	representa<ons	as	depic<ng	

‘musical	iden<<es,’	linked	to	‘na<onal	iden<ty’	and	to	their	developmental	stage	of	iden<ty	

forma<on.	Interes<ngly,	Huby’s	research	ques<on	and	<tle	changed	from	using	the	term	

‘musical	iden<ty’	to	‘cultural	iden<ty’	or	simply	‘iden<ty'	(2014:	7,	A?achment	3),	perhaps	

reflec<ng	an	induc<ve	research	process	that	problema<sed	the	isola<on	of	‘musical	iden<ty’	

as	dis<nct	from	broader	iden<ty	construc<on.	

Similarly	to	Huby	(2014),	Gilboa	et	al.	built	on	the	idea	of	‘musical	autobiographies’	(Bruscia,	

1998,	cited	by	Gilboa	et	al.,	2009:	12).	The	approach	provided	the	basis	for	musical	

presenta<ons	by	group	members	of	‘musical	pieces	that	are	meaningful	to	them’	and	could	

be	‘viewed	as	representa<ve	of	self’	(Gilboa	et	al.,	2009:	12).	The	music	presented	was	seen	

as	emblema<c	of	iden<ty,	and	therefore	as	an	opportunity	for	group	members	to	encounter	

one	another.	Through	these	musical	presenta<ons,	par<cipants	were	seen	to	be	‘exposing	

their	inner	world	of	iden<<es	…	admiang,	both	to	themselves	and	to	others,	who	they	are,	

and	to	what	groups	they	belong’	(Gilboa	et	al.,	2009:	9).	
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3.4.3. Cultural	and	musical	iden77es:	Summary	and	reflec7ons	

The	processes	through	which	individuals	who	have	migrated	country	navigate	the	collec<ve	

iden<<es	they	discover	in	their	new	seang	have	been	the	focus	of	this	part	of	this	chapter.	

Music	and	culture	have	been	shown	in	the	research	studies	to	be	fervent	sites	for	these	

nego<a<ons,	offering	resources	to	express	iden<<es	linked	to	family,	country,	and	to	peer	

groups.		

Cultural	iden<<es	were	presented	in	the	included	studies	as	central	to	the	process	of	

accultura<on.	Rela<onships	with	‘homeland’	musics	and	with	globally	popular	music	were	

shown	to	be	both	helpful	and	problema<c	to	the	research	par<cipants.	At	<mes,	previously	

held	cultural	iden<<es	were	transcended	and	localised	group	cultures	emerged.	In	other	

situa<ons	it	was	shown	that	opportuni<es	to	express	cultural	iden<ty	allowed	an	individual	

the	opportunity	to	maintain	their	‘self’	amid	poten<ally	overwhelming	plurality	and	

disloca<on.	The	nature	of	the	coming-together	of	cultural	iden<<es	can	be	mutual	sharing,	

transcultura.on;	it	can	assume	a	re-orienta<on	towards	mainstream,	‘host’	culture;	or	

various	points	of	balance	can	be	imagined	along	a	spectrum	of	accultura<on	strategies	(Berry,	

1997).	

Notable	in	Berry’s	model	of	accultura<on,	which	was	supported	widely	in	the	included	

studies,	is	its	focus	on	the	posi<onality	of	people	who	have	migrated	in	rela<on	to	‘host’	

culture.	The	framework	describes	accultura<on	in	terms	of	immigrants’	connec<ons	to	a	

binary	of	new	and	former	cultural	iden<<es,	with	no	overlap	men<oned	between	the	two.	

Findings	in	the	studies	that	described	commonali<es	and	crossovers	of	cultural	materials	

repudiated	such	a	binary	outlook,	although	this	was	not	discussed	by	any	of	the	study	

authors.	Although	several	studies	very	much	revealed	findings	that	fi?ed	comfortably	within	

accultura<on	goals	(most	clearly	Frankenberg	et	al.,	2014),	overall	the	included	studies	

showed	examples	of	people	using	music	to	navigate	how	they	were	perceived	within	mul<ple	

and	complex	cultural	contexts.		

Drawing	from	literature	outside	of	the	included	studies,	acts	of	posi<oning	of	this	nature	have	

been	theorised	in	the	fields	of	language	and	discourse	(van	Langenhove	and	Harré,	1999,	

Bucholtz	and	Hall,	2005),	and	perhaps	they	provide	a	useful	framework	here.	Rather	than	

viewing	iden<ty	in	terms	of	the	fixed	roles	that	people	have,	posi<oning	theory	implies	an	

ac<ve	and	interac<onal	process	in	which	‘iden<ty	emerges	…	through	the	temporary	roles	

and	orienta<ons	assumed	by	par<cipants’	(Bucholtz	and	Hall,	2005:	591).	This	defini<on	

suggests	an	unified	theore<cal	framework	that	reflects	the	conceptual	findings	here	

presented.	
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3.5. Construc7ons	of	iden77es	

This	sec<on	presents	three	conceptualisa<ons	of	iden<ty	from	the	included	studies	that	do	

not	seek	to	assign	or	define	the	iden<<es	that	people	have,	but	instead	provide	frameworks	

to	describe	how	iden<<es	are	constructed.	By	nature,	iden<ty	is	viewed	in	these	studies	

through	a	construc<onist	paradigm,	and	music	is	observed	to	interact	with	dynamic	

understandings	of	how	people	see	themselves	and	how	they	are	seen	by	others.	Researchers	

of	the	included	studies	described	iden<<es	as	narra<ve,	embodied,	and	performed	as	will	

now	be	detailed	and	then	discussed.	

3.5.1. Narra7ve	iden77es	

The	concept	of	narra<ve	iden<ty	was	central	to	Ahonen	and	Desideri’s	(2014)	explora<on	of	

the	‘emerging	story’	of	refugee	women.	Their	interven<on	combined	narra<ve	therapy	and	

group	analy<c	music	therapy	to	support	women	who	had	suffered	Post	Trauma<c	Stress	

Disorder	(PTSD)	and	depression.	Tragic	or	trauma<c	events,	Ahonen	and	Desideri	argued,	

become	incorporated	into	personal	and	collec<ve	narra<ves	of	the	past,	present	and	future;	

‘narra<ve	iden<<es	become	the	stories	people	live	by	and	their	lives	may	be	the	product	of	

the	stories	they	tell’	(2014,	[online]).	

Research	and	interven<on	designs	provided	opportuni<es	for	spoken	and	musical	narra<ves	

to	be	explored.	Group	members’	‘self-defining	trauma	stories’	were	expressed,	allowing	

‘transi<on	stories’	to	emerge,	and	an	eventual	‘re-authoring’	of	self.	The	refugee	women	

became	able	to	take	agency	in	the	construc<on	of	their	narra<ve	selves,	becoming	both	

‘author	and	arbiter’	(Herman,	1992:	133,	cited	by	Ahonen	and	Desideri,	2014,	[online]).		

Encapsula<ng	the	narra<ve	ethos,	Ahonen	and	Desideri	(2014)	presented	their	study’s	

findings	in	part	through	poe<c	form.	In	this	way	the	reader	was	brought	closer	to	the	

emo<ons,	feelings	and	moods	that	were	present	in	the	group’s	own	narra<ve	process.	Poems	

created	from	the	par<cipants’	own	words	at	each	group	stage	captured	the	shi`	in	their	

narra<ve	iden<<es.	To	illustrate	this,	and	to	respect	the	poe<c	form	and	emo<onal	content,	

several	poems	are	herein	quoted	in	full.		

The	self-defining	trauma	story	was	characterised	by	helplessness,	pain,	fear	and	anxiety:		

“Future	is	empty”  

“They	say	I’m	lucky 

‘You	are	very	lucky	because	you	have	very	many	beau<ful	memories...’		

Yes,	of	course,	I	have	many	beau<ful	memories.  

I	am	lucky,	but	I	am	not:	I	lost	them	all	on	the	same	day. 

If	you	see	the	empty	side	of	the	bo?le,	you	can	never	be	happy. 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I	am	trying....I’m	trying...	I’m	trying...  

to	see	the	other	side, 

but	I	am	living	my	past	because 

I	cannot	think	anything	about	my	future.  

Future	is	endless.																																																																																									

It’s	sad.  

My	future	is	empty.		

(Ahonen	and	Desideri,	2014,	[online])	

Transi<on	stories	showed	acceptance,	and	represented	the	group	dealing	with	loss	and	guilt:	

“Accepta7on	is	hard” 

“...I	saw	some	light.	It	was	really	beau<ful.		

And	I	just	want	to	say	that	some<mes	in	life,		

people	go	through	this	really,	really	dark	place,		

but	then	there	is	some	light	there	too,		

even	if	it	is	something	really	horrible.  

We	say,	life	is	death.  

What	can	I	do?  

We	have	to	accept.”	 
(Ahonen	and	Desideri,	2014,	[online])	

Re-authored	narra<ves	presented	a	shi`	to	the	iden<ty	of	‘survivor’:	

“It’s	all	happening	at	the	same	7me	and	it’s	all	true”	

“I’m	good.	This	music	feels	happy.	

All	these	feelings	at	the	same	<me.	

That’s	my	life,	that’s	my…here	and	now.	

All	these	things,	same	<me.	

I	can	s<ll	live	an	extremely	full	life,	

I	don’t	have	to	tell	yourself	“when	I	don’t	feel	fear	anymore”…	

“when	I	don’t	feel	nervous	anymore,	then	I	will	live”.	

“I	live	right	now.	
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The	fullest.	

I	feel	some	amount	of	pain,	homesick,	I	am	exhausted,	<red…”	

“I	have	some	fears	and	at	the	same	<me	I	have	hope.	

It’s	all	happening	at	the	same	<me	and	it’s	all	true.	

It’s	my	life,	and	I	can	claim	ownership	of	that:	it’s	my	life.”	

(Ahonen	and	Desideri,	2014,	[online])	

Iden<ty	was	found	to	be	conceptualised	in	this	study	as	constructed	through	narra<ve	

authoring.	The	authors'	findings	proposed	that	people’s	stories	can	be	re-authored,	and	the	

meanings	taken	from	the	stories	can	be	integrated	into	a	survivor	mentality.	In	the	

remembering	and	telling	of	the	past,	the	present	is	changed,	and	it	is	from	the	present	that	

the	future	is	wri?en.	From	this	standpoint,	crea<ve	acts	of	music-making,	movement,	and	

poetry	were	found	by	the	researchers	to	be	powerful	methods	through	which	to	re-present	

stories,	and	thereby	construct	iden<ty.		

3.5.2. Performed	iden77es	

Conceptualisa<ons	of	iden<ty	as	performed	were	found	in	the	studies	authored	by	Enge	

(2015),	Lene?e	et	al.	(2015)	and	Weston	and	Lene?e	(2016).	Ac<ons	in	music-making	were	

presented	by	the	researchers	as	performa<ve	of	iden<ty	in	contexts	where	opportuni<es	for	

this	were	otherwise	limited.		

In	the	‘prison	seangs’	of	asylum	recep<on	centres	in	Australia,	where	the	possibili<es	

available	through	which	to	perform	iden<ty	were	very	limited,	Lene?e	et	al.	(2015:	121)	

described	‘accidental	communi<es’	brought	together	through	the	chance	cohabita<on	of	

detainees.	These	communi<es	were	seen	to	be	characterised	by	‘intransience	and	

indeterminacy,’	and	dehumanisa<on,	as	part	of	a	process	of	bureaucracy	in	which,	’Ever	

present	is	oppression	only	changing	scenery’	(quoted	by	Weston	and	Lene?e,	2016:	122,	

Procopis	and	Cavallo,	n.d.).	In	this	context	of	oppression,	the	musical	work	of	the	Scaaered	

People	collec<ve	was	observed	to	create	performa<ve	and	cultural	spaces	for	detainees.	

These	spaces	allowed	the	development	of	a	‘community	within	a	community’	characterised	

by	‘inclusion,	humaniza<on	and	the	expression	of	a	democra<c	voice’	(Weston	and	Lene?e,	

2016:	123).	Par<cipants	in	music	sessions	were	described	by	the	researchers	as	singing	songs	

that	expressed	their	homeland	cultural	iden<<es,	and	also	performing	together	songs	that	

they	had	collec<vely	wri?en,	or	had	been	wri?en	by	other	refugees,	or	were	globally	famous.	

As	such,	the	‘cultural	and	performa<ve’	space	allowed	for	the	performance	of	mul<ple	

iden<<es,	including	the	newly	created	iden<ty	of	the	music	group	itself	(2016:	121).		
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Enge’s	(2015)	music	therapy	interven<on	and	her	research	approach	were	informed	by	

Community	Music	Therapy	prac<ce,	and	drew	on	a	theore<cal	framework	that	recognises	

health	and	human	development	as	performa<ve	tasks.	She	summarised	that	outlook,	‘How	

we	choose	to	and	have	the	opportunity	to	perform	our	lives	has	connec<ons	to	how	our	

health	develops’	(Enge,	2015:	207).	Community	Music	Therapy	therefore	seeks	to	mobilise	

opportuni<es	for	performances	of	iden<ty	that	are	helpful.		

Enge’s	(2015:	209-210)	research	found	that	her	Community	Music	Therapy	approach	enabled	

children	to	perform	aspects	of	themselves	and	their	experiences	that	had	ordinarily	been	

hidden	behind	behaviours	that	were	socially	and	educa<onally	damaging.	For	example,	Rose,	

a	young	girl	in	Enge’s	first	case	study,	was	described	by	her	teacher	as	somebody	who	‘lies	

and	steals.’	Rose	wrote	a	song	about	the	friendships	she	le`	behind	when	she	moved	to	

Norway,	and	she	performed	this	song	in	a	school	concert	to	‘an	overwhelming	posi<ve	

response’	(2015:	209).	Joel,	who	had	been	aggressive	in	class,	was	able	to	invite	other	

children	to	his	music	therapy	session,	where	he	presented	a	different	version	of	himself;	

happy,	able	and	collabora<ve	(2015:	210).	These	examples	from	Community	Music	Therapy	

prac<ce	illustrated	performa<ve	processes	that	contained	musical	performance,	but	more	

significantly	to	the	researchers	contained	performances	‘of	iden<ty,	of	self,	of	social	networks’	

(Enge,	2015:	207).	

3.5.3. Embodied	iden77es	

The	concept	of	embodied	iden<ty	was	not	found	to	be	used	directly	in	any	of	the	studies.	

However,	it	is	included	here	because	the	no<on	of	the	embodied	self	interac<ng	with	iden<ty	

and	music	was	present	in	the	studies.	Huby,	for	example,	referenced	Merleau-Ponty’s	

Phénoménolgie	de	la	percep.on	(1945)	and	its	understanding	of	the	body	as	an	integrated	

part	of	how	people	experience,	remember,	feel,	and	create	their	world.	Huby	went	on	to	

capture	the	essence	of	embodied	iden<ty:	‘We	do	not	only	experience	having	a	body	but	also	

experience	being	a	body’	(2014:	15).	Through	dance	and	movement,	Verreault	(2017)	and	

Meyer	Demo?	et	al.	(2017)	also	evoked	the	concept	in	their	approaches	and	their	findings.		

The	dance/movement	therapy	(DMT)	prac<ce	that	was	studied	by	Verreault	(2017)	was	based	

on	‘direct	and	extensive	use	of	the	body,	using	movement	as	medium	for	self-expression,	self-

awareness	and	as	a	means	of	communica<on	with	others’	(2017:	120).	As	such	it	engaged	

directly	with	an	embodied	theory	of	iden<ty.	Verreault's	qualita<ve	findings	showed	DMT	

engaging	with	the	soma<c	symptoms	that	group	members	carried	from	their	past	and	present	

trauma,	enacted	physically	in	‘shrinking	postures,	heavy	limbs,	res<ng	heads	on	arms,	heads	

dropping	down	or	the	constant	need	to	sit	between	exercises’	(2017:	126).	‘Numbness’	and	

‘dissocia<on’	were	also	described	and	interpreted	as	strategies	for	distancing	from	physical	

	 (Page )53



sensa<on	(2017:	126).	Dance/movement	therapy	was	shown	to	have	a	desoma<sing	effect,	

with	one	par<cipant	repor<ng	‘“when	I	come	here,	I	am	like	this!	(par<cipant	shows	closed	

shrinking	posture	and	cups	her	hands	together),	but	a`er	a	while,	I’m	like	this!	(par<cipant	

opened	her	arms	wide	and	lengthened	her	spine)”’	(2017:	126).		

Group	members	in	Verreault’s	study	also	reported	cultural	and	embodied	connec<ons	to	

dance.	For	example,	members	of	the	group	at	<mes	took	the	lead	in	teaching	dances,	evoking	

their	embodied	memories.	A`er	such	a	session	one	par<cipant	explained,	‘“I	enjoyed	it	

because	it’s	from	my	country;	it’s	from	me,	part	of	me!”’	(2017:	127).	The	women	were	

described	as	being	present	in	their	embodied	selves,	and	present	in	the	‘here	and	now,’	

enabling	a	new	awareness	of	‘power	and	peace	inside’	(2017:	127).		Similarly,	Meyer	Demo?	

et	al.	described	the	use	of	movement	and	dance	within	their	Expressive	Arts	in	Transi.on	

(EXIT)	approach	designed	to	enforce	‘connec<on,	engagement	and	focus	in	the	here	and	now’	

(2017:	513)	

The	physicality	of	music	was	discovered	by	researchers	to	interact	with	the	soma<c	

experiences	of	exile.	There	was	connec<on	in	shared	embodiment,	and	there	were	tangible	

expressions	of	iden<ty.	

3.5.4. Narra7ve,	performed,	and	embodied	iden77es:	Summary	and	reflec7ons	

In	the	included	studies	the	concepts	of	narra<ve,	embodied	and	performed	iden<ty	were	

used	by	authors	to	theore<cally	locate	research	and	to	inform	study	strategies.	Each	of	the	

models	of	iden<ty	construc<on	supported	design	of	interven<ons,	analy<cal	approaches	and	

also	findings.	Cohesive	understandings	of	experiences	of	migra<on	and	of	music-making	were	

established	from	each	standpoint.		

Notably,	however,	the	stances	taken	by	the	researchers	did	not	acknowledge	the	possible		

relevance	of	the	other,	o`en	allied	concepts.	While	to	consider	singular	aspects	of	iden<ty	

served	the	included	studies	by	providing	linear	frameworks	of	understanding,	it	may	serve	

this	study	to	theorise	these	construc<onist	aspects	of	iden<ty	as	complementary.	

Drawing	from	literature	external	to	the	included	studies,	researchers	commonly	theorise	the	

complementary	concepts	congruently.	Performances	of	iden<ty	can	be	considered	to	be	

encompassed	within	the	construc<on	of	narra<ves	of	self	(Yuval-Davis,	2010:	269),	or	

narra<ves	can	be	conceived	as	performa<ve	construc<ons	enacted	by	embodied	beings	

(Denzin,	2003).	Langellier	discusses	the	‘narra<ve	performance	of	iden<ty’	in	which	‘the	

narrator’s	specific	body,	bearing	mul<ple	marks	of	loca<on,	posi<ons	her	at	the	nexus	of	

culturally	specific	experiences	of	health,	gender,	class,	race,	ethnicity,	sexuality,	and	so	

on’	(2001:	176).	The	narra<ve	performance	of	iden<ty	involves	a	body	that	carries	its	own	

specific	narra<ve	meaning	within	a	contextual	posi<oning.		

	 (Page )54



Conceptual	analysis	of	the	included	studies	found	these	construc<ons	of	iden<ty	to	be	useful	

and	informa<ve	within	research	design	and	presenta<on.	It	also	raised	the	possibility	of	

taking	the	construc<onist	concepts	in	unison	to	allow	holis<c	considera<on	of	the	embodied,	

narra<ve,	performances	of	iden<ty,	demonstrated	to	be	afforded	by	music-making.		

3.6. Summary	

This	chapter	has	presented	and	applied	cri<cality	to	the	conceptualisa<ons	of	iden<ty	used	in		

studies	iden<fied	through	a	systema<c	search	of	literature.	While	the	concept	of	iden<ty	was	

present	across	studies,	analysis	highlighted	the	range	of	u<lisa<ons	and	understandings	

applied	by	the	study	authors.	Iden<ty	was	considered	as	personal	and	interac<onal,	individual	

and	collec<ve,	assigned	and	constructed,	and	in	terms	of	need,	process,	and	resource.		

In	each	of	this	chapter’s	sec<ons,	the	diversity	of	approaches	discussed	raised	conceptual	

gaps	which	indicated	addi<onal	models	that	may	be	useful.	Researchers’	use	of	assigned	

bureaucra<c	iden<<es	was	problema<sed	within	the	included	studies	and	through	wider	

literature.	This	raised	issues	of	representa<on	that	are	central	to	this	study’s	standpoint	and	

that	can	offer	a	conceptual	lens	for	analysis.	Use	of	the	concept	of	self	iden<ty	encompassed	

components	of	self	development	in	which	the	processes	of	receiving	and	giving	recogni<on	

were	iden<fied	as	a	central	feature.	While	authors	presented	music's	affordance	of	

experiences	of	recogni<on	as	an	underlying	processual	element,	analysis	suggested	

foregrounding	the	no<on	of	recogni<on	as	a	poten<ally	overarching	framework,	drawing	as	

an	example	on	the	work	of	Fukuyama	(2018).		

Interplay	between	individual	and	collec<ve	iden<<es,	described	in	terms	of	musical	and	

cultural	iden<<es,	emerged	as	highligh<ng	fluidity	and	agency	rather	than	fixed	categories	of	

iden<ty.	The	ways	in	which	people	were	observed	to	enact	their	roles	within	complex	cultural	

landscapes	were	described	in	analysis	in	terms	that	suggested	the	no<on	of	posi<oning.	This	

theore<cal	viewpoint	was	applied	to	frame	cri<cality	of	the	model	of	accultura<on	that	was	

propounded	in	the	included	studies.		

In	the	final	sec<on	of	conceptual	findings,	three	construc<onist	no<ons	of	iden<ty	were	

presented.	Narra<ve,	performa<ve	and	embodied	no<ons	of	iden<ty	were	treated	separately	

in	the	included	studies,	but	discussion	of	these	concepts	in	light	of	broader	literature	raised	

the	possibility	of	viewing	these	understandings	as	complementary.	Such	a	unified	approach	

would	signify	a	perspec<ve	that	embraces	embodied,	performa<ve	narra<ves	of	iden<ty.	

The	understandings	gained	through	this	conceptual	analysis	of	literature	situate	this	study	

within	its	academic	context.	Iden<fied	limita<ons	in	conceptualisa<ons	of	iden<ty	in	the	field	

have	provoked	considera<on	of	addi<onal	frameworks	that	may	provide	insight,	and	which	

will	be	revisited	in	this	thesis,	in	par<cular	in	the	Discussion	of	Findings	(Chapter	7).		
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While	categorisa<on	has	been	prominent	in	this	chapter,	iden<fying	the	categories	of	iden<ty	

conceptualisa<on	employed	in	the	included	studies,	it	is	not	the	objec<ve	that	guides	this	

study.	Rather	my	aim	is	to	gain	understanding	of	the	concept	of	iden<ty	as	it	features	in	

par<cipatory	music-making	programmes	for	people	who	have	emigrated	seeking	asylum	from	

war	or	persecu<on.	Part	3	presents	the	research	methodology	used	to	address	that	aim,	and	

the	findings	of	the	study.		
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Part	3	-	A	mul7-sited	qualita7ve	research	study	into	the	ways	that	

iden7ty	features	in	par7cipants’	and	providers’	accounts	of	music-

making	programmes	for	people	who	have	emigrated	seeking	asylum	

from	war	or	persecu7on	
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4. Methodology	and	research	strategy	

4.1. Introduc7on	

This	chapter	describes	and	explains	the	methodology	and	research	strategy	of	this	study.	My	

ontological	posi<oning	in	rela<on	to	representa<on,	iden<ty	and	music	was	introduced	in	

Chapter	1.	Here	it	will	be	connected	to	the	research	design.		

The	ques<on	that	guided	the	research	process	has	also	been	previously	introduced:		

How	does	iden<ty	feature	in	the	accounts	of	par<cipants	and	providers	of	music-

making	programmes	for	people	who	have	emigrated	seeking	asylum	from	war	or	

persecu<on?	

Alongside	this,	subsidiary	ques<ons	further	directed	focus:	

In	what	ways	does	the	organisa<onal	approach	taken	towards	iden<ty	groups	

feature	in	the	accounts	of	par<cipants	and	providers?			

In	what	ways	do	the	facilita<on	approaches	taken	towards	par<cipatory	music-

making	feature	in	the	accounts	of	par<cipants	and	providers?	

These	ques<ons	were	treated	fluidly,	and	evolved	to	this	current	wording	through	the	

research	process	(Ely	et	al.,	1997:	25,	O’Leary,	2004:	35).	Importantly	the	primary	ques<on	

asks	how	iden<ty	features	in	the	par<cipants'	accounts		without	presupposing	or	‘specifying	

too	many	concepts’	(Silverman,	2013:	158).	The	ques<ons	were	designed	to	give	space	to	find	

insights,	and	overall	to	explore	‘what	is	going	on?’	(Silverman,	2013:	158,	Thomas,	2017:	11).		

The	methods	employed	to	explore	these	ques<ons	will	now	be	set	out.	Firstly	I	seek	to	locate	

the	study's	approach	ontologically.	Aspects	of	the	design	such	as	research	contexts,	sampling,	

and	methods	of	data	collec<on	are	then	described,	with	explana<on	of	decisions	made	

through	the	itera<ve	and	adap<ve	processes	of	research.	Finally,	analy<cal	and	interpre<ve	

strategies	u<lised	to	gain	understanding	from	the	collected	data	are	detailed	and	the	reasons	

for	their	selec<on	discussed.			

4.2. Loca7ng	the	research	

In	Chapter	1,	I	introduced	this	study’s	construc<onist	understanding	of	meaning.	Following	

Foucault	(1980b,	1980a)	I	outlined	the	theore<cal	standpoint	that	the	meanings	of	

representa<ve	acts	are	constructed	within	discourses	formed	in	rela<ons	of	power.	That	

ontological	stance	underpins	this	study.	It	assumes	a	non-essen<alist	and	located	

understanding,	which	applies	also	to	the	defini<onal	approach	I	described	towards	iden<ty	

and	to	music-making.			
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A	non-essen<alist	and	construc<onist	approach	was	supported	by	the	review	of	literature	

presented	in	Chapter	3.	Instead	of	no<ons	of	iden<ty	that	assume	social	groupings	and	

hierarchies	to	be	‘inevitable	and	natural’	(Bucholtz	and	Hall,	2005:	374),	the	conceptual	

analysis	found	that	people	were	ac<ve	in	nego<a<ng	iden<ty	posi<ons.	However,	assigned	

labels	of	iden<ty	were	also	acknowledged	as	holding	profound	influence	on	how	people	are	

able	to	navigate	their	lives.	Iden<<es	of	immigra<on	status	provide	a	very	real	example	of	

how	systema<c	categorisa<on	can	offer	opportunity	or	impairment;	acceptance	or	rejec<on;	

freedom	or	detainment.	It	is	important,	therefore,	to	‘dis<nguish	between	essen<alism	as	a	

theore<cal	posi<on	and	as	an	ethnographic	fact’	(Bucholtz	and	Hall,	2005:	374).		

That	awareness	reflects	this	study’s	cri<cal	realist	epistemology.	This	underpinning	viewpoint	

’acknowledge[s]	the	ways	individuals	make	meaning	of	their	experience,	and,	in	turn,	the	

ways	the	broader	social	context	impinges	on	those	meanings,	while	retaining	focus	on	the	

material	and	other	limits	of	“reality”’	(Braun	and	Clarke,	2006:	81).	My	research	is	concerned	

with	how	iden<ty	is	constructed	for	people	who	con<nue	to	face	the	“reality”	of	war,	

persecu<on	and	forced	migra<on.	While	I	understand	the	meanings	of	these	concepts	to	be	

constructed	through	representa<onal	acts	that	operate	discursively,	experiences	of	sniper	

fire,	imprisonment,	terror	and	agony,	are	examples	of	the	manifold	reali<es	of	war.			

The	posi<onality	I	have	described	informed	my	qualita<ve	research	design.	My	research	

ques<ons	target	qualita<ve	concerns,	in	that	they	are	interested	in	par<cipants’	own	framing	

of	their	experiences,	and	not	in	producing	one	single	answer	(Braun	and	Clarke,	2013:	20-21).	

I	chose	the	‘perspec<ves	and	accounts	of	research	par<cipants	as	a	star<ng	point’	(Ormston	

et	al.,	2014:	2)	from	which	to	explore	iden<ty.		

In	The	Qualita.ve	Manifesto	(2016),	Denzin	addresses	qualita<ve	researchers:	

In	a	call	to	ac<on,	researchers	engage	in	concrete	steps	that	will	change	

situa<ons	in	the	future.	They	may	teach	persons	how	to	bring	new	value	and	

meaning	to	iden<<es,	cultural	commodi<es	and	texts	that	are	marginalized	and	

s<gma<zed	by	the	larger	culture.	They	will	demonstrate	how	par<cular	

defini<ons	and	meanings	nega<vely	affect	the	lives	of	specific	people.	They	

indicate	how	par<cular	texts,	directly	and	indirectly,	misrepresent	persons	and	

reproduce	prejudice	and	stereotypes.	(Denzin,	2016:	28)	

His	‘call	to	ac<on’	describes	the	qualita<ve	paradigm	in	which	this	study	locates	itself.	

4.3. Research	design	

Research	was	designed	as	a	mul<-sited	study,	structured	to	allow	me	opportunity	to	take	on	

roles	of	music	facilitator	and	group	par<cipant	in	varied	contexts,	and	experience	music-

making	together	with	members	of	the	research	popula<on.	This	approach	was	informed	by	
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the	study’s	sociological	understanding	of	music-making,	as	previously	described.	Music	is	not	

viewed	as	a	dislocated	artefact	with	innate	meanings	to	be	studied,	but	rather:	'The	act	of	

musicking	establishes	in	the	place	where	it	is	happening	a	set	of	rela<onships,	and	it	is	in	

those	rela<onships	that	the	meaning	of	the	act	lies’	(Small,	1998:	13).	As	such,	I	viewed	it	as	

crucial	that	I	locate	myself	in	the	musicking	in	order	to	be	posi<oned	where	meaning	arises.	

Such	proximity	is	characteris<c	of	ethnographic	research	designs,	and	that	methodological	

field	influenced	my	research	approach.	A	‘step-in	step-out’	fieldwork	structure	was	developed	

(Madden,	2010:	79),	in	which	I	involved	myself	with	mul<ple	music-making	groups	that	were	

developed	by	organisers	as	interven<ons	targeted	towards	people	who	have	emigrated	to	

seek	asylum	from	war	or	persecu<on.	Elements	of	ethnographic	prac<ce	were	adhered	to;	I	

took	care	to	keep	detailed	notes	and	give	my	a?en<on	to	observa<on	during	field	work	

(Emerson	et	al.,	2007).	The	in<mate	interac<ons	that	took	place	informed	my	own	personal	

understanding	of	the	musical	experiences	that	are	at	the	heart	of	this	research	study.	They	

also	enabled	me	to	connect	and	form	rela<onships	with	fellow	group	members	and	group	

facilitators	who	became	the	research	sample	for	this	study.		

Importantly,	the	music-making	interac<ons	themselves	are	not	the	data	of	this	research	

study.	It	is	rather	the	accounts	of	the	par<cipants	and	providers	of	the	music-making	

programmes	that	are	the	focus	of	the	research	ques<on,	and	of	the	study’s	interest.	As	was	

iden<fied	in	Sec.on	3.4.2	of	the	conceptual	review	of	literature,	significant	frameworks	exist	

to	analyse	musical	data	as	it	has	been	theorised	to	pertain	to	iden<ty	(notable	also	are	two	

edi<ons	on	the	subject	edited	by	MacDonald	et	al.,	2002,	2017),	and	these	may	yield	valuable	

insight.	However,	in	this	study’s	context,	the	transience	and	instability	of	music	group	

members	meant	that	issues	of	gathering	all	members’	consent	raised	substan<al	challenges	

to	collec<ng	musical	data.	Instead,	the	research	design	foregrounds	the	views	and	responses	

of	people	towards	music-making,	rather	than	drawing	interpreta<ons	from	their	musical	

expression.	For	this	study’s	purpose,	interview	data	allowed	an	induc<ve	approach	to	unravel	

the	ways	in	which	iden<ty	featured	for	people.	

Heyl	(2007)	describes	interviews	collected	from	the	basis	of	close	rela<onships	formed	in	

research	contexts	as	‘ethnographic	interviews’.	The	term	seeks	to	differen<ate	interviews	that	

are	born	from	rela<onships	cra`ed	during	field	work,	from	interviews	gathered	from	research	

popula<ons	unknown,	or	li?le-known,	to	the	interviewer.	These	are	interviews	that	are	made	

in	context	with	trust	developed	through	shared	experiences	and	closeness.	They	take	place	

a`er	a	researcher	has:	‘established	respec{ul,	on-going	rela<onships	…	including	enough	

rapport	for	there	to	be	genuine	exchange	of	views	and	enough	<me	and	openness	in	the	

interviews	for	the	interviewees	to	explore	purposefully	with	the	researcher	the	meanings	

they	place	on	events	in	their	worlds’	(Heyl,	2007:	369).
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In	summary,	this	research	was	designed	to	incorporate	my	par<cipa<on	in	music-making	

programmes	targeted	towards	people	who	had	emigrated	from	war	or	persecu<on.	I	kept	

reflec<ve	notes	of	these	experiences	that	led	to	insight	for	me	and	built	the	rela<onships	that	

allowed	for	interviews	aligned	with	Heyl’s	(2007)	no<on	of	ethnographic	interviewing.	The	

music-making	contexts	in	which	I	met	each	of	the	interviewees	and	the	methods	used	for	

sampling	and	data	collec<on	will	now	be	detailed.	

4.3.1. Research	contexts	

Research	took	place	at	four	sites	in	two	countries	(see	below).	Approaches	towards	group	

facilita<on	varied,	but	par<cipatory	music-making,	as	previously	defined,	was	central	to	all	

the	programmes.	Also	common	to	the	programmes	was	an	organisa<onal	decision	to	work	

with	people	who	had	emigrated	to	seek	asylum	from	war	or	persecu<on.	I	met	with	the	

organisers	of	each	music-making	ac<vity	in	advance,	and	discussed	with	them	my	research	

inten<on	to	interview	some	group	members	if	they	were	willing	to	be	involved.	Ini<al	contact	

with	three	of	the	contexts	was	through	introduc<on	from	my	professional	connec<ons.	In	the	

other	context	I	reached	out	directly,	having	iden<fied	a	relevant	site	in	my	local	area.	

For	each	context	I	will	now	detail:	my	own	role	in	the	group;	the	approach	and	structure	taken	

to	facilita<ng	par<cipa<on	in	music-making;	and	the	composi<on	of	the	group.	To	further	

illustrate	context,	a	brief	vigne?e	informed	by	my	reflec<ve	field	notes	will	provide	the	reader	

with	an	impression	beyond	the	ini<al	factual	informa<on.	These	illustra<ve	vigne?es	are	

forma?ed	in	inset	text.	Some	details	are	altered	for	reasons	of	anonymity,	in	line	with	the	

study's	ethics	and	consent	protocols.	

Context	1	-	Asylum	Seeker	Centre	(AZC),	The	Netherlands	

Table	4:	Descrip.on	of	context	1	-	Asylum	Seeker	Centre	(AZC),	The	Netherlands	

My	role

In	this	context	I	was	the	main	facilitator	of	the	music-making	ac<vi<es.	A	resident	at	

the	Asylum	Seeker	Centre	(AZC)	who	was	an	experienced	and	skilled	music	teacher	and	

theatre	performer	assisted	me.	Two	people	who	had	previously	been	resident	at	the	

AZC	came	as	volunteers,	helping	out	in	par<cular	with	children	and	collec<ng	young	

people	from	their	rooms	to	a?end.	

Structure	and	approach	of	the	interven.on
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Illustra.ve	Vigneae,	constructed	from	my	reflec.ve	notes:	

When	the	bus	finally	drops	me	at	my	des<na<on	I’d	been	travelling	for	2	hours	

from	Amsterdam.	Tram,	train,	then	bus.	And	s<ll	15	minutes	to	walk.	At	this	bus	

stop	it’s	always	me	and	a	couple	of	people	who	I	take	to	be	residents	at	the	

Asielzoekerscentrum	(AZC)	-	the	asylum	seeker	centre.	I	assume	they’re	residents	

at	the	centre	because	there’s	no	where	else	you	would	be	going	from	this	stop,	

and	the	language	they	speak	is	not	English	or	Dutch.	

Some	weeks	I	step	off	the	bus	and	no<ce	the	gentle	woodland,	quite	beau<ful,	

li`ing	my	spirits.	

Some	weeks	I	step	off	the	bus	into	the	woods	and	feel	far	away,	remote	from	the	

world.		

Music	sessions	ran	weekly	for	two	hours	every	Monday	a`ernoon.	The	first	hour	was	

scheduled	for	children	and	young	people	up	to	about	16	years	old.	For	the	youngest	

children	<me	was	spent	singing	songs,	playing	musical	rhythm	games,	movement-

based	ac<vi<es,	and	the	final	five	minutes	for	making	first	contact	with	either	guitar	or	

piano.		

The	second	hour	was	scheduled	for	older	teenagers	and	adults	with	a	focus	on	

teaching	guitar	and	piano	in	groups.	I	encouraged	playing	together,	trying	to	connect	

people	with	similar	interests	and	levels.		

Music	for	the	young	children	was	simple	Dutch	or	English	songs.	Teenagers	generally	

asked	to	play	American	pop	songs	and	some	adults	requested	to	learn	Arabic	songs.

Composi.on	of	par.cipants

The	number	of	par<cipants	varied	between	five	and	twenty-five	each	week.	All	were	

residents	in	the	AZC.		

Aziz,	whose	story	is	presented	in	sec<on	5.2,	a?ended	the	second	hour	of	music-

making	in	this	context.	

Period

Sessions	ran	for	the	period	from	October	26th	2018	un<l	1st	April	2019.

Organisa.on

This	work	was	organised	through	a	Dutch	charity,	which	is	ac<ve	in	providing	crea<ve	

art-based	ac<vi<es	to	people	in	asylum	seeker	centres	in	the	Netherlands.

	 (Page )63



On	the	road	into	the	woods	I	might	see	someone	from	the	centre	free-wheeling	

on	a	bike,	smiling,	heading	out	into	a	safe	country.	Or	I	see	someone	shivering	

and	trudging	up	a	dark	road.		

At	the	recep<on	booth	I	sign	in	to	receive	keys	and	a	walkie-talkie.	The	staff	are	

laid	back.	They	joke	a	bit.	I	have	never	been	ID-ed,	or	had	any	kind	of	security	

check.	Residents	come	and	go	without	being	monitored	every	<me.		

This	AZC	has	a	capacity	of	over	500	residents,	but	it’s	not	full	these	days.	As	I	

walk	around	the	buildings	I	don’t	see	much	sign	of	people.	A	school	bus	is	

dropping	children	back	from	their	day	at	secondary	school	in	the	nearest	town.		

The	organisa<on	with	which	I	am	volunteering	uses	a	small	sec<on	of	the	

building,	round	the	back.	As	I	unlock	the	entrance,	I	can	hear	weights	clunking	

from	the	gym	next	door.	There	are	a	couple	of	families	out	on	the	football	pitch	

leang	young	children	play	while	mothers	chat.		

I	open	up	and	begin	seang	out	instruments	for	the	a`ernoon’s	music.	I	put	six	

guitars	in	one	room,	and	two	pianos	in	the	other.	Chairs	I	set	in	circles	in	both	

rooms.	There	are	pictures	painted	by	children	on	all	the	walls,	and	some	aged	art	

projects	strewn	around	the	place.	Carpets	are	worn	down	and	stained,	paint	

peels	a	bit.	I	make	a	pot	of	coffee	in	the	small	kitchen	for	staff	and	lock	my	bag	

and	phone	in	the	office,	as	I	was	warned	to	do.		

Just	five	minutes	late,	six	children	arrive,	noisy,	picking	up	instruments	and	

playing	loud,	watching	for	me	to	begin	something,	anxious	for	us	to	start	

properly.	I	have	to	jump	in	a	bit,	have	to	meet	their	energy	and	then	lead	the	

group,	guide	them	to	join	together	instead	of	their	individual	banging	and	

strumming.	I	match	where	they’re	at,	also	loud,	drumming	in	a	long	trill	to	begin	

with,	then	establishing	a	beat	for	them	to	join	in	on	whatever	instrument	they	

are	holding.	I	quieten	down	and	they	follow	me.	When	I	feel	us	together,	I	place	

my	drum	in	the	middle	of	our	li?le	circle	and	pick	up	a	guitar,	gesturing	for	them	

to	do	the	same.		

(Illustra.ve	Vigneae,	constructed	from	Reflec.ve	Notes)	
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Context	2	-	Community	Orchestra,	UK	

Table	5:	Descrip.on	of	context	2	-	Community	Orchestra,	UK	

My	role

I	par<cipated	in	the	orchestra	alongside	all	the	regular	members,	a?ending	rehearsals	

and	performing	in	one	recording	and	a	public	concert.

Structure	and	approach	of	the	interven.on

Orchestra	rehearsals	were	held	twice	a	month	for	two	hours	in	the	evening	during	

periods	of	ac<vity.	Ac<vi<es	ran	on	a	project-to-project	basis	due	to	funding	cycles,	so	

there	could	some<mes	be	two	or	three	months	without	rehearsals.	The	organiser,	an	

English	man,	facilitated	the	rehearsals	along	with	with	two	musical	leaders,	one	of	

whom	was	a	female	cellist	from	Syria.	Four	assistants	were	also	employed	to	help	the	

orchestra	members	with	their	parts.	

Our	rehearsal	period	began	with	some	ac<vi<es	designed	to	be	collabora<ve	and	

crea<ve,	seeking	the	input	of	all	members	through	improvisa<on	exercises	and	

requests	for	repertoire.	As	rehearsals	progressed	towards	recordings	or	performances	

decisions	were	made,	also	asking	for	group	member	involvement,	about	the	music	and	

arrangements	to	be	performed.	Musical	repertoire	was	derived	from	the	group	

members’	input.	In	prac<ce	this	resulted	in	a	pas<che	of	Arabic	and	Iranian	songs,	with	

improvised	bridge	passages	highligh<ng	sounds	and	instruments	from	other	na<ons.	

Composi.on	of	par.cipants

The	orchestra	is	open	for	anyone	to	join,	free	of	charge.	Invita<ons	are	extended	

par<cularly	to	young	people	from	refugee	backgrounds	and	to	migrant	communi<es.	

Funding	is	available	to	facilitate	a?endance,	for	example	to	pay	taxi	fares	or	to	buy	

instruments	when	needed.	

The	number	of	orchestra	members	ranged	from	20	-	30	during	the	period	that	I	

a?ended.	They	were	aged	from	16	-	60	years	old.		

Laila,	whose	story	is	presented	in	sec<on	5.3,	joined	this	orchestra	as	a	par<cipant	and	

helped	facilitate	it	during	the	period	that	I	par<cipated.	

Period

I	a?ended	sessions	in	May	and	June	2019.

Organisa.on

This	ac<vity	was	organised	through	an	organisa<on	that	works	to	provide	access	to	

music-making	and	music	educa<on	for	people	in	schools	and	in	community	seangs.
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Illustra.ve	Vigneae,	constructed	from	my	reflec.ve	notes:	

We	meet	on	a	Thursday	evening	in	the	hall	of	a	community	centre.	When	I	walk	

in	there	is	general	hubbub,	with	the	team	of	6	or	7	facilitators	helping	everyone	

to	set	up	their	equipment	and	get	se?led	in	the	right	place.	An	amplifier	has	

already	been	placed	for	me,	and	I’m	handed	a	cable	so	I	can	plug	in.	My	seat	is	in	

the	middle	of	the	back	row.	Around	me	are	a	mix	of	classical	instruments	-	harp,	

flute,	double	bass,	violin	-	and	instruments	from	around	the	world,	some	of	

which	I	don’t	recognise.	Listening	to	people	warm	up,	there	is	a	blend	of	

beginners	trying	to	find	there	way	around	the	notes,	and	professional	musicians	

running	through	scales	and	exercises.	My	music	was	emailed	to	me	during	the	

week,	and	I’ve	got	it	printed	out	to	play	from.	I’m	in	the	minority	needing	wri?en	

music,	most	the	group	plays	by	ear.		

We’re	a	bit	late	beginning	due	to	all	the	seang	up,	and	the	organiser	lets	us	

know	that	he	is	not	happy	about	this.	To	get	us	all	focussed	and	listening	

together	he	starts	to	sing	a	short	song,	which	we	join	in.	It	becomes	a	4	part	

canon,	making	us	laugh	at	our	mistakes	and	smile	when	we	eventually	manage	to	

get	it	right.		

The	organiser	hands	over	to	the	two	facilitators	who	lead	our	rehearsal,	moving	

between	languages	so	we	all	understand,	and	balancing	their	a?en<on	so	we	all	

know	exactly	what	we’re	doing.		

(Illustra.ve	Vigneae,	constructed	from	Reflec.ve	Notes)	

Context	3	-	Music	group	at	refugee	support	centre,	UK	

Table	6:	Descrip.on	of	context	3	-	Music	group	at	refugee	support	centre,	UK		

My	role

I	a?ended	sessions	as	a	group	member,	playing	in	the	group	and	performing	at	a	

concert	during	Refugee	Week.

Structure	and	approach	of	the	interven.on
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Illustra.ve	Vigneae,	constructed	from	my	reflec.ve	notes:	

The	group	meets	upstairs	on	a	landing	space	with	offices	coming	off	it	that	are	

used	for	counselling	and	legal	interviews.	We	start	at	11am,	and	the	main	

facilitator	always	arrives	precisely	on	<me.	One	of	the	members,	who	is	from		

Zambia,	makes	sure	seats	are	placed	in	a	semi	circle	before	hand,	so	we	can	

begin	on	<me.		

All	of	us	take	up	the	same	seats	every	week.	At	one	end	of	the	line	are	two	

women	recently	arrived	from	Eritrea	who	play	the	flute.	Then	two	volunteers	sit	

together,	both	playing	recorders,	and	enthusias<c	for	Irish	folk	music.	The	group	

leader,	sat	in	the	middle,	plays	guitar	and	sings.	

On	my	side	of	the	semi-circle	are	the	long	<me	group	members	who	migrated	to	

the	UK	decades	ago,	but	con<nue	to	enjoy	this	group.	We	all	strum	guitars	and	

sing.		

Music	sessions	took	place	every	week	for	two	hours,	organised	as	an	ac<vity	at	a	

refugee	support	centre.	The	facilitator	led	the	group	to	play	songs	together,	working	

from	books	of	music	she	provided	to	all	members.	Teaching	had	been	offered	

previously,	but	during	my	period	of	a?endance	we	played	and	sang	together	without	

instruc<on.			

One	lead	facilitator	managed	the	group	with	two	volunteers	assis<ng	with	musical	

choices	and	helping	individuals	to	play	on	their	instruments.

Composi.on	of	par.cipants

Two	of	the	group	members	had	recently	arrived	in	the	UK	and	were	receiving	support	

at	the	centre	for	their	immigra<on	processes.	Two	others	had	immigrant	backgrounds	

but	not	as	refugees.	Several	more	people	came	very	intermi?ently,	having	first	joined	

the	group	when	they	were	newly	arrived	in	UK	as	refugees.	Regularly	4	to	7	adults	

a?ended	the	group.	

Dejan,	whose	story	is	shared	in	sec<on	5.4,	had	been	along	<me	member	of	this	group,	

although	his	a?endance	was	sporadic	while	I	was	playing	with	the	group.

Period

I	a?ended	sessions	for	the	period	from	February	8th	2019	un<l	June	18th	2019.

Organisa.on

This	group	was	organised	under	a	partnership	of	organisa<ons	that	support	refugees	in	

the	region.
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Downstairs	the	centre	provides	support	services,	including	language	classes,	legal	

advice,	a	monthly	food	bank	and	clothes	bank,	and	referrals	to	other	resources	

such	as	medical	and	social	services.	There	is	also	a	kitchen,	serving	hot	drinks	

and	a	bite	to	eat.	One	week	it’s	samosas	and	another	it	might	be	scones	and	

biscuits.	There	are	always	sandwiches	for	people	who	need	something	more.		

For	the	music	group	we	also	get	home-baked	cakes	from	the	lead	facilitator,	or	

snacks	brought	in	by	another	member.	Halfway	through	our	sessions	we	pause	

for	a	tea	break	and	someone	pulls	out	a	biscuit	<n	to	share.	This	is	a	moment	to	

chat	too,	and	just	check	in	with	each	other	how	we’re	all	doing.		

(Illustra.ve	Vigneae,	constructed	from	Reflec.ve	Notes)	

Context	4	-	Creative	Music	Workshops,	UK	

Table	7:	Descrip.on	of	context	4	-	Crea.ve	Music	Workshops,	UK	

My	role

I	a?ended	these	crea<ve	workshops	ini<ally	in	an	observer	role,	but	within	5	minutes	

was	a	par<cipant	and	performed	with	the	group	in	a	showcase.

Structure	and	approach	of	the	interven.on

The	workshops	ran	as	weekend	residen<al	ac<vi<es,	bringing	together	the	same	group	

of	young	people	over	a	series	of	weekends.	The	weekends	each	build	towards	public	

showcases,	presen<ng	improvisa<ons,	composi<ons,	and	drawing	audience	members	

into	par<cipatory	pieces.	Crea<ve	processes	guide	the	weekends,	with	ac<vi<es	

designed	to	encourage	sharing	of	ideas	and	collabora<ve	composi<on.	Prior	to	public	

showcases	focus	shi`s	to	making	decisions	what	will	be	shared,	and	to	rehearse	any	

aspects	that	require	it.	

A	three	person	facilita<on	team	led	the	weekends	that	I	a?ended,	sharing	the	

leadership	of	sessions	and	separa<ng	with	groups	when	helpful.	Two	Syrian	musicians	

assisted.

Composi.on	of	par.cipants

Organisers	invited	young	people	from	refugee	backgrounds	as	well	as	young	people	

from	communi<es	marginalised	due	to	prejudice.	There	were	seven	par<cipants	for	

both	the	weekends	in	which	I	par<cipated.	

Ashur	was	involved	with	these	weekends,	par<cipa<ng	as	a	musician.	His	story	is	

presented	in	sec<on	5.5.

Period
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Illustra.ve	Vigneae,	constructed	from	my	reflec.ve	notes:	

The	space	where	the	workshops	happen	is	beau<ful,	designed	for	professional	

rehearsal,	acous<cally	engineered	and	sound	proofed.	For	our	small	group	there	

is	plenty	of	space,	and	the	facilitators	make	the	most	of	that,	moving	us	around	

the	room	for	different	ac<vi<es.	Musical	instruments	are	available	and	good	

quality.	We	can	move	across	to	a	grand	piano	when	we	write	songs	together,	or	

to	a	sprung	floor	for	dancing.		

We	draw,	write,	act,	move,	watch	films,	and	make	music.	This	is	a	cross-arts	

approach,	with	music	central	at	all	<mes.	When	we	are	not	making	music	

ourselves,	two	Syrian	musicians	accompany	us,	weaving	a	soundtrack	through	

the	days	that	becomes	part	of	our	community’s	shared	culture.		

It	becomes	clear	that	each	member	has	areas	in	which	they	feel	confident	and	

crea<ve,	and	the	facilitators	encourage	each	person	to	flourish	in	those	areas.	As	

we	begin	to	prepare	for	our	showcase,	care	is	taken	for	each	person	to	have	their	

spotlight	moment	and	for	everyone’s	ideas	to	be	included.		

(Illustra.ve	Vigneae,	constructed	from	Reflec.ve	Notes)	

4.3.2. Sampling	

I	used	a	purposive	sampling	method	to	iden<fy	subjects	for	interview	in	each	of	the	research	

contexts.	Poten<al	interviewees	were	approached	at	each	seang	across	three	cons<tuent	

groups	defined	as:	group	members	who	had	emigrated	to	seek	asylum	from	war	or	

persecu<on,	music	facilitators,	and	organisers.	Prospec<ve	research	par<cipants	were	given	

an	informa<on	and	consent	sheet	to	read,	which	was	available	in	English,	Arabic,	Farsi	and	

Eritrean.	They	were	given	opportunity	to	take	away	the	informa<on	and	return	with	

ques<ons,	or	reach	out	to	contact	people	named	on	the	sheet.	Where	necessary	I	ensured	

people	were	present	to	translate	in	case	of	ques<ons.		

I	joined	weekends	in	October	2018.

Organisa.on

This	work	was	organised	through	an	on-going	project	that	uses	crea<ve	arts-based	

approaches	with	young	people,	to	break	down	divisive,	entrenched	iden<ty	posi<ons.
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In	some	contexts	my	choices	of	interviewees	in	a	category	were	limited.	This	was	par<cularly	

true	for	music	group	members	who	met	the	migra<on	criteria	and	felt	comfortable	to	give	

consent	to	be	part	of	the	study.		

In	context	1,	the	AZC	in	the	Netherlands,	I	interviewed	music	facilitators	working	with	the	

same	organisa<on	in	other	AZCs,	to	expand	perspec<ves	and	to	avoid	a	gap	in	cons<tuency	as	

I	was	the	music	facilitator	in	this	specific	context.	

The	following	table	shows	the	cons<tuent	level	of	interviewees	in	each	context.	Interviewees	

are	each	assigned	a	number,	according	to	the	order	in	which	interviews	were	carried	out,	and	

le?ers	to	signify	if	they	are	group	members	(GM),	music	facilitators	(MF)	or	organisers	(OR).	

Not	all	the	people	I	interviewed	were	included	in	the	research	sample,	because	they	did	not	

work	within	one	of	the	selected	music-making	contexts,	therefore	not	all	numbers	are	

present.		

Table	8:	Interviewees	categorised	according	to	context	and	cons.tuent	level	

The	demographic	make	up	of	interviewees,	in	terms	of	age	group,	gender,	educa<on	level,	

na<onality	and	migra<on	history	is	presented	here	in	Table	9.	

Table	9:	Demographic	informa.on	about	interviewees	

Context Group members 
emigrated to seek 
asylum from war 
or persecution

Music facilitators Organisers

1. AZC, The 
Netherlands 
(Asylum Seeker 
Reception Centre)

GM20 MF3, MF7, MF8, 
MF9, MF10

OR22

2. Community 
Orchestra, UK

GM5 MF4 OR14

3. Music group at 
refugee support 
centre, UK

GM17 MF6, MF19 OR25

4. Creative Music 
Workshops, UK

GM2 MF15 OR14

Age group Number of interviewees

26-35 6

36-45 6

46-55 3

56-65 2
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Gender Number of interviewees

Male 10

Female 7

Non-binary

Educational level attained Number of interviewees

High school graduate 3

Bachelors Level graduate 9

Masters Level graduate 4

Doctorate 1

Unknown

Nationality of birth Number of interviewees

British 7

Dutch 3

Syrian 3

Yugoslavian 1

American 1

Congolese 1

Spanish 1

Migration background Number of interviewees (one 
interviewee is entered in two 

categories) 

Migrated country due to war or 
persecution

4

Migrated country for education or 
work

2

Parents or grandparents migrated 
country due to danger or war

4

Parents or grandparents migrated 
country for education or work

3

Migration background unknown 5
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4.3.3. Data	collec7on	

Interviews	were	organised	at	mutually	convenient	<mes,	o`en	around	group	mee<ng	

schedules,	but	also	at	other	<mes	and	places	to	suit	people’s	schedules.	I	adopted	a	‘semi-

standardised’	interview	approach	designed	to	‘draw	out’	stories	from	people,	and	provide	the	

space	for	the	spontaneity	needed	for	narra<ve	responses	(Berg	and	Lune,	2014:	112-114).	

Heyl’s	four	goals	for	researchers	in	conduc<ng	ethnographic	interviews	provided	guidance	for	

an	effec<ve	method:		

I. listen	well	and	respec{ully,	developing	an	ethical	engagement	with	the	

par<cipants	at	all	stages	of	the	project;	

II. acquire	a	self	awareness	of	our	role	in	the	co-construc<on	of	meaning	

during	the	interview	process;	

III. be	cognisant	of	ways	in	which	both	the	on-going	rela<onship	and	the	

broader	social	context	affect	the	par<cipants,	the	interview	process,	and	

the	project	outcomes;	and	

IV. recognise	that	dialogue	is	discovery	and	only	par<al	knowledge	will	ever	

be	a?ained.	

(Heyl,	2007:	370)	

I	developed	an	interview	guide	(Appendix	2)	to	s<mulate	ques<ons	and	hold	focus,	following	

Riessman’s	(1993:	54)	sugges<on	to	develop	'5	to	7	broad	ques<ons	about	the	topic	of	

inquiry,	supplemented	by	probe	ques<ons	in	case	the	respondent	has	trouble	geang	started.’	

Interviews	were	audio	recorded	on	a	Zoom	H4N	Pro	device.	Files	were	copied	on	to	a	

password	protected	hard	drive,	and	labelled	with	anonymous	iden<fying	codes.	The	memory	

card	of	the	Zoom	H4N	Pro	was	then	deleted.	One	master	sheet	was	kept	on	a	separate	

password	protected	drive	with	names	of	interviewees	and	their	iden<fiers.		

A`er	all	interviews	were	collected,	I	used	Nvivo	Transcrip.on	to	provide	an	ini<al	

transcrip<on,	and	to	format	interviews	into	a	structure	that	would	conveniently	import	into	

Nvivo	12	so`ware.	A	substan<al	edi<ng	stage	was	needed	to	correct	the	ini<al	transcrip<on,	

which	I	carried	out	with	extensive	listening	to	the	interview	recordings.		

4.3.4. Ethical	approval	

Research	design	was	approved	by	the	University	of	Winchester	ethics	commi?ee	on	3rd	

August	2018,	with	reference	RKEEC18071_	Nicholson.	Amendments	of	loca<on,	due	to	the	

mul<-sited	and	interna<onal	nature	of	the	study,	were	later	approved	by	chair’s	ac<on.	
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4.4. Analysis	of	data	

Two	interpre<ve	approaches	were	applied	to	the	interview	data.	Interviews	with	music	

facilitators	and	organisers	were	analysed	thema<cally	using	a	construc<onist	grounded	theory	

based	approach	to	explore	the	ways	in	which	iden<ty	featured	in	their	accounts.	To	illuminate	

those	thema<c	findings,	and	centralise	o`en	marginalised	voices,	a	narra<ve	approach	was	

used	to	construct	stories	from	four	interviews	with	group	par<cipants	who	had	emigrated	to	

the	UK	or	the	Netherlands	to	seek	asylum	from	war	or	persecu<on.	My	ra<onale	for	using	

both	analy<c	approaches	and	the	methods	I	have	applied	to	each	are	described	below.		

4.4.1. Par7cipants’	stories	

A	narra<ve	approach	was	taken	towards	the	texts	of	the	four	interviews	with	people	who	had	

emigrated	seeking	asylum	from	war	or	persecu<on.	Their	responses	were	constructed	as	

stories	with	the	aim	of	foregrounding	their	accounts.	This	interpre<ve	process	was	

undertaken	to	illuminate	the	thema<c	findings	and	to	share	the	stories	of	individuals	whose	

accounts	may	o`en	be	subjugated.	

Con<nuing	the	ontological	approach	that	has	been	described	in	this	chapter,	Foucault	

suggested	seeking	narra<ves	from	those	posi<oned	as	marginal	or	subjugated,	’those	

disqualified	from	the	hierarchies	of	knowledges	and	sciences’,	in	order	to	disrupt	hegemonic	

discourses	(Foucault,	1980b:	82).		Weedon	echoes	this,	sugges<ng	that	‘the	cultural	narra<ves	

of	minori<es	-	historical	and	fic<onal	-	are	one	place	to	begin	to	acquire	the	knowledge	

needed	to	dislodge	both	hegemonic	knowledge	and	the	oppressive	binaries	that	they	

perpetuate’	(2004:	159).	From	these	narra<ves,	newly	heard	voices	can	challenge	

‘construc<ons	of	iden<<es,	histories	and	tradi<ons	…	to	think	in	new	ways	about	both	past	

and	present	about	who	-	in	our	diversity	-	we	are,	how	we	became	what	we	are	and	what	we	

want	to	become’	(Weedon,	2004:	159).	

This	approach	is	aligned	to	what	Frank	has	described	as	the	impera<ve	of	the	postmodern	

moment,	‘when	the	capacity	for	telling	one’s	own	story	is	reclaimed’	(Frank,	1995:	6/222).	To	

achieve	this	is	to	resist	hegemonic	discourse,	or	what	Frank	terms	the	‘master	text’	-	

modernity's	statement	of	truth	-	with	‘hal<ng,	self-doub<ng,	and	o`en	inar<culate’	voices	

(1995:	6/222).			

As	a	lens	for	analysis,	such	narra<ves	have	been	viewed	as	the	means	through	which	

‘Individuals	construct	past	events	and	ac<ons	…	to	claim	iden<<es	and	construct	

lives’	(Riessman,	1993:	4).	Rosenwald	and	Ochberg	suggest	that:	

How	individuals	recount	their	histories	-	what	they	emphasize	and	omit,	their	

stance	as	protagonists	or	vic<ms,	the	rela<onship	the	story	establishes	between	

teller	and	audience	-	all	shape	what	individuals	can	claim	of	their	own	lives.	
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Personal	stories	are	not	merely	a	way	of	telling	someone	(or	oneself)	about	one's	

life;	they	are	the	means	by	which	iden<<es	may	be	fashioned.	(1992:	1)	

From	this	standpoint,	presen<ng	par<cipants'	stories	foregrounds	the	narra<ve	performances	

of	people	as	iden<ty	enactments	in	context	and	interrela<onship	(Denzin,	1997,	2003).	

The	field	of	Narra<ve	Analysis	has	sought	methods	by	which	to	analyse	such	texts.	For	

example,	Riessman		(1993)	suggests	applying	a	framework	that	is	defini<ve	of	the	cons<tuent	

parts	of	a	narra<ve	(Riessman	cites	the	frameworks	of	Labov,	1972,	Gee,	1996).	Gergen	

(1992)	and	Denzin	(1997)	are	among	authors	who	are	cri<cal	of	this	approach.	Researching	

tradi<onal	narra<ves,	Gergen	and	Gergen	defined	their	unit	of	analysis	as	being	‘composed	of	

a	valued	end	point;	events	relevant	to	this	end	point;	the	temporal	ordering	of	these	events	

toward	the	endpoint;	the	causal	linkages	between	events’	(Gergen,	1992:	129).	However,	

Gergen	came	to	problema<se	that	mechanis<c	approach,	asking	to	herself	and	to	her	reader:		

Now	I	become	uneasy.	I	wonder	why	this	defini<on	must	be	as	it	is.	Doesn’t	a	

defini<on	defend	an	order	of	discourse,	an	order	of	life?	Whose	lives	are	

advantaged	by	this	form	and	whose	disadvantaged?	Should	we	ask?	(Gergen,	

1992:	129)	

Applying	structural	defini<ons	of	what	cons<tutes	a	narra<ve,	excludes	the	stories	of	people	

who	tell	their	stories	differently.	A	patriarchal	no<on	of	worthy	narra<ve	structure	is	

privileged	over	others,	in	line	with	what	Gergen	describes	as	the	‘monomyth’,	a	pronounced	

‘manstory’,	at	the	expense	of	‘womanstories’	(1992:	127-129).	Colluding	with	the	

perpetua<on	of	this	system	is	not	Gergen’s	purpose,	and	so	she	demonstrates	instead	an	

embracing	of	melodies	of	talk	and	songs	‘that	will	free	us	from	the	past	and	hum	sweet	dirges	

for	androcentric	systems	as	they	drown’	(Gergen,	1992:	142).	

Denzin	also	cri<cises	what	he	terms	‘generic’	forms	of	narra<ve	analysis	for	what	he	sees	as	

qualita<ve	researchers’	desire	to	adhere	to	the	posi<vis<c	impera<ve	to	ensure	data	can	be	

‘rigorously	or	scien<fically	analyzed’	(Denzin,	1997:	244).	Instead	of	revealing	meaning,	he	

claims	‘texts	and	stories	are	turned	into	analyzable	documents	about	which	scien<fic	truths	

can	be	said,’	becoming	then	primarily	‘a	vehicle	for	the	display	of	the	scholar’s	cri<cal	ac<vity’	

(Denzin,	1997:	244).	He	rejects	the	mission	of	many	proponents	of	narra<ve	analysis	to	

comply	to	posi<vist	judgments	of	rigour	and	authority	by	strictly	adhering	to	rigidly	

systema<c	processes.	Instead	he	urges	for	narra<ves	to	be	embraced	as	performa<ve	ac<ons,	

with	poten<al	to	‘give[s]	a	voice	to	those	on	the	margin,	moving	them	for	the	moment	to	the	

poli<cal	center’	(Denzin,	2003:	18).		

The	approaches	of	Denzin	and	Gergen	ask	researchers	to	respond	crea<vely	in	fashioning	

their	approaches	to	narra<ve	analysis.	However,	Denzin	does	defer	that	elements	of	narra<ve	
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structure	s<ll	exist	and	can	provide	evoca<ve	means	for	a	writer	or	researcher	without	being	

wielded	as	arbiters	of	narra<ve	value	or	defini<on.	In	describing	the	framework	that	shapes	

mystories,	Denzin		lists	the	devices	of	‘plot,	seang,	characters	(protagonists	and	antagonists),	

characterisa<on,	temporality,	and	dialogue’	and	cites	Turner’s	(1980:	149,	1982:	39)	‘four-

stage	drama<c	cycle	of	breach,	crisis,	redress,	and	reintegra<on	or	schism’	(2003:	

621-622/3698).	Turner	viewed	narra<ves	as	‘“the	supreme	instrument	for	binding	the	‘values’	

and	‘goals’	…	which	mo<vate	human	conduct	into	situa<onal	structures	of	‘meaning’	…	

embedded	in	the	very	centre	of	social	drama”’	(1980:	167,	cited	by	Mishler,	1991:	152).	

Narra<ves	ar<culate	the	social	dramas	of	people’s	lives,	and	Turner’s	drama<c	cycle	reflects	

the	stages	of	social	processes	involved.			

In	Turner’s	terms,	a	breach	occurs	when	societal	rules	are	broken,	revealing	‘hidden	clashes	of	

character,	interest,	and	ambi<on’	(1982:	39).	The	resultant	conflicts	create	crises	of	social	

‘unity	and	con<nuity’	requiring	redressive	ac<on	to	achieve	reintegra<on	and	avoid	

‘irremediable	breach	or	schism’	(Turner,	1982:	39).	In	examples,	Turner	points	to	breaches	of	

law	and	societal	norms	that	create	crises	redressed	by	legal	or	legisla<ve	means.	On	a	more	

local	level,	Turner	cites	moments	of	‘life-crisis’	such	as	‘puberty,	marriage,	and	death’	which	

indicate	breaches	in	‘the	customary	order	of	group	life’,	and	are	redressed	through	

ceremonies	and	rituals.	On	all	levels	of	life	social	drama	plays	out.	Acts	of	redress	can	fail,	or	

they	can	be	violent	in	themselves,	exacerba<ng	new	cycles	of	social	drama	in	consequence.		

Of	relevance	to	this	study	is	Turner’s	insistence	on	the	presence	of	‘sources	of	aesthe<c	form’	

in	social	dramas.	Performance	arts	he	claims	to	be	the	‘progeny’	of	ritual,	derived	from	‘the	

subjunc<ve,	liminal,	reflexive,	exploratory	heart	of	social	drama,	where	the	structures	of	

group	experience	(Erlebnis)	are	replicated,	dismembered,	re-membered,	refashioned,	and	

mutely	or	vocally	made	meaningful’	(Turner,	1982:	43).	Music	is	framed	along	with	theatre	as	

ac<ve	in	the	liminal	phase	of	redress,	enabling	‘a	sense	of	harmony	with	the	universe	..	the	

whole	planet	is	felt	to	be	communitas’	(1982:	43).	I	cite	this	here	to	establish	the	

appropriateness	of	this	framework	in	the	context	of	research	with	music-making	ac<vi<es	

which	are	seeking	to	offer	redress	to	the	breaches	and	crises	that	par<cipants	have	

experienced.		

In	addi<on	to	Turner’s	stages	of	social	drama,	I	have	also	borrowed	terms	from	two	other	

narra<ve	theorists.	I	am	using	the	term	‘Orienta<on’	for	the	establishing	opening	phase	of	a	

story	‘which	sets	the	<me,	place,	and	central	characters’	(Frank,	2012:	42),	and	I	use	‘Coda’	

for	postscript	sec<ons	of	narra<ves	(Labov,	1972,	cited	by	Riessman,	1993,	cited	by	Frank,	

2012:	42).		
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Guided	by	these	drama<c	stages,	I	constructed	stories	from	four	interview	transcripts	of	

people	who	had	emigrated	to	seek	asylum	from	war	or	persecu<on.	I	sought	to	cra`	their	

responses	into	narra<ves	that	made	chronological	sense	and	communicated	the	stories	that	

people	had	told.	The	process	of	wri<ng	these	narra<ves	was	in	itself	‘a	method	of	data	

analysis’	(Richardson	and	St	Pierre,	2018:	827),	with	each	choice	made	represen<ng	an	

interpre<ve	act.	To	present	this	process	transparently,	text	taken	from	interviews	is	presented	

as	quoted	text,	and	the	<me	marker	from	interview	transcripts	is	included	to	show	my	choices	

to	reorder	material	for	reasons	of	story	cohesion.		

In	order	to	manage	this	narra<ve	task,	I	imported	interview	transcripts	into	Nvivo	12	

so`ware,	and	coded	them	according	to	the	story	lines	that	were	present.	This	allowed	

fragments	of	text	from	different	moments	in	the	interview	to	be	drawn	together	if	they	

related	to	the	same	incident.	Codes	were	then	organised	according	to	plot	themes,	and	then	

in	rela<on	to	Turner’s	drama<c	stages.	From	these	groups	of	text,	scenes	were	constructed,	

defined	as	sec<ons	of	narra<ve	that	contain	‘a	complica<ng	ac<on	and	resolu<on	…	a	minimal	

but	s<ll	recognisable	story’	(Frank,	2012:	42).		

My	own	words	are	interwoven	between	scenes	of	interview	texts,	with	sec<ons	wri?en	based	

on	my	reflec<ve	notes	to	illustrate	scenes	that	were	not	described	in	interviews	but	were	

relevant	to	tell.	Story	and	analysis	became	interweaving	narra<ves	and	counter	narra<ves	

(Impey,	2018:	3),	moving	from	interview	based	segments	to	passages	adapted	from	my	

ethnographic	reflec<ons	and	memories.	This	approach	suggests	pas<che,	quil<ng,	and	other	

mul<-voiced	and	mul<-layered	approaches	to	narra<ve	presenta<on	(Ely	et	al.,	1997).	

Within	this	narra<ve	structuring,	musical	interven<ons	are	consistently	presented	as	acts	of	

redress.	Crisis	and	breach	mark	the	circumstances	that	mo<vated	the	necessity	to	emigrate	

from	war	or	persecu<on.	Drama<c	stages	play	out	in	the	stories	that	interviewees	told,	and	I	

have	assigned	stages	to	scenes	as	interpreta<on	guided.	

English	was	not	a	na<ve	language	for	any	of	the	group	member	interviewees.	Levels	of	ability	

in	grammar	and	vocabulary	varied,	but	I	decided	to	adjust	text	from	transcrip<ons	only	by	

reducing	moments	of	stu?ering	or	instances	where	someone	was	grasping	for	a	word	that	did	

not	come.	Although	these	changes	are	minimal,	my	interpre<ve	act	necessarily	means	that	

‘What	is	on	paper	as	an	en<re,	unbroken	story	is	not	a	verba<m	replica	of	how	it	was	spoken	

with	all	its	bumps,	hesita<ons,	silences,	repe<<ons,	loops,	and	wanderings	…	it	is	indeed	a	

story	that	was	cra`ed	painstakingly	from	all	the	data	with	great	a?en<on	to	faithfully	

represen<ng	par<cipants’	points	of	view.	The	story	is	the	heart	of	the	ma?er.’		(Ely,	2007:	

574).	Direct	transcrip<on	of	language	struggles	can	raise	a	danger	of	distrac<ng	the	reader	

from	the	narra<ve	meaning	of	stories,	so	I	aimed	instead	to	always	give	’just	enough	of	[the	
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protagonist’s]	own	colour,	cadence,	and	usage	to	“show”	[her]	to	the	readers,	all	the	while	

taking	great	care	so	that	[her]	voice	cannot	be	used	to	stereotype	and/or	denigrate	[him]’	(Ely,	

2007:	573).	Chapter	5	presents	the	four	resul<ng	stories.		

4.4.2. Thema7c	analysis	

A	grounded	theory	based	thema<c	analysis	was	applied	to	the	data	gathered	through	

interviews	with	music	facilitators	and	organisers.	My	primary	aim	in	selec<ng	this	process	was	

to	be	able	to	iden<fy,	analyse	and	understand	the	pa?erns	across	this	data	set	(Braun	and	

Clarke,	2006:	79),	unearthing	in	a	systema<c	manner	the	‘collec<ve	story’	(Charmaz,	2001:	

691)	shared	by	prac<<oners	who	work	regularly	with	people	who	have	emigrated	to	seek	

asylum	from	war	or	persecu<on.	Furthermore,	the	process	provides	methods	to	develop	

‘middle-range	theories’	and	an	‘abstract	theore<cal	framework	that	explains	the	studied	

process’	(Charmaz,	2001:	675)	

In	line	with	this	study’s	epistemological	stance,	the	grounded	theory	that	informed	the	

approach	was	informed	by	its	‘construc<onist	elements	rather	than	objec<vist	

leanings’	(Charmaz,	2005:	508).	From	this	stance,	grounded	theory	does	not	func<on	to	seek	

out	data	that	‘simply	await	discovery	in	an	external	world’	(Charmaz,	2005:	509),	but	rather	it	

‘leads	one	to	look	at	self	and	meaning	as	processes’	and	to	study	‘the	mul<ple	dimensions	

and	reali<es	of	a	person’s	lived	experience’	(Charmaz,	1990:	1161).		

Braun	and	Clarke	suggested	that	a	misgiving	of	grounded	theory	was	that	it	too	o`en	is	

reduced	by	researchers	to	a	method	of	coding	data,	not	adhering	to	‘the	theore<cal	

commitments	of	“full	fat”	grounded	theory,	which	requires	analysis	to	be	directed	towards	

theory	development’	(Braun	and	Clarke,	2006:	81).	However,	in	her	advancement	of	

grounded	theory	in	the	study	of	social	jus<ce	issues,	Charmaz	emphasises	the	approach’s	

emergent	and	compara<ve	processes	that	allow	researchers	to	put	‘ideas	and	perspec<ves	to	

empirical	tests’	(2005:	512).	She	emphasises	that	following	grounded	theory:		

we	cannot	import	a	set	of	concepts	such	as	hegemony	and	domina<on	and	paste	

them	on	the	reali<es	of	the	field.	Instead,	we	can	treat	them	as	sensi<sing	

concepts,	to	be	explored	in	the	field	seangs	(Blumer,	1969;	van	den	Hoonaard,	

1997).	Then	we	can	define	if,	when,	how,	to	what	extent,	and	under	which	

condi<ons	these	concepts	become	relevant	to	the	study.	(Charmaz,	2005:	512)	

Through	compara<ve,	itera<ve,	induc<ve	analysis	and	coding,	the	data	are	interpreted	and	

the	relevance	of	concepts	is	explored.		

Such	an	induc<ve	approach	was	taken	to	thema<c	analysis	in	this	study,	guided	by	the	

research	ques<on,	but	‘without	trying	to	fit	[the	data]	into	a	pre-exis<ng	coding	frame	or	the	

researcher’s	analy<c	preconcep<ons’	(Braun	and	Clarke,	2006:	83).	My	process	followed	the	
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six	phase	approach	advocated	by	Braun	and	Clarke	(2006:	86	-	93).	This	seeks	to	provide	the	

empirical	basis	that	is	sought	in	grounded	theory,	but	through	steps	that	provide	more	

flexibility.	

The	first	phase	of	Braun	and	Clarke’s	approach	is	familiarisa<on.	Transcrip<on	is	a	part	of	this	

processual	stage,	as	well	as	‘reading	and	re-reading	of	data’	(Braun	and	Clarke,	2006:	87).	To	

transcribe	my	interview	data	effec<vely,	I	uploaded	the	audio	files	of	recorded	interviews	to	

Nvivo	Transcrip.on.	This	service	provided	a	preliminary,	automated	transcrip<on,	and	

converted	audio	into	text	forma?ed	according	to	speakers	and	<me-codes	that	could	easily	

be	imported	into	Nvivo	12	for	coding	and	management	of	the	data.	Familiarisa<on	then	took	

place	through	a	lengthy	edi<ng	process	to	correct	and	reorganise	the	automated	

transcrip<on.	I	listened	back	to	interviews	in	their	en<rety	to	remind	myself	of	the	content,	

and	then	listened	and	edited	small	sec<ons.	Finally	I	re-read	the	interviews	for	a	final	edit.		

Moving	into	Braun	and	Clarke’s	second	phase,	ini<al	coding	was	done	with	Nvivo	12	so`ware,	

working	line	by	line	systema<cally.	I	worked	through	interviews	that	were	connected	to	each	

other,	related	by	content	or	by	cons<tuent	level.	For	example,	I	grouped	together	interviews	

from	music	facilitators	and	an	organiser	at	context	three,	and	then	moved	to	another	

organiser	from	context	4	and	then	the	music	facilitator.	This	strategy	was	part	of	my	induc<ve	

process,	following	trains	of	thought,	but	not	being	beholden	to	the	codes	that	had	previously	

been	generated,	rather	itera<vely	examining	interviews	anew	with	a	mindset	of	comparison	

and	openness.		

As	codes	were	generated	for	the	thirteen	interviews	with	music	facilitators	and	organisers,	

some	categories	began	to	be	relevant.	The	data	was	concerned	with	different	areas	of	the	

prac<ce	being	studied,	and	organising	it	along	those	lines	was	helpful.	I	grouped	codes	

according	to	those	areas	of	work:	related	directly	to	happenings	within	music-making	

interven<ons,	facilitators’	and	organisers’	stories	from	their	lives	outside	of	the	interven<on	

context,	and	concerning	organisa<onal	issues.	By	organising	the	data	in	this	way,	I	could	then	

begin	to	see	the	themes	within	each	group	of	codes	and	the	cross-cuang	ideas	became	more	

visible.	Themes	were	found,	as	Braun	and	Clarke	refer	to	as	phase	3,	and	then	reviewed	as	

phase	4	in	an	itera<ve	process	of	refinement	(2006:	91-92).		

'Defining	and	naming	themes’,	phase	5	for	Braun	and	Clarke,	also	includes	stages	of	revision	

and	comparison,	seeking	clearly	defined	themes	with	‘concise,	punchy’	names	that	

‘immediately	give	the	reader	a	sense	of	what	the	theme	is	about’	(2006:	92).	In	this	I	followed	

Charmaz’s	preference	for	names	that	are	‘ac<ve,	immediate,	and	short’	(2005:	517)	and	I	

favoured	gerund	formula<ons	that	ensure	ac<vity.		
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The	finalisa<on	of	the	six	phase	process	is	the	wri<ng	and	presenta<on	of	the	analysis.	The	

descrip<on	here	forms	a	part	of	that,	and	the	findings	of	the	thema<c	analysis	are	presented	

in	Chapter	6.	

4.5. Summary	

In	this	chapter	the	methodology	and	research	strategy	of	this	study	have	been	described.	The	

research	approach	was	designed	to	explore	the	research	ques<on	within	a	cri<cal	realist	

epistemology,	acknowledging	‘the	ways	individuals	make	meaning	of	their	experience,	and,	in	

turn,	the	ways	the	broader	social	context	impinges	on	those	meanings’	(Braun	and	Clarke,	

2006:	81).	From	this	epistemological	posi<on,	a	qualita<ve	approach	was	developed,	

collec<ng	data	through	ethnographic	interviews,	analysed	through	construc<onist	grounded	

theory	based	thema<c	analysis	and	illustrated	by	par<cipants'	stories.	

Findings	from	the	research	will	now	be	presented	over	two	chapters.	Firstly,	four	par<cipants’	

stories	will	be	shared	in	Chapter	5,	and	then	Chapter	6	presents	the	thema<c	findings.	The	

stories	precede	the	thema<c	analysis	in	order	to	be	read	without	my	analy<c	lens	already	

being	established.	
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5. Par7cipants’	stories	

5.1. Introduc7on	

Four	stories	will	be	presented	in	this	chapter,	with	the	aim	of	illumina<ng	how	iden<ty	

features	in	the	accounts	of	par<cipants	in	the	researched	music-making	programmes.	One	

story	comes	from	each	of	the	four	research	contexts.	They	are	all	constructed	from	interviews	

with	group	members	who	had	emigrated	seeking	asylum	from	war	or	persecu<on.	As	

described	in	Chapter	4,	this	interpre<ve	approach	creates	the	possibility	to	disrupt	hegemonic	

discourses	by	foregrounding	knowledge	and	experiences	that	are	o`en	subjugated	(Foucault,	

1980b,	1980a).		

Turner’s	(1980,	1986)	model	of	social	drama	is	used	to	interpret	the	stories’	sec<ons	

according	to	the	drama<c	stages	of	breach,	crisis,	redress,	and	reintegra<on	or	schism.	As	

Turner	noted,	his	model	‘is	subject	to	manifold	manipula<ons’	(1986:	39),	and	this	is	seen	in	

the	stories.	Mul<ple	acts	of	redress	are	visited,	resul<ng	in	schism	and	in	reintegra<on,	

triggering	repeated	drama<c	cycles.		

To	provide	clarity	between	my	own	words	and	those	of	the	par<cipants,	text	quoted	from	

interviews	is	inset	and	italicised.	Time-codes	that	correspond	to	the	block	of	transcribed	

interview	text	from	which	the	quote	came	are	given	in	parentheses.	Several	sec<ons	are	

wri?en	from	my	reflec<ve	notes,	recoun<ng	scenes	that	are	relevant	to	the	story	but	that	

were	not	included	in	par<cipants'	interviews.	These	passages	are	introduced	as	such	and	are	

inset.	I	have	also	added	narra<ve	passages,	which	are	not	inset,	composed	of	linking	

sentences,	paraphrased	informa<on	given	during	interviews,	and	summarising	statements	

connec<ng	par<cipants’	stories	with	the	study	focus.			

The	order	of	the	stories	corresponds	to	the	order	that	the	four	contexts	were	described	in	the	

preceding	chapter:	Aziz’s	story	from	the	AZC	in	The	Netherlands	(Asylum	Seeker	Recep<on	

Centre);	Laila's	story	from	the	Community	Orchestra,	UK;	Dejan	is	from	the	music	group	at	the	

Refugee	Support	Centre,	UK;	and	I	met	Ashur	par<cipa<ng	in	Crea<ve	Music	Workshops,	UK.		

All	names	have	been	changed	as	well	as	some	biographical	details	and	story	elements,	in	line	

with	the	study’s	ethics	and	consent	procedures.		

5.2. Aziz’s	story	

Orientation:	“I	buy	a	guitar"

the	start	was	small	idea	with	my	friend	-	"Do	you	want	to	play	like	guitar?		

I	said,	"No	problem.”		
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So,	er,	I	collect	some	money	from	my	salary	because	I	was	working	in	a	small	

library	and	I	buy	a	guitar.	(00:00:49)	

Aziz	was	living	in	Baniyas,	a	small	town	on	the	Mediterranean	coast	of	Syria,	north	of	

Lebanon.	Oud	was	the	most	popular	instrument	in	the	region,	but	Aziz	was	a?racted	to	the	

polyphony	of	the	guitar’s	sound:	

The	sound	of	guitar	makes	you	feel	that	there's	three	instruments	not	one.	

(00:03:44)	

There	were	many	guitar	teachers	in	the	area,	but	Aziz	and	his	friend	made	a	bad	choice	with	

theirs:	

the	problem	is	our	teacher	was	not	good.	(00:00:49)	

They	became	aware	that	the	teacher	was	primarily	focused	on	selling	products	to	his	

students:			

he	deal	us	like	customers	so	every,	everything	he	tried	to	sell	us	like	material,	to	

collect	money	from	us.	(00:00:50)	

A`er	five	months	Aziz	stopped	the	lessons	and	found	a	new	teacher	who	told	him	that	the	

equipment	he	had	bought	was	neither	necessary	nor	good	quality,	including	his	guitar:		

he	told	me	that,	“you	have	to	buy	another	one.”		

So	I	said	“No	problem”.	(00:01:50)	

The	new	teacher	taught	Aziz	many	songs,	one	of	which	had	par<cular	impact.	

One	of	songs	stay	in	my	mind	-	Natalie.	(00:01:50)	

when	he	played	it	stay	in	my	life	from	2011.	When	he	played	it	was	great	…		

And	I	said	I	will	play	it.	I	will	play	this	song	because	it's	very,	very	great.	

(00:02:22)	

Breach:	“No	money,	no	salary,	no	jobs”	

I	stay	with	this	teacher	like	nine	months.	Aoer	that	the	war	start,	and	the	

situa.ons	in	my	country	were	very,	very	bad.	No	money,	no	salary,	no	jobs.	So	I	

break	down	the	music	lessons	and	I	stopped,	because	aoer	one	year	ago	I	

travelled	from	Syria	to	Lebanon	to	have	a	work.	(00:02:45)	

War	and	its	effects	breached	Aziz’s	life.	His	financial	security	was	lost,	and	his	livelihood	was	

untenable.	He	had	to	leave	his	country	to	find	work,	totally	disrup<ng	his	everyday	life.	The	
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personal	ambi<on	he	held	to	play	the	song	Natalie	was	placed	on	hold.	As	his	life	trajectory	

was	knocked	off	course,	other	ambi<ons	were	interrupted,	including	his	academic	path:	

I	finished	my	studying	and	going	to	have	a	cer.ficate	of	economic	in	finance	and	

banking,	but	I	cannot	complete	my	study	in	Syria	to	get	master	degree	because	

they	forced	us	to	go	to	military	service.	(00:13:36)	

In	Lebanon	Aziz	worked	as	a	waiter	in	a	restaurant.	This	represented	a	shi`	in	his	posi<onality	

compared	to	his	previous	life.	His	rela<onship	to	music	also	shi`ed:	

I	had	to	work	in,	worked	in	a	restaurant.	And	you	have	every,	every	Saturday,	you	

have	a	party.	(00:11:28)	

I'm	s.ll	watching	players	when	they	play	on	the	party	because,	urr,	someone	who	

is	singer	and	someone	who	play	on	the	old	guitar	and	org.	I'm	s.ll	watching	

them.	But	I	cannot	teach	or	learn	anything	from	them	because	I	was	waiter.	

(00:11:43)	

Aziz	became	an	observer	of	music,	restricted	by	his	job	as	a	waiter.	Music	was	very	much	

present,	but	his	role	in	it	was	different.	

Crisis:	“I	choose	different	way”	

Aziz	needed	to	leave	the	situa<on	of	war	and	its	disrup<ng	effects.	He	tried	to	find	a	way	to	

escape	to	Europe:	

I	stay	from	2014	un.l	2018,	to	reach	Europe.	Because	in	2014	un.l	this	moment	I	

have	tried	three	.mes	in	Lebanon	with	different	embassies.	I've	tried	three	.mes	

in	Germany	they	refu..	they	refused	me	three	.mes.	I	don't	know	reasons.	And	

one	.me	in	Czech	embassy	to	travel	to	Europe	in	a	legal	way.	(00:14:24)	

He	a?empted	and	eventually	exhausted	the	op<ons	that	were	readily	available	for	him.	

they	refused	me.	So	I	choose	different	way.	(00:15:04)		

Aziz	returned	briefly	to	Syria,	and	then	embarked	overland	across	Europe.	

it	was	a	very	long	trip.	It	takes	more	than	two	months.	To	cross	five	countries	it's	

very	difficult.	(00:12:27)	

A`er	that	journey	of	over	two	months,	Aziz	claimed	asylum	in	the	Netherlands,	where	he	was	

housed	in	the	AZC	(asylum	seeker	centre)	where	I	met	him.	
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Redress	1:	AZC,	The	Netherlands	(Context	1)	

I	volunteered	at	the	AZC	once	a	week	for	six	months,	offering	two	hours	of	music	ac<vi<es	to	

residents.	Aziz	a?ended	the	second	hour,	which	was	scheduled	for	adults.	I	recorded	my	

experiences	in	my	reflec<ve	notes,	and	this	scene	is	composed	from	those	notes.	Text	quoted	

precisely	from	my	notes	is	indicated	as	such.	

Aziz	had	been	coming	for	four	weeks	when	he	told	me	there	was	a	song	he	

wanted	me	to	hear,	to	see	if	we	could	learn	it.	Over	the	previous	four	weeks	we	

had	been	working	together	to	play	a	song	called	Nassam	Alayna	el	Hawa,	made	

famous	by	Fahrouz,	and	Don’t	Let	Me	Down	by	The	Chainsmokers.	Aziz	preferred	

the	Fahrouz	song,	while	his	colleagues	wanted	to	learn	more	American	music.		

We	watched	a	performance	of	Aziz’s	song	idea	on	YouTube	together.	It	was	a	

beau<ful	Flamenco/Arabic	guitar	solo.	On	first	listen	it	sounded	to	me	like	it	had	

a	simple	minor	chord	structure	-	Em,	Am,	B,	with	a	capo	on	first	fret.	Scale	runs	

headed	off	from	the	chords.	I	was	delighted	that	this	was	something	that	I	could	

work	with	using	my	musical	skills.		

During	the	week	I	found	a	li?le	<me	to	prac<ce	the	song,	playing	along	with	the	

YouTube	video	Aziz	had	WhatsApped	to	me,	trying	to	grasp	enough	so	that	I	

could	teach	him.	I	mapped	out	some	chords,	and	sketched	some	kind	of	

structure.	The	first	sec<on	seemed	improvised.	I	could	catch	the	lines	and	the	

guitar	techniques,	but	couldn’t	separate	phrases	neatly	in	order	to	understand	in	

the	way	that	I	wanted.	The	playing	was	beau<ful. 

At	our	next	session	together	Aziz	was	very	well	prepared,	more	so	than	me,	and	

we	moved	ahead	well	with	the	music.	I	wrote	in	my	reflec<ve	notes:			

Aziz’s	song	-	he	had	all	instruc<ons	wri?en	out	in	Arabic,	taken	off	the	

internet.	I	tabbed	it	out,	and	went	through	it	with	him.		

Then	we	cha?ed	for	a	while	about	football.		

(Constructed	from	reflec.ve	notes,	March	2019)	

The	next	day	Aziz	WhatsApped	me	two	videos	of	a	guitarist	teaching	how	to	play	

the	song,	speaking	in	Arabic.	This	was	what	he	had	transcribed.	I	could	

understand	from	the	video	which	frets	and	strings	to	play,	and	then	copied	the	

examples	the	guitarist	gave.		

I	shared	the	videos	with	a	Syrian	colleague	and	asked	if	she	knew	the	music.	She	

laughed	and	told	me	it	was	a	very	famous	song	called	Natalie.	
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We	were	able	to	lend	Aziz	a	guitar	so	he	could	play	and	prac<ce	in	his	own	room	

during	the	week.	This	allowed	him	to	progress	well	learning	Natalie.	Each	week	

he	came	and	we	tried	to	find	some	<me	so	I	could	teach	him	something	more,	

and	so	he	could	demonstrate	for	me	what	he	had	achieved.	In	our	penul<mate	

session	together,	before	I	ended	my	6	months	of	volunteering	at	the	AZC,	I	wrote	

in	my	reflec<ve	notes:	

We	sat	together	and	played	Natalie.	We	worked	on	the	introduc<on	sec<on,	

with	its	difficult	glissandos,	and	need	for	a	good	vibrato.	I	had	it	all	tabbed	out	

now,	so	we	could	watch	youtube,	read	through	Aziz’s	transcribed	instruc<ons,	

and	pin	things	down	with	the	wri?en	nota<on.	It	started	to	come	together.		

I	think	Aziz	will	manage	to	play	his	song.		

(Constructed	from	reflec.ve	notes,	March	2019)	

Reintegration:	“He	loved	the	song”	

Playing	Natalie	with	me	at	the	AZC	afforded	Aziz	opportuni<es	to	reintegrate	several	aspects	

of	his	life:	

I	told	everywhere	all	my	friends	in	Syria.	I	start	playing	Natalie,	and	they	asked	

me	how?	I	told	them	that	there	is	a	great	teacher	from	England.	How	did	you	can	

explain	to	this	song,	how?	[laughter	from	both]	Because	it's	Arabic,	er	Arabic,	er	

Arabic	song	and	he's	from	U.K.	How	can	you	explain?	I	told	them	that	frankly	he	

loved	the	song.	He	loved	the	song.	So	he	decided	to	learn	it	and	to	play	it.	So	we	

do	it.	That's	the	first	reason.	I	know	that's	many	reasons,	like	you	are	teacher	and	

you	have	lessons	and	you	want	to	play	other	students	here.	But	the	first	reason	I	

saw	that	you	love	this	song.	(00:08:07)	

In	this	foreign	place	in	which	Aziz	had	landed,	I	gave	value	to	his	cultural	roots	and	he	took	

great	pleasure	in	that.	The	schism	of	migra<on	was	bridged	digitally	through	messages	

between	Aziz	and	his	friends	in	Syria,	and	Natalie	provided	a	shared	reference	that	connected	

the	loca<ons	of	Aziz’s	life.	Playing	Natalie	also	symbolised	con<nua<on	in	Aziz’s	life,	returning	

to	fulfil	the	ambi<on	that	began	this	story.	

Coda:	“that	makes	me	happy"	

Aziz	used	the	experience	he	had	with	music	at	the	AZC	to	illustrate	to	his	friends	in	Syria	his	

more	general	experiences	in	the	Netherlands:			
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I	told	my	friends	in	Syria	is	that	music	lessons	they	were	surprised,	"music	lessons	

in	AZC,	in	camp	?"		

I	said,	"Yes"	and	great	idea	which	they	cannot	believe	that,	that	you	give	us	

guitar	to	learn	in	my	room.	(00:26:27)	

"They	give	us	guitar?"		

I	said	"Yeah,	why	you	are	surprised?“	(00:26:50)	

The	surprise	that	his	friends	expressed	about	the	provision	of	music	lessons	and	instruments	

in	an	AZC	was	celebrated	in	Aziz’s	story.	He	used	their	response	to	confirm	his	apprecia<on	of	

the	hospitality	and	trust	that	the	music	programme	represented	for	him.	These	posi<ve	

experiences	were	exemplified	by	the	personal	connec<ons	that	he	felt	in	music	sessions:		

in	some	situa.ons	you	make	many	funny	things.	[laughter	from	both]		

I	cannot	forget	when	I	came	to	the	music	lessons.	(00:34:47)	

And	when	I	see	you	outside	and	you	are	playing	push-up,	when	you	see	me	start	

coun.ng	"1001,	1002,	1003"	[laugher	from	both]	And	then	some	situa.on	about	

Dutch	language!	I	see	you	have	big	problem	with	Dutch	language!	Believe	me	I	

wait,	I	wait	Monday	every	week.	I	wait	this	day	because	of	music	lessons.	

Because	when	I	came	to	the	lesson	I	feel	very	happy	when	I	meet	you.	When	I	

speak,	speak	with	you	about	music,	when	you	learn	me	about	this	song	which	is	

from	my	country.	So	that's,	that	makes	me	happy.	(00:35:01)	

Sharing	a	sense	of	humour	was	fundamental	to	the	enjoyment	of	our	rela<onship.	To	laugh	

and	enjoy	a	joke	enlivened	both	of	our	weeks.	These	were	shared	moments,	enhanced	by	

connec<ons	to	aspects	of	life	beyond	those	moments.	For	example,	we	shared	a	struggle	with	

the	Dutch	language	that	connected	us	also	to	our	shared	status	as	immigrants	in	the	

Netherlands.	Addi<onally,	we	shared	a	response	to	Natalie,	which	for	both	of	us	extended	to	

our	life	experiences	and	our	musical	associa<ons	beyond	the	walls	of	the	AZC.	

The	interac<on	we	shared	together	through	Natalie	was	rooted	in	the	guitar.	Aziz	did	not	

want	to	sing,	and	I	could	not	sing	in	Arabic.	However,	for	him	the	lyrics	were	present	in	his	

memory,	and	they	were	important:	

Yeah,	because	there’s	a	story	about	this	song,	because	there's	a	man	from	Syria	

travelled	to	Russia,	and	he	loved	a	woman	from	Russia.	And	he's	s.ll,	five	years	

he	loved	her.	He	cannot	tell	her	that	he	loved	her.	I	don't	know,	because	don't	

speak	Russian.	So	aoer	five	years	he	learned	this	language,	and	then	he	told	her	

that	I	love	you.	Then	he	married,	married	her,	and	now	they	are	living	in	

Damascus.	And	he	was	a	great,	great	actor	in	our	Syria.	(00:09:37)	
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Natalie	is	a	song	of	love	and	migra<on.	The	circumstances	are	difficult,	but	the	singer	simply	

has	to	love	Natalie.	This	roman<c	ideal	was	a?rac<ve	to	people	in	Syria	and	the	song	had	

great	success.		

the	song	was	very	famous	in	Syria.	Everyone	in	Syria	if	you	ask	me	about	Natalie	

in	Syria	I	know	it.	(00:10:23)		

However,	the	lyrics	of	the	song	do	not	end	as	happily	as	Aziz’s	telling	of	it:		

Natalie!	

Natalie!	Natalie!	

There	is	no	news	about	her.	

No	one	can	see	her.	

They	told	me	that	she	is	staying	so	far	away.	

It	is	said	that	her	country	is	a	lovely	one.	

Who	can	take	me	to	her	home?	

to	kiss	her	forehead.	

Natalie!	Natalie!	Natalie!	

I	went	to	an	astrologer.	

who	asked	me,	what's	your	horoscope?	

My	horoscope	is	in	the	sky,	

hung	to	a	star.	

She	said,	it's	a	pity!	

Above	there	in	the	orbit,	

two	stars	cannot	meet.	

Natalie!		

Natalie!	Natalie!	

It's	my	luck	in	love,	to	love	a	foreigner.	

No	medica.on	could	help	but	hugging	my	beloved.	

My	heart	has	been	wai.ng	for	a	whole	year,	and	can't	wait	even	for	two	days	

more.	
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Natalie!		

Natalie!	Natalie!	

Her	face	is	as	beau.ful	as	the	moon,	

that	lightens	every	part	of	her	home.	

If	only	her	days	come	back,	

when	I	could	see	her	every	morning.	

Her	eyes	are	as	hot	as	a	fire,	

that	you	think	they	are	two	suns.	

Natalie!		

Natalie!	Natalie!	

(Composer	and	year	unknown,	retrieved	from	h?ps://www.youtube.com/watch?

v=vp4uuiwL-7g,	translated	by	translated.com)	

5.3. Laila’s	story	

Orientation:	“I	choose	cello”	

Laila	grew	up	living	with	her	parents	and	two	brothers	in	Nabek,	about	90	kilometres	from	

Damascus.	Her	parents	loved	music	and	encouraged	their	children	to	learn	to	play.	At	6	years	

old,	Laila	joined	her	brothers’	lessons	with	the	local	piano	teacher:	

I	started,	yes,	with	the	keyboard.	But	in	Nabek	it	has	a	very,	you	know,	old	

teacher	who	used	to	have	small	children,	small	kids	playing	everything,	playing	

together.	I	used	to	go	with	my	brother	and	just	sit	and	have	a	listen	and	try	by	ear	

having	tunes.	(00:02:19)	

Within	two	years	Laila	outgrew	these	lessons,	and	began	‘real	piano	lessons’	(00:02:49)	with	a	

teacher	in	the	capital	city:	

my	parents	used	to	take	me	to	Damascus	every	week	to	have	lessons.	(00:02:05)	

This	was	a	significant	investment	of	<me	and	money	from	her	parents.	It	illustrated	their	

ambi<ons	and	encouragement	for	Laila’s	musical	career.	She	knew	that	her	father	had	high	

hopes	for	her	future:	

my	dad	always	had	a	dream	to	see	me	on	some	stage	doing	some	musical	thing.	

(00:03:11)	
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Her	mother	encouraged	her	too,	o`en	mo<va<ng	Laila	to	prac<ce	when	she	was	distracted:	

Some.mes	I,	when	I	was	very	young,	I	preferred	to	stay	and	uh	play,	you	know,	

with	friends,	but	my	mom,	yeah,	of	course,	she	come	and	push	me	some.mes,	

doing	this	stuff.	(00:03:11)	

As	Laila	grew	up,	there	were	musical	influences	around	her.	Her	mother’s	family	all	sang	in	

churches,	and	at	home	there	was	always	Arabic	music	playing	on	the	radio.	Most	influen<al,	

though,	was	her	elder	brother:	

I	saw	my	brother	before	me.	He's	older	than	me	six	years	and	he	went	to	this,	uh,	

conservatoire,	uh.	And	he,	he	started	with	pia,	uh	sorry,	with	guitar.	Uh,	then	he,	

uh,	choose	another,	oboe,	to	be	in	orchestra.	And	I	went	to	his	like,	uh,	concerts	

and	I	was	amazed	with	this	beau.ful	thing.	And	I	wanted	always	to	be	in	an	

orchestra.	So	I	started	just	to	decide	what,	uh,	can	I	choose	to,	an	instrument	to	

be	in	an	orchestra.	Not	the	piano	of	course.	(00:04:38)	

So	I	choose	cello.	(00:05:24)	

That	experience	of	watching	her	brother	perform	with	an	orchestra	was	pivotal	in	Laila’s	life.	

The	beauty	of	his	concerts	mo<vated	her	to	begin	playing	the	cello	so	she	could	be	part	of	an	

orchestra	too.	She	was	already	16	years	old,	so	in	order	to	pursue	her	ambi<ons	on	the	cello	

she	needed	to	progress	quickly.	She	began	lessons	with	a	Russian	teacher	who	taught	at	the	

conservatoire	in	Damascus,	and	she	devoted	herself:	

(I)	just	like	picked	up	cello	and	really	prac.ced	so	hard.	Like	honestly	every	day	

about	13,	14	hours.	(00:05:42)	

I	just	wake	up	and	start	playing.	(00:06:04)		

When	she	was	18	years	old	Laila	was	accepted	to	the	conservatoire,	where	she	experienced	

the	rigour	and	repertoire	of	an	ins<tu<on	developed	from	European	tradi<ons:			

In	the	conservatoire,	um,	mostly	was,	uh..	uh..,	concentra.ng	on,	uh,	ensembles	

and	chamber	music.	Quartets.	Um,	chambers,	you	know.	 

Uh,	and	every	year	we	have	to	do	two,	two	week	exams	with	um,	uh,	the	

programme,	mostly,	uh,	was,	uh,	pieces	of,	uh,	baroque,	Bach	suites,	one	of	the	

suites,	and,	uh,	a	concerto,	for	cello,	but	with	piano.	And,	uh,	then	maybe	two	

etudes.	And,	uh,	a	piece.	Uh,	is	a,	maybe	roman.c	piece.	Uh,	like	Tchaikovsky.	

(00:07:01)	

Laila	felt	comfortable	in	this	environment,	and	found	enjoyment	in	the	work:		

it	was	fun	because,	uh,	that's	what	I,	what	I	always	like	to	do.	(00:08:38)	
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Laila’s	ambi<on	to	play	with	an	orchestra	was	quickly	realised.	In	the	second	term	of	her	first	

year	as	a	student	she	was	invited	to	play	with	a	pres<gious	Syrian	classical	orchestra.	She	was	

nurtured	in	the	orchestra,	gaining	the	experience	and	knowledge	to	eventually	join	them	

professionally:		

they	put	me	in	the	very	last	stand	there	to,	you	know,	to	prac.ce	with	them	and	

have	this	experience.	So	that's	made	things	for	me	very	easy	when	I	graduated	to	

get	a	place.	Because	I	already	played	with	them	many	years.	(00:09:43)	

Alongside	this,	Laila	also	played	with	an	orchestra	that	performed	Arabic	music,	incorpora<ng	

tradi<onal	instruments	with	orchestral	instruments.	A`er	gradua<ng,	Laila	was	employed	

with	both	of	the	orchestras.	She	also	began	a	job	teaching	cello	at	a	new	university,	and	she	

started	a	group	of	her	own.	

Laila’s	career	led	to	travel	around	her	region	and	beyond.	By	any	measure,	Laila’s	musical	

ambi<ons,	and	her	father’s	hopes,	were	being	realised.	She	performed	on	some	of	the	world’s	

biggest	stages	with	orchestras,	as	she	had	dreamed.	Her	career	was	going	well.	She	was	a	

successful	working	musician.		

Breach:	“I	started	to	worry	about	my	life”	

War	in	Syria	breached	all	aspects	of	Laila’s	life.	Her	interna<onal	career	was	stopped,	and	she	

felt	trapped	in	Syria,	scared	for	her	safety:	

in	the	last	three	years,	before	I	came,	I	couldn't	go	out	of	Syria	because	really	it	

was	like	very,	very	hard	to	get	anywhere	else.	So	I	felt	like	I	was	stuck	and	things	

became	really	worse.	And	I	started	to	worry	about	my	life.	(00:28:50)	

As	war	raged,	people	tried	to	con<nue	with	their	lives.	Like	everyone	else,	musicians	had	to	

keep	on	working	and	earning	money:	

people	are	doing	this	because	this	is	the	job.	This	is	my	job,	for	example,	I	am	a	

musician.	So	this	is	the	only	way	to	have	my	bread.	(00:27:11)	

However,	there	was	real	danger	every	where:	

Once	we	had	a	concert	I	remember	a	bomb	came	falling	in	the	yard	in	the	opera	

house.	Yeah.	Twelve	people	was	injured.	(00:26:34)	

We	were	backstage.	People	coming	to	the	concert.	And	this	happened.	(00:26:48)	
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Crisis:	“It	was	really	killing	me"	

Laila’s	home	town	fell	under	the	control	of	Jabhat	al-Nusra,	a	jihadist,	Islamic	State	mo<vated	

group,	that	fought	against	the	Syrian	government.	Jabhat	al-Nusra	enforced	their	own	regime	

in	the	local	area:		

It's	like	you're	living	in	a	different	country.	They	have	their	own	laws	in	this	small	

area.	So	I'm	coming	to	the,	to	my	town	with	their	laws.	And	I	go	back	to,	to	

Damascus	with	the	normal	life	(00:30:42)	

As	a	Chris<an,	Laila	felt	addi<onal	pressure	under	the	regime’s	rule.	She	had	to	change	her	

style	of	dressing	to	conform	to	the	new	rules,	and	she	hid	her	occupa<on	from	them	to	avoid	

repercussions:	

it	was	really	hard	for	me	to	go	and	come	back	to	my	work	without	their	

knowledge	of	what's	your	job.	Just	“employee.”	I	don't	declare	what	I'm	doing.	

(00:30:01)	

Along	with	conforming	to	new	laws,	the	Chris<an	community	also	paid	security	money	to	

Jabhat	al-Nusra:	

when	they	control	a	place	if	you're	a	Muslim	that's	OK	if	you're	not	you,	you	have	

to	pay	money,	to..	for	your	safety.	(00:31:30)	

we	used	to	pay	money	to	the,	the	church	collect	the	money	and	give	them	every	

month	to	just	leave	us.	(00:32:10)	

This	atmosphere	of	constant	pressure	and	danger	was	difficult	for	Laila.	Every	day	she	was	

risking	her	life	in	her	home	town	and	when	she	made	the	journey	to	work:		

There	were,	there	were	an	area	like	in	the	mini	bus,	about	10	minutes	or	15	

minutes,	all	of	it	sniping.	And	you	can	see	the	both	roads,	both	ways,	things,	um,	

buildings	destroyed	because	of	figh.ng.	So	every	day	I	have	to	go	in	this	way	and	

come	back	this	way.	(00:32:10)	

She	reached	crisis	point:	

It	was	really	killing	me.	Yeah.	This	is	why	although	I	had	my	good	job.	This	is	why	I	

leo	the	country	because	I	really	was	in	pressure	every	day.	This	fear.	Kind	of	fear.	

(00:32:10)	
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Redress	1:	“I	preferred	Britain”	

Laila	managed	to	leave	Syria,	and	claimed	asylum	in	the	UK.	She	had	a	degree	in	Modern	

Languages,	and	had	spoken	English	o`en	in	orchestras	and	interna<onal	seangs.	This	skill	

influenced	where	she	sought	asylum:		

I	preferred	Britain	because	I,	I	could	speak	some	English.	(00:34:31)	

She	had	also	experienced	how	her	musical	skills	could	be	valued	interna<onally,	and	how	

music	had	served	her	well	for	communica<on:	

‘This	[music]	is	a	good	language.’	(00:35:31)		

Schism:	“music	and	making	life"	

Despite	the	good	founda<on	that	Laila	seemed	to	have	for	life	in	the	UK,	her	experience	was	

very	difficult.		

let	me	be	honest.	I	was	like,	when	I	arrived	I	thought	things	would	be	much	easier	

for	me	but	it's	not.	Uh,	first	of	all	to	come	back	to	square	one.	(00:35:46)	

Moving	to	a	new	place	meant	star<ng	anew	with	forming	professional	networks:		

when	you	are	in	a	place	and	the	people	knows	you,	for	example	there	is	a	

recording	somewhere	or	there	is	a	concert	or	there	is	an	anything,	any	event	-	

OK,	call	me.	But	here	nobody	knows	you	(00:36:14)	

Further	to	this,	Laila’s	experiences	as	a	refugee	in	the	UK	had	impacts	on	her	musical	level:	

It's	not	easy	to	come	again	to	your	level	with	this	pressure.	You	have	many	things	

to	think	about	in	different	place	-	papers,	to	get	a	job,	to	get	money,	to,	to	know	

people,	to	learn	language,	to,	to	learn	about	culture.	It's	different,	totally	

different.	So	this	kind	of	pressure,	beside	connec.ng,	family,	and	say	goodbye	to	

family,	and,	you	know,	uh,	this	is	not	easy.	(00:37:34)	

The	impact	of	her	refugee	experience	affected	Laila	across	all	aspects	of	her	life,	including	her	

playing.	In	a	prac<cal	sense,	for	long	periods	she	was	unable	to	prac<ce.	Music	had	a	lower	

priority	in	her	life	and	situa<ons	did	not	allow	her	to	play:	

Maybe	for	some	periods	I	couldn't	prac.ce	as	I	can.	For	example,	I	stayed	for	

months	in,	nearly	a	year,	in	a	place	where	I	couldn't	prac.ce	at	all	in,	um,	you	

know,	hostel,	and	with	people,	shared	people,	shared	houses,	with	the	Home	

Office.	I	couldn't	even	touch	the	instrument,	they'll	kill	me	if	I	do	that.	(00:36:14)		

These	experiences	illustrate	the	harsh	reality	of	life	for	someone	arriving	in	the	UK	to	seek	

asylum.	The	resources	that	Laila	appeared	to	have	were	diminished	through	the	impacts	of	
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daily	pressures	and	the	physical	circumstances	in	which	she	found	herself.	Life	circumstances	

were	also	her	new	musical	circumstances:	

it's	mixed	up	between	music	and	making	life.	I'm	s.ll	trying	to	stand	up	on	my	

legs	again.	To	find	something	in	music	that	sa.sfied	me	to	make,	and	even	if	it's	

less	money.	Uhm....	yeah,	it's,	it's	things	here	and	there.	Nothing	completed	yet	

for	me.	(00:38:24)	

At	the	<me	of	our	interview,	aspects	of	Laila’s	life	were	not	yet	integrated	in	a	sa<sfying	way.	

There	was	a	schism	between	her	skills,	desires,	and	her	reality.		

Redress	2:	“a	cellist	came	in”		

I	a?ended	an	event	in	a	café	that	ran	weekly	with	the	aim	of	bringing	together	members	of	

the	local	community	from	different	cultural	and	na<onal	backgrounds.	I	recorded	my	

experience	in	my	reflec<ve	notes,	and	the	following	passage	is	constructed	from	those	notes:	

I	sat	on	a	couch	in	the	back	corner	of	the	dark	cafe,	by	myself,	listening	to	the	

Syrian	band	play.	I	had	a	cup	of	tea	and	a	plate	of	home-cooked	Syrian	lunch	

balanced	on	my	lap.	The	café	was	not	large,	and	felt	quite	full	with	about	30	

people	sat	at	tables.	Most	people	seemed	to	know	each	other.	Several	languages	

were	being	spoken	around	the	place.		

Halfway	through	the	first	set	a	cellist	(later	introduced	as	Laila)	came	in,	pulled	

up	a	chair	and	sat	down	with	the	music	group.	She	joined	in	with	the	music	

easily,	clearly	knowing	the	tunes	and	where	to	play.	She	smiled	at	the	other	

players,	and	appeared	to	communicate	well	with	the	group	through	eye	contact	

and	gestures.	It	looked	like	they	knew	each	other	well	and	had	played	together	

o`en.	Solos	were	passed	to	Laila	to	improvise,	and	she	led	songs	with	

introduc<ons.	O`en	the	cello	seemed	to	hold	the	vocal	lines	allowing	the	oud	

player	some	freedom	to	weave	counter	melodies	and	for	virtuosic	bursts	over	

the	top.	The	mix	of	<mbres	was	beau<ful	to	hear.	The	group	sounded	<ght	to	

me.		

(Constructed	from	reflec.ve	notes,	October	2018)	

Schism:	“it	was	not	really	fun”	

Laila’s	performance	with	the	group	of	Syrian	musicians	in	the	café	sounded	musically	cohesive	

and	appeared	aligned	to	the	community-building	inten<ons	of	the	organisers.	However,	Laila	

felt	differently	about	the	event:	
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I	meant	to	go	once	or	twice	to,	to	do	some	music	just	for	fun.	Uh,	it	was	not	really	

fun.	(00:39:58)	

The	rela<onship	between	the	musicians	was	the	first	point	of	tension	for	Laila:	

‘[the]	musician,	um,	are	not	kind	to	each	others.	They	have	some	problems,	back,	

going	back’	(00:44:56)	

‘I	try	to	be	nice	with	people.	Then	I	know	when	I'm	not	there	they're	not	nice	to	

me.’	(00:45:49)	

This	tension	went	beyond	personality	to	a	professional	level	due	to	a	feeling	of	discontent	at	

the	organiser’s	dealings	with	the	musicians.		

she	always	asked	me	to	do	in	free	gigs.	For	different	reasons.	"Oh,	this	is	a	charity	

thing."	This	is,	or	"they	don't	pay."	"Uh,	this	is,	they	only	pay	20."	So	I,	I	felt	this	

not	comfortable.	And	I	said	okay	well	this	is	my	job.	If	you	let	me	do	this	for	free,	

people	they	would	say	"Okay,	this	is	the	free,	the	free	player."	[laughter]	I'm	okay	

to	do	that,	for	example	once	or	twice,	for	a	purpose.	But	it's	my	job	and	I	have	to	

to	earn	money	from	this	job.	You	can't	let	me	do	things	like	that.	So	I	had	this	

argument	with	her	many	.mes	…	And	she	could	add	for	her	anyone	who	is	not	

professional.	And	introduce	them	as	a	Syrian	musician.	Syrian	music.	This	is,	I	feel	

that	they,	they	just	introduce	the	Syrian	music	in	not	nice	way	to	people.	This	is	

my	thing	that	I	don't	like	about	that.	(00:45:49)	

The	organiser’s	approach	did	not	fit	with	Laila’s	professional	standards,	either	in	her	aatude	

to	paying	musicians,	or	in	her	decisions	choosing	musicians.	For	Laila	professionalism	

demanded	a	standard	of	musicianship,	a	standard	of	payment,	and	a	manner	of	dealing	with	

people.	With	this	organiser,	she	felt	that	being	a	professional	musician	meant	something	

other	than	what	it	meant	to	her,	and	being	a	‘Syrian	musician’	meant	something	else	again.	

The	schism	was	wide	between	Laila’s	iden<ty	as	a	musician	and	this	context	of	music-making.		

Redress	3:	Community	Orchestra,	UK	(Context	2)	

Laila	had	ini<ally	been	invited	to	play	with	the	community	orchestra	and	was	now	employed	

as	a	facilitator	for	rehearsals.	I	a?ended	three	rehearsals	and	performed	in	a	concert	with	the	

group.	This	scene	is	wri?en	from	my	reflec<ve	notes:		

The	venue	was	a	large	room	in	a	community	centre.	There	were	corridors	on	all	

sides	that	made	me	feel	lost	moving	around	the	building.			
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I	arrived	5	minutes	late	and	was	ushered	to	get	myself	together	and	take	up	a	

posi<on	to	begin.	There	was	no	seat	ready	for	me,	so	Laila	pointed	out	a	stage	

plan	to	me,	and	made	the	other	facilitators	aware	too	where	I	should	be.	

I	gave	one	end	of	my	cable	to	the	guy	running	the	sound,	and	squeezed	my	way	

through	the	drum	players	to	my	place.	A	young	man	helped	me	to	move	a	table	

to	make	some	space,	and	I	pulled	a	chair	across.	I	plugged	my	guitar	in.	There	

were	no	music	stands	(nobody	else	was	using	one),	so	I	posi<oned	a	second	chair	

in	front	of	me	for	the	music	sheets	we	were	emailed	a	few	days	ago.		

We	sat	in	a	curve,	with	Laila	and	another	facilitator	posi<oned	so	we	could	all	see	

them.	The	singers	were	stage	le`,	sound	equipment	stage	right,	with	midi	

keyboards	nearby.	Double	bass,	me	and	a	Kraa	at	the	back.	Percussion	front	stage	

right,	then	flute	and	oud.	

There	were	two	mics	on	stands,	and	numerous	clip-on	wireless	mics	a?ached	to	

instruments.	The	amount	of	organisa<on	involved	was	very	evident,	and	there	

was	a	big	team	of	people	helping	to	organise	everything	-	at	least	seven	musical	

facilitators,	and	a	coordinator	taking	charge	of	refreshments	and	paying	taxis	for	

some	people.	

This	was	the	final	group	meet	up	before	our	concert	the	following	week.	

Going	from	the	top,	we	began	with	a	drone	from	double	bass	and	a	midi	

pad.	Laila	caught	my	eye	and	gave	an	up	beat	with	her	bow,	bringing	me	in	to	

play	the	opening	melody	with	her.	It	was	an	Arabic	tune.	Drone	D	anchored	it,	

moving	to	G	in	<me	with	the	rhythm:	1	-	12	-	123	-	12.	

We	played	through	fine,	but	it	was	suggested	that	I	switch	to	chords,	adding	

some	harmony	to	support	the	single	line	instruments.		

From	this	song	we	se?led	back	on	to	the	drone,	and	a	flute	player	improvised	

above	us.	There	was	<me	and	space	here,	and	only	when	the	improvisa<on	

naturally	concluded,	Laila	brought	me	and	a	violin	player	in	for	a	fast	intro.	This	

was	a	moment	of	connec<on.	Laila	made	clear	eye	contact,	and	there	was	clear	

dependence	on	one	another.	I	felt	slightly	unsure	of	my	entry,	and	Laila	tried	to	

be	as	clear	as	possible	to	hold	us	together.	Any	<me	we	did	mess	up	Laila	

laughed	and	apologised,	took	the	blame	herself.	We	rehearsed	it	quietly	

between	us	a	few	<mes	un<l	we	got	it.		

The	same	fast	line	came	again	at	the	end	of	this	song,	and	Laila	had	the	idea	we	

play	this	together	too.	Cueing	us	in	at	the	end	was	more	tricky,	coming	a`er	a	
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very	complex	texture	in	the	group’s	playing.	We	conferred	in	an	interval	to	get	

this	right.	A	couple	of	<mes	it	happened	quite	naturally,	or	I	cheated	by	joining	in	

once	I	heard	the	line.	Laila	no<ced	this	and	took	the	<me	to	make	it	comfortable	

for	us	all.	(Constructed	from	reflec.ve	notes,	June	2019)	

		

Reintegration:	“I	found	a	role	there"	

On	a	professional	level,	Laila	was	engaged	and	effec<ve	in	this	musical	ac<vity.	Her	skills	

helped	me	and	others	feel	confident	playing	in	the	orchestra.	For	her	too,	this	was	a	

comfortable	experience:		

it	makes	me	more	relaxed	because	it's,	the,	uh,	the	main	thing	is	to	involve	

everybody	with	the,	with	the	mix	people	and	everybody's	welcome	there.	And	

uh..	for	me,	I	found	a	role	there	to	be	tutor.	(00:40:18)	

Coda:	“not	only	refugees”	

As	well	as	enjoying	her	role	as	a	tutor,	Laila	also	felt	aligned	with	the	approach	of	the	

orchestra:		

everybody	is	welcome	to	there.	So,	not	only	refugees.	Anybody	could	be	welcome	

there.	And,	uh,	you	can	find	Bri.sh	people	and	many	different	na.onali.es	in	the	

same	project.	(01:07:07)	

Laila	understood	and	supported	this	integra<ve	way	of	working,	contras<ng	it	to	projects	that	

specify	and	thereby	separate	refugees:			

An	ac.vity	or	an	event	for	refugees	or	something	but	what	it,	when	it	has	this	

name	some	people	feel	that	"Oh,	we	are	special,”	or,	“we	are	a	special	

case.”	(01:09:10)	

"We	are	separated,"	or	"we're	something	else."	So	they	feel	annoyed	maybe	

inside	or	they	feel	different.	(01:09:31)	

everybody	likes	to	be	equal	with	everybody.	(01:11:08)	

The	place	Laila	found	in	the	community	orchestra	afforded	her	the	chance	to	integrate	her	

beliefs	as	well	as	her	musicianship.	Interes<ngly,	the	sa<sfac<on	she	displayed	was	not	drawn	

from	high	level	performance	(as	an	orchestra	we	were	not	professional	sounding!),	but	a	high	

level	of	inclusive	facilita<on,	of	which	she	was	an	important	part.	As	she	said,	her	role	was	as	

a	‘tutor’,	it	was	not	as	a	refugee,	and	it	was	not	limited	to	Syrian	music.	As	she	told	me:		

they	remove	the	label	(01:07:07)	
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I'm	sure	in	this	event	when	you	say,	"Oh,	this	is	a	refugee	orchestra,"	I'm	sure	half	

of	the	orchestra	would	not	come.		

Maybe	including	me.	(01:10:38)	

5.4. Dejan’s	story	

Orientation:	“Citizen	of	the	World”	

Dejan	grew	up	in	Belgrade,	in	what	was	then	the	Socialist	Federal	Republic	of	Yugoslavia.	His	

mother	was	Yugoslavian,	and	his	father	was	an	immigrant	from	Sudan.	This	mix	of	na<onality	

influenced	the	culture	in	which	Dejan	grew	up.	Sudanese	music	was	present	in	their	home,	

and	was	a	means	for	Dejan’s	father	to	maintain	connec<on	to	his	previous	homeland,	as	

Dejan	recalled:	

he	would	come	home	and	then	he	would	also	have	ooen,	as	it	happens,	when	

you	are	somewhere	living	abroad	-	he	was	a	student	-	you	would	find	your	fellow	

countrymen	and	country	women,	in	this	case	countrymen,	and	then	you	would	

come	and	meet	and	spend	.me	together.	And	he	kind	of,	you	feel,	I	guess	you	feel	

also	a	sense	of	safety	really,	or	something	which	is	known	to	you,	or	something	

which	is,	which	you're	used	to..	and	they	will	play	this	music	(00:07:49)	

Being	connected	to	Sudanese	people	and	Sudanese	music	was	important	to	Dejan’s	father,	

but	he	did	not	ac<vely	try	to	pass	on	this	cultural	connec<on	to	Dejan:	

he	never	really	tried	to	teach	us	Arabic,	or	any	kind	of	anything	about	Sudanese	

culture,	for	some	reason,	I	don't	know	why.	(00:14:53)	

The	exposure	to	Sudanese	culture	that	Dejan	did	have	in	his	home	was	curtailed	at	a	young	

age	with	his	father’s	departure:	

he	leo	when	I	was	9,	10	something	like	that,	so	we	were	s.ll	kind	of	a	bit	young	

(00:14:53)	

the	idea	was	that	he	would	go	and	work	and	come	back,	and	but	that	never	

happened.	(00:10:40)	

This	sad	break	in	familial	rela<onship	caused	a	ri`	between	Dejan	and	his	Sudanese	lineage	

and	culture.	Musically,	he	was	immersed	instead	in	the	sounds	of	Belgrade,	with	its	rich	

history	and	influences	rooted	in	migra<on	and	cultural	exchange:			

you're	exposed	to	other	things,	other	sorts	of	music	which	is	really	interes.ng	

because	Serbia	was	part	of	the	Oaoman	Empire	for	500	years.	So	that's	all	that	

the	Macedonia,	Montenegro,	Serbia,	Bosnia,	part	of	Oaoman	Empire,	and	then	
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you	have	Austro-Hungarian	Empire	which	Croa.a	used	to	be	part	of	Hungary	and	

Austria	and	other	countries	up	there	and,	and	in	Serbia	you	have	a	lot	of,	uh,	a	lot	

of	music	which	is	really	when	I	play	to	somebody,	some	of	the	folk	music	Serbian,	

they're	like	“No,	this	is	Turkish	music"	and	"this	is	like	a	Persian"	you	know,	and	

it's	not.	It's	Serbian.		

But	it's	so..	the	influences	of	the	Turkish	Oaoman	presence	was,	is,	are	strong	

even	today	in	local	music	…	and	then	you	have	kind	of	Serbian	folk	music	which	is	

a	lot	of	accordion,	and	you	can,	I	dunno	how	to	describe	it	but	it's	different	from	

the	other	kind	of	Oaoman	inspired	music	(00:10:40)	

Alongside	this	regionally	fused	music	that	surrounded	him	in	Belgrade,	Dejan	listened	to	

music	from	around	the	world	on	radio:	

the	radio	sta.ons	would	normally	play	music,	kind	of	American,	Bri.sh,	kind	of	

English	music.	(00:16:37)	

His	musical	landscape	was	not	limited	by	na<onal	or	ethnic	iden<<es,	but	was	enriched	by	

diversity.	The	geographical	seang	and	the	historical	moment	seemed	to	posi<on	Dejan	in	a	

culturally	vast	context.	However,	this	did	not	translate	in	people’s	face	to	face	interac<ons	or	

their	deep	seated	prejudices.	Despite	the	remoteness	of	Sudanese	culture	or	heritage	in	

Dejan’s	own	life,	his	racial	background	remained	very	present	for	the	people	he	encountered,	

and	as	he	grew	older	he	was	increasingly	confronted	with	it.		

when	I	was	young,	that,	I	didn't	really	understand	that	I	was	different.	I	had	no	

idea	un.l,	un.l	people	started	poin.ng	this	to	me	and,	and	ooen	it	would	not	be	

in	a	nice	way.	So	it	would	be	kind	of	a	bit	of,	uh,	"Go	back	to	Africa",	"What're	

you	doing	here?"	That	sort	of	stuff.	(00:45:29)	

These	aatudes	held	by	other	people	became	internalised	by	Dejan:		

it	dawned	on	me	that	actually	I'm,	there's	something,	something	wrong	with	me,	

you	know,	something	is	not	right	with	me,	I'm	not	like	the	others.	And	by	the	way	

I	look.	(00:45:29)	

Dejan’s	ethnic	iden<ty	was	ques<oned	by	people	with	whom	he	had	felt	a	common	Serbian	

na<onality.	His	appearance	was	defining	to	other	people.	His	na<onal	heritage	trumped	his	

birthplace	in	the	eyes	of	Serbians.		

I	had	people	saying	to	me,	"No,	how	do	you	iden.fy	yourself?"		

And	I	said,	“Well,	if	I	have	to	choose,	you	know,	I	think	I'm	more,	I	feel	more	

Serbian	than	Sudanese,”	because	my	contact	with	Sudan	then	was	non-existent	

really,	when	my	father,	especially	when	my	father	leo.		
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And	then	this	person	told	me	"No,	even	if	you	have	one	drop	of	African	blood	

you're	not	Serbian.	You	can	never	be	Serbian.”	(00:45:29)	

With	his	disloca<on	from	both	Serbian	and	Sudanese	iden<<es,	Dejan	became	unrestricted	

by	either:		

my	background	made	me	more	open	and	recep.ve	to	many	different	things	I	

guess,	because	I	never	really,	I	um,	I	don't	know	if	I	could	or	couldn't	but	I	never	

really	iden.fied	100	percent	as	a	Serbian	or,	or	100	percent	as	a	Sudanese…		

(So)	in	terms	of	music,	so	this	is	why	I	would	kind	of,	um,	like	some	kind	of	music	

from	Israel	or	Jewish	music,	or	you	know,	Arabic	or	European	or	Mexican	

everything.	(00:14:53)	

Dejan	took	agency,	embracing	freedom	from	restric<ve	na<onal	iden<<es.	He	connected	

himself	rather	with	music	that	was	neither	Serbian	or	Sudanese,	expressing	musically	his	

distance	from	both	iden<<es.	In	doing	so,	the	wealth	of	music	that	became	available	to	Dejan	

afforded	him	opportunity	to	integrate	himself	within	an	alterna<ve,	broader	iden<ty:	

'So	I	kind	of	chose	to	be,	it's	almost	like	Ci.zen	of	the	World,	if	you	like,	you	know.’	

(00:14:53)	

Breach	and	Crisis:	‘well-founded	fear’	

During	the	interview	that	Dejan	gave	his	consent	for	to	me	to	include	in	this	research,	he	did	

not	talk	about	the	reasons	that	he	le`	Yugoslavia.	Accordingly,	here	I	note	that	Dejan	sought	

asylum	in	UK	in	accordance	with	the	Conven.on	Rela.ng	to	the	Status	of	Refugees	(1951)	

gran<ng	protec<on	to	people	who:		

owing	to	well-founded	fear	of	persecu<on	for	reasons	of	race,	religion,	

na<onality,	membership	of	a	par<cular	social	group	or	poli<cal	opinion,	is	

outside	the	country	of	his	na<onality	and	is	unable	or,	owing	to	such	fear,	is	

unwilling	to	avail	himself	of	the	protec<on	of	that	country;	or	who,	not	having	a	

na<onality	and	being	outside	the	country	of	his	former	habitual	residence	as	a	

result	of	such	events,	is	unable	or,	owing	to	such	fear,	is	unwilling	to	return	to	it.

(Conven.on	Rela.ng	to	the	Status	of	Refugees,	1951:	152)	

He	le`	Yugoslavia	due	to	fear	for	his	safety.	

Redress	1:	“we	claimed	asylum”	

When	we	arrive	here,	my	sister	and	I,	we	claimed	asylum.	(00:35:49)	
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Schism:	“the	brutality	of	the	system”	

In	the	UK,	seeking	asylum,	Dejan	and	his	sister	faced	a	harsh	reality:	

We	immediately	were	faced	with	the	brutality	of	the	system	of	the	immigra.on	

system.	(00:35:49)	

It	was	an	extremely	puni<ve	system,	unforgiving	of	foreignness:		

you	don't	speak	the	language	…	and	you're	in	the	system	and	kind	of	it's	just	

trying	to	punish	you	for	every	small	thing,	you	miss	an	appointment,	something,	

you	get	punished,	and,	you	know,	that	sort	of	thing.	It's	a	minefield.	(00:35:49)	

No	financial	support	was	available.	A	service	of	direct	provision	was	in	place,	which	was	

barely	sufficient	to	live:	

we	didn't	have	any	vouchers.	We	didn't	have	any	cash.	We	didn't	have	anything	

like	that.	It	just	kind	of	food	and	support-in-kind	…	every	other	week	we	would	go	

to	the	local	YMCA	in	London	and	get	two	bags	of	.nned	food	and	potatoes	and	

some,	one	loaf	of	bread,	for	two	weeks,	to	last	for	two	weeks,	which	was	

impossible	really,	but	that's	another	story,	because..	And,	um,	it	was	really	kind	of	

surviving	(00:35:49)	

For	six	months	they	survived	at	this	level	of	subsistence,	isolated	from	help.		

We	didn't	even	know	that	there	is,	there	would	be	a	place	that	would	support	

refugees	and	asylum	seekers.	(00:35:49)	

Redress	2:	“a	cup	of	tea”	

Their	situa<on	improved	when	a	friend	who	was	also	a	refugee	told	them	about	a	drop-in	

centre	for	refugees	and	people	seeking	asylum.	Incredibly	to	them,	kindness	and	hospitality	

were	available.	

[Dejan’s	friend]	heard	from	somebody	that	there	is	a	place	that	you	can	get	

some,	you	can	hear	warm	words	of	welcome	…	and	he	says,	"Yes,	they	even	offer	

you	a	cup	of	tea	and	biscuits.”		

Just	for	us	is	like,	"What?	That's	not	possible.	Is	really	possible?	"		

“Yes”	

…	the	idea	that	there	is,	that	there	is	a	place	that	you	can	actually	go	and	they	

can	treat	you	nice	was	just	incredible.	(00:35:49)	
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Reintegration:	“I	mentioned	Nick	Cave”	

Dejan	and	his	sister	went	regularly	to	the	drop-in	centre.	They	could	sit	and	relax	with	a	hot	

cup	of	tea,	receive	advice	if	they	needed	it,	and	chat	with	volunteers.	In	some	way	this	space	

redressed	the	brutality	Dejan	experienced	from	the	migra<on	system.	It	offered	asylum	from	

the	general	asylum	experience.		

The	suppor<ve	offerings	afforded	opportuni<es	for	people	to	begin	integra<ng	aspects	of	

themselves	into	their	new	surroundings.	Dejan	recounted	how	such	a	moment	was	enabled	

by	his	knowledge	of	music:		

there	was	a	volunteer	from	Australia	I	think,	and	he	men.oned	something,	and	I	

men.oned	Nick	Cave,	as	musician,	and	he	said	"What?	do	you	know?	you	

know	?"		

And	I	started	singing	a	song,	said	let's,	it	says	"Do	you	love	me?"	

He	was	absolutely	shocked.	He	couldn't	believe	it.	I	mean	this	asylum	seeker	from	

half	mixed	race	asylum	seeker	from	Serbia.	He	was	shocked	that	I	would	even	

know	about	this	thing.	(00:18:36)	

Dejan’s	iden<ty	as	Ci<zen	of	the	World	returned	in	this	exchange.	He	had	the	musical	

resources	to	demonstrate	his	broad	cultural	posi<oning,	and	was	given	recogni<on	by	the	

volunteer	through	his	shocked	response.	Dejan	defied	the	iden<ty	that	the	volunteer	

presumed,	reclaiming	the	agency	he	prized	in	self-defini<on.		

		

Schism:	“we	got	our	music”	

Dejan’s	chosen	iden<ty	as	Ci<zen	of	the	World	offered	him	a	fluid	sense	of	belonging.	His	

musical	tastes	crossed	over	with	those	of	people	in	England,	and	he	had	broad	resources	for	

commonality.	However,	the	aatudes	that	he	found	around	him	in	England	were	o`en	less	

flexible,	and	he	found	things	to	be	structured	so	as	to	limit	inclusivity:	

it	took	me	a	long	.me	to	get	used	to	it,	you	switch	on	the	radio	and	all	the	

sta.ons	are	kind	of	almost	exclusively	its	English	language	music.	(00:16:37)	

it's	very	much	kind	of	Anglo-Saxon	centred,	If	you	like.	(00:20:08)	

Music	privileged	in	England	reflected	one	image	of	Englishness.		

it's	very	much	about	our,	our	culture.	When	I	say	"our"	that	means	Anglo-Saxon	

world.	And	that's	it	basically.	Anything	else	is	kind	of,	doesn't	count,	or	doesn't	

have	value.	It's	not	important,	you	know,	because,	“We	don't	really	listen	to	

that.”	(00:20:16)	
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Dejan	found	that	language	was	o`en	used	as	an	argument	to	support	people’s	dismissal	of	

non-English	lyric	songs,	however,	he	rejected	the	no<on:		

maybe	there's	also	this	bit	about	maybe	this	ludicrous	idea	that	you	would	put	

something	on	the	radio	which	is	in	Arabic,	for	example,	or	whatever,	or	Dutch,	

you	know,	and	people	would	not	be	able	to	understand	it	(00:22:03)	

Having	grown	up	with	the	diversity	of	music	in	Belgrade,	Dejan	had	experience	of	listening	to	

music	in	languages	that	he	did	not	speak:	

you	can	always	obviously	listen	to	the	music,	listen	to	the	voice,	listen	to	the	

instruments,	or	follow	it	up	and	find	out	the	transla.on	of	the	song	or	maybe	

learn	some	words.	(00:22:03)	

For	Dejan	this	was	enriching,	embracing,	and	exci<ng:		

I	think	it's	it	expands	your	knowledge	and	horizon	about	all	that	this	beau.ful	

world	and	people	are	making	great	music	have	to	offer.	(00:22:03)	

For	many	white	English	people	in	England	Dejan	perceived	that	the	pervasive	aatude	was	

more	closed:		

“we're	not	missing	out	anything	because,	you	know,	there's	nothing	interes.ng	

there	anyway,	we	got	our	music”	(00:22:58)	

The	mainstream	musical	landscape	that	Dejan	encountered	in	England	valued	one	no<on	of	

English	music	and	therefore	one	no<on	of	Englishness.	That	Anglo-Saxon	image	excluded	

Dejan.	

Redress	3:	“I	used	to	do	a	radio	programme”	

Dejan	volunteered	as	a	DJ	for	a	local	radio	sta<on.	He	invited	guests	from	the	community	to	

share	their	stories	and	their	music:		

I	used	to	do	a	radio	programme	on	the	local	radio	sta.on,	[name	of	sta.on],	and	

people	would	come	in,	guests,	and	I	would	ask	them	to	bring	a	few	songs,	and	

they	were	from	different	backgrounds,	so	you	had	people	from	Caribbean,	

England,	and	other	places.	(00:20:58)	

In	this	way	he	directly	redressed	the	imbalance	of	music	he	heard	on	mainstream	radio.	He	

also	enacted	his	iden<ty	of	Ci<zen	of	the	World,	expanding	his	own	listening	and	cultural	

references:	

that	was	one	of	the	best	aspects	of	this	job,	doing	this	job,	because	I	would	get	to	

hear	some	music	that	people	would	bring	which,	I	would	then	follow	it	up,	you	
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know,	and	then	when	I	hear	it,	which	normally	you	would	not,	you	perhaps	would	

not	hear	it	(00:20:58)	

He	ac<vely	advocated	for	a	diversity	of	Englishness	expressed	musically	on	public	airwaves.	

He	enabled	people,	including	himself,	to	be	enriched	by	the	members	of	their	community.		

Schism:	“you	are	a	good	foreigner"	

The	reach	of	Dejan’s	radio	show	was	limited,	and	he	saw	that	people	remained	closed	to	his	

approach	to	musical	programming:		

I	know	that	some	people	…	would	be	very	um	averse	to	any	kind	of	idea,	let's	sit	

down	and	listen	to	this	music	or	this	musician,	or	perhaps	somebody	who	is,	um,	

is	not	kind	of	typical	English.	(00:20:58)	

In	a	neighbourhood	where	he	worked	as	a	community	liaison,	Dejan	experienced	the	

intolerance	of	people	at	first	hand:		

they're	from	the,	if	you	like	low	wage,	unemployed,	English	background.	And	they	

have	very	strong	views	on	certain	things,	and	poli.cal	views	and	all	that.	And	

those	views	would	be,	could	be	summarized	you	know,	"stop	people	coming	here,	

close	the	door,	and	those	who	are	here,	kick	them	out.”	(00:25:23)	

Englishness	was	defined	in	those	communi<es	in	terms	of	heritage:	

there's	a	guy	who	says	that	he's	his	Englishness	goes	back	to	1000	years.	In	fact	

he	claims	that	he	is	the,	the	most	of	the	kind	of	na.ve	English	people	that	you	

can	find,	that	he	was,	he	is	tracing	his	ancestry	to	…	to	sort	of	.me	when	he	

claims	that	there	was	a	kind	of	pure	English	race.	(00:26:29)	

In	a	community	with	such	staunchly	held	views,	it	was	hard	for	Dejan	to	imagine	migrants	

being	tolerated,	never	mind	being	accepted.	Indeed,	the	best	that	Dejan	achieved,	over	<me,	

was	the	dubious	compliment:		

“You're	okay.	You	are	good,	you	are	good,	you	are	good	foreigner.”	(00:25:53)	

In	the	eyes	of	these	people	with	whom	Dejan	worked	and	lived	as	neighbours,	Englishness	

was	not	an	op<on	for	him.	The	best	he	could	achieve	was	to	be	an	acceptable	foreigner.	Dejan	

achieved	this	status	of	acceptability	a`er	many	years	living	in	England,	speaking	a	high	level	of	

English,	and	developing	personal	rela<onships	with	people.	
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Redress	4:	Music	group	at	refugee	support	centre,	UK	(Research	Context	3)	

Dejan	played	guitar	with	a	music	group	that	ran	as	part	of	a	weekly	support	centre	for	

refugees	and	people	seeking	asylum.	At	the	<me	of	our	interview	he	was	no	longer	a?ending	

regularly,	but	s<ll	thought	of	himself	as	an	established	member.		

I've	been	going	there	for	I	think	at	least	four	or	five	years	and	maybe	more.	

(00:02:17)	

The	first	<me	that	I	a?ended	the	music	group	for	this	research	study,	I	described	the	set	up	of	

the	space	in	my	reflec<ve	notes:		

Upstairs	they	had	set	chairs	out	in	a	semi-circle.	The	room	was	really	a	landing	

space	with	three	offices	coming	off	two	walls.	Windows	along	another	wall	

looked	down	on	the	church	hall,	where	tables	were	set	out	with	clothes	donated	

for	people	to	take	and	use.	Photos	of	stained	glass	windows	with	religious	images	

were	displayed	along	the	fourth	wall.	

The	group	facilitator	sat	in	the	middle	of	the	semi-circle,	with	two	volunteers	to	

her	le`.	Then	two	ladies	playing	flute	(both	recently	arrived	in	UK	from	Eritrea).	

I	sat	the	other	side	in	a	group	of	people	playing	guitars.		

(Constructed	from	reflec.ve	notes,	February	2019)	

Dejan	described	the	group	from	his	perspec<ve,	explaining	the	members:	

there	is	a	core	of	the	group	there	which	is	there,	and	then	people	can	come	and	

join	…	they	will	not	exclude	…	if	you’re	not	an	asylum	seeker	…	but	obviously	

asylum	seekers	in	par.cular	welcome	(00:03:02)	

The	musical	approach	Dejan	understood	in	terms	of	an	educa<ve	method:		

You	can	learn	a	new	thing	you	can	learn	to	play	the	keyboards	or	acous.c	guitar,	

if	in	the	past	you	played	the	keyboard	something	or	another	instrument.	

(00:29:23)	

In	terms	of	repertoire,	Dejan	said:	

it's	mainly	kind	of	English	music	(00:31:25)	

kind	of	well	known	songs,	Harry	Belafonte	or,	you	know,	kind	of,	kind	of	

interna.onal	songs	…	then	there's	the	Iranian	song	which	they	performed	last	

year.	That	was	lovely	(00:32:11)	

This	musical	selec<on	was	the	one	aspect	of	the	group	with	which	Dejan	was	not	fully	

sa<sfied.	He	would	have	liked	a	song	list	more	representa<ve	of	the	na<onali<es	and	

diversi<es	of	the	group	members.	In	line	with	his	own	enjoyment	of	broadening	his	range	of	
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musical	listening,	Dejan	saw	the	poten<al	of	group	members	sharing	more	of	their	musical	

tastes:		

we	all	have	some	favourite	songs	from	our	country	or	some	songs	that	we	really	

love,	and	perhaps	we	know	how	to	play	them.	So	star.ng	from	that's	how	I	feel	I	

guess	there	would	be	people	there	who	say,	“Oh,	it	would	be	really	great	to	try	

this	song	for	my	country",	and	um	I	don't	think	that's	happening	and	this	would	

be	one,	I	don't	say	complaint,	but	one	omission	if	you	like,	or	something	that	

would	be	nice	to	have,	to	widen	it	a	liale	bit	more.	(00:33:38)	

However,	this	omission	did	not	diminish	the	benefits	that	Dejan	recognised	for	the	group	

members.	

Reintegration:	“you	are	a	human	person”	

Against	a	backdrop	of	immigra<on	procedures	and	laws	that	Dejan	described	as	every	year	

‘more	puni<ve’	(00:39:24),	the	experience	of	the	music	group	provided	respite:	

	When	you	come	here	you're	almost	like	you	leave	all	the	troubles	outside,	out,	

out	of	the	door,	and	you're	here	in	a	very	nice	and	comfortable,	safe	

environment.	(00:39:24)	

Within	that	safety,	the	shared	act	of	making	music	fostered	a	sense	of	togetherness	and	

membership.	The	music	group	iden<ty	became	integrated	into	members’	mul<faceted	

experiences	and	iden<<es:	

we	all	have	different	iden..es	really,	different	kind	of,	we	belong	to	different	

groups	…	coming	together	with	other	people	and	doing	music	is	one,	would	be	

one	aspect	of	that	refugee	experience,	existence,	and	I	think	very	important	

(00:39:24)		

Other	aspects	of	the	refugee	experience	and	existence	were	characterised	for	Dejan	by	

oppression:	

when	you	come	here	you're	kind	of	silenced	basically,	you're,	you're	voiceless	in	

many	ways.	You	don't,	kind	of,	you	preay	much	don't	exist	really,	because	your,	

your	rights	are	severely	curtailed	and	limited.	You	are,	you	are	required	to	live	at	

a	certain	place,	for	example,	that	they	give	you;	you	get	a	certain	amount	of	

money	that	they	decide	for	you	which	is	not	enough	really	to,	to	have	a	normal	

life;	you	can	maybe,	there	could	be	restric.ons	in	terms	of	your	immigra.on,	you	

would	have	to	reside	at	this	address.	Or	they	can	just	then	uproot	people	and	

send	this	person	to	another	area	because	this	accommoda.on,	and	so	you	are	
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basically,	there's	a	sense	of	lack	of	control	over	your	life	and	what's	happening	to	

you.	(00:41:32)	

For	Dejan,	the	music	group	counteracted	some	of	that	oppression.	It	afforded	the	chance	for	

personal	recogni<on	and	self	expression:		

having	a	place	where	you	can	actually	express	yourself,	as	well	you	can	create	

something,	you	can	maybe	even	teach	somebody	something	from	your	country,	

music,	it's	almost	like	giving	you	back	this	idea	that	you	have	some	value	to	offer.	

You,	you	are	a	human	person	who	has	got	kind	of	self	dignity	or	you	know,	kind	of	

respect.	It	gives	you	a	voice	in	a	way,	I	think.	(00:41:32)	

A	music	group	is	only	a	part	of	a	refugee	experience,	and	any	group	iden<ty	is	only	a	part	of	a	

person’s	composite	memberships	of	iden<ty	groups.	Its	power,	in	this	story	of	reintegra<on,	is	

that	it	is	in	stark	relief	to	the	‘voiceless,’	subjugated	existence	that	is	incumbent	with	the	

par<al	and	reduc<ve	iden<ty	of	‘refugee.’		

Crisis:	“he	just	left”	

The	group	from	which	Dejan	first	suffered	a	breach	was	his	family.	His	father’s	departure	was	

a	breach	of	the	family	unit,	of	caregiver	from	son,	and	it	caused	crisis	in	Dejan’s	life:	

he	married	my	mother,	they	had	a	family,	three	children,	and	then	just	one	day	he	

just	leo	and	never	came	back.	And	never	supported	in	any	way	or	not	just	

financially.	But	you	know	you	pick	up	a	phone	and	"How	are	you	my	son?	"	"How	

are	you	my	daughter?”	(00:49:01)	

Redress	5:	“singer	from	Sudan”	

Talking	of	the	present,	Dejan	described	a	recent	moment	of	musical	redress	for	this	early	life	

breach.	It	offered	reintegra<on	to	his	past,	but	also	highlighted	the	con<nued	relevance	that	

the	familial	schism	had	in	his	life.	

I	just	discovered	this	amazing	musician,	singer	from	Sudan,	and	I	don't	even	know	

his	name	because	I	can't	speak	Arabic,	I	can't	read	Arabic.	(00:06:34)	

I	don't	understand	anything	but	the	music,	the	kind	of	the	rhythm	and	the	

instruments,	is	just	amazing,	really	wonderful,	and	it	just	to	me	it	tells	me	.me	

and	.me	again	that	even	if	you	don't	understand	what	it	is	-	I	assume	most	of	the	

.me	it's	about	love	or	it's	about	you	know	[laughter]	romance.	(00:08:47)	

Dejan	could	not	understand	the	words	because	his	father	never	taught	him	Arabic,	but	this	

song	on	YouTube	reminded	him	of	the	<mes	when	his	father	came	home	from	work	with	his	
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friends	and	put	on	recordings	of	Sudanese	music.	The	mnemonic	power	of	music	recalled	the	

connec<on	to	his	father’s	culture,	and	to	the	memory	of	his	father.	His	own	lack	of	

understanding	of	Arabic,	Dejan	recast	as	a	strength	in	this	scenario,	allowing	him	to	listen	

more	deeply	to	the	music:	

some.mes	I	think	actually	that	you	may	perhaps	even	hear	the	voice,	singer's	

voice	beaer	if	you,	if	you	don't	understand	the	lyrics,	because	the	only	thing	you	

have	is	the	music	and	the	voice,	you	know.	And	you're	not	distracted	by	the	

meaning	of	the	words	(00:09:14)	

Reintegration:	“My	father	called	me”	

Music	afforded	Dejan	cultural	connec<on	with	his	father,	and	maintained	memories	of	the	

<me	before	his	father	le`.	However,	it	did	not	bridge	the	schism	between	them.	To	bridge	

that	divide,	40	years	a`er	his	departure,	Dejan	traced	his	father.	Migra<on	had	meant	Dejan	

had	lost	contact	with	members	of	his	family,	but	he	was	able	to	track	them	down,	and	a	

message	was	passed	on	to	his	father:	

I	was	here	at	work	and	he	phoned	and	he	said	"Hello,	this	is	your	father	here."		

He	s.ll	speaks	English.	His	English	is	actually	really	good.	It's	really	amazing.	And	

he	s.ll	speaks	some	broken	Serbian,	which	is	also	amazing	…	we	talked	a	liale	bit	

and	I	remember	going	back	home	from	here	I	was	like	I	feel	I	was	like	floa.ng	in	

the	air	and	it	was	incredible	feeling.		

I'm	just	thinking,	"My	father	called	me,"	almost	like	want	to	shout	it.	"Hey	you	

know	what?	My	father	called	me.”	(00:51:21)	

Dejan	was	his	father’s	son	again.	His	excitement	was	that	of	a	young	Dejan	receiving	a	call	

from	his	father.	An	iden<ty	that	was	cut	off,	had	opened	up	again	for	Dejan.	For	his	father	too,	

missed	opportuni<es	were	suddenly	available	to	him	again:	

he	told	me	recently,	and	this	is	only	a	month	ago,	that	he	sent	the	message	"I	

love	you.	I	love	you	all,	my	my	dear	children."	And	all	that.	And	I	was	like	[sniffs	as	

if	crying],	like,	kind	of	a	grown	up,	a	grown	up	man.	It's	just	incredible	how	these	

things	can	actually,	how	that	can	make	you	feel,	really.	(00:51:50)	

There	was	mutual	reintegra<on	between	father	and	son.		

Coda:	"you’re	a	British	passport”	

Of	course,	there	was	complexity	too.	Dejan	planned	to	travel	to	Sudan	to	visit	his	ageing	

father,	but	issues	of	iden<ty	provided	familiar	obstacles:		
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	Sudanese	friends,	they	say,	“Well	you	know	what,	you,	you've	never	been	there,	

you	don't	know	anything	there,	you	don't	speak	the	language.	If	you	end	up	in	

the	wrong	place	at	the	wrong	.me,	they	pick	you	up,	the	military	and	put	you	

somewhere,	you	know,	and	uh,	whatever	you	know,	especially	if	you're	a	Bri.sh	

passport.”	(00:52:42)	

In	Sudan,	Dejan’s	friends	suggested,	he	would	not	be	Sudanese	enough	to	avoid	trouble.	Once	

more	the	mul<plicity	of	Dejan’s	iden<<es	created	contextual	complexity	as	he	a?empted	to	

move	in	a	world	where	iden<<es	can	be	defined	by	other	people	according	to	preconcep<ons	

and	judgments.	

5.5. Ashur’s	story	

Orientation:	“I	am	not	like	the	others"	

when	I	was	12	years,	I	start.	This	is	not	very	early.	(00:01:36)	

my	mother	interested	to	play	an	instrument,	the	oud,	because	…	in	my	area	they	

like	an	oud	very	well,	and	want	to	me,	my	mother,	to	learn	this	instrument.	

…	the	first	oud	I	bought	was	bad	material,	you	know	(00:01:59)	

and	every	week	I	fixed	it!	(00:02:39)	

Ashur’s	mother	encouraged	him	to	begin	playing	oud	at	what	he	reflected	was	quite	a	late	

age	for	a	musician.	The	poor	quality	of	his	first	oud	meant	he	had	to	repair	it	regularly,	

demonstra<ng	his	early	commitment	to	the	instrument.		

The	following	year,	Ashur	had	exams	at	school	to	graduate	year	9,	and	his	mother	promised	

him	that	if	he	passed	the	cer<ficate	then	she	would	buy	him	a	new	oud.	He	did	pass,	and	she	

bought	him	a	much	nicer	instrument.	So,	Ashur	began	teaching	himself	to	play:	

Just	I	listen	and	try	tuning.	Yes,	some.mes	playing	easy	songs	need	two	strings	

only.	I	try	to	fix	it,	the	tuning,	tuning,	tuning;	when	I	listen,	going	back,	the	

casseae.	No	CD	player,	nothing.		(00:03:38)	

He	showed	himself	to	be	a	very	mo<vated	student,	spending	his	<me	prac<cing:	

	I	spent	nights	and	days	to	…	play	some	songs	but	it	was	useful	for	me	because	

month	by	month,	my	listening	beaer.	(00:04:18)	

Ashur	began	by	playing	popular	songs,	and	then	progressed	to	explore	Arabic	classical	music.	

It	was	unusual	for	someone	of	his	age	to	be	listening	to	music	of	this	genre:	

when	I	went	to	the	shops	and	asked	about	this	thing,	they're	surprised,	”Oh,	you	

are	this	age	and	asking	about	this?”	“This	is	hard	to	listen,	this	thing.	You	must	be	
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60	or	70	years	old	to	listen	to	this	because	it's	complicated,	very	long,	

complicated	and	difficult	to	listen”	Maybe	one	song	takes	40	minute.	(00:05:02)	

Ashur’s	musical	taste	dis<nguished	him	from	other	children.	He	appreciated	complex	

repertoire	that	was	highly	regarded	in	Syria,	and	he	received	acknowledgment	for	this:		

They're	surprised	how	this	child	is	listening	to	this,	yes,	but	in	the	same	.me	they	

are	pleased	(00:05:50)		

Recordings	were	Ashur’s	primary	resource	to	learn	about	music	and	how	to	play.	As	his	

knowledge	grew,	he	sought	more	informa<on,	and	began	going	to	an	a`er-school	club	where	

other	musicians	his	age	gathered.	They	discussed	music,	and	learnt	from	watching	one	

another.	Ashur	photocopied	music	from	other	students,	and	borrowed	books	from	the	library:	

now	working	both,	listening	and	see	the	note,	the	music	sheet	and	spent	also	

nights	and	days	to,	“What	does	this	sign	mean?”	[laughter]	For	example,	“What	

does	segno	mean?”	or	coda	or	something,	“What	is	this?”,	“What	does	it	mean?”	

“You	don't	know?”	I	explore	myself	(00:09:40)	

Ashur	sought	any	available	resource	from	which	to	learn.	He	researched	sheet	music	and	

recordings,	and	shared	his	curiosity	with	his	fellow	students.	There	were	also	some	music	

teachers	at	the	club,	but	Ashur	noted	their	limited	capacity:	

they	are	not	a	professional	music,	study	music	for	two	years	only.	It's	a	middle	

ins.tute,	not	high’	(00:09:13)		

and	start	to	teach,	but	teach	not	method,	not	nothing;	you	must	ask	and	they	

answer	you,	“What	does	this	sign	mean?”,	like	a	G	key.	Yes,	and..	it's	very	basic	

but	it's	useful..	(00:09:40)	

In	this	way,	through	his	commitment	and	ingenuity,	Ashur’s	knowledge	and	his	playing	

improved.	There	were	few	oud	players	in	his	town,	and	Ashur	became	aware	he	had	reached	

a	level	of	musicianship	that	dis<nguished	him	from	his	peers.	He	discovered	the	status	his	

musical	skill	could	garner	him	in	a	community:	

we	have	like	a	camping,	in	Syria	…	and	I	make	a	concert!	I	remember	that	we	

spent	about	20	days,	like	a	camping,	and	in	the	night	we	made	summer	gigs.	We	

called	them	summer	gigs…	we're	working	as	volunteer	work,	make	a	street	and	

yes,	hardworking	really	it	was,	but	this…	give	you	advance,	advantage,	because	

your	friend	interested	with	this,	and	make	it	like	a	Britain’s	Got	Talent!	(00:22:29)	

I	chose	the	good	voice	to	sing…	they're	coming	and	singing	for	me	(00:23:43)	

And	girls,	you	know,	“You	make	a	beau.ful	sound”	(00:23:57)	
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Yes,	“and	today	you	will	singing	in	the	summer	gig.”	“Oh	yes!”	And	they	make	

rehearsals.		

All	this,	and	you	feel	now	more	confidence	and	the	others	accept	you	and	you	are	

“Ooh	star!”	(00:24:05)	

Ashur	stood	out	for	his	musical	skill.	His	ability	to	play	oud	set	him	apart	from	the	other	young	

people	at	the	summer	camp.	He	was	able	to	organise	concerts	that	everyone	enjoyed,	and	in	

which	his	peers	aspired	to	perform.	In	this	environment,	Ashur	was	the	star,	and	he	was	

aware	of	this.	

I	feel,	okay,	I	am	not	like	the	others.	(00:24:30)	

I	have	something	special	because	I	am	playing	give	me	power	(00:24:44)	

It	had	taken	Ashur	many	hours	of	effort	and	solitary	prac<ce	to	learn	to	play	so	well,	and	the	

recogni<on	he	received	mo<vated	him	to	carry	on:		

This,	everything,	helped	this	to	con.nue.	(00:24:30)	

His	ambi<on	at	the	<me	was	to	study	music	at	the	middle	ins<tute,	the	same	as	the	teachers	

he	had	met	at	his	music	club.	This	ambi<on	changed	when	Ashur	visited	Damascus	with	his	

brothers,	and	a	friend	of	theirs	who	was	studying	theatre	heard	his	playing:	

and	advised	me,	if	you're	working	hard	you	can	go	to	the	conservatoire.	I	s.ll	

remember	this	because..	yes…	I	want	to	go,	I	hope	(00:13:16)	

The	conservatoire	had	only	opened	the	year	before	and	this	was	the	first	<me	Ashur	had	

heard	about	it.	He	focussed	his	efforts	on	a	place	at	the	conservatoire.	To	enter	the	Middle	

Ins<tute	to	study	music	required	students	to	pass	the	baccalaureate,	but	for	conservatoire	

Ashur	only	needed	to	pass	the	audi<on.	He	shi`ed	his	focus	to	musical	study,	away	from	his	

academic	work,	a	decision	that	caused	his	mother	consterna<on:		

my	mother,	yes,	gave	me	the	oud	and	everything,	but	aoer	that,	aoer	three,	four	

years	she	is	feeling,	“I	am	do	something	wrong	with	this	son”	(00:24:44)	

Ashur’s	family	placed	high	value	on	educa<on,	and	his	study	of	the	oud	was	not	understood	in	

these	terms:	

My	parents,	yes,	now	are	very	fussy	because	I	am	playing,	not	studying,	playing,	

no	studying!	All	my	bigger	brothers	and	sisters	are	studying	high-level	educa.on	

because	the	others…	Yes,	my	sister	has	a	pharmacy	so	you	need	a	high	score	to	

go	to	the	-	to	be	a	doctor,	pharmacy	like	a	doctor;	five	years.	My	brother's	same;	

engineer,	yes,	they	work	hard	to	get	good	marks,	but	me,	no,	I'm	s.ll	playing.		

And	uh,	my	father	and	mother	always	fight	me.	(00:13:16)	
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“Oh,	leave	the	music	and	study	now,	leave	the	music	and	study	now.”	(00:14:58)	

Without	educa<on	there	was	fear	for	Ashur’s	future	career	prospects,	and	therefore	for	his	

future	financial	security:		

earn	the	money,	the	future,	because	the	life	in	Syria	is	difficult.	If	you	are	not	

working,	no	one	no	helps	you.	(00:24:44)	

Conservatoire	had	a	very	compe<<ve	entrance	procedure,	and	Ashur’s	parents	worried	he	

would	not	pass	the	audi<on	despite	his	efforts:	

Worried,	maybe	not	accept	you,	maybe	you	must	study	and	go	study	anything	

else	and	keep	the	music	like	fun,	maybe	not	get	this	chance	because	it's	very	

difficult.	(00:26:34)	

Ashur	also	emphasised	the	difficulty	of	the	conservatoire	audi<on:		

it's	very	difficult	because	they	want	to	take	the	best,	but	you	don't	forget,	two	

oud,	two	violin,	one	viola,	one	piano,	one	trombone.	My	year	was	15	person,	all	

the	Syria.	(00:16:03)	

In	addi<on,	Ashur's	parents	feared	the	compe<<on	would	be	corrupted	in	favour	of	powerful	

people:	

my	father,	mother,	they	thought	this	-	if	you	went	to	conservatoire,	not	for	us	this	

conservatoire,	because	someone	you	need	will	come	and	have	a	power	

(00:26:34)	

rich	people,	very	rich	people	and	power	and	the	government.	(00:27:27)	

Ashur’s	decision	to	study	music	risked	his	financial	future	in	a	country	that	did	not	have	

suppor<ve	social	systems	for	the	unemployed.	The	compe<<on	for	places	at	that	

conservatoire	was	very	<ght,	and	could	be	distorted	by	corrup<ng	influences	from	rich	and	

powerful	people	keen	for	their	own	children	to	a?end.	Ashur	did	not	heed	these	concerns	or	

his	parents’	advice.	His	mo<va<on	drove	him:	

I	love	music,	I	love	to	play	and	I	leave	everything,	leave	my	study	and	leave	

everything	else.	I	want	to	study	music.	Yes.	When	you	want	to	do	something,	I	

will	do!	(00:22:20)	

For	his	audi<on	for	the	conservatoire	Ashur	prepared	a	programme	including	Syrian	

composers,	but	based	around	European	classical	music:		

I	played	Carmen	Overture	and	Capris	by	Jamil	Bashir.	You	must	perform	many	

things.	Etudes.	Yes.	You	have	to	play	20	minutes	with	the	piano.	(00:19:02)	

I	did	on	oud	for	example	Czardas.	Do	you	Czardas?	(00:19:59)	
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This	is	for	prac.ce	like	etude,	to	play	fast	and	fast	and	faster,	faster	and	

understand	the	rules	in	Europe	and	western	music’	(00:20:19)	

Despite	all	the	challenges	Ashur	faced	he	was	accepted	to	the	conservatoire.	With	this	

acceptance,	also	came	the	acceptance	of	his	parents:	

Aoer	I	went	to	conservatoire,	they	give	me	support,	they	give	me	everything	I	

need	because	now	I	am	study,	“OK,	study	music,	not	just	for	the	fun.”	(00:24:44)	

Conservatoire	educa<on	represented	an	acceptable	pathway	to	his	parents.	It	rendered	his	

interest	in	the	oud	to	be	something	of	substance	by	virtue	of	its	ins<tu<onalised	curricula	and	

qualifica<ons.	The	approach	of	the	ins<tu<on	to	teaching	music	was	rooted	in	the	courses	of	

study	prescribed	in	the	tradi<ons	of	European	conservatoires:	

in	year	1,	we	…	studied	Bach	and	this	built	all	the	music,	the	Bach.	The	Gregorian	

before	Bach,	and	uhh..	moved	to	another	century	every	year	to	complete	all	the	

history	of	music	…	and	year	5,	we	arrive	to	the	modern	music.	(00:31:57)	

History	of	music	was	taught	referring	to	the	‘western’	canon	of	music	history,	teaching	

changes	in	composers’	treatment	of	harmony	and	expression	through	historical	periods.	The	

teachers	for	these	courses	were	Russians,	who	brought	with	them	this	Euro-centric	

posi<oning	and	knowledge.	This	western	grounding	reached	beyond	course	content	to	a	

broader	no<on	of	the	importance	of	western	classical	music:		

the	classical	music	is	the	basic	thing	for	the	music,	I	think.	(00:34:27)	

The	educa<on	Ashur	received	at	the	conservatoire	posi<oned	him	well	to	make	a	successful	

career	a`er	his	gradua<on.	As	a	teacher	he	was	able	to	provide	a	method	for	his	students	

which	he	had	lacked:	

the	classical	music	helped	me	to	understand	the	oriental	music	more.	I	started	to	

put	some	rules	and	skills,	how	to	prac.ce	(00:36:12)	

As	a	performer,	he	worked	primarily	playing	‘oriental	music’	(00:36:12),	but	was	also	

employed	in	classical	music	concerts:	

we	have	two	orchestras,	so	you	have	one	is	playing	oriental	and	another	one	

playing	classical	music.	(00:38:05)	

The	discipline	he	had	developed	during	his	studies,	and	the	breadth	of	skills	he	had,	meant	he	

was	busy	too	with	session	work,	playing	in	bands	and	in	recordings	with	many	ar<sts:	

Some.mes	we	go	into	the	studio	and	it	takes	eight	sings..	songs.	Some	songs,	the	

first	.me	it's	finished.	You	must	be	fast.	It’s	difficult	but	different	live	music	and	

other	things.	We	work	at	everything!	(00:41:44)		
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Ashur	had	become	a	highly	skilled	musician	with	a	successful	career.			

Breach	and	Crisis:	‘well-founded	fear'	

During	the	interview	for	which	Ashur	gave	his	consent	to	me	to	include	in	this	research,	he	did	

not	talk	about	the	reasons	that	he	le`	Syria.	Accordingly,	here	I	note	that	Ashur	sought	

asylum	in	UK	in	accordance	with	the	Conven.on	Rela.ng	to	the	Status	of	Refugees	(1951)	

gran<ng	protec<on	to	people	who:		

owing	to	well-founded	fear	of	persecu<on	for	reasons	of	race,	religion,	

na<onality,	membership	of	a	par<cular	social	group	or	poli<cal	opinion,	is	

outside	the	country	of	his	na<onality	and	is	unable	or,	owing	to	such	fear,	is	

unwilling	to	avail	himself	of	the	protec<on	of	that	country;	or	who,	not	having	a	

na<onality	and	being	outside	the	country	of	his	former	habitual	residence	as	a	

result	of	such	events,	is	unable	or,	owing	to	such	fear,	is	unwilling	to	return	to	it.	

(Conven.on	Rela.ng	to	the	Status	of	Refugees,	1951:	152)	

He	le`	Syria	due	to	fear	for	his	safety.	

Schism:	"I	had	my	exciting	life”	

It’s	really	difficult,	yes,	because	I	start	again	everything,	not	only	the	music.		

Start	to	know	the	people.	You	know	here,	difficult	to	get	friends.	Some	people	

born	here	and	living	here	and	now	they	have	one	or	two	friends.		

In	Syria,	no,	I	have	a	lot	of	friends	and	musicians	and	I	had	my	exci.ng	life,	you	

know,	but	here	really	difficult	to	start	again	at	this	age.	(00:49:00)	

In	the	UK	Ashur	experienced	a	stark	contrast	from	his	life	in	Syria.	Rather	than	the	established	

rela<onships	and	career	that	he	had	enjoyed	very	much,	in	the	UK	he	found	he	was	star<ng	

again	as	a	musician	and	in	all	aspects	of	life.	His	age	was	against	him	in	this,	making	it	harder	

to	re-train	and	more	difficult	to	learn	language:		

If	I	came	as	a	20,	18	it's	fine	because	language	is	fast,	improve	and	study	here	

and	get	cer.ficate	from	here	and	commit	your	life	here	(00:49:00)	

For	younger	people	than	himself	life	could	be	sa<sfying	in	the	UK,	and	in	this	Ashur	found	

solace:		

My	children	is	happy.	I	am	partly	happy	but	not	completely.	(00:49:00)	
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Redress	1:	Creative	Music	Workshops,	UK	(Context	4)	

I	joined	two	weekends	of	crea<ve	music	workshops,	ini<ally	in	the	role	of	observer,	but	within	

the	first	hour	I	had	been	invited	to	par<cipate	fully	with	the	group.	Young	adults	who	were	

seeking	asylum	in	the	UK	had	been	especially	invited	to	take	part	in	the	weekends,	and	Ashur	

had	become	connected	and	later	employed	as	a	musician	suppor<ng	the	crea<ve	process.		

I	recorded	my	experiences	in	my	reflec<ve	notes,	and	this	scene	is	constructed	from	those	

notes:	

Se?ling	back	into	our	rehearsal	room	a`er	lunch,	I	tuned	my	guitar	next	to	

Ashur	tuning	his	oud.	The	main	workshop	facilitator,	Jon,	caught	my	eye	

and	nodded	his	head	to	indicate	we	should	play.	A	drummer	was	already	

playing	too,	just	warming	up	a	drum,	feeling	his	sound.	Ashur	adjusted	to	

that	rhythm,	and	began	guiding	the	musical	direc<on.	I	tried	to	join	in	

some	way,	but	dropped	out	quickly,	lacking	the	ear	to	find	the	right	

maqam.	I	put	down	my	guitar	and	walked	into	the	middle	of	the	room	with	

the	rest	of	the	group.		

Jon	stood	with	his	legs	flexed	so`ly	at	the	knees,	his	arms	hanging	easily	at	

his	sides.	He	shrugged	his	shoulders	a	few	<mes,	and	began	breathing	

deeply.	A	circle	formed	with	the	eight	young	par<cipants	copying	him,	

their	eyes	half	closed.	Half	the	group	were	English	born,	the	other	four	had	

migrated	here	recently	to	claim	asylum.		

Jon	raised	his	hand	and	closed	it	in	Ashur’s	direc<on	to	indicate	for	him	to	

stop	playing	and	join	the	circle.	Jon	began	walking	on	the	spot	to	keep	a	

beat	with	his	feet,	and	sang	a	rhythmic	chant	which	we	echoed.	It	started	

like	normal	singing	and	then	became	noises	from	his	throat,	or	more	nasal,	

or	made	with	his	tongue.	We	all	laughed,	and	relaxed	at	the	familiarity	of	

this	warm	up.	One	by	one	he	asked	us	each	to	introduce	our	own	sounds	

for	the	group	to	echo	back.	He	stepped	into	the	middle	of	the	circle	and	

began	improvising,	invi<ng	us	each	to	join	him.	Someone	grabbed	a	drum	

to	give	some	beat,	and	a	style	of	music	that	we	had	become	accustomed	

to	began	to	build.	Any	kind	of	sound	or	movement	was	fine.	Jon	stretched	

out	his	arms	and	began	raising	them	in	front	of	him,	conduc<ng	us	

towards	a	musical	peak	of	volume	and	energy.	From	there	he	slowly	

lowered	his	hands	and	his	body,	un<l	he	was	sat	on	the	floor	with	the	

group	around	him.		
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With	a	glance	he	asked	Ashur	to	return	to	his	oud	and	reinstate	the	Syrian	

backdrop	for	the	next	ac<vity.		

We	worked	from	objects	that	were	important	to	each	of	us,	indica<ve	of	

<mes	or	spaces	of	significance.	The	Syrian	music	sounded	improvised	as	

we	a?uned	ourselves	to	our	objects,	contor<ng	our	bodies	to	the	form	of	

a	dog,	or	a	landscape,	or	a	pebble.	We	were	encouraged	to	feel	and	

connect	with	the	essence	of	that	object.		

We	sat	in	pairs	and	wrote	responses	to	the	objects,	to	our	experience.	

Then	in	fours	we	created	lyrics	that	were	far	removed	from	my	ini<al	ideas	

of	what	my	object	was	connected	to.	Oud	seeped	into	our	emerging	songs,	

influencing	our	melodies	and	rhythms.	

(Constructed	from	reflec.ve	notes,	October	2018)	

Schism:	“we	didn’t	do	like	this	work”	

During	our	interview,	Ashur	reflected	on	the	crea<ve	workshops	we	had	both	been	a	part	of.	

You	see	this	work	we	did?	(00:49:00)	

In	Syria	we	didn't	do	like	this	work.	(00:50:23)	

In	Syria,	Ashur	told	me,	he	would	not	have	accepted	work	as	a	workshop	leader.	He	was	busy	

performing,	so	such	work	was	for	other	people:			

we	don't	have	.me,	we	refuse	this	work,	“What,	what	this	workshop?”	or,	“Sorry,	

I	have	a	concert.”	(00:50:23)		

The	employment	that	Ashur	received	in	the	workshop	did	not	redress	the	schism	he	felt	from	

his	successful	status	as	a	musician	in	Syria;	it	reflected	his	distance	from	past	opportuni<es.	

As	grateful	as	he	may	have	been	for	opportuni<es	to	work,	in	the	UK	he	accepted	jobs	that	he	

would	never	have	done	in	Syria.			

Redress	2:	“Syrian	Music	11am	-	1pm”	

I	went	to	see	Ashur	play	at	a	small	event	held	every	month	in	a	social	club.	The	aim	was	to	

bring	people	together	from	sec<ons	of	the	community.	In	my	reflec<ve	notes	I	described	the	

scene:		

The	musicians	were	s<ll	wai<ng	outside	when	I	arrived.	Instruments	were	piled	

in	the	doorway	with	an	amp.	The	community	centre	was	closed	s<ll.	It	was	9.40	

a.m.	and	the	event	was	scheduled	to	begin	at	11.		
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Inside,	all	the	space	was	filled	with	tables	and	chairs.	There	was	a	couch	in	the	

window.	A	woman	greeted	us,	and	she	was	helpful.	Not	exactly	friendly.	A	bit	

<red,	like	she'd	had	a	late	night,	and	this	kind	of	event	was	nothing	special	or	

par<cularly	interes<ng	to	her.	

She	showed	the	organiser	and	the	musicians	where	to	set	up,	and	tables	started	

to	be	moved	by	everyone	-	long	table	set	up	for	food	serving,	corner	cleared	for	

music	and	instruments,	everything	moved	and	put	out	for	siang	on.	

Because	I	arrived	with	the	organisers	and	musicians,	I	was	given	the	job	of	

wri<ng	the	sign	to	be	placed	outside:	

Syrian	Music		

11am	-	1pm	

All	Welcome	

Ashur	played	great.	Beau<ful	melodies,	perfect	<ming,	lovely	choices.	The	

musicians	held	each	other,	suppor<ng	each	other,	allowing	a	few	local	people	to	

join	and	play	drums	with	them,	feeling	good	with	them.	There	were	constant	

glances	between	musicians,	moving	between	solos	and	accompanying	it	

sounded	to	me,	focussed	and	smiling.	They	ended	songs	o`en	with	laughter.	

The	room	was	quite	busy.	A	mix	of	Syrian	people	and	English	people	who	were	

involved	in	some	way,	I	think.	Everyone	appeared	connected,	gree<ng	each	other	

familiarly.	I	didn't	see	people	wandering	in.	I	saw	people	invited,	comfortable.	

The	music	stopped	for	the	food.	On	3	big	tables	there	were	serving	dishes,	pots	

of	tea,	and	some	salads	and	sauces.	Chaang	to	the	musicians,	they	were	quick	

to	tell	me	their	pedigree	as	performers,	including	Ashur’s	past	studies	at	

conservatoire	in	Damascus.	I	was	shown	YouTube	videos	of	shows	in	packed	

arenas,	and	grainy	videos	of	orchestras	playing	in	Syria.	

The	second	set	was	great,	very	fun.	Ashur’s	playing	was	wonderful,	impressive	

technique,	playing	lines	that	were	clearly	very	difficult.		

The	room	was	buzzing.	People	cheered	a`er	tunes.	Place	was	busy.		Someone	

else	had	joined	on	percussion.	A	student	was	doing	well.	We	clapped	along.		

People	in	the	room	only	clapped	the	beats	or	half-beats.	I	wanted	to	find	the	

rhythm,	clap	the	bass	sounds.	

I	felt	welcomed.	Honestly.	People	cha?ed	all	the	<me.	The	musicians	were	

generous.	Everyone	was	kind	and	sharing.		
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The	place	suited	the	event.		

I	don’t	think	it	a?racted	anyone	new.	I	don’t	think	it	was	tackling	prejudice,	

breaking	down	barriers.	

I	do	think	it	was	making	some	people	feel	at	home.		

(Constructed	from	reflec.ve	notes,	October	2018)	

From	my	notes,	it	was	clear	how	much	I	appreciated	Ashur’s	musicianship	and	the	hospitality	

I	felt	in	the	seang.	I	noted	the	familiarity	between	people	and	therefore	concluded	that	the	

audience	were	regulars	and	not	people	who	had	been	drawn	in	and	newly	discovering	the	

music.	During	the	lunch	interval	Ashur	made	me	aware	of	his	past	studies	and	successes.	

Ashur’s	performance	was	adver<sed	as	Syrian	Music	11am-1pm,	but	he	was	more	than	that.	

Reintegration:	"the	music	is	music”	

Despite	the	fall	in	status	that	Ashur	felt	acutely	in	UK,	when	he	played	for	people	there	were	

things	that	reconnected	him	to	the	musical	self	that	was	so	central	to	his	iden<ty.		

the	music	is	music	all	the	world.	(00:54:50)	

This	statement	of	music’s	universality	grew	from	Ashur’s	personal	experiences	as	his	

geographical	displacement	confronted	him	with	audiences	unaccustomed	to	repertoire	based	

on	maqams:		

I	find	some	scales	are	very	enjoy,	some	not…	and	not	expect	before,	they	are	

interes.ng.	Or	I	thought	maybe,	yes,	because	they	always	listen	minor	or	major	

only	and	have	not	had	a	quarter	tone,	they	think	the	tone	is	wrong.	But	no,	I	see.	

I	changed	my	idea	for	this.		

They	understand	it	and	enjoy	it.	(00:57:46)		

For	Ashur,	people’s	capacity	for	that	musical	response	depended	on	‘feeling’.	He	viewed	a	

naivety	in	this	that	recalled	his	childhood,	when	he	first	took	pleasure	from	music:		

I	was	young	un.l	now.	I	am	feeling	music.	I	don't	know	before	it's	G	or	D,	I	was	

just	feeling,	and	playing.	(00:55:52)			

In	the	simplicity	of	‘feeling’	Ashur	connected	to	audiences	in	UK.	The	genre	of	music	could	be	

bypassed	by	people	‘feeling’	a	response.	Syrian	Music	11am-1pm	could	communicate	to	UK	

audiences:	

It's	the	important	thing;	to	enjoy	and	feeling	things,	and	arrive	[communicate]	my	

thinking,	my	feeling,	to	the	people	who's	in	the	gig	or	concert	or	in	the	house.	

(00:57:46)	
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Coda:	“never,	never	to	leave	Syria"	

Ul<mately,	Ashur’s	life	in	the	UK	is	the	result	of	forced	migra<on,	and	as	such	it	is	his	home	

only	due	to	terrible	circumstances:	

‘UK	is	safe,	yes,	but	if	not	happen	this	in	Syria,	the	war,	you	know,	I	don't…	never,	

never	to	leave	Syria’	(00:50:23)	

He	had	chances	to	leave	Syria	in	the	past	as	a	financial	migrant,	but	he	preferred	to	remain	

with	the	life	he	had	built:			

A	long	.me	ago,	I	have	a	cousin	in	Australia	and	all	over	and,	“Why	you	didn't	

come	to	here?	We	offer	for	you	a	job.”		

“What	job?”		

“Oh,	working	in	the	business;	I	have	a	shop.”		

Yes,	they	have	a	big	shop	and	houses.	Yes,	but	no,	I	want	to	work	in	my	-	this,	my	

music.	I	don't	want	to	work	anything	else.	(00:50:23)	

It	was	only	the	danger	in	Syria	that	led	Ashur	to	leave	and	to	live	in	the	UK	despite	the	schism	

that	remained	between	his	past	life	and	his	current	situa<on:		

But	now	at	the	moment,	yes,	here	beaer	than	Syria	here.	Because	safe.		

If	you	have	money	in	Syria,	what	to…	and	not	safe.	Now	my	friends	in	Syria	

working	on	the	music	and	s.ll	working,	they	have	recording	they	have	everything	

and	they	earn	a	lot	of	money	now,	but	not	safe.	(00:50:23)		

This	schism	between	past	and	present	stays	with	Ashur.	Employment	in	musical	jobs	that	he	

would	previously	have	turned	down	highlights	the	differences	of	past	to	present.	His	new	

rela<onship	to	his	UK	audiences	provides	him	with	opportuni<es	to	communicate	to	his	

listeners,	but	it	is	an	altered	rela<onship	to	that	in	Syria.		

5.6. Reflec7ons	on	par7cipants’	stories	

These	four	stories	have	reached	beyond	the	contexts	of	the	researched	music-making	

programmes,	and	described	rich	musical	interac<ons	and	rela<onships	that	spanned	

migra<on.	Music-making	experiences	have	been	described	as	acts	of	redress,	that	led	both	to	

schism	and	to	reintegra<on.	The	meanings	of	these	acts	were	constructed	by	each	individual	

according	to	many	factors,	including	whether	the	par<cipants	felt	their	music,	skills,	

na<onality,	migra<on	status,	and	sense	of	self	to	be	recognised	or	devalued.		
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While	I	offer	these	brief	reflec<ons,	the	purpose	of	this	chapter	has	not	been	to	iden<fy	

themes	across	the	stories	told,	but	to	share	the	stories	of	individuals	in	order	to	illustrate	the	

issues	that	this	thesis	explores.	In	the	following	chapter,	thema<c	analysis	is	used	to	present	

the	‘collec<ve	story’	(Charmaz,	2001:	691)	told	in	interviews	with	music	facilitators	and	

organisers.	In	Chapter	7,	par<cipants’	stories	will	be	revisited	and	discussed	in	rela<on	to	the	

thema<c	findings.		

	 (Page )118



6. Thema7c	findings	

6.1. Introduc7on	and	presenta7on	of	themes	

Interviews	with	nine	music	facilitators	and	four	organisers	of	music-making	programmes	were	

analysed	thema<cally.	As	detailed	in	Chapter	4,	Nvivo	12	so`ware	was	used	to	undertake	a	

grounded	theory	based	thema<c	analysis	following	Braun	and	Clarke’s	six	phase	approach	

(2006:	86	-	93).	The	objec<ve	of	this	process	was	to	iden<fy	pa?erns	in	the	ways	that	iden<ty	

featured	in	the	accounts,	in	order	to	gain	insights	and	understandings	towards	this	study’s	

guiding	ques<on:	

How	does	iden<ty	feature	in	the	accounts	of	par<cipants	and	providers	of	music-

making	programmes	for	people	who	have	emigrated	seeking	asylum	from	war	or	

persecu<on?		

The	accounts	from	music	facilitators	and	organisers	represent	their	perspec<ves	on	their	own	

work,	and	their	interpreta<ons	of	the	experiences	of	their	music	programme's	members.	As	

detailed	in	Table	9,	the	interviewees	come	from	a	range	of	na<onal	and	migra<on	

backgrounds.	However,	none	of	this	group	of	respondents	had	themselves	emigrated	seeking	

asylum	from	war	or	persecu<on.	They	worked	and	volunteered	with	par<cipatory	music-

making	programmes	that	ac<vely	invited	the	par<cipa<on	of	that	iden<ty	group.		

During	the	itera<ve	processes	of	analysing	the	data,	three	domains	were	found	to	be	useful	

for	structuring	findings.	These	domains	related	to	the	interviewees’	accounts	of	their	different	

modes	of	engagement	in	music-making:	Leading	par.cipatory	music-making;	Broader	musical	

experiences	and	development;	and	responses	referring	to	the	Organisa.onal	sphere	of	music-

making	programmes.	The	three	domains	were	not	present	for	all	themes,	but	are	used	when	

relevant	as	sub-headings	in	this	chapter.		

Through	the	analysis	of	the	interviews	with	music	facilitators	and	organisers,	three	themes	

were	found:	Finding	Recogni.on,	Centrality	and	Marginality	and	Expressing	Self.	Cuang	

across	themes	were	music	facilitators’	and	organisers’	acknowledgments	of	Challenges	and	

Risks	that	arise	in	their	work,	and	where	helpful	that	sub-heading	is	used	to	organise	sub-

themes	that	fall	within	this	category.	Following	presenta<on	of	the	three	themes,	an	

organising	category	en<tled	Outlying	Considera.ons	contains	data	that	did	not	fit	into	a	

theme,	but	was	found	to	be	per<nent	to	the	research	topic.	Themes	and	sub-themes	are	

presented	in	Table	10.	
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Table	10:	Themes	and	sub-themes	iden.fied	in	thema.c	analysis	

Theme	1:		Finding	Recogni7on

Domain Sub-theme

Leading	par<cipatory	music-making:	
Facilita<ng	recogni<on

Seeking	to	give	value

Valuing	par<cipants’	music

Recognising	musical	accomplishments

Leading	par<cipatory	music-making:	
Challenges	and	risks

Misrepresen<ng	group	members’	music

Unable	to	facilitate	experiences	of	
recogni<on

Responses	to	reduc<ve	representa<ons	of	
refugees

Broader	musical	experiences	and	
development:	Developing	and	

accomplishing

Developing	facilitators’	own	musicality

Receiving	professional	acknowledgment

Broader	musical	experiences	and	
development:	Challenges	and	risks

When	recogni<on	was	not	forthcoming

Theme	2:		Centralising	and	Marginalising

Domain Sub-theme

Leading	par<cipatory	music-making:	
Facilita<ng	reposi<oning

Altering	group	members’	sense	of	social	
posi<oning

Shi`ing	the	cultural	centre

Seeking	community	impact

Leading	par<cipatory	music-making:	
Challenges	and	risks

Finding	limited	posi<ons	available	for	
group	members

Finding	limited	common	ground	for	group	
members

Broader	musical	experiences	and	
development:	Challenges	and	risks

Not	iden<fying	according	to	na<onality

Music	associated	with	family

The	place	of	migra<on

Naviga<ng	complexity	and	privilege

Organisa<onal	sphere:	Challenges	and	
risks

Comply	or	out-lie

Coopera<on	or	conflict
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To	guide	the	reader,	in	this	chapter	themes	are	used	for	sec<on	headings	and	domains	are	

used	for	sub-headings.	Sub-themes	are	wri?en	within	text,	with	bold	and	italic	formaang.	

Music	facilitators	and	organisers	have	all	been	anonymised,	and	are	referred	to	by	codes.	

Numbers	were	assigned	according	to	the	order	that	interviews	occurred,	and	le?ers	relate	to	

cons<tuent	level	with	MF	referring	to	music	facilitators	and	OR	to	organisers.	Therefore	MF8	

was	the	eighth	person	to	be	interviewed	and	a	music	facilitator.	OR14	was	the	fourteenth	

interviewee	and	an	organiser	of	a	music	programme.	I	have	also	altered	or	removed	some	

iden<fying	informa<on	in	responses,	for	example	place	names	and	names	of	organisa<ons.		

6.2. Theme	1:	Finding	recogni7on	

The	interview	data	were	rich	with	accounts	related	to	giving	or	receiving	recogni<on.	Music	

facilitators	and	organisers	ascribed	a	broad	range	of	benefits	from	harnessing	these	

possibili<es	in	their	interven<ons,	while	acknowledging	inherent	risks	and	challenges.	As	well	

Theme	3:		Expressing	Self

Domain Sub-theme

Leading	par<cipatory	music-making:	
Facilita<ng	self	explora<on	and	expression

Facilita<ng	explora<on	of	self

Facilita<ng	self	expression

Broader	musical	experiences	and	
development:	Performing	their	role

Believing	in	something

Taking	chances

Organisa<onal	sphere:	Challenges	and	
risks Limi<ng	statutes

Outlying	considera7ons

Domain Sub-theme

Par<cipants	enjoy	making	music

Conflicts	in	music-making

Disappointments	and	frustra<ons	of	
facilitators

Understandings	of	iden<ty
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as	the	theme	playing	out	within	music-making	interven<ons,	it	emerged	in	music	facilitators’	

and	organisers’	stories	of	their	own	development.	Forma<ve	memories	frequently	involved	

receiving	praise	for	musical	accomplishments	and	enjoying	public	recogni<on	for	success.	

However,	accounts	also	included	memories	of	situa<ons	in	which	praise	and	acknowledgment	

were	not	forthcoming,	raising	the	challenges	that	come	along	with	the	desire	to	receive	

recogni<on.	

6.2.1. Leading	par7cipatory	music-making:	Facilita7ng	recogni7on	

Music	facilitators	described	using	a	range	of	approaches	to	create	experiences	for	group	

members	to	receive	recogni<on	of	themselves	or	their	ac<ons.	Some<mes	this	was	achieved	

directly	through	musical	or	physical	gestures,	and	in	other	examples	it	was	managed	by	

crea<ng	situa<ons	where	groups	members	would	receive	recogni<on	from	an	audience	or	

their	peers.		

Seeking	to	give	value,	valida<on,	and	recogni<on	to	group	members	was	central	to	the	

approaches	described	by	the	music	facilitators	and	organisers.	MF10	illustrated	this	with	

reference	to	in-the-moment	responses	with	which	she	could	directly	communicate	a	posi<ve	

valida<on:	

I	show	him	that	I	liked	his	idea	just	by	doing	it	without	necessarily	saying	"this	

person	has	got	a	great	idea,"	because	ooen	in	the	AZCs	with	so	many	different	

languages	it's	not	possible	but	maybe,	maybe	even	poin.ng	or	directly	being	like	

"Yes,	great,"	and	doing	it	too	makes	that	person	be	heard.	(MF10,	00:15:19)	

In	this	case,	MF10	sought	to	give	instant	recogni<on	to	individuals’	ideas	and	crea<ve	

par<cipa<on.	She	adopted	a	style	of	facilita<on	that	consciously	aimed	to	acknowledge	

everyone’s	input;	an	approach	she	summarised	as	‘listening	and	showing’:	

you're	there	open,	listening	to	them.	But	in	some	ways	to	communicate	with,	

within	a	song,	or	within	a	movement	that,	or	you're	taking	on	other	people's	

ideas	(MF10,	00:15:58)	

MF10	gave	an	example	that	if	a	group	member	introduced	a	new	movement	to	a	dance,	she	

would	integrate	it	into	her	own	choreography	and	encourage	the	group	to	do	likewise.	

Gestures	like	this	she	saw	as	serving	to	enact	the	worth	of	the	ideas	as	well	as	the	

contributors.		

An	open	and	listening	stance	was	also	described	by	MF9.	He	emphasised	the	importance	of	

this	quality	of	engagement	between	facilitators	and	young	par<cipants:	

how	much	.me	did	they	get	to	spend	with	an	adult	person,	um,	that's	there	for	

them,	uh,	you	know,	having	full	aaen.on	and	teaching	them	something,	is	open.	
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That's	another	aspect,	you	know,	we	are	doing	music	but	we're,	but	that's	an	

aspect	that's	really	valuable.	(MF9,	00:19:12)	

The	young	people	with	whom	MF9	worked	were	living	in	an	AZC,	and	he	pointed	out	that	the	

quality	of	a?en<on	offered	in	music	sessions	could	be	in	stark	contrast	to	the	young	people’s	

other	interac<ons.	Due	to	the	pressures	on	adults	in	the	context,	he	saw	many	conversa<ons	

taking	place	in	the	centre	as	distracted	and	rushed.	MF9	sought	with	his	approach	to	

demonstrate	to	the	young	people	that	they	were	worthy	of	his	full	a?en<on,	simply	because	

of	their	presence	and	with	no	further	qualifica<on.	Music-making	interac<ons	were	seen	to	

afford	in-the-moment	opportuni<es	to	communicate	to	par<cipants	their	value.	

Music	facilitators	o`en	related	examples	of	musical	material	being	used	in	ways	that	sought	

to	communicate	Valuing	par,cipants'	music.	Music	that	was	aligned	to	par<cipants’	na<onal	

or	cultural	connec<ons	was	incorporated	into	facilita<on	approaches.	In	groups	that	consisted	

of	people	from	mul<ple	countries	of	origin,	care	was	taken	to	include	repertoire	that	was	

from	those	countries.	O`en	this	was	seen	as	a	way	to	acknowledge	the	music’s	value:	

It	feels,	it	feels	good	that's,	that	I	am,	that	we	are	by	our	playing	and	singing	a	bit	

giving	worth	to	something	that	has	worth,	but	it	could	so	easily	be	sidelined	in	

this	howling	indifferent	foreign	culture	that	only	says,	"Go	away,	we	don't	want	

you,	we	don't	believe	you."	And	maybe	that,	I'd	never	connected	it	with	loving	my	

music,	but	it	feels	as	though	I'm	underlining	the	fact	that	their	music	and	their	

culture	is	important.	(MF19,	00:24:01)	

If	playing	the	music	recognises	its	worth,	then	the	value	of	that	act	was	felt	to	be	heightened	

due	to	the	oppressive	context	in	which	it	happened.	MF19	went	further	too	by	connec<ng	the	

valuing	of	‘their	music’	and	‘their	culture,’	sugges<ng	that	this	was	also	an	enactment	of	the	

value	of	the	people	themselves.	The	impact	of	incorpora<ng	music	from	par<cipants’	

countries	of	origin	was	also	expressed	by	MF4:	

To	have	it	shared	and	to	have	it	kind	of	validated	by,	you	know,	a	community	I	

suppose.	It	is	really	important	I	think	for	any	human.	(MF4,	00:40:00)	

Valida<on	of	music	and	culture	from	a	person’s	country	of	origin	when	living	in	another	place	

emerged	in	the	data	as	an	important	aspect	of	the	approaches	used	by	music	facilitators	and	

organisers.	In	the	examples	given	by	MF19	and	MF4	valida<on	came	from	the	music	facilitator	

and	other	group	members.	MF3	noted	a	similar	process	happening	in	a	public	performance	

context,	where	an	audience’s	enjoyment	of	music	transferred	a	feeling	of	recogni<on	to	

individuals:	
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the	singer	feels	good	because	they	see	that,	er,	also	their	music	is,	has,	uh,	

universal	informa.on	and	it's	being	embraced.	And	so	they	feel	more	of	a	sense	

of	dignity	and,	and	like	that.	(MF3,	00:44:36)	

As	an	audience	embraced	aspects	of	the	singer’s	music,	seemingly	responding	posi<vely	to	

universal	meanings	or	emo<ons,	MF3	observed	that	feelings	of	dignity	were	evoked	in	the	

performers.	

Rather	than	public	audiences,	MF8	focused	on	the	responses	of	performers’	families.	

Following	migra<on,	MF8	had	experienced	how	aspects	of	cultural	heritage	within	a	family	

can	be	viewed	as	less	relevant	or	valuable.	Children	may	dismiss	the	stories	and	tradi<ons	

that	their	parents	cherish,	preferring	to	relate	instead	to	the	fashions	of	their	friends	and	

surroundings.	Older	family	members	o`en	lost	their	‘cultural	authority’	(MF8,	00:09:17).	MF8	

described	a	facilita<on	approach	that	was	designed	to	redress	that	cultural	devaluing.	He	

brought	together	genera<ons	of	families	to	sing,	providing	a	forum	to	honour	ar<s<c	

heritage:		

it	is	about	recognising	the	repertoire	of	the	parents.	So	we	come	there	as	

professional	musicians	and	pay	aaen.on	to	what	the	parents	have	to	sing	to	

recite	to	offer.	And	listen	to	it	aaen.vely	and	learn	it	from	them.	With	the	

children.	And	something	as	simple	as	that	really	pays	off	and	makes	them	

happier	makes	them	eager	to	par.cipate.	We	share	a	lot	of	repertoire.	(MF8,	

00:09:17)	

Songs	sung	by	parents	were	observed	by	MF8	to	be	given	recogni<on	by	their	children	and	by	

professional	musicians.	Shared	music-making	here	provided	mul<ple	layers	of	recogni<on,	

towards	culture	and	between	family	members.	As	such,	the	musical	act	afforded	

acknowledgment	of	mul<ple	iden<ty	facets.	Importantly	to	MF8,	musical	ability	was	not	a	

prerequisite	for	par<cipa<on	in	these	sessions:		

You	don't	have	to	be	a	professional	singer	you	don't	have	to	be	an	expert.	Just	

learning	a	song	from	somebody	else	and	showing	your	interest	(MF8,	00:09:17)	

Musical	level	was	not	something	that	the	approach	hinged	on	or	aimed	to	celebrate.	MF8	

sought	to	create	a	pla{orm	for	sharing	and	celebra<ng	cultural	heritage.	In	contrast,	in	

approaches	taken	by	some	music	facilitators	the	quality	of	performance	was	given	

precedence.		

Several	music	facilitators	and	organisers	described	approaches	that	were	designed	to	enable		

Recognising	musical	accomplishments;	crea<ng	pla{orms	and	opportuni<es	to	showcase	and	

develop	the	skills	of	people	newly	arrived	as	refugees	in	a	country.	An	ini<a<ve	in	the	

Netherlands	aimed	to:		
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discover	what's	behind	the	doors	in,	in,	of	these	apartments	in	the	AZC.	What	

kind	of	musical	talents	hide	behind	these	doors	(MF3,	00:08:25)		

Musicians	and	people	with	the	poten<al	to	perform	at	high	levels	were	ac<vely	sought.	Music	

facilitators	knocked	on	the	doors	of	rooms	in	AZCs	in	order	to	find	and	celebrate	the	ar<sts	

they	believed	must	be	there.	An	orchestra	was	created	from	refugee	musicians,	and	public	

performances	were	at	its	core.		

This	style	of	music-making	programme,	structured	towards	moments	of	public	performance,	

resulted	in	experiences	of	success.	Rehearsals	were	undertaken	to	produce	an	end	result	that	

could	be	celebrated	by	audiences.	OR18	described	his	experiences	of	a	similar	approach	with	

a	group	organised	in	the	UK:	

I	think	these	things	have	been	life,	life	transforming	for	a	lot	of	those	par.cipants.	

You	know,	the	being	on	stage,	performing,	and	you	know,	the	applause,	a	feeling	

of,	of	achievement.	(OR18,	00:14:02)	

The	performances	facilitated	by	OR18	were	made	by	professional	level	UK	and	refugee	

musicians	alongside	members	of	the	local	community.	Beginner	musicians	were	incorporated	

alongside	orchestral	musicians	and	iPad	playing	youth.	The	objec<ve,	however,	was	clear	-	‘to	

be	able	to	perform	or	record	something	that	everyone	is	proud	of’	(OR18,	00:11:47).	Success	

was	facilitated,	and	recogni<on	was	subsequently	received.	The	importance	of	this	was	

evident	to	OR18,	with	videos	created	of	performance	projects	being	shared	with	friends	and	

family	in	order	to	receive	further	posi<ve	feedback:		

And	it's	on	their	phones.	It's	on	all	their	Facebook	profiles.	It's	on	all	their	social	

media	stuff.	All	of	their	profiles,	their	pictures	are	of	that.	You	know,	they're	

extremely	proud.	(OR18,	00:15:07)	

Media	products	such	as	videos	and	recordings	apparently	afforded	this	next	level	of	

acknowledgment	through	feedback	on	online	pla{orms.	This	idea	was	taken	further	by	one	

organiser	who	had	developed	connec<ons	to	enable	recordings	of	musicians	from	non-

English	backgrounds	to	be	placed	in	a	na<onal	UK	archive.	Such	ins<tu<onal	involvement	was	

understandably	impac{ul:	

And	par.cularly	since	we've	had	the	[name	of	archive]	thing,	a	lot	of	them	have	

said	they're	quite	pleased	that	they're	going	to	be,	their	rec,	in	a	thing	that's	

na.onally	recognised,	kind	of	thing.	(OR14,	00:25:43)	

To	have	a	recording	placed	in	a	na<onal	archive	was	recounted	to	be	enjoyed	by	musicians	as	

a	recogni<on	of	something	excep<onal.	It	represented	valida<on	from	a	na<onal	body	that	a	

musical	artefact	had	the	importance	to	be	preserved.	The	experience	was	facilitated	by	
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OR14’s	approach	of	working	with	musicians	from	non-English	backgrounds	and	organising	

opportuni<es	for	their	skills	to	be	presented	in	live	performances	and	recordings,	affording	

opportuni<es	for	recogni<on.		

MF8	connected	the	process	of	cultural,	musical	recogni<on	with	the	reorienta<on	that	is	

necessary	for	people	who	have	migrated.	He	argued	that	people’s	capacity	to	manage	in	their	

new	surroundings	could	be	strengthened	by	giving	recogni<on	to	the	value	of	their	exis<ng	

cultural	resources:	

My	approach	is	let's	reinforce,	let's	support	their	own	tradi.on.	Let's	validate	

what	they	have	to	contribute	within	this	society.	Let's	listen	to	a	music	that	is	very	

valuable	and	a	very	rich	heritage	to	the	world.	Whether	it's	Iraq	or	the	

Netherlands	or	Spain.	To	humankind.	And	let's	show	apprecia.on	for	it.	Because	

that	gives	you	strength,	mo.va.on	and	that	reassures	you	to	acquire	knowledge	

that	you	need	to	live	somewhere	else.	(MF8,	00:36:52)	

According	to	MF8,	his	approach	contrasted	with	the	prevalent	system	of	teaching	people	new	

and	different	cultural	knowledge,	which	only	emphasises	deficiency	and	need:	

I	think	strengthening	your	own	iden.ty	cultural	posi.on	can	help	much	more	

than	bombarding	you	with	more	teachings	and	more	knowledge	and	more	

parameters	that	you	have	to	integrate	into	your	own	already	kind	of	ques.oned	

and	lost	iden.ty,	orienta.on.	(MF8,	00:37:37)	

Efforts	aimed	at	giving	people	new	skills	and	cultural	resources	when	they	arrive	in	a	new	

country,	MF8	suggested,	failed	to	acknowledge	the	value	of	the	resources	with	which	

someone	has	arrived.	This	weakened	their	situa<on,	whereas	MF8	proposed	that	acts	of	

recogni<on	could	strengthen	capacity	to	reorientate.		

The	approaches	of	music	facilitators	and	organisers	in	these	sub-themes	sought	to	afford	

recogni<on	to	group	par<cipants.	Within	workshops	the	facilitators	worked	to	acknowledge	

par<cipa<on	and	crea<ve	inputs	with	in-the-moment	gestures	and	through	musical	

incorpora<on	of	ideas.	The	music-making	programmes	described	were	designed	to	afford	

experiences	of	success,	including	through	public	performances	and	recordings	that	could	be	

shared	publicly.	These	moments	of	success	created	valida<ng	responses,	acknowledging	the	

accomplishments	that	had	been	achieved	and	the	proficiency	of	skilled	musicians	who	were	

involved.	Choices	to	include	music	from	par<cipants’	countries	of	origin	afforded	another	

layer	of	recogni<on.	By	valuing	these	musics,	the	aspects	of	par<cipants’	iden<<es	that	were	

represented	by	the	music	were	also	acknowledged	as	having	relevance	and	value	in	a	new	

country.		
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6.2.2. Leading	par7cipatory	music-making:	Challenges	and	risks	

In	their	quest	for	group	members	to	be	recognised,	music	facilitators	and	organisers	

acknowledged	that	they	did	not	always	achieve	the	results	for	which	they	aimed.	Several	

music	facilitators	shared	challenges	and	risks	that	they	had	encountered,	and	these	will	be	

discussed	here	under	sub-themes	addressing	challenges	of	musical	knowledge,	the	dangers	

inherent	when	represen<ng	people,	and	situa<ons	where	recogni<on	was	simply	not	

forthcoming.				

As	previously	described,	several	music	facilitators	recounted	using	approaches	that	sought	to	

incorporate	musical	styles	of	members’	cultural	heritage.	MF8	and	OR18	both	acknowledged	

substan<al	risk	with	this	approach	of	inadvertently	Misrepresen,ng	group	members’	music,	

because	facilitators	and	group	members	had	varying	levels	of	literacy	in	different	genres.	MF8	

noted	that	the	nuances	of	a	musical	style	had	meant	that	his	own	a?empts	to	play	had	been	

met	with	nega<ve	responses:	

Some.mes	it	can	be	disastrous	of	course	[laugher	from	both].	When	we've	had	

some	musicians	that	they	felt	raped	in	their	musical	[laugher].	Like	this	is	not	the	

rhythm	of	the	song	and	it's	just	a	difference	of	where	you	lay	the	accent	or	just	a	

.ny	difference	which	is	essen.al	to	the	piece	of	music	for	the	one	that	knows	it	

(MF8,	00:31:05)		

Likewise,	OR18	shared	examples	where	people	felt	musically	mistreated	by	other	group	

members’	playing:		

someone	was	sharing	an	Arabic	folk	song.	And	everyone	loved	it	and	we	were	

going	to,	and	we	all	learned	it,	but	the,	one	of	the	par.cipants,	uhm,	Bri.sh	born,	

white,	singer-	songwriter,	was	kind	of	strumming	acous.c	guitar	in	a	singer-

songwritery	kind	of	way	,	and	a	couple	of	the	Syrians	were	quite	annoyed	about	

it.	(OR18,	00:03:38)	

This	example	illustrates	how	aspects	of	music	can	be	precious	to	people	in	ways	that	make	

incorpora<on	sensi<ve.	OR18	expressed	it	in	this	way:	

There's	also	a	lot	of	sacred	feelings	around	that	music	(OR18,	00:02:29)	

The	approaches	used	by	MF8	and	OR18	sought	to	enact	recogni<on	of	cultures,	but	instead	in	

these	examples	their	efforts	resulted	in	feelings	of	misrepresenta<on	and	the	diminishment	

of	something	held	as	sacred.	Limita<ons	of	skill	and	knowledge	mean	it	can	be	a	huge	

challenge	to	successfully	perform	repertoire	from	outside	our	cultural	scope,	and	

misrepresenta<on	is	the	risk.		
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To	similar	effect,	despite	the	best	efforts	of	music	facilitators	and	organisers,	their	accounts	

featured	instances	in	which	they	felt	they	had	been	Unable	to	facilitate	experiences	of	

recogni,on.	OR14	offered	two	examples	where	musicians	were	le`	feeling	unacknowledged	

for	their	musical	accomplishments.		

A`er	OR14	had	arranged	for	a	musician	to	be	contracted	to	perform	at	a	public	event,	the	

audience	did	not	behave	with	the	respect	that	was	expected:		

they	booked	[name]	to	play	for	about	20	minutes,	and	people	just	talked	through	

it	and	they	were	just	networking.	And	[name]	was	upset	and	he	was	like,	"Look,	

you	know,	you	know,	I'm	playing	my	music	and	talking,	singing	about	refugee	

experiences	and	people	just”.	(OR14,	00:40:57)		

The	performer	complained	of	feeling	unvalued	and	disrespected,	rather	than	receiving	the	

praise	and	applause	that	he	expected.	For	the	professional	musician	this	was	felt	as	a	come	

down	from	his	previous	professional	life.	In	another	account,	OR14	related	a	situa<on	where	

he	speculated	how	a	pres<gious	performance	venue	acted	as	a	reminder	to	a	professional	

musician	of	the	career	he	had	le`	behind.	OR14	recalled	the	musician's	words:	

"we	used	to	play	gigs	in	places	like	this	preay	much	every	night	of	the	week	and	

even	bigger	venues."		

And	I	think	for	him	it	was	a	bit	like,	I	think	everyone	else	was	like,	"Wow,	this	is	

amazing."		

But	I	think	for	him	it	was	like	a	bit	of	a,	"Here's	what	you've	lost.”	(OR14,	

00:40:06)		

Instead	of	performance	opportuni<es	inducing	experiences	of	recogni<on	for	musical	

accomplishment,	the	musicians	that	OR14	described	felt	only	the	new	reality	of	their	altered	

circumstances.		

Another	challenge	raised	by	music	facilitators	was	linked	to	their	Responses	to	reduc,ve	

representa,ons	of	refugees.	Three	interviewees	raised	issues	arising	from	people	being	

represented	solely	by	the	label	of	‘refugee.’		Some	benefits	of	public	performances	have	been	

detailed	above,	but	a	flip	side	to	this	approach	was	described:		

the	sort	of	nega.ve	side	of	it	is	I	get	emails	asking	just	for	refugee	musicians	and	

they	don't	say	a	par.cular	style	of	music	(OR14,	00:17:20)	

This	reduc<ve	representa<on	of	the	musicians,	based	solely	on	immigra<on	status,	had	been	

flagged	as	unacceptable	by	the	musicians	themselves:	

some	of	the	musicians	have	said,	"we	don't	always	want	to	be	the	refugee	

musician,	we	just	want	to	be	a	musician”	(OR14,	00:16:46)	
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Although	public	performances	afforded	opportuni<es	for	recogni<on	of	the	skills	of	the	

musicians	and	the	value	of	the	music	that	they	played,	it	also	afforded	opportuni<es	for	the	

musicians	to	be	represented	in	a	reduc<ve	manner.	This	was	not	only	found	to	be	true	from	

outside	of	the	music	group.	A	risk	also	arose	that	music	facilitators	and	organisers	could	

represent	group	members	in	ways	which	were	reduc<ve.	Several	of	the	interviewees	

expressed	awareness	of	their	responsibility	in	this	area,	for	example	MF15	stated	strongly:		

as	soon	as	you	say	"Refugees"	then	you	are	part	of	the	issue	of	labelling	a	group	

of	people.	(MF15,	01:07:53)	

This	awareness	stretched	across	interviews,	with	respondents	taking	care	about	the	

terminology	that	they	used.	However,	in	some	cases,	despite	avoidance	of	reduc<ve	terms,	

striking	generalisa<ons	were	made	in	rela<on	to	group	members	who	came	from	a	very	wide	

range	of	experiences	and	na<onality	backgrounds.	These	generalisa<ons	were	based	around	

the	needs	of	group	members	who	had	migrated	seeking	asylum	in	the	UK	and	the	behaviours	

and	benefits	that	they	exhibited	in	music-making.	For	example:		

they're	dedicated.	They	come	every	week,	you	know.	They	want	to	learn.	(MF6,	

00:08:31)	

‘I	would	think	one	of	the	main	things	is	it	relaxes	them.’	(MF6,	00:41:43)	

These	generalised	representa<ons	of	group	members	may	be	a	simple	reflec<on	of	linguis<c	

convenience	to	quickly	summarise	impressions	of	a	group,	but	they	are	also	reduc<ve	of	the	

diverse	experiences	of	group	members.	Describing	the	benefits	experienced	by	group	

members	as	uniformly	‘it	relaxes	them’	assumed	that	all	group	members	shared	the	need	to	

relax.	Reducing	group	members	to	presumed	needs	is	a	risk	that	was	acknowledged	by	OR18:	

we	almost	have	this	assump.on	that	someone	coming,	who's	been	displaced,	

obviously	will	be	coming	with	significant	trauma	(OR18,	00:08:15)	

Presumed,	collec<vised	needs	of	group	members,	OR18	observed,	could	lead	to	the	

misrepresenta<on	of	individuals.	Such	an	approach	does	not	recognise	the	uniqueness	of	

each	person,	instead	projec<ng	a	common	experience	as	a	shared	iden<ty.		

The	value	of	approaches	that	succeeded	in	making	people	feel	recognised	was	ascribed	by	

music	facilitators	in	contrast	to	an	observed	lack	of	recogni<on	received	in	other	everyday	

interac<ons.	However,	challenges	and	risks	were	accepted	in	this	approach,	with	the	danger	

that	people	could	be	misrepresented	or	acknowledged	in	a	way	that	was	diminishing	rather	

than	empowering.	
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6.2.3. Broader	musical	experiences	and	development:	Developing	&	accomplishing	

Music	facilitators	shared	stories	from	their	musical	histories	that	further	illustrated	the	theme	

of	Finding	Recogni.on.	Examples	related	to	instances	that	were	important	to	musical	

development	and	to	professional	achievement.	Several	accounts	also	expressed	situa<ons	

where	praise	was	not	forthcoming	and	there	was	a	sense	more	of	a	quest	for	recogni<on	than	

its	achievement.	These	topics	will	be	expanded	in	this	sec<on’s	sub-themes.	

Receiving	praise	emerged	as	an	important	element	in	Developing	facilitators’	own	

musicality.	Recogni<on	of	musical	achievements	and	moments	of	acknowledgment	were	

recounted	as	impac{ul.	MF9	recalled	that	as	a	child,	playing	music	was	for	him	a	‘place	of	

acknowledgment’	(00:03:54):	

I	remember	that	my	mother,	um,	I	remember	seeing	my	mother	even	turn	the	TV	

down	low	when	I	was	siyng	at	the	piano	(MF9,	00:04:01)			

This	small	gesture	by	his	mother	stuck	with	MF9	as	a		memory	of	being	acknowledged.	As	

MF9	developed	musically,	opportuni<es	for	recogni<on	increased.	The	idea	was	reinforced	

that	‘music	can	also	be	a	form	of	pres<ge’	(00:05:00).	Band	contests	and	performances	

provided	pla{orms	for	MF9	to	gain	that	pres<ge	through	his	teenage	years,	and	he	recalled	

how	mo<va<ng	that	was.		

MF3	recited	similar	teenage	experiences:	

when	I	was	16	I	started	wri.ng	my	own	songs.	I	entered	all	the	pop	prize	things.	I	

won	them	all	also.	(MF3,	00:02:53)	

So	that's	really	cool,	yeah	(MF3,	00:03:16)	

Musical	accomplishment	in	this	example	equated	literally	to	winning	public	praise.	Music	

seemed	to	afford	MF3	and	MF9	the	opportunity	to	differen<ate	themselves,	performing	

excep<onally	and	being	recognised	accordingly.	MF19	related	a	similar	feeling	in	more	

humble	terms,	not	through	experiencing	public	acknowledgment	but	through	a	more	internal	

realisa<on	of	accomplishment:	

there's	also	probably	a	liale	bit	of	pride	in	being	different	and	knowing	something	

that	not	everyone	else	knows.	(MF19,	00:22:45)	

Musical	skills	differen<ated	MF19	from	her	peers	and	she	was	proud	of	that.		

Pride	was	the	sen<ment	observed	by	MF7	in	rela<on	to	the	achievement	of	playing	in	

concerts.	In	her	case,	it	was	par<cipants’	parents	that	expressed	the	feeling:	

there	were	always	performances,	there	was	really	a	huge	element	of	pride	being	

able	to	see	your	kids	do	this	thing.	(MF7,	00:05:58)	
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MF7	related	how	her	group’s	performances	garnered	public	recogni<on	too,	displayed	in	high	

profile	concerts	at	major	venues	that	were	a?ended	by	famous	people.	Familial,	public,	and	

even	celebrity	endorsement	of	the	children’s	music	programme	supported	MF7’s	descrip<ons	

of	the	status	that	the	group	held	amongst	her	peers:		

you	wanted	to	be	in	that	club,	you	know,	and,	and	you'd	see	the	students	with	

the	violins,	and	it	was	this	exci.ng	thing	and	you	knew	you	could	perform.	And	so	

I	think	it	was	the	excitement.	(MF7,	00:01:38)	

The	group	achieved	public	success,	parents	felt	pride	in	their	children’s	involvement,	and	the	

children	were	excited	to	be	part	of	this	flourishing	music	programme.	MF7,	in	line	with	the	

examples	of	MF3	and	MF9,	illustrated	how	the	experiences	of	recogni<on	that	music	can	

afford	to	young	people	are	powerful	mo<va<ons	to	be	involved	and	to	develop	their	skills.	

The	importance	to	music	facilitators	and	organisers	of	Receiving	professional	

acknowledgment	also	arose	in	the	data.	O`en	professional	successes	were	recounted,	

recalling	posi<ve	responses	to	their	work	from	audiences	or	peers.	MF3	described	the	peek	of	

his	group’s	popularity:		

some.mes	we	performed	three	.mes	a	day	…	So	we	were	really	in	the	midst	of	

the	heat	of	the	moment.	(MF3,	00:12:50)	

we	did	[name	of	concert]	for	10,000	people	at	the	[name	of	venue],	and	stuff	like	

that.	It	really	went	really	big.	(MF3,	00:14:04)	

Talking	about	a	composi<on	with	which	he	was	involved,	MF15	told	me	about	its	

interna<onal	reach:	

it	was	really	amazing	piece	and	it	went	all	over	the	place.	It	went	to	New	

Zealand,	it	went	to,	uh,	I	think	it	went	to	Dubai,	it	went,	I	went	with	it	to	Hong	

Kong.	(MF15,	00:17:49)	

Size	of	audiences,	number	of	bookings	and	interna<onal	touring	were	indica<ve	of	the	

recep<on	that	MF3’s	and	MF15’s	work	received.	For	OR25,	one	par<cular	performance	and	its	

publicity	provided	an	example	of	success:		

they	actually	did	in	the	Houses	of	Parliament.	They	actually	did	their	play.	It	was	

in	The	Echo,	I've	got	it	at	home	somewhere.	The,	the	thing,	it	was	actually	in	The	

Echo.	(OR25,	00:09:32)	

The	status	of	the	audience	was	central	in	this	account,	and	OR25	emphasised	the	media	

coverage	as	tangible	evidence	of	the	achievement.	Other	music	leaders	gave	examples	that	

relied	on	neither	the	status,	size,	or	loca<on	of	audience;	they	shared	meaningful	moments	of	

recogni<on	that	had	touched	them:		
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I	did	get	lots	of	like	really	nice	feedback	from	people	I	was	playing	with,	

colleagues,	also	just	being	like	we	had	a	great	week.	It	was	just	we	had	a	really	

fun	week	and	some.mes	projects	aren't	that	fun	(MF10,	00:13:01)	

at	the	end	of	it	everyone's	like	"we	had	a	really	nice	day,"	and	that's,	you	know,	in	

a	world	where	there's	so	much	kind	of	crap	going	on.	(OR14,	00:15:53)	

These	two	brief	anecdotes	seemed	important	to	MF10	and	MF4,	and	contained	direct	

feedback	about	their	work	from	the	people	with	whom	they	were	working.	This	was	

affirma<on	that	their	efforts	had	been	well	received,	giving	valida<on	to	their	approaches	and	

inten<ons.		

OR25	and	MF6	also	recounted	moments	of	recogni<on	for	their	work.	For	MF6	this	was	a	

celebra<on	of	volunteers	from	the	charity	with	which	she	ran	her	music	group:	

I	was	invited	to	go	to	the	Buckingham	Palace,	to	the	garden	party	for	the	[name	

of	charity].	I	did	go	there.	(MF6,	00:45:07)	

OR25	received	an	award	for	her	years	of	charity	work,	which	she	was	able	to	enjoy	with	her	

late	husband:	

I	did	get	my	Bri<sh	Empire	Medal.’	(OR25,	00:39:32)	

I	did	get	that	and	that	was	in	2012.	So	my	husband	was	alive	then,	so	he	could	

actually	see	that	I'd	got	it.	(OR25,	00:39:43)	

These	events	purposefully	and	ceremonially	gave	recogni<on	for	years	of	voluntary	service.	I	

could	feel	from	OR25	and	MF6	how	meaningful	that	was	for	them.		

For	the	music	facilitators	and	organisers	in	these	examples,	receiving	recogni<on	of	their	

efforts	and	accomplishments	influenced	their	development	and	their	professional	lives.	

However,	the	interview	data	also	contained	cases	where	praise	and	acknowledgment	were	

not	forthcoming	or	had	been	withheld.	The	next	sub-theme	will	explore	examples	of	how	

music	facilitators	and	organisers	recounted	experiencing	and	responding	to	such	challenges.	

6.2.4. Broader	musical	experiences	and	development:	Challenges	and	risks	

The	preceding	sub-themes	contained	examples	of	music	facilitators	and	organisers	receiving	

recogni<on	for	their	efforts	and	accomplishments.	However,	the	data	showed	that	there	was	

no	guarantee	that	this	was	always	the	case,	and	recounted	instances	When	recogni,on	was	

not	forthcoming.	In	situa<ons	where	some	musicians	were	celebrated,	others	felt	they	were	

not.	For	example,	MF10	recalled	her	audi<on	to	enter	music	college:	

I	audi.oned	and	I	didn't	get	in.	And	it	really,	I	was	really	heartbroken.	It	was	

really	one	of	my	first	moments	of	being	like	I	can't,	I'm	failing	(MF10,	00:02:28)	
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MF10	had	desired	acceptance	but	received	rejec<on.	She	con<nued	her	quest	to	obtain	

admission:	

I	prac.sed	a	lot	for	that	one	year	and	then	the	year	aoerwards	got	in.	So	that	

was,	you	know,	success.	(MF10,	00:02:28)	

Her	<me	at	music	college	reiterated	this	experience,	making	MF10	feel	she	had	to	constantly	

strive	to	meet	standards	of	playing	that	were	‘not	possible’:	

I	was	playing	so	much	and	what	felt	like	failing	a	lot	with	not	geyng	things	as	

perfect	as	you	have	to	in	classical	music.	(MF10,	00:05:19)	

The	sense	from	MF10	is	that	although	performing	could	in	moments	afford	her	recogni<on	of	

her	accomplishments,	far	more	o`en	in	her	context	she	was	made	to	feel	inadequacy.	With	

its	criteria	for	perfec<on,	the	classical	music	environment	that	MF10	described	excluded	most	

people	access	and	even	those	admi?ed	were	pushed	to	quest	for	ever	higher	standards.		

Although	this	approach	made	MF10	feel	she	was	failing,	she	also	saw	its	value:	

this	perfec.on	is	actually	something	very,	very	good,	looking	at	details.	Because	if	

you,	if	you're	not	asked	to	do	that	then	you	don't	strive	for	it.	(MF10,	00:05:42)		

The	no<on	MF10	seemed	to	communicate	was	that	high	level	ar<s<c	outcomes	necessitate	

being	driven	to	standards	that	she	had	also	said	were	‘not	possible.’	Overall	there	was	a	

sugges<on	that	praise	was	somewhat	withheld	as	an	incen<ve	to	reach	a	level	of	

accomplishment	that	could	not	be	reached.			

MF6’s	quest	for	recogni<on	was	dissimilar	to	MF10’s	in	that	she	did	manage	to	achieve	it,	but	

it	was	then	withdrawn.	A`er	a	long	career	of	voluntary	service	(her	accolades	have	been	

described	previously),	she	had	an	experience	that	she	felt	expressed	a	snatching	away	of	

status:	

I've	always	been	given	petrol	money	for	coming	here.	Suddenly	out	of	the	blue	I	

get	a	leaer	saying	they're	not	gonna	pay	me	anymore.	Nothing	was	explained	or	

anything.	(MF6,	00:42:38)	

Renumera<on	appeared	to	have	been	representa<ve	of	her	standing	with	the	charity.	Having	

this	taken	away,	without	explana<on,	MF6	felt	as	an	affront	and	a	lack	of	respect.	She	

explained:	

they	don't	put	any	priority	on	it.	They	didn't	want	to	pay	for	the	room	here.	(MF6,	

00:43:51)	

A`er	ten	years	of	voluntary	service	running	the	music	group,	this	decision	indicated	to	MF6	

that	the	ac<vity	was	not	valued	as	highly	as	others	and	was	judged	to	no	longer	be	a	priority.	
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There	was	a	sense	that	she	felt	that	both	she	and	the	music	group	were	being	judged	

unworthy	of	funding.		

MF4’s	quest	for	recogni<on	stemmed	from	her	father.	Although	her	father	had	a	great	affinity	

for	music	-	having	led	a	choir	and	con<nuing	to	sing	and	listen	to	music	his	whole	life	-	this	did	

not	translate	to	him	suppor<ng	MF4	to	be	a	musician	or	any	kind	of	ar<st:	

So	when	I	started	doing	music,	and	I	was	always	ar.s.c	anyway,	you	know,	and	I	

remember	him	kind	of	when	I	was	at	art	college	referring	it	to	my	work,	to	my,	on	

that	side	of	things,	as	my	art	stuff.	You	know,	if	it	wasn't	really	real	and	I'd	snap	

out	of	it	at	some	point.	(MF4,	00:56:30)		

This	lack	of	acceptance	and	support	for	MF4’s	choices	she	a?ributed	to	her	father’s	struggles	

when	he	migrated	to	the	UK.	She	described	him	facing	a	loss	of	status	and	reduced	ability	to	

make	a	living,	which	strengthened	his	desire	for	his	children	to	be	financially	stable.	When	

MF4	pursued	a	career	in	music	she	thought	her	father	felt	‘fear	of	it	not	really	giving	me	a	

good	founda<on	in	life’	(00:56:30).	The	absence	of	her	father’s	support	and	acknowledgment	

did	not	stop	MF4’s	ar<s<c	path,	but	she	did	feel	it:	

I	always	thought,	you	know,	it's	kind	of	weird	that	he's	not	really	into	it,	you	

know.	I	couldn't	let	that	stop	me	because	it	just	felt	so	vital	for	me.	(MF4,	

00:57:49)	

This	quote	suggests	a	schism	between	daughter	and	father.	MF4	recounted	the	story	with	the	

angle	that	she	became	a	musician	despite	of	her	father’s	aatude,	not	accompanied	by	him.	

However,	when	she	eventually	did	receive	his	recogni<on	for	her	music,	there	was	a	sense	of	

the	ri`	being	healed:		

in	the	last	few	months	-	I	think	it	was	actually	definitely	in	the	last	year	before	he	

died	-	I	remember	playing	him	some	recordings	of	the	band	and	the	soucous	kind	

of	flavour	songs..	and	I	did	detect	a	liale	bit	of	pride.	(MF4,	00:56:30)	

that	liale	bit	of	kind	of	acknowledgment	and	acceptance	from	him	was,	was	

really	lovely	to	see	before	he	went	as	well.	(MF4,	00:57:49)	

Observing	a	hint	of	pride	from	her	father	was	a	precious	moment	of	recogni<on	for	MF4.	She	

felt	‘acceptance’	from	him,	and	took	pleasure	in	him	acknowledging	her	music.		

6.2.5. Summary	of	findings	on	theme	1:	Finding	recogni7on	

In	summary,	the	data	from	music	facilitators	and	organisers	showed	how	music-making	can	

afford	opportuni<es	to	offer	and	receive	recogni<on.	Within	par<cipatory	music-making	

programmes	this	was	enabled	directly	through	pedagogical	prac<ces	that	sought	to	value	

each	par<cipant’s	ideas,	ac<ons	and	presence,	and	through	choices	of	repertoire	that	
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acknowledged	the	musical,	cultural	and	na<onal	iden<<es	of	group	members.	Performances	

that	were	shared	within	the	group	or	publicly	were	seen	as	moments	to	offer	praise	and	to	

celebrate	group	members’	accomplishments.	The	theme	was	further	illustrated	by	music	

facilitators’	and	organisers’	stories	about	their	own	broader	musical	development	and	their	

professional	lives.	Music’s	affordance	of	recogni<on	was	found	to	be	central	to	music	

facilitators’	own	musical	development	and	to	their	approach	towards	leading	par<cipatory	

music-making	programmes.	

The	Challenges	and	Risks	expressed	by	music	facilitators	and	organisers	highlighted	the	fact	

that	despite	their	best	inten<ons	and	prac<ces,	recogni<on	was	not	always	forthcoming	for	

themselves	or	seemingly	for	programme	par<cipants.	There	were	contextual	factors	

described,	and	value	structures	in	place	that	mediated	experiences	of	recogni<on.	For	

example,	MF10’s	skill	as	a	violinist	was	judged	in	rela<on	to	other	students,	to	the	criteria	of	

her	college,	and	to	the	ins<tu<on	of	classical	music.	The	value	shown	towards	MF6	and	her	

voluntary	work	shi`ed	over	<me	in	rela<on	to	organisa<onal	priori<es.	MF4’s	father’s	opinion	

of	her	decision	to	pursue	a	career	as	a	musician	was	informed	by	his	own	experiences	in	the	

UK,	and	in	rela<on	to	his	fears	and	hopes	for	her	future	life.	

These	contextually	located	aspects	of	recogni<on	link	to	the	next	theme.	While	Finding	

Recogni.on	illustrates	ways	in	which	interviewees	described	musical	interac<ons	affording	

opportuni<es	to	recognise	value	in	people,	Centralising	and	Marginalising	presents	accounts	

of	how	music-making	programmes	can	also	provide	a	seang	to	realign	what	is	deemed	

valuable.	Established	social	posi<onings	are	seen	to	shi`	through	music-making	and	be	

asserted	outwardly	as	idealised	models	that	decentre	hegemonic	no<ons	of	privileged	status	

and	inherited	norms.	

6.3. Theme	2:	Centralising	and	marginalising	

Music	facilitators	and	organisers	discussed	using	a	range	of	approaches	that	sought	in	

different	ways	to	reposi<on	hierarchies	of	status,	for	example	by	seeking	to	decentre	the	

primacy	of	specific	cultures	or	musical	repertoire.	The	importance	of	these	concerns	was	

reiterated	in	the	music	facilitators’	and	organisers’	own	sense	of	posi<oning	within	their	

cultural	seang,	and	their	ques<oning	of	the	value	systems	with	which	they	were	surrounded.	

At	an	ins<tu<onal	level,	organisers	described	having	to	navigate	the	terrain	of	their	sector,	

faced	at	<mes	with	complex	dynamics	between	compe<<on,	collusion	and	allegiance.	These	

processes	raised	significant	challenges	and	risks,	related	o`en	to	the	limited	op<ons	that	

people	felt	they	had	available.		
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6.3.1. Leading	par7cipatory	music-making:	Facilita7ng	reposi7oning	

The	approaches	described	in	the	data	towards	facilita<ng	reposi<oning	will	be	discussed	here	

under	five	sub-themes.	First	are	examples	of	prac<ce	that	sought	to	create	experiences	in	

which	all	members	felt	central	to	the	group.	The	second	sub-theme	presents	accounts	that	

integrated	music	from	group	members’	cultural	heritage	into	their	new,	shared	cultural	

environment.	This	idea	transi<ons	into	the	third	sub-theme,	sharing	descrip<ons	of	outreach	

efforts	into	communi<es.	The	Challenges	and	Risks	that	music	facilitators	raised	in	interviews	

close	out	the	sec<on,	with	focus	on	the	limited	opportuni<es	for	reposi<oning	and	for	

commonality	that	are	some<mes	available.		

Music	facilitators	and	organisers	described	approaches	enacted	in	music-making	programmes	

that	were	aimed	at	Altering	group	members’	sense	of	social	posi,oning.	This	played	out	

through	the	roles	and	norms	established	in	music	groups,	and	facilitators	recounted	paying	

a?en<on	to	this	from	the	first	contact	they	had	with	group	members:	

I	can	see	it	the	first	.me	a	kid	comes,	or	the	first	.me	I'm,	because	I'm	knocking	

on	the	doors,	first	.me	I'm	invi.ng	them,	it's,	it's	the,	they	seem	terrified	actually,	

you	know.	They're	like,	"What?	What?	Do	I	have	to	come?"	They	don't	

understand	what	exactly	it	is,	and	you	have	to	try	and	say	in	as	many	languages	

as	you	possibly	can	and	just	say,	"You're	welcome.”	(MF10,	00:31:10)						

This	act	of	hospitality	expresses	an	underlying	principle	that	MF10	sought	to	employ;	that	

everyone	is	equally	welcome	to	par<cipate	in	her	making	music	ac<vi<es.	She	did	not	assert	

criteria	of	language	skills,	ci<zenship,	past	experiences,	or	musical	accomplishment.	Through	

the	extension	of	an	invita<on,	MF10	sought	to	establish	the	music	group	as	a	place	where	

par<cipants	were	all	equally	deserving	of	membership.	

As	well	as	seeking	to	establish	equality	of	access	to	group	membership,	music	facilitators	and	

organisers	also	described	approaches	that	aimed	to	give	members	equal	influence.	Music	

facilitators	emphasised	empowering	group	members	in	decision-making,	and	avoiding	the	use	

of	their	status	as	leaders	as	a	mandate	to	direct	on	all	ma?ers.	For	MF6	this	involved	on-going	

conversa<on	with	group	members,	ac<vely	including	them	in	deciding	the	direc<on	that	the	

group	took:	

I	ask	them	where	they	want	to	go.	I	do	talk	to	them	individually.	And	I	try	to	

always	involve	everybody	when	it's	the	big	group	…	I	always	ask	them	to	choose.	

I	ask	them	to	bring	music	along	that	they	would	like	to	do	(MF6,	00:06:44)	

This	describes	an	inclusive	approach	to	guiding	the	group	process.	MF6	aimed	to	incorporate	

group	members’	preferences,	and	then	lead	the	group	in	learning	and	performing	repertoire.	

Her	approach	emphasised	teaching	the	musical	skills	required	to	play	the	requested	music:	
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And,	you	know,	teaching	them	how	to	move	their	finger.	It's	simple	things	like	

that	that	you	have	to	go	through	with	them.	So	it's	all	the	basics,	real	basics	of	

teaching.	(MF6,	00:08:54)	

MF6	sought	to	use	her	experience	and	knowledge	here	in	the	role	of	teacher,	acknowledging	

her	leadership	role,	but	her	aim	was	not	to	priori<se	musical	accomplishment,	rather	to	

enable	everyone	to	be:	‘Ac<vely	involved	and	together	and	not	to	be	on	the	periphery’	(MF6,	

00:07:19).	This	was	a	purposeful	mobilisa<on	of	music	to	bring	people	collec<vely	into	the	

core	of	the	group	through	an	empowering	decision-making	process	and	development	of	the	

resources	to	par<cipate.	At	all	stages	MF6’s	objec<ve	was	to	create	the	condi<ons	for	group	

members	to	take	up	central	posi<ons,	perhaps	in	contrast	to	everyday	marginality	bestowed	

in	the	UK	asylum	context.		

This	same	aim	was	captured	in	the	approach	described	by	MF15,	in	which	group	facilitators	

took	responsibility	not	to	allow	par<cipants	to	be	excluded	due	to	their	abili<es	or	resources.	

In	a	cross-arts	framework	this	took	constant	considera<on,	consciously	crea<ng	condi<ons	

that	afforded	opportuni<es	for	everyone	to	par<cipate	centrally:		

there's	never	a	moment	where	we	say,	"Oh,	we're	doing	spoken	word	so	that	

means	that	anyone	who	speaks	another	language	can't	take	part,"	or,	"Anyone	

who	is,	who	has	this	disability	can't	take	part."	What	we	do	is	like,	"Oh,	we're	

doing	spoken	word.	How	do	we	make	this	possible	for	you	to	take	part	at	the	

same	level	as	everyone	else?"	(MF15,	00:22:02)	

This	ethos	was	at	the	heart	of	the	approach	that	MF15	described,	seeking	to	create	

environments	in	which	all	of	the	young	par<cipants’	crea<vity	was	valued	equally.	According	

to	MF15,	the	environments	that	this	approach	built	challenged	habits	of	behaviour	and	

aatudes.	Par<cipants	were	confronted	by	the	new	surroundings	in	which	they	were	

interac<ng:		

And	the	confronta.on	is	like,	"Wow,	I've,	I've	lived	in	this	small	town	in	my	bubble	

for	the	15,	16,	17	years	of	my	life.	I	don't,	haven't	seen	the	world	outside	of	that,	

really.	I've,	I	in,	I	inhabit	a	world	of	very	par.cular	iden..es.	And	suddenly	I'm	

being	asked	to	try	out	a	new	art	form	with	a	group	of	people	from,	who	speak	a	

different	language,	who	come	from	a	different	living	context,	who	might	have	

different	abili.es	to	me,	who	might	be	a	different	colour	skin	to	me,	who	have	a	

different	religion	from	me,	who	are	kind	of,	who	see	the	world	differently	from	

me,	and	we're	going	to	create	art	together.	We're	going	to	write	a	song	together.	

We're	going	to,	we're	going	to	create	a	dance	rou.ne	together.	We're	gonna	

make	a	film	together.	So	in	that	environment	you	have	to	make	that	work	and	
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the,	the,	the	confronta.ons	and	the	conversa.ons	that	happen	in	trying	to	make	

that	piece	of	art,	with	all	the	discussion	around	that,	is	where	the	iden.ty	comes	

out	(MF15,	00:28:47)	

The	data	suggest	that	the	music-making	strategies	described	by	MF15	have	the	poten<al	to	

inspire	the	young	people	to	challenge	entrenched	iden<ty	posi<ons.	Devoid	of	the	orienta<on	

of	received	beliefs	and	localised	pa?erns	of	behaviour,	the	young	par<cipants	seemed	to	

explore	how	their	iden<<es	played	out	in	ar<s<c	interac<ons.	It	was	a	purposeful	act	of	

reposi<oning	that	MF15	described,	designed	with	the	aim	of	enabling	ar<s<c	and	personal	

explora<on	and	emboldening	crea<vity.	In	this	case	geographical	reposi<oning	was	also	part	

of	the	approach,	with	the	crea<ve	process	taking	place	during	residen<al	periods	o`en	in	

foreign	countries	and	always	removed	from	par<cipants’	everyday	loca<ons.		

In	other	examples,	shi`ing	group	members’	posi<onality	was	less	literal	and	less	explicitly	

described;	it	was	a	musical	process	that	challenged	accustomed	manners	of	listening	and	

playing,	presented	here	under	the	sub-theme	of	Shi^ing	the	cultural	centre.	

Music	with	which	a	listener	is	culturally	unaccustomed	can	be	challenging	to	appreciate.	

However,	according	to	MF8,	it	is	not	that	the	music	is	innately	difficult	to	appreciate,	it	is	the	

knowledge	of	the	listener	that	is	lacking.	As	MF8	pointed	out,	the	reac<ons	of	people	who	do	

understand	the	music	alert	us	to	the	fact	that	there	is	something	significant	to	be	

appreciated:	

you	have	an	introduc.on	which	can	be	10	minutes	long.	We	can't	even..	stand	

that	as	a	Western	listener	most	of	the	.mes	just,	just	get	bored,	aoer	the	second	

minute.	And	then	just	explore	the	scale,	or	the	maqam,	and	the	different	

possibili.es	of	tunings.	Which	we	don't	know.	So	we	can't	relate	to	it	so	we	get	

bored	and	then	10	minutes	later	the	song	starts.	If	you,	if	you	hear	these	[name	

of	singer]	concerts	in	Cairo	in	the	50s	or	something	there's	a	whole	stadium	full	of	

people.	(MF8,	00:24:07)	

Like	50000	people,	“ouahh!”	[laughter	from	both]	And	then	again	dead	silent.	

And	then	this	introdu,	introduc.on	con.nues	only	with	strings	un.l	in	minute	

twelve	[name	of	singer]	speaks	for	the	first	.me	and	she	sings	and	everybody	

goes,	“Wahwah!”		

Well	that's	a	different	format	of	listening	and	just	as	refined	and	as	special.		

(MF8,	00:24:56)	

Enjoyment	of	this	music	relies	on	the	listener	being	able	to	appreciate	its	refinement	and	

meaning.	MF8	termed	this	the	‘format	of	listening’	and	at	other	points	in	his	interview	as	a	

‘system	of	listening.’	From	this	viewpoint,	a	deficit	exists	on	the	part	of	the	listener	and	not	
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the	music.	The	music	has	great	value,	but	the	listener	is	not	equipped	to	benefit	from	it.	This	

acknowledgment	was	at	the	root	of	MF8’s	approach	to	music-making	with	people	who	had	

recently	migrated	as	refugees.	

In	his	approach,	MF8	described	adop<ng	a	learning	stance,	accep<ng	that	knowledge	and	

defini<ons	of	cultural	value	were	posi<oned	with	the	par<cipants	and	not	with	him.	This	

learning	stance	as	a	music	facilitator	contrasts	to	the	teaching	role	presented	earlier	by	MF6.	

It	also	contrasts	to	expecta<ons	of	a	music	facilitator’s	role,	as	MF8	illustrated	with	an	

account	of	the	assump<ons	of	his	university	music	students:	

And	here	at	conservatory	rarely	but	some.mes	it	comes	into	the	conversa.on	

that	I	do	this	thing	with	refugees	and	the	general	assump.on	is,	"OK,	so	you	go	

there	and	teach.	What	do	you	teach	them?"	Immediately	I	reply,	"I	don't	teach	

them	anything.	I	go	there	and	learn.”	(MF8,	00:38:05)				

MF8	emphasised	his	view	that	the	music	of	the	people	with	whom	he	worked	was	a	hugely	

valuable	resource	that	stretched	the	skills	of	musicians	trained	in	“western”	classical	music:		

Because	as	a	professional	musician	I	have	the	tools	to	learn,	to	acquire	

rhythmical	schemes	that	are	not	mine,	to	be	able	to	appreciate	melodies	that	I	

don't	understand.	And	some.mes	I've	played	this	Kurdish	song	[Kurdish	song	

.tle]	which	has	a	melody	that	children	were	singing	to	me,	Kurdish	children	in	the	

camp,	and	it	took	me	like	15,	20	rounds	to	learn	the	song	because	the	rhythm	

was	implied	but	not	explicit.	And	it	was	so	beau.ful	because	there's	a	pulse	that	

they	don't	specify,	they	don't	accentuate,	like	many	.mes	in	flamenco	because	

you	play	against	the	pulse.	So	you	have	this	upbeat	feeling	because	you	know	

where	the	downbeat	is	but	you	don't	have	to	say	it	because	it's	common	

knowledge.	(MF8,	00:38:05)	

Having	run	groups	for	some	years,	MF8	had	gained	significant	knowledge	and	exper<se	in	

repertoire	from	many	countries.	This	exper<se	eased	facilita<on	of	music-making	with	the	

wide	variety	of	na<onal	backgrounds	in	AZCs.	His	approach	sought	to	afford	centrality	to	all	

styles	of	music,	and	to	posi<on	all	par<cipants	equally	in	the	nego<a<on	of	cultural	presence	

within	sessions.		

Furthermore,	by	showing	willingness	to	learn	and	by	genuinely	valuing	music	from	all	places,	

MF8	demonstrated	openness	to	the	music	that	par<cipants	wanted	to	make.	This	was	a	

central	tenet	in	one	organiser's	view	of	the	capabili<es	that	enabled	successful	facilita<on	of	

music	in	an	AZC	seang:		

the	entry	point	for	us	is	ooen	not,	um,	you	know,	we	have	this	whole,	we	have	

this	whole	set	of	rules	and	ideas	about	what	music	is	and	should	be	because	we,	

	 (Page )139



yeah,	because	a	centre	[AZC]	is	so,	it	could	be	anything.	So	I'm	much	more	

looking	for	someone	that	is	willing	to	sort	of	be	open	and	be	invi.ng.	(OR22,	

00:33:19)	

Openness	was	seen	by	OR22	to	allow	the	musical	tastes	and	knowledge	of	group	members	to	

be	welcomed,	whereas	any	kind	of	prescrip<ve	approach	to	genre	or	repertoire	limited	

opportuni<es	for	people	to	be	welcomed:		

The	thing	is	that	I	think	it's	nice	if,	if	a	person	at	least,	sort	of,	not,	does	not,	is	not	

too	strict	in	the	fact	that	heavy	metal	is	his	or	her	iden.ty,	right?	So,	then,	ok	

then	it	becomes	problema.c	because	then	there's	no	search	for	other	op.ons.	

(OR22,	00:32:08)	

From	this	stance,	the	posi<on	that	the	music	facilitator	takes	informs	the	op<ons	available	for	

group	members.	OR22	gave	importance	to	the	openness	with	which	a	group	was	facilitated,	

in	order	to	allow	entry	and	group	membership	to	a	wide	range	of	musical	preferences.		

A	shared	aim	expressed	by	OR22,	MF8	and	MF6	was	for	people	to	be	able	to	par<cipate	on	an	

equal	foo<ng.	This	objec<ve	extended	in	some	groups	to	members	taking	on	facilita<on	roles.	

On	occasions	this	happened	casually:		

we	came	in,	and	we,	you	know,	just	got	here,	but	the	two	of	them	were	sat	there	

sort	of	jamming	together.	They	were	going	through	songs	together	…	they	help	

each	other.	(MF6,	00:14:31)	

In	other	cases,	peer	leadership	of	groups	was	built	into	the	organisa<onal	approach.	

Musicians	who	themselves	ini<ally	came	into	a	country	seeking	asylum	were	employed	by	

project	organisers,	recognising	their	skills	and	enac<ng	a	reposi<oning	of	leadership	roles:	

one	of	the	things	for	the	kids	is	to	have	someone	from	their	culture	and	say,	uh,	

who	is	here	in	Holland,	even	in	the	AZC,	who's	in	a	very,	um,	who's	in	a	good	

posi.on,	let's	say.	He's	doing	what	he	loves.	(MF9,	00:26:43)	

In	MF9's	example,	an	oud	player	from	Syria	was	employed	in	an	AZC	to	teach	children.	This	

was	seen	to	illustrate	to	children	that	they	were	able	to	also	achieve	posi<ons	of	sa<sfac<on.	

The	Dutch	facilitator,	MF9,	chose	to	create	an	experience	for	the	children	where	it	was	not	a	

Dutch	born	person	in	the	leadership	role,	but	a	Syrian	born	musician.		

In	contrast,	MF9	also	described	how	his	Dutch	na<onality	conveyed	a	posi<onal	impact:		

I	grew	up	in	Holland,	and,	so	when	I,	when	people	come	from	abroad	and	they	

come	and	they	work	with	me,	so	that's,	you	know,	they	also	on	a	personal	level	

feel	okay,	they're	dealing	with	Dutch	people.	There's	cultural	difference.	And	then	

you're	making	music	together.	So	also	with,	I	think	when	engaging	in	any	ac.vity	
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that	you	do	together	and	where,	whereas	playing	together	is	even	very	close	

together	because	we're	really	exchanging	things,	and	you	have	to	be	on	the	same	

literally	in	the	same	kind	of	wavelength.	(MF9,	00:22:59)	

The	children	within	an	AZC	seang,	removed	from	a	normal	Dutch	living	situa<on,	were	

enabled	to	interact	with	a	Dutch	person	despite	the	limits	of	their	circumstance.	Music	

enabled	proximity	that	social	and	geographical	posi<oning	otherwise	prohibited.	

The	interac<ons	presented	have	described	efforts	to	redress	the	pervading	marginality	of	

group	members,	posi<oning	all	group	members	as	central	to	the	musical	process	alongside	

the	music	facilitators	and	organisers.	This	has	involved	strategies	to	welcome	people	as	

members	regardless	of	elements	of	iden<ty	such	as	place	of	birth	or	migra<on	status.	It	has	

been	enacted	musically	by	centralising	music	from	group	members’	countries	within	the	

par<cipatory	music-making	programmes	and	in	public	performances.		

A	further	level	of	reach	was	a?empted	by	some	facilitators,	Seeking	community	impact	by	

shi`ing	the	posi<on	that	society	at	large	extends	to	the	musics	and	to	the	people	who	are	

members	of	these	music	groups.	For	example,	MF3	described	an	outreach	project	undertaken	

by	the	group	with	which	he	played:		

we'd	also	do	projects	that	penetrate	within	maybe	more	of	a	village	community.	

Like	we	did,	we	cooperated	with	…	basically	a	brass	band,	really	tradi.onal	for	

Dutch	community	like	the	small	village	community	…	we	came	to,	to	cooperate	

with	them	and	then,	yes,	you	are	very	much	opening	also	minds	of	people	and	

you	see	friendship	exists	also.	(MF3,	00:17:54)	

Musical	collabora<on	between	a	tradi<onal	Dutch	community	in	a	small	village	and	a	group	of	

musicians	who	had	recently	arrived	in	the	Netherlands	seeking	asylum	led	to	friendships.	The	

asser<on	by	MF3	was	that	this	was	quite	an	unexpected	transforma<on	between	two	groups	

of	people	who	began	far	removed	from	each	other.	In	less	formal	condi<ons,	he	described	a	

similar	process:		

I	just	took	a	couple	of	my	musicians	to	jam	sessions	and	they	make	great	friends	

there	and	they	did	their	stuff	at	the	stage	and,	and	super	cool	conversa.ons	

started	to	emerge	because	people	were,	the,	the	visi.ng	audience	were	genuinely	

interested	in	our	interna.onal	company.	(MF3,	00:17:54)	

Musical	interac<on	in	this	example	led	to	personal	connec<ons	for	people	who	otherwise	

would	remain	distant	from	one	another.	Physical	closeness	was	clearly	important	to	allow	a	

marginal	community	and	‘na<ve’	community	members	to	connect.	Music	provided	the	

pla{orm	and	the	common	interest	that	ini<ated	proximity	and	lubricated	interac<on.	

Embedded	social	loca<ons,	distanced	from	one	another,	were	circumvented	with	music.	
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Larger	scale	performances	gave	opportuni<es	for	larger	scale	impacts,	and	MF8	described	an	

ini<a<ve	that	invited	people	who	were	living	in	AZCs	to	perform	and	a?end	concerts,	giving	

Dutch	audiences	the	chance	to	be	exposed	not	only	to	music	but	also	to	the	response	of	

people	who	understood	and	enjoyed	that	music:	

when	you	have	Eritrean,	Arabic,	Farsi,	Iranian	music	and	half	of	the	hall	is	

understanding	it.	(MF8,	00:28:26)	

you're	seeing	the	faces	and	the	movements	and	their	expressions	their	reac.on	

to	it.	Wow!	That's	a	very	special	experience.	(MF8,	00:28:33)			

Repertoire	and	audience	were	comprised	by	the	organisers	to	reflect	the	popula<ons	of	

people	who	were	arriving	to	seek	asylum	in	the	Netherlands.	Dutch-born	members	of	the	

audience	experienced	the	culture	of	part	of	their	city	from	which	they	were	normally	

distanced.	Culture	which	was	ordinarily	confined,	was	placed	centre	stage	in	a	city	centre	

cultural	centre.	Value,	pres<ge	and	physical	space	were	reposi<oned.		

6.3.2. Leading	par7cipatory	music-making:	Challenges	and	risks	

Despite	the	best	efforts	and	sincere	approaches	of	music	facilitators	and	organisers	to	

facilitate	experiences	of	reposi<oning,	interviewees	described	at	<mes	Finding	limited	

posi,ons	available	for	group	members.	In	an	AZC	people	are	living	a	life	removed	from	

general	society,	in	centres	that	provide	a	false	environment	for	orienta<on.	An	AZC	is	a	

transitory	community	made	up	of	people	newly	arrived	in	a	country,	speaking	a	range	of	

languages,	with	the	commonality	that	they	are	not	‘na<ve’	or	ci<zens	of	the	new	country	in	

which	they	have	arrived.	While	music	facilitators	strived	to	offer	an	experience	that	contrasts	

to	the	marginality	of	this	context,	facilitators	such	as	MF10	recounted	that	the	external	

situa<on	did	of	course	permeate	and	that	complexity	could	characterise	the	experience	of	

a?ending	a	session:	

It's	not	like	they're	the	only	foreigner	and	coming	to	a	new	place	where	they	

know	how	to	fit	into	what's	there	because	it's	really,	it's,	they're,	every,	every	

session	is	different	and	the	place	is	different	because	you	don't	know	how	many	

kids	from	different	places,	so	it's	not	easy	to	fit	in	or	know	how	to	be.	I	guess	it's	

hard	to	find	who	you,	who	you	can	be	in	that	session.	I	think	it's	really	difficult.	

(MF10,	00:32:57)	

The	situa<on	that	MF10	described	was	characterised	by	foreignness.	This	was	observed	to	be	

emphasised	further	by	the	remoteness	of	many	AZCs,	which	o`en	sit	on	the	edges	of	small	

towns.	According	to	MF10	this	meant	that	although	young	residents	in	centres	‘know	they’re	

in	Holland	…	they’ve	never	met	that	many	Dutch	people	really’	(00:34:01).	Some	music	
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facilitators	described	approaches	that	sought	to	surmount	the	separa<on	between	Dutch	

people	and	people	living	in	AZCs,	but	MF8	lamented:	

places	are	just	so	remote,	so	it’s	hard	to	get	people	visi.ng,	and	that’s	a	peay.	

(MF8,	00:42:05)	

The	remote	existence,	separated	from	general	society	that	MF10	and	MF8	described	for	

people	who	had	emigrated	to	the	Netherlands	seeking	asylum,	offered	limited	routes	away	

from	the	marginalised	situa<on.	Within	music-making	interven<ons	groups	can	be	designed	

to	model	other	ways	of	being,	but	foreignness	and	remoteness	may	remain	prominent.		

As	well	as	the	challenges	of	the	limited	op<ons	of	posi<onality	available	to	people,	music	

facilitators	and	organisers	also	reflected	on	the	musical	challenges	they	had	faced	when	

confronted	by	Finding	limited	common	ground	for	group	members.	MF8	discussed	the	

process	of	musical	nego<a<on	in	which	people	in	a	music-making	group	tried	to	navigate	

harmonies	and	rhythms	in	order	to	fit	together.	The	risk	he	iden<fied	was	that	the	musical	

result	some<mes	became	a	compromise	that	was	reduc<ve	to	the	point	that	the	defining	

nuances	of	cultural	iden<<es	were	lost:		

And	it's	quite	imaginary	I	guess	this	no.on	of,	“OK,	all	these	tradi.on	we're	going	

to	blend	them	and	create	something	new.”	Well	then	you're	going	to	lose	the	

essence	of	all	of	them	in	the	way,	I	guess.	Because	most	of	.me	when	you	jam	

with	other	tradi.ons	in	this	five	minute	jam	you	meet	in	the	4/4	and	a	couple	of	

chords.	That's	the	common	territory	where	you	can	meet.	You	don't	meet	in	the	

beau.ful	refined	tuning,	or	you	don't	meet	in	a	complex	texture.	You	don't	meet	

there.	You're	just	not	prepared	and	you	can't	even	hear	it.	So	how	would	you	just	

spontaneously	play	it?	(MF8,	00:25:15)	

The	harmonic	and	rhythmic	language	that	MF8	observed	to	be	most	readily	accessed	by	

musicians	from	all	tradi<ons	was	the	shared	musical	terrain	of	‘4/4	and	a	couple	of	chords’		

Complexity	and	refinement	was	seemingly	sacrificed	due	to	the	necessity	to	facilitate	

musicians	playing	together.	MF8	acknowledged	this	compromise,	but	the	interview	did	not	

explore	it	further,	for	example	in	terms	of	the	power	dynamics	at	play	in	that	interac<on,	or	

indeed	the	geopoli<cal	history	that	may	have	resulted	in	the	fact	that	the	common	musical	

territory	adheres	to	the	European	harmonic	system	rather	than	an	Arabic,	Eritrean	or	other	

system.	

While	the	colonialist	undercurrent	suggested	in	the	previous	paragraph	will	be	revisited	in	the	

next	chapter,	Discussion	of	Findings,	a	smaller	scale	version	of	dispossession	was	raised	as	a	

risk	by	MF19.	Her	example	stemmed	from	playing	Iranian	music	with	group	members	from	

Iran:		
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it	feels	as	if	it	could	be	a	huge	imposi.on.	That,	uh,	you've	had	just	about	

everything	taken	away	from	you	in	the	group.	And	here's	this,	this	powerful	

person	taking	your,	your	words	as	well.	(MF19,	00:23:01)	

In	her	leadership	role,	MF19	was	aware	of	how	she	was	posi<oned	in	comparison	to	her	

Iranian	colleagues.	Her	gesture	of	cultural	recogni<on	could	also	be	interpreted	as	an	act	of	

cultural	appropria<on	by	someone	in	a	posi<on	of	power.	This	example	raised	an	important	

point	of	awareness,	that	the	common	ground	that	MF19	was	seeking	was	actually	someone	

else’s	ground.		

The	des<na<on	that	was	reached	when	music	was	reposi<oned	in	terms	of	its	centrality	or	

marginality	was	also	a	considera<on	raised	throughout	the	interviews.	OR22	discussed	the	

popularity	of	Ethiopian	music	in	the	Netherlands,	but	reflected	that	some	of	the	successful	

musicians	had	fused	musical	elements	with	which	Dutch	audiences	were	familiar:	

Because	I	think	Mulatu	adopted	a	liale	bit	of	a	Western	jazz	type	of	vibe	into	his	

music.	So,	so	that	that	mixing	of	iden..es	and	musical	landscapes	is	already	

there	(OR22,	00:28:02)	

Indeed,	Mulatu	Astatke	studied	music	in	the	UK	and	USA		and	his	style	of	Ethio-jazz	combined	

la<n-jazz,	New	York	jazz,	Ethiopian	instruments	and	Ethiopian	tradi<ons	(Wikipedia,	2019b).	

Rather	than	his	music	represen<ng	Ethiopian	music	with	some	jazz	influence,	it	perhaps	

be?er	reflects	a	musician	whose	influences	are	not	restricted	or	defined	by	na<onality.		

A	dynamic	no<on	of	musical	influence	was	also	very	evident	from	the	interviewed	music	

facilitators	and	organisers.	While	some	of	the	approaches	that	have	been	described	talk	of	

musical	styles	in	terms	of	na<onality,	the	music	facilitators	themselves	appeared	to	struggle	

with	such	categories	in	rela<on	to	their	own	selves	and	their	musicianship.	As	such,	different	

understandings	of	posi<oning	emerged	from	the	music	facilitators	and	organisers	in	the	data,	

and	these	will	be	explored	in	the	following	sec<on.		

6.3.3. Broader	musical	experiences	and	development:	Challenges	and	risks	

The	key	sub-themes	rela<ng	to	the	posi<onality	of	music	facilitators	and	organisers	refer	to	

na<onality,	family	heritage,	migra<on,	and	complexity.	These	four	areas	raised	challenges	and	

risks	for	the	interviewees,	who	ques<oned	their	own	social	posi<oning	and	the	assumed	

associa<ons.			

A	common	theme	in	the	data	was	music	facilitators’	and	organisers’	Not	iden,fying	according	

to	na,onality.	‘I	never	thought	of	myself	as	English,’	said	MF15,	‘Even	though	I	was	born	here’	

(00:49:24).	This	re<cence	came	from	the	implied	meaning	and	aatudes	that	are	incumbent	

of	a	na<onal	iden<ty	group.	MF15	con<nued:		
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I	think	of	myself	as	Bri.sh.	(MF15,	00:49:24)	

Because	I	felt	…	that	Bri.sh	was	a	bit	of	a	catch	all	for,	you	could	be	anyone	and	

be	Bri.sh.	You	could	come	from	any	cultural	background	and	you	could	express	

that	cultural	background	underneath	the	banner	of	Bri.shness	because	there	

was	an	inclusivity	around	it,	at	that	.me.	(Mf15,	00:49:57)		

MF15	iden<fied	with	the	broadness	he	felt	was	encompassed	in	Bri<shness;	not	limi<ng	who	

he	or	other	people	could	be.	This	sen<ment	was	also	felt	by	MF19,	who	distanced	herself	

from	an	understanding	of	Englishness	that	she	described	as	‘island	mentality.	The	Li?le	

Englander’	(00:38:56):		

You've	got	the	flag	of	St	George	being	used	as,	as	an	offensive	weapon.	And	

you've	got,	"English	is	how	I	am.	And	if	anything	differs	from	that	in,	in	even	the	

slightest	degree	it	is	not	us	therefore	it	is	foreign,	therefore	we	hate	it.”	(MF19,	

00:38:08)	

In	contrast,	MF19	described	another	form	of	Englishness	that	was	based	in	characteris<cs	

with	which	she	could	associate,	linked	to	tradi<ons	of	uniformed	organisa<ons	such	as	The	

Women’s	Ins.tute	or	the	Girl	Guides:	

So,	uniformed	organisa.ons,	guiding,	what	I	know	about,	you've	got	the	

welcome,	you've	got	the	we're	all	doing	it	together,	we're	sharing	what	we've	got	

and	it's	beaer	together	and	we	all	help	each	other.		(MF19,	00:37:43)	

For	MF19	being	English	had	become	defined	according	to	dichotomous	and	conflicted	

posi<ons:	

is	Englishness	within	a	European	tradi.on	and	culture	and	part	of	that	wider	

thing,	or	is	English	Englishness	our	empire	and	going	out	and	conquering	foreign	

lands	and	bringing	back	tribute.	Depends	who	you	ask.	Both.	Neither.	(MF19,	

00:40:02)	

It	just	depends	on	who's	winning	the	argument	about	what's	English	at	any	given	

moment.	(MF19,	00:39:41)		

Similar	ambiguity	and	tension	were	described	too	in	the	Netherlands	by	OR22:			

the	problem	is	at	the	moment	I'm	not	really	sure	what	Dutch	culture	is.	We	are	

really,	we've	talked	about	that	before,	but	this	country	and	Europe	in	general	is	

really	struggling	with	that.	There's	this	culturalisa.on	of	iden.ty	and	it's	been	so	

poli.cised,	I	don't	know,	really.	I'm	not	sure.	(OR22,	00:19:54)	

One	element	of	Dutch	culture	that	OR22	men<oned	was	the	music	of	Andre	Hazes,	which	he	

described	as	equivalent	to	German	schlager	music.	However,	he	distanced	himself	from	
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iden<fying	with	it,	saying,	‘I’m	one	of	the	people	that	do	not	really	enjoy	that’	(00:12:23).	It	

represented	an	aspect	of	Dutchness,	but	OR22	did	not	connect	with	it,	emphasising	his	

apparent	sense	of	disloca<on	from	na<onal	cultural	iden<ty.		

While	the	meanings	and	characteris<cs	implied	by	na<onal	iden<<es	evoked	disloca<on	

rather	than	associa<on	in	some	music	facilitators	and	organisers,	one	place	they	did	describe	

finding	a	sense	of	locatedness	and	belonging	was	in	Music	associated	with	family.	The	data	

revealed	strong	meanings	a?ached	to	music	that	were	central	to	sense	of	self.	Some	of	these	

stories	related	strongly	to	na<onality	and	culture,	but	it	was	the	memory	of	family	interac<on	

that	appeared	most	influen<al.	For	example,	growing	up	in	the	UK,	OR18	related	his	musical	

upbringing:		

my	dad	would	play	Beatles	songs.	So	I	started	playing	guitar,	playing	Beatles	

songs.	(OR18,	00:40:03)	

When	I	was	very	young.	And	then,	you	know,	I	was	in	different	I	guess	rock	bands	

in	my	teens.	(OR18,	00:40:10)	

For	MF15,	also	raised	in	UK,	the	musical	background	was	different	but	equally	forma<ve:	

I	grew	up	with	musical	theatre.	That's	totally	my,	my	musical	comfort	zone.	So	I	

grew	up,	my,	my	grandma	was	really	interested	in	musicals,	so	I	really,	I	grew	up	

watching	all	the	MGM	musicals.	(MF15,	00:47:24)	

This	led	to	close	associa<on	with	an	alternate	aspect	of	UK	cultural	life	than	OR18:	

And	then	going,	and	being	in	all	the	amateur	drama.c	socie.es,	and	being	in	

shows,	musical	shows,	and	then	going	up	to	London	and	seeing	all	the	kind	of	

West	End	shows	at	the	.me,	like	Mis,	Les	Mis,	and	Phantom,	and	Miss	Saigon.		

(MF15,	00:47:38)	

Family	was	central	to	these	two	experiences,	but	they	were	situated	in	different	Bri<sh	

cultural	contexts.	MF6	offered	another	example.	Her	father	was	a	teacher	of	music	and	ran	a	

brass	band,	and	she	grew	up	with	music	around	her:	

I've	naturally	been	brought	up	with	it.	And	because	of	dad	and,	you	know,	I've	

always	liked..	My	gran	-	we	lived	in	a	house	with	my	grandparents	downstairs,	

mom	and	dad	and	me	upstairs,	and	grandad	had	a	harmonium.	We	had	a	

harmonium.	That’s	what	I	started	on,	you	know	you're	pedalling	away	(MF6,	

00:31:57)	

This	descrip<on	conjured	yet	another	image	of	the	UK.	MF6	described	a	working	class	home,	

with	genera<ons	of	family	living	together,	and	music	present.	Her	father’s	musicianship	and	
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the	availability	of	an	instrument	inspired	her	to	begin	the	journey	that	led	to	her	facilita<ng	

music	groups.		

Furthermore,	the	meanings	ascribed	to	music	in	MF6’s	family	were	forma<ve	of	her	

understanding	of	music.	These	meanings	were	not	applied	in	isola<on	to	music,	they	

reflected	a	broader	set	of	beliefs	that	informed	MF6’s	posi<oning	of	herself	and	her	ac<ons	in	

the	world.	MF6	described	herself	as	a	‘fourth	genera<on	Salva<onist’	(00:31:42),	and	a	

central	aspect	of	her	father’s	music-making	was	with	the	Salva<on	Army	band.	As	such,	music	

and	religion	were	in<mately	related,	and	this	manifested	in	her	mo<va<on	to	volunteer	as	a	

music	facilitator:	

Mo.va.on	I	suppose	it	comes	from	a	church	background,	that	you	give,	you	

know,	you	sort	of	do	what	you	can	to	help	others.	(MF6,	00:31:03)		

Interes<ngly,	MF6’s	influences	also	appeared	to	play	out	in	musical	decisions	for	the	group	

that	she	facilitated.	In	describing	her	pedagogical	approach	she	was	strong	that	it’s	about	‘the	

involvement	of	everybody	rather	than	imposing’	(00:21:23).	However,	some	choices	did	seem	

to	follow	from	the	background	that	she	described:		

I	started	with	the	book,	which	had	the	simple	chords	in,	I	mean,	one	of	the	first	

ones	was	Amazing	Grace	actually.	(MF6,	00:21:50)	

Of	the	books	I,	they're,	they're	in	there	somewhere,	but	that's	where	I've	got	

some	like,	um,	English	Country	Garden	is	one	using	those	same	three	chords	A,	E	

and	D.	(MF6,	00:22:54)	

These	examples	represent	religion	and	a	par<cular	style	of	tradi<onal	Englishness.	To	convey	

those	meanings	was	not	an	intent	that	MF6	ar<culated,	or	even	perhaps	held,	but	it	did	seem	

that	the	group’s	musical	character	was	in	some	way	posi<oned	in	accordance	with	MF6’s.		

The	example	of	Amazing	Grace	also	allows	a	second	level	of	analysis,	which	introduces	the	

next	sub-theme.	Although	the	lyrics	and	composi<on	of	Amazing	Grace	are	a?ributed	to	the	

Englishman	John	Newton,	the	melody	which	is	now	most	widely	sung	was	wri?en	by	the	

American	composer	William	Walker.	Furthermore,	Newton’s	lyrics	were	inspired	through	his	

involvement	in	the	transatlan<c	slave	trade	and	his	subsequent	conversion	to	Chris<anity	

(Wikipedia,	2019a).	Musical	migra<on	and	geographical	migra<on	(violently	forced	migra<on	

in	the	case	of	slavery)	are	at	the	core	of	this	song,	and	to	ignore	that	would	be	to	smooth	over	

a	topic	that	is	central	to	the	experiences	of	music	facilitators	and	organisers	-	the	influence	of	

migra<on.		

Discussing	their	work,	music	facilitators	and	organisers	talked	about	The	place	of	migra,on	in	

their	own	stories.	Some	interviewees	had	integrated	their	migra<on	history	with	their	present	
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self,	and	for	others	it	remained	a	source	of	tension.	MF3	remembered	holidays	in	his	father’s	

homeland	and	dis<nct	impressions	that	it	made:	

I	think	one	of	my	more	early	experiences	with	music	is	sneak	into	my	dad's	car	

when,	my,	my	dad	is	from	Serbia	and,	and	so	we,	so	I'm,	I'm	a	son	of	an	

immigrant	basically.	But	he	just	came	for	work	here	in	like	1968	or	whatever.	I	

was	8	years	old	or	maybe	younger,	I	don't	know,	I	sneak	in,	sneak	into	the	car	

when	it	was	just	parked	in	Serbia	on	the	vaca.ons.	And	my	father	had	these	

Serbian	casseae	tapes	of	folk	music,	a	rather	na.onalis.c,	but	yeah,	you	don't	

know,	you	don't	even	understand	the	language.	So,	but	it	had	this	kind	of	a	

locomo.ve	energy	kind	of	thing.	It	was	unstoppable,	you	know,	really	that	kind	of	

thing.	And	it	was	so	powerful.	And	I	remember	just	listening	to	this	song,	just	day,	

yeah,	over	and	over	and	over.	(MF3,	00:00:55)	

The	impression	that	this	Serbian	music	made	was	clear,	but	MF3	explained	his	musical	path	

diverging	from	that.	He	learnt	to	play	guitar,	and	became	influenced	by	flamenco,	Indian,	jazz,	

and	Middle	Eastern	music.		For	his	father	this	conflicted	with	strongly	held	prejudices:	

my	father	being	a	Serbian,	being	the	whole	na.on	being	skep.c	towards	Eastern,	

Arabic,	Muslim,	and	all	those	kind	of	things	(MF3,	01:07:17)	

This	schism	between	MF3’s	influences	and	his	father’s	prejudice	played	out	in	a	musical	

performance:	

I	played	with	my	band	…	the	Kurdish	flute	player	was	in	there	as	well,	so	I	got	

really	already	kind	of	a	Middle	Eastern	sound	in	it.	And	I	made	this	composi.on	

which	I	frequently	used,	frequently	used	as	an	intro	which	is	was	let's,	let's	say	for	

me	it	was	very,	very	dark	Indian	kind	of	a	vibe,	but	very	dark.	Really	big,	

pompous,	really	bombas.c	big	stuff	with	this	flute	with	it	emphasising	the	

eastern	side	of	things.	And	it	was	just	a	really	big	three	quarters	[singing	-	]	

“Boom,	Dadada	doon	doon	doon,	boom	boom.”	So	it	was	big,	dark,	and	we're	

playing	outside	on	this	square.	And	my	parents	came	to	watch	and	I,	and	I	felt,	I	

felt	the	breaking	of	the	heart	of	my	father.	(MF3,	01:05:01)	

MF3’s	father	apparently	heard	the	composi<on	as	a	musical	performance	of	MF3	posi<oning	

himself	away	from	his	father’s	Serbian	iden<ty.	The	story	seemed	symbolic	of	a	disloca<on	

that	was	only	redressed	much	later	in	MF3’s	life	when	he	was	invited	by	the	Kurdish	flute	

player	to	hear	the	music	group	that	he	would	go	on	to	facilitate:	

I	just	came	and	watched	and	within	one	minute	I	knew	exactly	this	is	what	I	want	

to	do.	There's	this,	this,	for	the	first	.me	in,	that	was	like	35	years	then,	by	then,	I	

thought	OK	now	I'm	sure	this	is	what	I	want.	(MF3,	00:04:39)	
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On	watching	the	music	group	perform	MF3	said	he	knew	immediately	that	that	was	where	he	

fi?ed.	He	joined	the	group,	playing	with	musicians	who	had	arrived	in	the	Netherlands	

seeking	asylum.	He	had	been	fuelled	in	his	musical	development	with	inspira<on	from	many	

geographical	regions,	and	he	was	well	posi<oned	to	now	play	with	musicians	from	Africa,	Asia	

and	the	Middle	East.	The	memory	he	related	of	listening	to	Serbian	music	in	his	father’s	car	

had	clearly	emoted	a	strong	response,	but	it	did	not	follow	that	he	commi?ed	himself	to	that	

genre	of	music.	In	fact	MF3’s	decision	to	play	music	informed	by	Arabic	culture	conflicted	with	

his	father’s	culture	and	its	implica<ons.	

Strong	and	specific	cultural	meanings	were	prominent	in	several	music	facilitators’	accounts	

of	how	they	developed	musically.	MF10	recounted	how	her	mother’s	interpreta<on	of	English	

culture	influenced	her	musical	path:	

It's	a	strange	dynamic	in	my	house	because	my	father's	an	academic	and	my	

mother	came	from	a	rural	farming	town	in	Japan	and	she	has	this	idea	that	

everything	English,	everything	Bri.sh,	is	really	good.	So	she'll	go	to	like	manor	

houses	and	she'll,	you	know,	that's,	that's	the	top	for	her.	So	she,	so	I	think	that	

anything,	you	know,	playing	classical	music	maybe	has	a	certain	image	about	it.	

(MF10,	00:27:37)		

Classical	music	represented	a	version	of	Bri<shness	that	MF10’s	mother	thought	to	be	

desirable.	This	may	have	stemmed	from	seeking	to	integrate	into	a	foreign	country,	or	it	may	

be	from	personal	interest,	MF10	suggested	only	that	there	was	a	concept	of	status	involved	as	

manor	houses	were	‘top	for	her.’		

Three	of	the	interviewed	music	facilitators	and	organisers	had	Jewish	heritage,	with	rela<ves	

who	migrated	from	Germany	or	Israel.	In	different	ways	this	influenced	their	musical	lives.	

MF9	and	MF15	both	remembered	listening	to	Hebrew	songs	when	they	were	young.	MF9	

recalled	that	memory:		

You	know,	we	had	records	of,	uh,	yeah,	uh,	Hebrew,	Hebrew	songs	and	also	

children’s	songs.	One	of	the	first	memories	I	have	as	a	very	small	child	that	I	

learned	to	point	out	the	different	singers	it	was	on	the	background,	different	

pictures	of	the	different,	uh,	ar.sts	and	I	could	point	which	song	belonged	to	

which	ar.st.	(MF9,	00:09:31)		

These	shared	moments	between	MF9	and	his	father	faded	as	he	got	older,	and	then	so	did	his	

connec<on	with	the	Hebrew	music:		

I	got	detached	a	liale	from	the	influence	because,	um,	you	know,	grow	up	so	he	

was	not	sharing	music	or	records	for	me	from	Israel.	He	was	just	listening	to	it	

himself	a	liale	bit	but	not	ac.vely	sharing	it.	He	didn't	teach	me	Hebrew	also.	
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And	obviously	the	phase	of	children's	songs	and	listening	to	those	records	

together,	it,	it,	ended	at	a	certain	point.	(MF9,	00:10:13)	

Hebrew	music	was	part	of	a	memory	of	childhood,	but	it	did	not	sustain	directly	as	a	musical	

influence	or	cultural	presence	for	MF9.	The	influence	may	of	course	have	been	less	literal,	as	

MF15	recounted.	MF15’s	mother	migrated	from	Israel	to	live	in	the	UK,	so	each	summer	they	

would	go	back	for	holidays,	during	which	he	remembered	being	‘surrounded	by	kind	of	Israeli	

pop	songs	and	Israeli	folk	music’	(00:48:49).	As	with	MF9,	this	genre	of	music	did	not	sustain	

in	terms	of	MF15’s	musical	repertoire	choices,	but	it	was	part	of	his	educa<on:	

understanding	that	the	world	is	much	bigger	than	Bognor	(MF15,	00:49:24)	

Exposure	to	music	from	his	family’s	culture	expanded	MF15’s	world	view.	This	process	

con<nued	too	as	a	professional	singer,	performing	interna<onal	repertoire	with	interna<onal	

casts:	

I	was,	you	know,	steeped	in	Mozart	and	Handel	and	Elgar	and	Poulenc	and	kind	

of	all	of	those,	these	different	composers	from	around	from	around	Europe	

(MF15,	00:51:03)	

Touring	and	working	abroad	added	further	exposure	to	music	and	culture,	and	here	MF15’s	

musical	life	circled	back	to	those	childhood	memories	of	Israel:		

Tradi.ons	that	have	come	from	other	cultures	and	those	kinds	of	sounds	and	

those	scales	and	like	that	the	Arabic	scales	and	a	lot	of	that	stuff	really	resonated	

me	on	a	DNA	level	because	it's	come	back,	comes	from	my	Jewish	heritage.	

Growing	up	in	Israel	you	hear	the	oriental	scales	and	sounds	translated	through	

Hebrew	some.mes,	but,	yeah,	it's	there	in	my,	in	my	cultural	DNA.	(MF15,	

00:51:31)	

The	cultural	landscape	of	MF15’s	childhood,	informed	by	his	mother	having	migrated	from	

Israel,	established	a	view	of	the	world	in	which	he	posi<oned	himself	as	a	member	of	a	

‘mul<cultural	cast’	(00:52:51).			

Jewish	history	impacted	MF7’s	musical	development	in	another	way.	She	recounted	how	as	

‘the	grandchild	of	a	Holocaust	survivor’	she	felt	that	her	mother	made	the	choice	not	to	

educate	her	in	that	heritage,	and	she	now	missed	that	aspect	of	who	she	was:		

I	think	being	the	grandchild	of	a	Holocaust	survivor	something	like	the	Holocaust	

in	a	way	rips	you	of	iden.ty.	And	as	a	third	genera.on,	it's	interes.ng	because	

my,	I	didn't	get	any	of	it	from	my	mom	because	there	was	almost	like,	I	don't	

really	know,	but	she,	you	know,	she	because	of	the	trauma	they	experienced	she	

had	to	grow	up	in	a	very	specific	way.	And	I	think	she	didn't	want	to	impose	any	
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of	that	on	me.	And	so	in	a	way	there's	actually	an	absence	of	iden.ty	that	I	feel.	

(MF7,	00:16:19)	

Despite	this,	she	did	feel	that	music	was	one	aspect	that	assailed	the	absence	of	connec<on	

to	her	Jewish	iden<ty.	MF7’s	grandmother	shared	a	love	for	the	violin,	which	she	speculated	

was	linked	to	the	instrument’s	place	in	Jewish	music:		

for	her	it	was	I	think	a	very	important,	very	moving	thing	for	her	and	I	never	

realized	it	when	I	was	younger.	It	was	only	aoer	she	died	and	I	was	older	that	my	

mom	kind	of	said,	"I	don't	think	you	realise	how	important	this	actually	was	to	

her."	And	funny	enough	when	I	…	decided	I	want	to	be	a	performer	again	…	one	

of	the	first	things	my	mom	said	to	me	was,	"Your	grandmother	would	be	so	proud	

of	you."	Like	she	really,	it's	a	thing.	So	it's	not	so	much	a	specific	type	of	music,	

although	klezmer	music	of	course,	Jewish	music	you	know	(MF7,	00:11:21)	

Somehow	MF7	found	a	connec<on	back	to	the	Jewish	aspect	of	her	iden<ty	through	the	

musical	connec<on	with	her	grandmother.	Like	MF15	and	MF9	this	cultural	heritage	did	not	

materialise	in	MF7’s	choices	of	repertoire,	but	it	was	a	strong	influence	on	her:	

it	definitely	inspires.	I	do	think	that	it	inspires	a	lot	of	what	I	do.	So,	but	yeah,	it's	

less	about	the	specific	genre	of	music	and	I	think	more	about	the	importance	of	

music	overall	for	my	par.cular	path.	(MF7,	00:11:21)	

Family	history	provided	a	depth	of	cultural	connec<on	for	MF7	that	influenced	her	musical	

development.	The	influence	was	not	seen	in	a	simple	reproduc<on	of	her	grandmother’s	

musical	heritage,	but	rather	in	MF7’s	inspira<on	to	pursue	her	own	musical	path.		

The	direct	influence	of	familial	cultural	heritage	on	musical	choices	was	perhaps	most	

prominent	in	MF4’s	interview	data.	MF4	migrated	from	the	Democra<c	Republic	of	Congo	to	

the	UK	with	her	parents	when	she	was	4	years	old.	Her	mother	was	English,	but	Congolese	

music	and	her	father’s	voice	were	the	most	vivid	musical	memories	she	recalled	sounding	in	

her	home:	

You	know	you'd	always	have	his	music	playing	most,	most	of	which	would	be	

Congolese	music	as	well.	(MF4,	00:00:04)	

he	was	a	wonderful	singer	as	well,	you	know,	who	was	amaze..,	you	know,	I	just	

like,	the	memories	of	him	being	just	about	the	house	in,	you	know,	usually	in	

another	room	but	you	could	just	hear	it	from	around	the	house.	And	him	just	like	

wailing	away.	(MF4,	00:01:03)	

These	sounds	of	childhood	were	engrained	in	memories,	but	MF4	began	playing	music	at	

school	in	England,	and	with	her	mother’s	influence	she	played	violin	and	sang	in	choirs	before	
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moving	on	to	be	a	singer-songwriter.	While	MF4	recounted	that	her	Congolese	heritage	had	

always	been	present	for	her,	‘rhythmically,	melodically,	and	kind	of	what	I	just	

hear’	(00:15:18),	she	explained	that	it	was	only	recently	that	she	had	fully	embraced	it:	

I	didn't	start	incorpora.ng	that	un.l	we	started	this	band	and	actually	to	begin	

with	the	band	was	just	very	loosely	described	as	Afro	folk	band.	And	then	it	took	

a	couple	of	years	before	I	really	started	bringing	in	my	kind	of	cultural	heritage	

roots	into	that	and	started	wri.ng	songs	in	Lingala	and	things	like	that	so	that's	

only	been	in	the	last	like	two	or	three	years	really	that	I've	really	started	

embracing	that	(MF4,	00:14:38)	

The	resul<ng	music	MF4	described	as	a	‘conglomerate	of	cultural	influences’	(00:15:18).	Her	

accent	betrayed	her	Englishness	to	Congolese	audiences,	and	the	use	of	Lingala	confronted	

English	audiences	with	her	foreignness.	Friends	had	told	her	that	‘“it’s	like	a	completely	

different	person	just	comes	out	when	you	start	speaking,	um,	singing	in	Lingala,”’	(00:16:03).		

During	our	interview	MF4	became	emo<onal	telling	me	lyrics	that	reminded	her	of	the	kind	of	

wisdom	her	father	would	share	in	‘essen<ally	lectures’	that	he	would	deliver	to	his	children	to	

‘explain	what	life	is	about’	(00:18:11):	

[sings]	"Suku	ufandinye	ukuyoka	matema	nyo.”		

Um,	yeah,	“If	you	sit	quietly	you'll	hear	your	own	heart.”		

This	kind	of	stuff....	(laughs).	(MF4,	00:16:32)	

Embracing	Congolese	music	in	her	own	crea<vity	connected	MF4	to	her	father	and	to	her	

family’s	cultural	heritage.	By	wri<ng	songs	and	performing	them	to	audiences,	MF4	located	

herself	firmly	and	publicly	within	that	culture.	MF4	recounted	one	public	gesture	made	at	a	

large	concert	that	encapsulated	that	sen<ment,	embracing	family,	music	and	culture:	

I	try	and	you	know	talk	a	bit	about	the	background	to	the	songs	and	stuff	like	

that.	And	I	had	a	big	plaaer	of	sliced	pineapple	sprinkled	with	salt	and	that	was	

something	that	my	dad	always	fed	us	as	kids.	(MF4,	00:40:28)	

I	got	my	mother	my	sister	to	help	me	prepare	it	before	the	gig.	And	then	my	my	

other	brother	was	like	going	round	offering	it	to	the	audience	kind	of	thing	and	I	

talked	about	how,	you	know,	my	my	dad,	and	Congolese	roots	are	quite	big	

influence	and	that	music	and	you	know	he's	not	with	us	anymore	and	I've	got	my	

siblings	here	it	just	feels	like	a	really	great	moment	to	like	share	that	with	all	of	

you	and	kind	of	like,	you	know,	the	liale	tribute	thing	and	it	was	really	really	

beau.ful	(MF4,	00:41:45)	

	 (Page )152



Hearing	this	story	during	our	interview	I	was	emo<onally	moved,	and	reflected	to	MF4	that	I	

was	struck	that	salted	pineapple	seemed	to	me	so	culturally	specific	while	the	acts	of	sharing	

food,	music	and	paying	tribute	to	family	are	universal.	The	effort	involved	can	be	appreciated	

by	anyone.		

MF4’s	stories	illustrated	the	influence	of	her	father	and	her	family’s	cultural	heritage.	

However,	that	rela<onship	was	not	always	simple,	and	at	<mes	she	also	touched	on	the	

complexity	that	underlies	culture	and	migra<on.	This	will	be	explored	in	the	next	sub-theme:			

Naviga,ng	complexity	and	privilege		

The	music	that	MF4	chose	to	integrate	into	her	song-wri<ng	was	soukous,	but	this	was	not	

the	music	with	which	her	father	was	most	connected.	He	was	a	choir	leader,	MF4’s	

grandfather	was	a	Chris<an	pastor,	and	her	mother	was	a	Bap<st	missionary,	so	a	lot	of	MF4’s	

father’s	repertoire	was	made	up	of	European	hymns	translated	into	Lingala.	Indeed,	MF4	

noted	how,	‘his	original	culture	from	Congo,	you	know,	had	kind	of	melded	if	you	like	in	with	

this	European	Chris<anity	that	was	brought	over	there’	(00:04:04).	His	was	not	an	untainted	

Congolese	culture,	it	was	coloured	by	European	religious	culture.	Colonial	migra<on	massively	

informed	the	culture	with	which	MF4’s	father	migrated	to	the	UK.	The	processes	of	cultural	

migra<on	that	influenced	MF4	were	mul<-direc<onal	and	complex.	

The	historical	and	mul<-direc<onal	nature	of	cultural	migra<on	was	also	raised	by	OR14.	

Reflec<ng	on	his	work	with	recently	emigrated	musicians	in	the	UK,	he	noted	that	they	were	

not	entering	a	culture	that	was	as	sta<c	or	defined	as	it	was	o`en	represented	to	be:	

Bri.sh	culture	is	much	more	complicated	and	mul.	faced	than	the	sort	of	

perceived	narrow	view.	(OR14,	00:09:56)	

The	musicians	with	whom	OR14	worked	he	viewed	as	part	of	an	on-going	historical	

movement	of	people,	influencing	all	aspects	of	the	UK:		

if	you	look	back	at	the	history,	just	that	without	kind	of	puyng	labels	on	people	

of,	you	know,	ethnici.es	or	religions	or	whatever,	but	just	the	geographical	places	

people	have	come	from	different	places	in	the	world	to	the	UK	for	hundreds	of	

years.	And,	you	know,	we	wouldn't	have	coffee	shops,	we	wouldn't	have	guitars,	

we	wouldn't	have	Chuck	Berry,	you	know.	(OR14,	00:11:24)	

A	similar	history	exists	in	the	Netherlands	according	to	OR22,	although	it	is	o`en	subsumed	

by	a	dominant	discourse	to	the	contrary:	

I	miss	that	story	also	a	liale	bit.	Like	the	acc,	the	accept,	the,	the,	accep.ng	the	

fact	that	we	and,	and	Holland	even	maybe	even	more	so	than	other	countries	in	

Europe,	but,	but	the	whole	of	Europe	is	so,	it	is	so	culturally	diverse.	And	what	we	
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call	Dutch	culture	is	so,	you	know,	ingrained	with	all	these	influences	from	all	over	

the	world.	And,	you	know,	that	makes	it	difficult	to,	to,	you	know,	to	see	that	shio	

into	sort	of	this	idea	of	one	culturally	homogeneous.	I	think	it's	just	naive	and	

nonexistent.	(OR22,	00:43:10)	

OR22,	OR14	and	MF7	offered	examples	that	demonstrated	how	music	that	was	considered	to	

be	indica<ve	of	Dutch,	Bri<sh,	or	Congolese	culture	was	the	result	of	historical	migra<on.	

OR14	and	OR22	stressed	further	that	no<ons	of	na<onal	culture	o`en	ignored	cultural	

origins.	Belief	that	migra<on	is	a	new	phenomenon	ignores	the	reality	of	our	histories,	as	

MF19	joked:	

You	know,	it	wouldn't	be	much	use	saying,	um,	going,	"My	family	goes	back	to	

William	the	Conqueror,"	because	then	you'd	be	French	anyway.	(MF19,	00:39:17)	

Music	facilitators’	and	organisers’	experiences	illuminated	a	fallacy	in	viewing	recent	

migra<on	as	an	isolated,	modern	phenomenon.	Culture	was	presented	as	the	result	of	

historical	migra<on.	Furthermore,	the	examples	shared	in	this	sec<on	have	revealed	complex	

associa<ons	to	na<onality,	family	and	music	that	create	individualised	rela<onships	with	

culture.		

In	their	accounts	music	facilitators	and	organisers	posi<oned	themselves	in	rela<on	to	their	

cultural	heritage	and	their	current	cultural	context	through	a	series	of	decisions	that	related	

back	to	the	culture	and	migra<on	histories	of	their	families.	They	did	not	present	themselves	

as	posi<oned	on	a	sta<c,	na<onality-based,	homogenous,	cultural	centre-ground,	but	rather	

as	choosing	to	posi<on	themselves	on	the	cultural	ground	with	which	they	could	associate.		

The	choices	implied	in	the	previous	paragraphs	suggest	dynamics	of	privilege	in	comparison	

to	the	limited	opportuni<es	that	have	been	discussed	for	people	who	have	emigrated	to	seek	

asylum.	Several	of	the	music	facilitators	and	organisers	demonstrated	awareness	of	the	

privilege	their	iden<ty	allows	them.	OR14	acknowledged	that	‘as	a	white	European	middle	

class’	man:		

No	one	ever	makes	me	stand	up	for	my	religious	background	or	my	cultural	

heritage	or	whatever.	I	never	get	ques.oned.	But	other,	other	people	who	aren't	

from	that	background	do	get	asked	those	ques.ons,	and	they	do	get	

associa.ons.	(OR14,	00:18:20)		

OR18	recognised	that	in	places	he	has	travelled,	being	'a	white	Englishman	…	who	is	a	

musician	…	will	do	you	more	good	than	harm’	(00:48:23).	Whereas	he	described	a	very	

different	experience	for	an	Iranian	friend	in	the	UK:		
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she	just	doesn't	like	calling	herself	Iranian	because	she	thinks	that	people,	either	

subconsciously	or	not,	that	they're	kind	of	like	"terrorist"	kind	of,	you	know,	

"Islamic	extremist"	liale	light	flashes	in	the	brain.	(OR18,	00:49:08)	

This	final	example	demonstrates	the	extreme	incumbency	of	societal	posi<oning	on	aspects	

of	iden<ty.	While	being	iden<fied	as	white,	English	and	male	places	OR18	in	a	posi<on	of	

advantage,	being	an	Iranian	woman	in	the	UK	places	her	at	risk	of	prejudice.		

Another	posi<oning	was	experienced	by	MF4.	As	an	English	person	with	Congolese	heritage,	

she	felt	perceived	as	black	in	the	UK,	but	when	she	visited	Congo	she	recalled	‘they	perceived	

me	as	a	white	person’	(00:26:20).	She	recounted	the	realisa<on	this	evoked	that,	‘I	am	kind	of	

traversing	this	line	and	I’m	neither	nor’	(00:26:20).	MF4’s	words	conjure	liminality,	perhaps	

denied	full	belonging	or	the	privileges	due	to	either	iden<ty	group.		

In	the	data	from	interviews	with	music	facilitators	and	organisers	it	was	apparent	that	there	

was	conflict	between	claiming	posi<ons	of	centrality	and	marginality.	Rather	than	sta<ng	

allegiance	with	dominant	iden<ty	groups	based	for	example	on	na<onality,	there	was	over-

riding	re<cence	to	be	associated	on	simple	terms.	Complexity	was	clearly	present	in	the	way	

that	music	facilitators	and	organisers	viewed	themselves	in	rela<on	to	others,	informed	by	

familial,	poli<cal	and	cultural	rela<onships	and	heritage.		

6.3.4. Organisa7onal	sphere:	Challenges	and	risks	

Naviga<on	of	posi<oning	also	emerged	as	a	theme	at	an	organisa<onal	level.	Chari<es	and	

ins<tu<ons	were	described	making	decisions	as	to	how	to	locate	themselves	in	rela<on	to	

external	pressures,	firstly	raising	the	challenges	and	risks	of	whether	to	Comply	or	out-lie.	

Two	interviewees	discussed	how	in	order	to	secure	financial	support	they	have	had	to	

compromise	their	views	and	posi<on	themselves	in	line	with	funders’	priori<es.	MF15	

acknowledged	his	own	aversion	to	iden<fying	the	people	with	whom	he	worked	with	the	

word	‘refugees,’	but	had	done	so	‘to	get	funding’	(01:07:38).	Similarly,	OR14	shi`ed	his	stance	

in	order	to	boost	the	success	of	his	work:	

I	didn't	used	to	have	refugee	or	migrant	on	the	website	but	then	I	put	it	on	and	

our	Google	searches	went	up,	our	gig	bookings	went	up.	(OR14,	00:19:17)	

To	finance	programming,	these	organisers	have	complied	with	the	labelling	prac<ces	with	

which	they	object.	According	to	MF15,	a	‘set	of	languaging’	(01:09:05)	would	be	necessary	to	

redress	this	situa<on	that	currently	seemed	to	demand	that	organisers	perpetuate	or	remain	

outside	of	access	to	funding.		

Another	example	was	given	by	OR18,	who	discussed	a	project	for	young	people	that	was	

funded	‘under	the	guise	that	it	came	under	ci.zenship’	(00:31:22).	Aligning	with	the	funding	
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criteria	of	ci.zenship	allowed	a	music	project	to	go	ahead	with	young	people	who	had	

recently	migrated	to	the	UK,	however	it	was	problema<c	for	some	of	the	music	facilitators	

who	were	involved:		

it	is	quite	controversial	with	the	team,	the,	the	music	facilitators	I'm	using.	You	

know,	it's	controversial	for	them.	They're	very	an.	this	whole	government	drive	

for	our	Bri.shness	and	ci.zenship.	(OR18,	00:33:27)		

There	was	reluctance	to	comply	with	a	policy	that	was	objec<onable	to	the	music	facilitators.	

In	the	end,	a	crea<ve	response	was	found	to	the	conundrum,	iden<fying	aspects	of	ci<zenship	

that	were	related	to	‘diversity	and	inclusion	and	equality,	rather	than	[laughter]	what	it	means	

to	be	Bri<sh’	(OR18,	00:32:23).	These	examples	illustrated	how	there	can	be	pressure	to	

posi<on	music	projects	in	line	with	funding	bodies’	criteria,	and	how	this	can	translate	to	

complicity	with	their	agendas.		

Separate	from	the	risks	of	complicity,	the	value	and	difficulty	of	naviga<ng	Coopera,on	or	

conflict	between	organisa<ons	also	emerged	as	a	sub-theme	on	the	organisa<onal	level.	The	

music	group	organised	by	OR25	was	part	of	a	long	running	‘partnership’	between	four	

organisa<ons.	Complimentary	exper<se	and	shared	resources	meant	that	organisa<onal	

coopera<on	be?er	served	the	community	than	any	one	of	the	partners	could	on	their	own.	A	

similar	working	partnership	was	described	by	MF3,	in	which	‘we’re	using	each	others	

stuff’	(00:07:24).		

A	looser	network	approach	had	been	developed	by	OR14,	through	which	informal	

coopera<on	between	organisa<ons	working	in	the	same	field	had	proved	frui{ul:	

I	met	another	organisa.on	called	[name	of	organisa.on]	who	we	do	a	lot	of	work	

with,	and	good	friends	with,	you	know	the	thing	of	they	support	us	and	we	

support	them	in	a	lot	of,	a	lot	of	events	and	stuff	like	that.	So,	yeah,	just,	you	

know,	you	build	your	networks	(OR14,	00:03:20)	

However,	examples	of	lack	of	coopera<on	were	also	recounted	by	OR14,	par<cularly	with	

some	of	the	‘bigger	organisa<ons’	in	his	region:	

‘[name	of	city]	Fes.val	doesn't	really	engage	with	us	and	I	think	that's	been	one	

of	my	issues	with	…	the	mainstream,	larger	events	here	don't	include	those,	those	

[Syrian,	Polish,	Eritrean	and	other	non-English	heritage]	communi.es.’	(OR14,	

00:56:56)	

OR14	made	a	dis<nc<on	with	‘the	mainstream,’	marking	them	to	be	less	coopera<ve	or	

engaged	with	communi<es	who	were	perhaps	seen	as	non-mainstream.	His	accounts	
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suggested	that	coopera<on	was	possible	with	smaller	organisa<ons	but	there	were	barriers	to	

infiltra<ng	mainstays	of	his	region’s	cultural	life.		

Conflict	was	also	presented	in	OR22’s	portrayal	of	organisa<onal	collabora<on.	In	order	to	

access	the	loca<ons	in	which	OR22	facilitated	music	ac<vi<es,	coopera<on	was	needed	from	

the	ins<tu<on	responsible	for	the	provision	of	those	spaces:	

we	have	to	work	together	with	[name	of	ins.tu.on]	because	we	want	to	have	a	

space	and	we	want	to	be	part	of,	you	know,	we	want	to	be	present.	But	there's	a	

lot	of	instances	where	[name	of	ins.tu.on]	is	not	necessarily	happily	providing	

that.	(OR22,	00:38:02)	

This	tension	between	coopera<ng	and	conflic<ng	was	perhaps	endemic	of	the	wider	context	

in	which	the	music	groups	were	taking	place:		

poli.cally	speaking	we're,	we're,	this	country	is	much	more	into,	you	know,	into	

the	idea	of	not	invi.ng	people.	(OR22,	00:38:54)	

For	OR22	facilita<ng	music-making	for	people	who	were	newly	arrived	in	a	country	was	a	

gesture	of	hospitality	that	he	suggested	was	contrary	to	the	na<onal	poli<cal	agenda.	

Coopera<on	was	not	easy	and	seemed	to	require	on-going	advocacy.	Here	the	organisa<onal	

effort	appeared	to	contain	an	ac<vist	element,	crea<ng	coopera<on	against	the	contextual	

<de.		

6.3.5. Summary	of	findings	on	theme	2:	Centralising	and	marginalising	

Accounts	from	music	facilitators	and	organisers	revealed	music	being	appropriated	in	complex	

acts	of	iden<ty	posi<oning	related	to	group	membership,	societal	status,	culture,	na<onality	

and	family.	In	the	research	contexts,	par<cipants	and	their	cultural	resources	were	invited	to	

take	central	roles,	in	contrast	to	their	perceived	accustomed	marginality.	Facilitators’	efforts	to	

work	through	music	groups	to	impact	the	aatudes	of	wider	communi<es	were	presented	in	

terms	of	shi`ing	orientalising	dynamics	of	listening,	and	reposi<oning	the	deficit	to	the	

listener	rather	than	the	‘foreign’	sounding	music.	However,	challenges	to	these	approaches	

were	noted	in	the	data,	with	the	mobility	and	points	of	commonality	that	are	available	to	

people	who	have	migrated	country	acknowledged	as	limited.		

Talking	of	their	own	experiences	of	migra<on	and	music,	the	fluidity	and	mul<-direc<onality	

of	influences	was	very	evident	in	music	facilitators’	and	organisers’	stories.	Ac<ve	and	

interac<onal	processes	by	which	people	adopt	and	adapt	iden<ty	posi<ons,	were	evident	in	

the	examples	of	how	na<onality,	culture	and	musical	tastes	had	been	navigated.		
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At	an	organisa<onal	level,	the	agendas	that	influenced	posi<onal	choices	of	ins<tu<onal	

presenta<on	and	representa<on	of	others,	were	linked	to	funding.	This	impera<ve	drove	

decisions	that	conflicted	with	ethical	stances,	but	enabled	the	work.		

As	was	clear	in	all	domains,	while	agency	and	choice	could	be	applied	in	self-defining	iden<ty	

roles	and	posi<ons,	there	were	also	limits	and	con<ngency	a?ached	to	those	decisions.	This	

meant	that	the	version	of	self	that	was	presented,	was	not	always	the	desired	one.	Processes	

connected	to	expressing	self	are	the	focus	of	the	third	theme.		

6.4. Theme	3:	Expressing	self	

This	third	theme	of	Expressing	Self	consists	of	accounts	from	music	facilitators	and	organisers	

concerning	people’s	own	expression	of	themselves.	Again	findings	will	be	presented	across	

the	domains	of	Leading	par.cipatory	music-making,	Broader	musical	experiences	and	

development,	and	the	Organisa.onal	sphere.		

6.4.1. Leading	par7cipatory	music-making:	Facilita7ng	self	explora7on	&	expression		

In	the	data,	self	explora<on	and	expression	emerged	as	important	in	how	music	facilitators	

and	organisers	observed	music-making	suppor<ng	the	process	of	reorienta<on	faced	by	

people	who	emigrate	seeking	asylum.	OR22	related	how	he	saw	issues	of	self	percep<on	to	

be	provoked	by	changes	of	circumstances	and	to	be	embedded	in	bureaucra<c	processes:	

people	are	in	flux	…	ooen	people	are	sort	of	asking	themselves	"Who	am	I	now?"	

Because	they're	in	a	situa.on,	they	ooen	didn't	choose	to	be	in	that	situa.on.	So	

people	are	sort	of	dealing	with	the	ques.on	of	iden.ty	in	general	because	of,	you	

know,	because	they	migrated	from	this	country.	They're	in	a	situa.on	now	where,	

you	know,	there's	all	these	mechanisms	around	them	asking	them	"Who	are	

you?"	"Why	are	you	here?"	"What	are	you	doing?"	"Where	do	you	want	to	

go?”	(OR22,	00:03:04)	

Music	facilitators	and	organisers	described	music-making	interven<ons	responding	to	these	

ques<ons.	Interviews	contained	accounts	of	how	facilitators	and	organisers	understand	

par<cipatory	music-making	to	afford	opportuni<es	for	Facilita,ng	explora,on	of	self,	both	

through	explicit	methods	and	implicitly	through	musical	interac<on.	For	example,	MF19	

described	working	deliberately	to	allow	group	members	freedom	in	music	sessions	through	

her	pedagogical	decisions:		

To	provide	a	safe	space,	in	which	people	can	be	as	much	of	themselves	as	they	

want	to	be.	(MF19,	00:35:36)	

MF19	sought	to	create	the	space	in	which	group	members	were	not	obliged	to	share	

themselves,	but	in	which	they	may	feel	the	security	to	explore	themselves	through	musical	
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interac<on.	Other	music	facilitators	described	a	similar	idea	informing	their	use	of	

improvisa<on	with	groups.	For	MF4,	improvisa<on	facilitated	opportuni<es	for	meaning	to	

emerge	and	could	lead	to	a	new	awareness	of	self:		

it	was	just	coming	from	this	very	subconscious	place	and	from	that	came	a	lot	of	

meaning	for	people,	you	know,	in	realising	kind	of,	and	myself,	you	know,	

realising	aspects	of	what	was	important...	to	me	whether	it	was	just	at	that	.me	

or	like	this	core	belief	and	how	I	was	kind	of	expressing	that	through	my	

individual	voice.	(MF4,	00:46:08)	

There	was	a	sense	in	these	words	that	the	unscripted	nature	of	improvisa<on	allowed	

expression	of	layers	of	understanding	of	which	people	were	not	always	consciously	aware.	

Musical	explora<on	here	was	allowing	self	explora<on.	OR18	also	recounted	how	

improvisa<on	with	groups	allowed	elements	of	self	to	be	uncovered:		

ins.nc.vely,	everything's	that	in	your,	you	know,	your	mind,	your	learning,	your	

physicality,	your,	you	know,	your,	your	skin	tone,	your	exper,	your	experiences,	

your	journeys.	Eventually	all	of	that	comes	through	in,	in	sort	of	crea.vity	and	

improvisa.on.	(OR18,	00:10:48)	

Crea<ve	explora<on	was	aligned	with	self	explora<on	in	OR18’s	interpreta<on	of	the	group	

improvisa<ons	that	he	facilitated.	These	were	collec<ve	experiences	he	described,	during	

which	care	was	taken	for	‘allowing	space	for	individuality’	(OR18,	00:10:37).		

The	space	for	individual	explora<on	within	a	group	music-making	seang	was	approached	and	

observed	in	less	explicit	terms	by	other	music	facilitators	and	organisers.	MF10	worked	with	

children	who	were	some<mes	very	recently	arrived	in	the	Netherlands,	and	she	observed	a	

process	happening	that	enacted	‘an	iden<ty	that	they’re	trying	to,	that	they’re	

building’	(00:31:10).	In	its	early	stages,	she	saw	this	play	out	through	a	search	within	the	

group	for	security:		

they'll	ooen	go	towards	the	same	na.onality,	they'll	ooen,	they'll	ooen	like	look,	

or,	you	know,	same,	same	sex	also,	same	age.	So	really	like	they're	trying	to	find	

their,	their	safety	place.	(MF10,	00:31:54)	

In	this	example,	the	children	explored	where	they	may	feel	safe	in	the	music	group	and	within	

their	new	context.	Only	when	this	sense	of	security	had	been	achieved	did	MF10	begin	to	

observe	a	next	stage	of	orienta<on	beginning:	

the	confidence	definitely	comes	out,	and	then	I	guess	they're	trying	to	make	a	

new	iden.ty	(MF10,	00:32:37)	
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In	MF10’s	account,	it	was	the	group	space	that	allowed	explora<on	of	iden<ty	rather	than	one	

par<cular	musical	technique	that	she	was	employing.	

The	mnemonic	power	of	music	also	emerged	as	important	in	how	music	facilitators	and	

organisers	understood	how	iden<ty	was	navigated	by	people	in	a	new	country.	OR22	

suggested	that	when	people	listen	to	music,	‘all	these	images	of	who	you	were,	are,	were,	

they	come	to	you’	(00:01:40).	Therefore,	he	said,	‘part	of	that	is	memory,	but	part	of	that	

could	also	be	now,	here,	and	now’	(00:02:48).	Music	a?ached	to	memories	s<ll	existed	in	the	

present,	and	OR22	presented	this	as	an	important	resource	for	the	explora<on	of	iden<ty	

within	the	current,	new	context,	as	people	were	asking	themselves	that	ques<on,	‘“Who	am	I	

now?”’	(00:03:04).	

Again	in	response	to	that	ques<on,	music	facilitators	and	organisers	emphasised	music-

making’s	affordance	for	Facilita,ng	self	expression	in	how	they	explained	and	conceptualised	

their	work.	MF4	talked	about	‘empowering	people	to	be	able	to	express	

themselves,’	(00:33:18)	and	MF15	framed	his	approach	as	seeking	to	‘create	a	suppor<ve	and	

safe	environment	so	actually	that,	that	young	person	can	express	themselves	in	the	way	that	

is	most	appropriate	for	them’	(00:14:29).		This	self	expression	was	described	in	broad	terms	

by	one	music	facilitator,	as	in	rela<on	to	‘their	pain	and	frustra<on’	or	‘something	they’ve	

learned	and	want	to	share	from	their	culture’	(MF4,	00:33:18).	The	idea	of	music	providing	

‘an	outlet’	for	such	expression	was	stressed	by	MF6.		

Overall,	the	importance	a?ributed	to	self	expression	was	linked	to	the	fact	that	through	music	

this	could	be	done	non-verbally	and	without	the	need	for	a	shared	language.	As	OR25	said:			

they	don't	actually	have	to	speak	to	anybody	do	they.	If	they're	playing	they	could	

just	express	themselves	through	the	music	(OR25,	00:21:30)		

In	other	words,	through	music-making,	‘you	can	talk	without	talking’	(OR22,	00:03:39).	OR14	

recounted	a	beau<ful	example	of	self	expression	on	these	terms,	when	a	man	from	Iraq	

arrived	at	the	very	end	of	a	recording	session	reques<ng	to	perform	one	song:	

And	he	came	and	he	sang	one	song	and	he	didn't	speak	any	English	and	we	were	

using	google	translate	and	I	know	a	couple	of	words	in	Arabic	and	roughly	it	was	

a	song	about	his	love	for	Iraq	and	he	was	going,	"Habibi	Iraq,	wife	Iraq,	son	Iraq."	

Yeah,	it	was,	it	was	fucking,	I	mean	it	was	heartbreaking,	sorry,	swearing.		

It	was	really	sad	and	you	could	see	his	face,	man,	I'm	kind	of	puyng	on	to	him,	

but	he,	you	could,	he	was,	you	know	I'm	guessing	he	was	struggling,	you	know.	I	

dunno.	But	he	was,	but	he	sang	this	beau.ful	song	(OR14,	00:48:10)	
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Although	OR14	and	the	singer	did	not	share	a	language,	OR14	described	a	powerful	

communica<on	between	them.	He	reflected	that	‘there	was	a	sort	of	shared	

emo<on’	(00:50:54),	and	that	came	across	in	his	telling	of	the	incident.	Music	appears	to	have	

allowed	the	man	from	Iraq	to	express	something	of	himself,	regardless	of	language.		

Musical	expression	in	this	sec<on	has	been	found	to	be	presented	by	music	facilitators	and	

organisers	as	a	powerful	representa<on	of	self	for	music	group	members.	Representa<ons	of	

themselves	in	stories	from	the	music	facilitators	and	organisers	will	be	explored	in	the	next	

sec<on,	revealing	the	importance	of	this	process	for	them	as	much	as	for	the	people	with	

whom	they	work.			

6.4.2. Broader	musical	experiences	and	development:	Performing	their	role	

Analysis	suggests	that	the	ways	in	which	music	facilitators	and	organisers	perform	their	roles	

are	expressive	of	elements	of	their	iden<<es	and	strongly	informed	by	elements	that	are	

important	to	their	sense	of	self.	Beliefs	and	philosophies	that	are	held	as	important	in	

everyday	life	are	seen	to	inform	professional	approaches,	and	this	is	explored	in	the	following	

sub-theme,	Believing	in	something.		

Music	facilitators’	and	organisers’	mo<va<ons	to	make	music	with	people	who	emigrated	to	

seek	asylum	from	war	or	persecu<on	emerged	in	the	data	as	being	informed	by	beliefs	and	

philosophies	that	were	important	in	their	understandings	of	who	they	are.	Interviewees’	

accounts	revealed	the	ways	in	which	they	frame	themselves	and	their	work	through	their	

world	view.	For	example,	religious	and	philosophical	outlooks	were	described.	In	MF6’s	case,	

the	connec<on	of	her	chris<anity	to	her	work	was	clear:		

Mo.va.on	I	suppose	it	comes	from	a	church	background,	that	you	give,	you	

know,	you	sort	of	do	what	you	can	to	help	others.	(MF6,	00:31:03)				 	

MF6	described	straigh{orwardly	that	the	teachings	of	her	religion	informed	her	decision	to	

volunteer	and	facilitate	the	music	group.	Chris<anity	was	also	present	in	the	establishment	of	

one	group	that	was	discussed,	explained	by	OR25	as	an	ini<a<ve	of	‘the	church	and	the	

community’	(00:06:01).	This	enterprise	mo<vated	volunteerism,	with	OR25	explaining	her	

own	reasons	to	be	involved:		

I	just	liked	helping	people.	I'd	had	a	very	good	life,	so	I	just	want	to	share	it	with	

somebody	else,	that	was	less	fortunate,	you	know.	So	that	was	really,	I	just	liked	

helping	people.	(OR25,	00:39:15)		

For	MF6	and	OR25	volunteerism	was	intertwined	with	their	sense	of	self	and	the	beliefs	by	

which	they	live.	Other	music	facilitators	and	organisers	also	described	how	their	beliefs	
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informed	their	professional	prac<ce.	MF9	was	influenced	by	his	understanding	of	Daoist	

teachings:		

Health	is	in	fact	an	ac.on,	an	ac.on.	Something	you	do	can	be	healthy	or	

unhealthy	or	s.mulate	health,	s.mulate	or	work	against	it.	(MF9,	00:13:26)	

MF4’s	belief	system	explained	for	her	how	connec<ons	can	be	made	between	people	playing	

music	together,	despite	the	differences	between	their	past	experiences	and	their	cultural	

outlooks:	

I'm	s.ll	very	firm	believer	of	us	all	being	extensions	of	each	other	like	wherever	

we've	come	from,	you	know,	we're	all	aspects	essen.ally	of	the	same	thing	and	

that’s,	you	know,	why	we	relate	so	strongly	to,	to	art	and	music,	you	know,	and	

why	it's	so	powerful	why	it	touches	all	of	us.	(MF4,	00:33:18)	

Taking	a	step	further	back	from	the	differences	that	people	feel	between	each	other,	and	the	

conflicts	that	exist	based	on	those	differences,	MF3	sought	understanding	through	an	

explana<on	he	drew	from	his	‘karmic’	interpreta<on:		

I	could	be	very	well	have	been	a	Turkish	person,	you	know,	and	being	on	the	other	

side,	or	you	know	on	the	opposing	side,	or	whatever,	because	that's	the	whole	

thing.	It's,	it's	not	Party	A	-	Party	B.	It's	just	this	mess.	If	you	just	can	elevate	a	

liale	bit	you	see	there	are	no	sides	and	that's	the	start	of	being	able	to	let	go	or	

just	giving	in	some	place	(MF3,	01:10:40)	

The	viewpoint	that	MF3	described	infers	what	he	perceived	to	be	an	elevated	perspec<ve,	

removed	from	the	conflicts	that	play	out	between	people.	This	meant	that	he	did	not	see	

himself	as	engaged	with	those	issues	on	a	personal	or	professional	level.	For	MF3,	his	

philosophical	standpoint	did	not	mo<vate	his	work	but	it	informed	his	understanding	of	the	

issues	that	have	driven	people	to	emigrate	and	seek	asylum.		

What	did	mo<vate	MF3	in	his	work	was	the	music	itself.	In	contrast	to	a	colleague	who	was	

driven	by	achieving	what	he	iden<fied	as	the	group’s	social	agenda,	MF3	said:		

He	has	his	ideals,	I	don't,	I	am	just	a	music,	music	man,	you	know.	(MF3,	

00:08:25)		

MF3’s	musical	interest,	as	previously	illustrated	with	his	discovery	of	musical	belonging	with	

the	group,	was	his	mo<va<on.	This	was	also	partly	true	for	OR14,	who	described	the	first	

aspect	of	his	mo<va<on:		

I	mean	it's	partly	driven	by	me	being	a	liale	bit	obsessed	with	music.	(OR14,	

00:13:38)	
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OR14	recognised	this	musical	drive	as	important	for	his	involvement	in	music-making	with	

people	who	have	migrated	from	other	countries.	However,	it	was	not	the	whole	picture,	and	a	

belief	in	what	can	be	described	as	social	jus<ce	was	the	second	aspect	of	his	mo<va<on:		

I	firmly	believe	that	everyone	should	have	a	kind	of	equal	crack	at	the	whip,	and	

everyone	should	have	a	go,	and,	you	know,	be	able	to	be	represented	how	they	

want	to	be	represented	(OR14,	00:13:38)			

The	work	that	OR14	was	doing	fulfilled	his	own	musical	obsession,	and	it	contributed	towards	

his	idea	of	a	just	society.	While	OR14	described,	but	didn’t	name,	social	jus<ce	as	a	

mo<va<on,	MF15	did	use	the	term	in	rela<on	to	his	work:	

the	emphasis	is	on	crea.ng	your	own	work	and	talking	about	social	jus.ce	issues.	

So	we	use	art	as	a	lens	for	saying	something	in	the	world.	(MF15,	00:23:24)		

In	MF15’s	understanding	of	social	jus<ce,	it	cuts	across	all	areas	of	life	where	inequity	is	

confronted:		

We've	had	to	deal	with	white	privilege,	and	we've	had	to	deal	with,	with	

feminism	and	sexism.	We've	had	to	deal	with	homophobia.	We've	had	to	deal	

with	racism.	We've	had	to	deal,	like	so	many	different	things,	you	know,	

patronising	someone	in	a	wheelchair,	all,	all	of	that	stuff	(MF15,	00:30:04)	

Social	jus<ce,	in	MF15’s	belief,	is	about	all	people	being	able	to	be	equally	themselves:	

I	think	people	are	able	to	really	assert	their	iden.ty	in	an	environment	where	

everything,	where	you	are	accepted	for	who	you	are	(MF15,	00:22:02)		

This	social	jus<ce	standpoint	appeared	to	represent	beliefs	that	MF15	held,	and	it	was	also	

the	standpoint	from	which	his	work	stemmed.	The	ethos	he	expressed	was	that	no	aspect	of	

who	someone	is	should	hinder	their	opportuni<es	to	fully	par<cipate	in	society,	and	nobody	

should	have	to	hide	aspects	of	themselves	in	order	to	avoid	prejudice.		

Another	system	of	thought	that	influenced	MF15’s	work	was	his	theore<cal	grounding	in	

biodynamic	therapy.	Mo<vated	by	the	feeling	that	he	did	not	have	the	knowledge	needed	to	

work	with	children	in	post-conflict	situa<ons,	MF15	trained	for	three	years	to	understand	

soma<c	and	therapeu<c	responses	‘from	a	neurobiological	perspec<ve’	(00:06:24).	In	this	

example	therapeu<c	exper<se	was	developed	in	response	to	MF15’s	mo<va<on	to	help	

children	who	had	gone	through	trauma<c	experiences,	and	this	school	of	thought	then	had	

direct	influence	on	professional	approach.	

This	sub-theme	has	shown	that	beliefs	held	by	music	facilitators	and	organisers	characterise	

who	they	are	and	how	they	work.	Philosophies	mo<vate	ac<on	and	inform	how	people	

choose	to	act.	In	the	interplay	of	mo<va<on	and	ac<on	representa<ons	of	self	are	revealed.	
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However,	analysis	of	the	data	found	that	not	all	professional	roles	were	achieved	through	

conscious	decisions,	and	the	next	sub-theme	of	Taking	chances	presents	such	instances.		

It	was	striking	that	eight	of	the	music	facilitators	and	organisers	described	moments	of	

coincidence	that	led	to	them	doing	the	work	that	they	now	do.	MF7	gave	the	example	of	her	

first	opportunity	to	have	violin	lessons,	where	all	the	children	‘had	to	put	our	names	into	a	

hat	and	we'd	be	chosen	because	it	was	free’	(00:00:33).	When	she	was	older	another	

coincidence	helped	guide	her	back	into	a	career	as	a	musician:	

I	just	was	really	lucky	enough	to	know	someone	who	was	da.ng	a	like	a	

contemporary	violinist	essen.ally.	(MF7,	00:07:42)	

Two	big	opportuni<es	that	enabled	MF7’s	career	she	put	down	to	luck.	OR18	similarly	

acknowledged	the	role	of	chance	in	her	musical	direc<on,	recoun<ng	that	her	connec<on	to	

work	in	AZCs	came	‘coincidentally,	as	most	things	I’m	saying	so	far.	As	most	important	things	

in	life’	(00:08:46).	MF6	began	leading	a	music	group	because	the	first	week	she	a?ended	the	

leader	told	her,	‘“I’m	going	to	be	missing	for	the	next	six	weeks,”’	(00:01:28)	and	she	never	

came	back.	OR14’s	obsession	with	music	from	other	countries	began	when	he	‘went	to	a	

mate’s	wedding	in	Turkey	in	2007’	and	strengthened	when	two	years	later	he	got	a	call	from	

another	friend	saying	‘“I’ve	got	a	Russian	folk	singer	staying	with	us	for	a	few	

days”’	(00:00:17).	These	chance	events	had	major	influences	on	life	direc<ons.		

In	the	previous	sub-theme	the	influence	of	MF15’s	beliefs	and	theore<cal	stance	were	

recounted.	However,	the	importance	of	chance	in	his	life	was	also	very	present.	A	first	

example	was	in	rela<on	to	musical	career:	

I	became	an	opera	singer	kind	of	by	chance	because	I	actually	really	wanted	to	be	

in	musical	theatre.	(MF15,	00:00:53)	

Choosing	to	train	as	a	biodynamic	therapist,	MF15	recalled,	also	hinged	on	a	piece	of	luck:	

it	was	just	one	of	those	really	chance	things	I	was	on	a	train	coming	home	from	

London	and	I	saw	somebody	reading	[name	of	the	author	and	book],	and	I	just	

thought	I	have	to	buy	that	book.	So	I	just,	yeah	I	went	straight	on	my	phone,	

bought	it	on	Amazon.	(MF15,	00:05:47)	

Even	the	success	and	enrolment	to	MF15’s	music	projects	was	described	in	terms	of	chance:		

I	mean	the	way	that	people	get	involved	with	this	programme	is	mostly	by	

chance.	(MF15,	00:41:07)	

Fortuity	was	described	guiding	important	events	for	MF15.	However,	it	was	not	down	to	

chance	that	a`er	reading	the	book	MF15	then	studied	for	three	years	to	be	a	biodynamic	

therapist,	or	that	he	studied	many	hours	to	become	an	opera	singer.	Similarly,	chance	
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encounters	triggered	OR14’s	obsession	for	recording	music	from	different	countries,	but	he	

then	acted	upon	his	awoken	interest.	MF6	chose	to	remain	with	the	music	group	when	the	

previous	leader	stopped	coming.	MF7	flourished	as	a	violinist	because	of	her	hours	of	

prac<ce,	although	without	a	bit	of	luck	in	the	beginning	she	wouldn’t	have	had	that	

opportunity.			

Given	a	bit	of	luck,	these	music	facilitators	and	organisers	took	agency	to	seize	their	chances.	

This	was	perhaps	also	representa<ve	of	who	they	are.	Not	everyone	would	have	the	

commitment	to	become	a	professional	violinist	or	therapist.	Also	not	everyone	would	have	

the	resources	to	do	so.	

6.4.3. Organisa7onal	sphere:	Challenges	and	risks	

Music	facilitators	and	organisers	discussed	how	organisa<ons’	formally	declared	mandates	

defined,	enabled,	and	at	<mes	limited	their	ac<vi<es.	Chari<es’	fields	of	influence	are	

delineated,	which	was	seen	to	create	clarity	but	also	pressure.	The	following	sec<on	will	

explore	a	sub-theme	related	to	these	challenges	and	risks	of	organisa<onal	iden<<es.		

The	tension	between	a	charity’s	mandate	and	its	working	prac<ce	was	raised	by	OR25,	who	

reflected	on	her	organisa<ons	Limi,ng	statutes.	She	recounted	an	instance	when	her	

organisa<on	was	no	longer	able	to	pay	the	costs	of	a	music	group	due	to	a	divergence	

between	funding	alloca<ons	and	ac<vi<es:		

it	didn't	come	in	their	remit	as	being	part	of	the	des.tu.on	for	refugees	and	

asylum	seekers.	(OR25,	00:03:16)	

The	music	group	did	not	conform	with	the	charity’s	remit	and	therefore	could	not	be	

financed,	despite	OR25	elsewhere	acknowledging	the	great	benefits	of	the	music	group	for	its	

members.	This	is	an	example	of	ins<tu<onal	iden<ty,	defined	by	remit,	limi<ng	ac<on.		

Interviewees	also	described	how	chari<es	can	define	themselves	in	order	to	clarify	their	

inten<ons	and	ac<vi<es	as	dis<nct	from	those	of	other	organisa<ons.	For	example	OR22	

explained:		

there's	a	lot	of	organisa.ons	that	work	with	people	that	live	on	AZCs,	but	ooen	

it's,	it's	either	not	on	the	centre,	or,	or	it's	more	connected	to	…	finding	a	house,	

learning	a	language,	and	that	kind	of	thing.	(OR22,	00:35:58)	

we	consciously	said	we	want	to	…	provide	people	some	relief	of	all	that	what	is	

going	on,	and	that	first,	that	first	moment.	(OR22,	00:36:22)	

Dis<nguishing	the	charity's	purpose	set	it	aside	from	the	other	organisa<ons	working	in	the	

same	context.	This	can	be	important	too	in	order	to	avoid	conflicts.	MF3	related	conflict	he	

had	seen	between	two	allied	music	chari<es	with	their	applica<ons	for	local	council	funding:	
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some.mes	there	is	some	fric.on,	uh,	on	a,	like	a,	funding	level	and	the	subsidy	

level	stuff	like	that.	So	they,	they	some.mes,	they	come	across	at	the	gemeente	

[local	council]	or	whatever	and	then	they	just,	one	just	stole	the	funding	just	

before	the	eyes	of	the	other,	stuff	like.	(MF3,	00:07:24)	

Choices	of	defini<ons	and	iden<ty	in	the	organisa<onal	sphere	dis<nguished	working	remits	

and	fields	of	ac<vity.	While	accounts	showed	how	this	can	posi<vely	dis<nguish	a	charity,	

interviewees	also	noted	that	it	can	also	mean	an	organisa<on	is	limited	according	to	its	remit,	

in	terms	of	ac<ons	and	access	to	resources.	

6.4.4. Summary	of	findings	on	theme	3:	Expressing	self	

Findings	related	to	Expressing	Self	included	accounts	of	group	members	engaging	in	

explora<ve	acts	of	self	expression,	and	musical	presenta<ons	of	iden<ty.	Music	facilitators	

and	organisers	recounted	examples	that	illustrated	to	them	the	importance	of	people	being	

able	to	express	themselves	in	music-making.	Pedagogical	and	musical	approaches	were	

described	that	were	designed	to	afford	opportuni<es	for	par<cipants	to	express	or	explore	

themselves	in	improvisa<on	and	musical	choices,	and	by	accessing	mnemonic	connec<ons	

that	were	observed	to	endure	as	expressions	of	iden<ty	despite	migra<on.		

For	the	interviewees,	their	roles	in	music-making	emerged	as	expressive	acts	of	iden<ty.	

Beliefs	and	value	systems	held	by	the	music	facilitators	and	organisers	were	enacted	through	

their	work,	and	understood	as	such.	However,	also	prevalent	in	the	data	were	instances	of	

fortune	that	appeared	to	be	as	influen<al	to	life	direc<on	as	were	philosophies	or	religion.	

This	may	suggest	that	while	people	construct	narra<ves	that	connect	their	decisions	to	their	

beliefs,	many	factors	are	at	play	that	are	not	controllable	according	to	personal	philosophies.	

What	was	evident	was	that	music	facilitators	and	organisers	had	seized	their	opportuni<es	

and	worked	hard	to	achieve	their	professional	status.	Of	course	in	addi<on	to	effort,	the	

resources	and	agency	required	to	be	able	to	respond	to	circumstances,	for	example	studying	

violin	or	training	as	a	therapist,	are	significant.	

For	organisa<ons,	procedures	dictated	that	fields	of	ac<vity	were	defined	in	mandates,	and	

remits	were	clearly	stated.	At	this	level,	iden<ty	was	seen	in	the	data	as	both	clarifying	and	

limi<ng.	At	<mes	the	consequent	lack	of	fluidity	denied	scope	for	decision	making.	A	strictly	

stated	expression	of	organisa<onal	iden<ty	here	created	a	sta<c	defini<on	that	was	felt	to	

cause	problems.		

6.5. Outlying	considera7ons	

Through	the	process	of	thema<c	analysis	not	all	areas	that	were	discussed	in	every	interview	

could	be	coded	into	the	three	preceding	themes.	Conversa<ons	with	the	music	facilitators	

and	organisers	some<mes	dri`ed	away	from	the	focus	area,	and	o`en	this	resulted	in	topic	
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areas	that,	although	very	interes<ng,	have	not	been	incorporated	in	this	research.	Four	of	

these	outlying	ideas	will	be	included	in	this	sec<on.	

Firstly	accounts	will	be	presented	that	expressed	the	joy	interviewees	had	seen	in	people	

par<cipa<ng	in	music-making.	Then	focus	will	move	to	highlight	challenges	described	by	

music	facilitators	and	organisers	stemming	from	the	conflic<ng	meanings	of	music,	and	the	

risks	of	despondency	that	emerged	in	this	field	of	work.	Finally,	the	category	Understandings	

of	Iden.ty	looks	at	the	ways	in	which	some	music	facilitators	and	organisers	explained	their	

conceptualisa<ons	of	iden<ty	during	interviews.	

6.5.1. Par7cipants	enjoy	making	music	

The	findings	so	far	presented	have	been	themed	according	to	areas	related	to	the	expression	

and	construc<on	of	iden<ty.	However,	within	the	data	are	statements	from	music	facilitators	

and	organisers	that	seem	far	removed	from	that	theore<cal	landscape.	These	accounts	are	

included	here	as	a	brief	stepping	back	from	complexity	to	take	note	of	group	members’	

simple	pleasure	at	making	music.		

OR25	stated	clearly	that	from	her	perspec<ve,	‘music	has	been	actually	for	the	people	to	

enjoy	…	really	for	pleasure’	(00:03:37).	In	discussion	of	the	responses	that	children	from	

different	countries	have	to	music,	MF7	noted,	‘there	is	that	kind	of	joy	…	you	start	playing	that	

song,	I	mean,	they	all	are	just	like	having	the	<me	of	their	lives’	(00:21:57).	Pleasurable	

experiences	were	also	recognised	as	important	by	OR14:		

I	mean	it's	only	a	liale	thing,	but	if	people	come	away	from	a	gig	and	they've	had	

a	nice	day	that's,	that's	a	start,	you	know.	And	I	know	it's	a	bit	simplis.c	but.	

(OR14,	00:16:17)	

Perhaps	even	simpler	than	seeking	to	offer	experiences	that	provide	pleasure,	is	the	objec<ve	

of	simply	offering	‘something	to	do’	(MF6,	00:46:46;	MF7,	00:21:57).	MF10	noted	the	

enthusiasm	of	parents	in	AZCs	to	‘get	the	kids	out	and	doing	stuff’	(00:38:41).	When	MF6	

began	working	with	a	music	group	made	up	of	people	who	had	emigrated	to	seek	asylum	

from	war	or	persecu<on,	her	inten<on	was	simply	to	provide	an	ac<vity:	

It	was	just	recrea.on,	I	would	say,	in	the	beginning,	when	they	came.	Recrea.on,	

something	that	they	could	focus	on.	I	think	that	was	the	idea	at	that	.me.	They	

could	do	something.	(MF6,	00:09:17)			

MF6	related	the	importance	of	providing	recrea<on	in	light	of	other	experiences	that	group	

members	may	have	been	through:		

it	is	an	escapism	for	people	like	this.	It	gives	them	chance	to	forget	everything	

they've	been	through.	(MF6,	00:46:46)	
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Providing	something	to	do	or	perhaps	some	pleasure,	affords	an	experience	removed	from	

everyday	life.	One	of	the	benefits	that	MF6	described	of	this	respite	is	that	it	can	be	accessed	

away	from	the	group	seang:		

I	think	it	really	is	something	for	them	to	latch	on	to	when	they're	alone	and,	you	

know,	something	to	do	at	home,	sort	of	thing.	(MF6,	00:48:29)			

In	this	example,	by	providing	a	recrea<onal	pas<me	that	can	bring	pleasure,	MF6	envisaged	

group	members	accessing	respite	through	music	also	in	other	seangs.		

Music-making	was	framed	in	these	accounts	as	a	recrea<onal	and	enjoyable	ac<vity.	The	

music	facilitators	and	organisers	assigned	importance	to	these	elements	because	they	saw	

them	in	contrast	to	group	members’	experiences	in	everyday	life.	MF6	went	further,	

imagining	the	uptake	of	music	into	contexts	outside	of	the	group	seang	therefore	providing	a	

portable	coping	strategy.	The	elements	of	pleasure	and	pas<me	were	presented	here	to	

ensure	inclusion	of	these	responses	to	music	that	could	otherwise	be	overlooked.					

6.5.2. Conflicts	in	music-making	

Music	from	regions	in	conflict	can	be	representa<ve	of	the	conflict,	and	MF3	shared	the	

challenges	that	this	had	caused	in	his	work.	For	instance	a	Syrian	musician	in	his	group	was	a	

supporter	of	Bashir	al-Assad	and	a	Sufi,	which	MF3	said	‘caused	great	fights	in	our	

band’	(00:44:36).	Song	choices	were	so	conten<ous	and	loaded	with	meaning	that	‘people	

walked	away’	(00:44:36).	The	example	that	MF3	gave	was	of	a	song	that	was	wri?en	by	

Egyp<ans	about	the	beauty	of	Alexandria.	Syrians	then	made	their	own	version	with	their	

own	lyrics:	

talking	about	this	city,	talking	about	that	city.	That's	what,	what	you	would	think.	

But	in	that	version	there	is	secret	Language,	communica.ng	with	armies	about	

this	part	and	this	part	and	la,	la,	la,	la.	(MF3,	00:48:11)	

And	so	rumour	has	it	that	of	this	content	that	it	was	coded	language	for	some,	

some	armies.	I	don't	know	what,	what,	whatever.	So,	so	that	happened	and	then	

you	get	these	explosive	discussions	while	in	the	band	and	people	walked	away	

because,	yeah,	on	the	one	hand	we	had	a	singer	and	he	was	indeed	an	al-Assad	

supporter	in	a	peaceful	way	just	like	he's	just	a	normal	guy	like	you	or	me	siyng	

on,	there's	nothing	different.	But	you	have	that	sen.ment	and,	and	of	course	we	

had	a	couple	of	talents	and	their	parents	worked	for	Assad	but	then	opposed	and	

there	were	some	opposing	newspaper	ar.cles	that	they	wrote	and	so	shit	

happened.	And,	but	yeah,	then	you	have	this	fierce	energy	against	and	then,	and	

then	these	discussions	happened,	and	so	yeah.	(MF3,	00:49:15)	
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Hidden	or	implicated	messages	concealed	in	the	song	lyrics	apparently	recalled	and	reignited	

the	conflict	that	had	caused	the	Syrian	musicians	to	leave	their	country	and	seek	asylum.	The	

expressive	poten<al	of	music	communicated	frac<ous	meanings,	and	they	played	out	

between	group	members.		

This	story	highlighted	an	important	considera<on	that	‘music	can	also	be	used	to	

divide’	(MF3,	00:51:03).	Music	was	appropriated	for	use	in	the	conflicts	from	which	people	

have	fled,	and	those	associa<ons	can	remain	in	asylum.				

6.5.3. Disappointments	and	frustra7ons	of	facilitators	

Counter	to	music	facilitators’	and	organisers’	posi<ve	mo<va<ons	and	the	experiences	of	

success	that	have	been	previously	described,	also	present	in	the	data	were	experiences	of	

disillusionment,	disappointment	and	frustra<on.	MF3	gave	an	account	of	a	situa<on	that	

embodies	these	sen<ments:		

there	are	these	roman.c	moments	or	moments	that	you	can't	roman.cise	about,	

but,	but	tonight	I	think	I'm	going	to	workshop	and	I	think	the	first	30	minutes,	I'm	

not	sure,	but	maybe	just	me	being	there	alone	in	a,	in	a	gym	hall.	(MF3,	01:35:55)	

Huge	gym	hall,	being	alone,	and	really	thinking,	"What	the	fuck	am	I	doing	

here?"	For	30	minutes.	And	then	people	come.	(MF3,	01:37:31)	

The	ques<on	he	asked	himself	-	‘What	the	fuck	am	I	doing	here?’	-	captured	a	sense	of	

isola<on	and	lack	of	purpose	that	was	felt	in	those	moments.	Working	as	a	music	facilitator	in	

an	AZC	clearly	is	not	all	‘roman<c	moments’	of	beau<ful	music-making.		

MF10	talked	about	disappointments	that	she	felt	in	sessions	when	her	plans	for	music-making	

were	not	successful:		

ooen	you	can	start	an	ac.vity	and	it	flops	because	it	just	wasn't	what	they	

wanted	to	do	and	that	is	disappoin.ng	for	me	(MF10,	00:20:16)	

there	is	a	bit	of	disappointment	that	my,	me	at	home,	thinking	about	this,	did	not	

translate	to	me	with	35	kids	from	all	different	backgrounds	(MF10,	00:20:42)	

MF10's	personal	and	professional	investment	in	her	work	meant	she	risked	feeling	personal	

disappointment	when	things	did	not	work	out.	However,	she	noted	that	there	are	many	

media<ng	factors	to	a	music	ac<vity	running	successfully.	One	challenge	that	she	iden<fied	

was	the	range	of	na<onali<es	that	a?ended	her	groups	and	the	tensions	that	existed	between	

people	from	different	countries:			

I	do	think	that	because	there's	Syrians,	there's	Iranians,	that	they	have	maybe	

some	feelings,	nega.ve	feelings,	towards	African	na.onali.es.	(MF10,	00:25:13)		
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For	MF10	in	the	role	of	music	facilitator	this	caused	some	consterna<on:		

I	know	there's	a	huge	group	of	Eritreans	that	very	rarely	come	and	they	struggle	

to,	they	struggle	to	stay	there,	and	I	haven't	worked	out	why.	They	come.	I	mean	

they	turn	up	but	then	they	leave	very	soon	aoerwards.	(MF10,	00:21:24)	

MF10	expressed	frustra<on	that	while	she	would	like	to	find	a	solu<on	to	this	situa<on,	she	

had	not	been	able	to	resolve	the	struggle	of	the	Eritrean	group’s	a?endance.		

Variance	in	musical	level	was	also	raised	in	the	data	as	a	point	of	frustra<on,	with	facilitators	

unable	to	spread	their	<me	sufficiently	to	support	all	group	members.	MF6	reflected	that	the	

group	she	facilitated	had	‘gone	in	all	different	direc<ons	at	the	moment’	so	her	<me	was	

spent	‘just	trying	to	hold	everything	together	and	sa<sfy	everybody’	(00:05:12).	She	noted	

that	as	a	result,	she	had	‘lost	some	of	the	keyboard	people’	(00:07:19).			

The	issue	of	<me	limita<on	was	also	a	frustra<on	in	terms	of	the	musical	processes	that	were	

possible.	OR18	reflected	on	a	project	that	intended	to	priori<se	collabora<ve	crea<ve	

processes:		

We	had	quite	a	short	.meframe.	We	had	a	concert.	We	were	sort	of	focused	on	

that.	So	there,	there	was	explora.on,	there	was	crea.vity,	and	there	was	

improvisa.onal,	all	those	things.	But	I,	because	of	.me,	it,	you	know,	it	was	fairly	

limited.	Aoer	a	while	we	were	like,	"OK.	Now	we	have	to	have,	we	have	to	work	

on	a,	some	kind	of	structure	for	our	performance.”	(OR18,	00:12:24)	

Time	limits	were	noted	by	OR18	to	be	a	cause	of	tension	in	such	projects,	not	only	in	a	

crea<ve	sense	but	also	between	music	facilitators.	He	recounted	that	‘we	have	disagreements	

around	this	…	I	know	that	they’d	prefer	to	do	more	explana<on,	more	explora<on’	(00:13:42).	

The	prac<cali<es	and	real<es	of	the	music-making	that	were	described	by	music	facilitators	

and	organisers	caused	frustra<on	that	led	at	<mes	to	feelings	of	disappointment	and	

disillusionment.	These	uncomfortable	aspects	of	this	work	are	important	considera<ons.		

6.5.4. Understandings	of	iden7ty		

Several	respondents	took	the	opportunity	of	their	interviews	to	describe	their	sense	of	

iden<ty	and	their	conceptual	understanding	of	the	topic.	Three	interviewees	gave	accounts	to	

how	they	saw	iden<ty.		

MF19	found	understanding	of	iden<ty	through	her	religion:		

Iden.ty,	diversity	as	part	of	iden.ty.	It's	one	of	the	reasons	I	like	this	Chris.an	

idea	of	Trinity	so	much.	There's	community	even	within	the	iden.ty	of	God.	

(MF19,	00:15:58)	
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there	is	unity	and	there	is	diversity	in	the	perfect	whole	dynamic	en.ty	that	is	

God.	So	if	we're	made	in	God's	image	then	I	think	I	would	expect	us	to	go	on	

being	all	one	thing	but	also	being	diverse,	but	also	being	communi.es	in	

ourselves.	(MF19,	00:17:57)	

MF19’s	version	of	iden<ty	conceptualises	the	diverse	aspects	of	ourselves	exis<ng	

comfortably	together	as	a	community.	As	MF19	understood	God	to	be	not	just	one	thing,	

then	it	followed	for	her	that	we	would	not	be	either.			

OR15	focused	on	the	dynamic	nature	of	iden<ty.	Asking	himself	the	ques<on,	’What	is	

iden<ty?’	he	answered:	

I	think,	you	know,	iden.ty	is	a	changeable	thing.	We	have	this,	have	this	idea	that	

iden.ty	is	something	that's	fixed	and	it	totally	isn't.	It	changes	as	you	change.	

(OR15,	00:26:17)	

The	final	example	in	this	sec<on	comes	from	MF3.	Asking	himself	how	he	would	describe	

himself,	he	answered:		

Almost	impossible.	(MF3,	01:27:17)	

That	was	the	one	defini<on	that	he	could	apply	across	his	life.	His	life	had	been	‘almost	

impossible,’	and	that	was	the	characteris<c	with	which	he	related.		

6.5.5. Summary	of	the	outlying	considera7ons	

These	Outlying	Considera.ons	contain	the	contrast	between	the	simple	pleasures	of	making	

music	and	the	risks	of	music	igni<ng	conflict.	An	uncomfortable	reality	is	also	raised	that	at	

<mes	facilita<ng	music-making	with	people	who	have	emigrated	to	seek	asylum	from	war	or	

persecu<on	can	be	disappoin<ng	and	frustra<ng.	These	considera<ons	demonstrate	that	

while	par<cipa<ng	in	music-making	can	evoke	joy	it	can	also	evoke	meanings	that	are	divisive	

and	painful,	and	while	facilita<ng	music-making	can	afford	moments	of	pleasure	it	can	also	

breed	disillusionment	as	it	is	rich	with	challenges.	Although	these	findings	did	not	fit	within	

the	preceding	three	themes,	they	raise	important	considera<ons.	

The	final	area	of	considera<on	shared	several	conceptualisa<ons	of	iden<ty	from	the	

interview	data.	The	personal	nature	of	these	understandings	perhaps	echoes	the	individuality	

of	views	that	have	been	present	throughout	the	findings.	Each	of	the	three	versions	of	

iden<ty	that	were	presented	grew	from	beliefs	and	experiences	that	colour	world	views.	

Iden<ty	is	not	conceptualised	in	isola<on	in	these	accounts,	but	from	situated	viewpoints.		

6.6. Summary	

The	three	themes	presented	in	this	chapter	encompassed	manifold	ways	in	which	iden<ty	

was	found	to	feature	in	the	accounts	of	music	facilitators	and	organisers.	Par<cipatory	music-
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making	programmes	were	seen	to	afford	opportuni<es	for	recogni<on,	reposi<oning	and	

expression	of	iden<ty,	for	all	levels	of	par<cipants:	group	members,	music	facilitators	and	

organisers.	Significant	challenges	and	risks	were	also	described,	and	these	were	o`en	

connected	to	issues	of	representa<on.		

In	the	context	of	Leading	par.cipatory	music-making,	approaches	related	to	each	theme	were	

given	importance	by	interviewees.	Care	was	taken	to	give	recogni<on	to	par<cipants’	

individual	contribu<ons,	musical	tastes	and	heritage.	Par<cipants	who	were	seen	o`en	to	be	

marginalised	according	to	societal	aatudes	and	value	systems	were	afforded	opportuni<es	to	

reposi<on	more	centrally.	Programmes	were	modelled	on	equality	and	worked	to	counteract	

cultural	hierarchies.	Par<cipants	were	invited	and	enabled	to	explore	and	express	their	full	

sense	of	iden<ty.	However,	limited	op<ons	and	resources	meant	that	music	facilitators	and	

organisers	recounted	incidents	when	their	efforts	had	le`	people	feeling	mis-represented	and	

when	they	had	been	unable	to	address	marginality.		

The	relevance	of	these	thema<c	areas	was	reinforced	in	the	stories	of	music	facilitators'	and	

organisers’	broader	experiences	of	music.	Accounts	illustrated	how	moments	of	recogni<on,	

and	the	quest	for	such	moments,	had	been	important	to	musical	and	professional	

development.	Musical	accomplishments	featured	strongly	in	how	music	facilitators	and	

organisers	expressed	their	iden<<es,	as	did	their	roles	working	with	people	who	had	

emigrated	to	seek	asylum.		

The	interviewees	also	expressed	their	own	challenges	rela<ng	to	their	iden<<es.	While	

loca<on	and	family	heritage	were	clearly	very	influen<al,	respondents	were	o`en	scep<cal	in	

their	approach	to	their	own	membership	of	iden<ty	groups.	For	example,	in	terms	of	na<onal	

iden<ty	the	respondents	rejected	narrow,	reduc<ve	defini<ons	and	pointed	out	the	histories	

of	migra<on	that	preceded	current	no<ons	of	na<onality.	They	distanced	themselves	from	

discourses	of	na<onality	that	they	found	false	and	exclusive,	iden<fying	themselves	instead	

with	no<ons	of	welcoming	and	reciprocity;	ideals	enacted	in	the	music-making	groups	they	

described.				

At	an	organisa<onal	level,	similar	issues	of	representa<on	arose.	Sta<c	defini<ons	of	

ins<tu<onal	iden<<es	were	seen	to	be	clarifying	but	also	limi<ng.	O`en	such	defini<ons	were	

described	as	being	informed	by	wider	discursive	agendas	that	even	went	against	the	true	

ethos	of	the	programme	organisers.	This	echoed	the	challenges	across	domains,	to	be	able	to	

receive	recogni<on	of	an	iden<ty,	in	a	posi<on	of	equality,	that	is	true	to	sense	of	self.		

These	findings	can	be	linked	to	the	theore<cal	ideas	that	have	been	suggested	earlier	in	this	

thesis,	as	will	be	explored	in	the	following	chapter.	The	stories	of	Ashur,	Laila,	Dejan	and	Aziz	

will	also	be	drawn	on	to	provide	illustra<on	and	to	centralise	their	perspec<ves.		
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Part	4	-	Representa7on,	recogni7on	and	reposi7oning:	Synthesis	and	

discussion	of	the	study's	findings	
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7. Discussion	of	findings	

7.1. Introduc7on	

This	chapter	develops	the	thema<c	findings	from	the	interviews	with	music	facilitators	and	

organisers,	building	on	the	theore<cal	strands	developed	throughout	the	thesis,	and	drawing	

on	par<cipants’	stories	for	illustra<on.	Considera<ons	related	to	the	representa<on	of	people	

who	have	emigrated,	seeking	asylum	from	war	or	persecu<on,	have	arisen	at	all	stages	of	the	

research,	and	this	issue	here	provides	the	cross-cuang	thread	of	discussion.		

To	locate	discussion,	I	refer	back	to	the	Foucauldian	understanding	of	representa<on	that	was	

presented	in	Chapter	1.	This	conceptual	backdrop	provides	the	frame	for	the	following	sec<on	

to	discuss	the	concept	of	iden<ty	as	it	features	in	par<cipatory	music-making	programmes	for	

people	who	have	emigrated	seeking	asylum	from	war	or	persecu<on.	Representa<on	is	not	

neutral,	as	has	been	shown,	offering	opportuni<es	for	affirma<on	but	risking	nega<on	and	

the	reproduc<on	of	marginalising	posi<onali<es.		

Thema<c	analysis	found	music	facilitators	and	organisers	appropria<ng	music-making	in	acts	

that	disrupted	dominant	discourses	through	processes	of	recogni<on	and	reposi<oning.	

These	themes	are	returned	to	in	this	chapter,	and	provide	the	headings	that	are	the	basis	for	

further	discussion	of	their	role	as	acts	of	resistance.	Finally,	I	propose	Social	Movement	

Theory	as	a	framework	that	may	have	the	poten<al	to	strengthen	those	acts,	harnessing	the	

energy	and	shared	purpose	that	this	study	has	found	when	talking	and	making	music	with	

organisers,	music	facilitators	and	group	members.		

7.2. Representa7on	

The	meanings	implied	by	the	bureaucra<c	iden<<es	assigned	to	people	who	have	emigrated,	

seeking	asylum	from	war	or	persecu<on,	are	understood	in	this	study	to	be	constructed	

through	discourse	deployed	to	establish,	enact,	and	sustain	power	(Foucault,	1980b,	1980a).	

Influen<al	to	my	thinking	about	the	representa<on	of	iden<<es	of	migra<on	is	Malkki’s	no<on	

that	the	predominant	image	of	a	refugee	is	as	an	‘ahistorical,	universal	humanitarian	

subject’	(Malkki,	1996:	378).	I	have	drawn	on	this	idea	earlier	in	the	thesis,	and	here	it	is	used	

to	provide	structure	for	the	discussion	of	representa<on,	with	sub-headings	<tled	Universal	

Humanitarian	Subjects,	and	Ahistorical	Subjects.	

7.2.1. Universal	humanitarian	subjects	

I	wrote	the	sign	that	said:		

Syrian	Music		

11am	-	1pm	
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All	Welcome	

For	me	it	became	symbolic	of	many	of	the	ques<ons	I	have	asked	myself	during	this	research	

study.	It	illustrates	the	complex	tensions	between	resis<ng	or	reinforcing	hegemonic	

discourses.	I	did	not	know	Ashur’s	story	at	the	<me,	and	took	him	as	he	was	presented	-	as	a	

Syrian	musician,	playing	Syrian	music.	I	enjoyed	the	friendly	feeling	of	the	small	community	

gathering	and	listening	to	Syrian	music	played	with	exper<se.	Similarly,	watching	Laila’s	

performance	I	assumed	she	was	happy	in	her	environment	and	enjoying	a	welcoming	seang.	

The	stories	told	by	Laila	and	Ashur	in	Chapter	5	illustrated	how	limited,	and	wrong,	my	

assump<ons	were.		

Both	musicians	trained	in	classical	music	with	Russian	professors	at	a	conservatoire.	To	view	

them	as	performers	of	‘Syrian	Music’	reduces	them	to	an	iden<ty	focused	on	their	difference	

from	the	expected	norms	of	music	in	the	local	English	context.	Laila	performed	on	a	cello,	but	

I	ignored	that	fact,	preferring	to	hear	the	exo<c.	In	her	story	she	described	feeling	wholly	

uncomfortable	with	the	other	musicians	and	the	organiser	the	day	that	I	watched	her	

perform;	having	been	asked	once	more	to	play	for	free	with	people	she	distrusted.	Ashur	

described	feeling	some	sense	of	integra<on	by	seeing	English	people	respond	to	his	playing,	

but	he	described	far	more	strongly	his	awareness	of	his	reduced	status	and	career.	My	

interpreta<on	in	terms	of	community,	welcoming,	opportunity,	and	valuing	of	a	musical	

tradi<on,	was	constructed	from	a	humanitarian	discourse.	The	sign	I	wrote	represented	that	

humanitarian	discourse	far	more	than	it	represented	the	experiences	of	Ashur	or	Laila.		

Awareness	among	researchers	and	research	par<cipants	of	the	complex	and	poten<ally	

problema<c	issues	of	representa<on	within	the	humanitarian	sector	of	music-making,	

surfaced	across	the	data.	In	the	conceptual	analysis	of	literature,	a	small	number	of	study	

authors	were	found	to	problema<se	using	labels	of	migra<on	to	iden<fy	their	research	

popula<ons.	This	cri<cality	was	enacted	through	decisions	to	use	terms	such	as	‘refugee	

background	young	people’	(Grossman	and	Sonn,	2010:	25)	in	order	not	to	essen<alise	the	

iden<ty	of	‘refugee’	within	studies.		

Thema<c	analysis	also	found	that	music	facilitators	and	organisers	were	aware	of	the	issues	of	

representa<on	raised	by	referring	to	people	according	to	their	migra<on	status.	An	example	

given	was	MF15’s	statement:		

as	soon	as	you	say	"Refugees"	then	you	are	part	of	the	issue	of	labelling	a	group	

of	people	(MF15,	01:07:53)	

MF15	wanted	to	avoid	generalising	and	represen<ng	the	people	with	whom	he	worked	

according	to	the	general	discursive	meaning	implied	with	the	word	‘refugee’.	However,	MF15	

acknowledged	that	he	did	frame	his	work	within	the	terminology	of	refugee	discourse	when	
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wri<ng	proposals	and	talking	to	donors	in	order	‘to	get	funding’	(01:07:38).	Similarly,	OR14	

reflected:	

I	didn't	used	to	have	refugee	or	migrant	on	the	website	but	then	I	put	it	on	and	

our	Google	searches	went	up,	our	gig	bookings	went	up.	(OR14,	00:19:17)	

To	func<on	successfully	within	the	humanitarian	sector,	MF15	and	OR14	deferred	to	the	

surrounding	discourse.	In	effect,	from	the	standpoint	of	a	discursive	theory	of	representa<on,	

financial	power	cons<tuted	the	accepted	meaning	and	use	of	language,	enforcing	a	power	

dynamic	of	ins<tu<onal	humanitarian	interac<on.	The	status	bestowed	on	funding	bodies	

provides	an	apparatus	to	establish	and	furnish	a	field	of	knowledge,	containing	their	

defini<ons	and	representa<onal	prac<ces,	cons<tuent	of	Foucault’s	no<on	of	‘a	regime	of	

truth’	that	supports	a	‘’general	poli<cs’	of	truth’	(Foucault,	1980a:	131).	As	Foucault	asserts,	

‘There	is	no	power	rela<on	without	the	correla<ve	cons<tu<on	of	a	field	of	knowledge,	nor	

any	knowledge	that	does	not	presuppose	and	cons<tute	at	the	same	<me,	power	

rela<ons’	(Foucault,	2020:	27).	

In	this	discursive	frame	of	meaning,	the	iden<ty	of	‘refugee’	describes	a	humanitarian	client	

group	and	also	prescribes	their	needs.	This	infers	an	universal	image	of	a	refugee,	as	

‘individual	iden<ty	is	replaced	by	a	stereotyped	iden<ty	with	a	categorical	prescrip<on	of	

assumed	needs’	(Ze?er,	1991:	44).	During	my	conceptual	analysis	of	literature,	it	was	

apparent	that	a?ached	to	researchers’	use	of	iden<<es	of	migra<on	were	o`en	statements	of	

context	that	represented	the	research	popula<on	in	terms	that	reinforced	that	discourse	of		

preconceived,	universal	needs.	Hunt,	for	example,	stated:	

The	experience	of	being	a	refugee	is	trauma<sing	and	is	characterised	by	a	

severe	lack	of	opportuni<es	to	create	a	posi<ve	future.	Fear,	the	unknown,	

depriva<on,	and	grief	take	the	place	of	familiarity,	status,	knowledge,	and	safety.	

Refugees	have	lost	their	family,	friends,	and	livelihood.	(Hunt,	2006:	1)	

Hunt’s	research	popula<on	was	represented	immediately	according	to	generalised	needs,	

which	reflected	the	larger	needs-defined	iden<ty	built	through	humanitarian	discourse.	Ze?er	

argued	that	it	is	in	this	way	that	iden<<es	become	fixed	through	’normal,	rou<ne,	apoli<cal,	

conven<onal	procedures	of	programme	design	and	delivery,’	(Ze?er,	1991:	46)	which	include,	

in	the	cases	of	this	study,	the	ac<ons	of	musicians	and	researchers.	

The	music-making	interven<ons	that	have	been	the	contexts	for	this	study	must	be	

understood	as	func<oning	within	discursive	fields	and	power	rela<ons	that	inform	refugee	

representa<on	and	iden<ty.	It	is	from	this	standpoint	that	I	now	suggest	viewing:		

Syrian	Music		
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11am	-	1pm	

All	Welcome


Generalised	representa<ons	of	iden<ty	groups	carry	meanings	that	support	rela<ons	of	

power.	In	terms	of	representa<ons	of	refugees	in	humanitarian	discourse,	assumed	needs	

characterise	the	discourse,	suppor<ng	responses	and	distribu<on	of	funds.	Malkki	(1996)	

notes	that	this	process	also	involves	detaching	people	from	their	histories.	The	ahistoricising	

of	people,	experiences	and	migra<on	provides	the	topic	of	the	next	sec<on.	

7.2.2. Ahistorical	subjects	

Without	the	presence	of	the	complexity	of	history,	people	are	presented	only	in	terms	of	‘raw	

human	needs’	(Malkki,	1996:	390)	that	demand	a	humanitarian	response.	The	problem	this	

creates,	according	to	Malkki,	is	that	represen<ng	refugees	ahistorically	removes	the	historical	

context	of	all	par<es	and	of	the	underlying	discursive	prac<ces	which	are	embedded	in	‘long	

and	complicated	histories	of	their	own’	(Malkki,	1996:	389):	

histories	of	charity	and	philanthropy,	histories	of	interna<onal	law,	

peacekeeping,	and	diplomacy,	histories	of	banishment	and	legal	protec<on,	

histories	of	empires	and	colonial	rule,	histories	of	civiliza<onal	and	emancipatory	

discourses	and	missionary	work,	histories	of	World	Bank	and	other	development	

ini<a<ves	in	Africa,	and	much	more.	These	humanitarian	representa<onal	

prac<ces	and	the	standardized	interven<ons	that	go	with	them	have	the	effect,	

as	they	currently	stand,	of	producing	anonymous	corporeality	and	

speechlessness.	That	is,	these	prac<ces	tend	ac<vely	to	place,	muffle,	and	

pulverize	history	in	the	sense	that	the	Hutu	refugees	in	Mishamo	understood	

history.	And	they	tend	to	hide	the	poli<cal,	or	poli<cal-	economic,	connec<ons	

that	link	television	viewers'	own	history	with	that	of	"those	poor	people	over	

there”.	(Malkki,	1996:	389)	

Stripping	away	context	allows	the	construc<on	of	alterna<ve	narra<ves	that	inform	

understandings	of	iden<ty	on	new	terms.	In	fact,	labels	of	iden<ty	and	the	layers	of	meaning	

that	accompany	them	are	historical,	and	they	are	‘the	products	of	someone’s	

ini<a<ve’	(Becker,	1997:	147).	Refugees	may	be	presented	as	a	product	of	migra<on,	but	in	

fact	they	are	the	product	of	wars	and	violence,	which	are	the	results	of	historical	injus<ce.	

The	‘Hutu	refugees	in	Mishamo’	referred	to	by	Malkki	were	historical	vic<ms	of	colonial	

oppression	and	eugenic	ideology	that	con<nues	to	play	out	through	imperialist	machina<ons	

in	the	en<re	Great	Lakes	region	of	Africa.	People	arriving	in	Europe	to	seek	asylum	from	war	

in	Syria	or	Iraq	are	fleeing	danger	in	which	Europe	is	ac<ve	and	complicit.	To	present	a	person	

seeking	asylum	as	Malkki's	‘ahistorical,	universal	humanitarian	subject’	(1996:	378)	allows	
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television	viewers	or	a	research	audience	to	connect	solely	with	the	accompanying	

representa<ons	of	need	instead	of	with	the	root	causes	that	have	led	people	to	flee	their	

homes.		

None	of	the	studies	analysed	in	the	review	of	literature	rooted	the	study	popula<ons	in	their	

own	histories.	In	general,	the	contextual	descrip<ons	given	by	researchers	located	studies	and	

study	par<cipants	only	in	rela<on	to	current	discourses	of	mass	migra<on,	perhaps	aiming	to	

align	with	an	urgent	global	cause.	For	example,	Marsh	and	Dieckmann	wrote:	

Over	the	past	year,	there	have	been	almost	unprecedented	global	migra<on	

flows,	driven	largely	by	flight	from	conflict	but	also	by	economic	inequity	and	

many	other	factors.	Recent	UNHCR	figures	(June	2016)	put	the	number	of	

refugees	and	migrants	arriving	in	Europe	via	boats	and	across	land	routes	by	the	

end	of	2015	at	more	than	one	million	people,	as	opposed	to	the	216,000	people	

who	crossed	the	Mediterranean	and	entered	Europe	by	such	means	in	2014	

(UNHCR,	2016).	Worldwide,	the	total	number	of	popula<ons	of	concern	to	the	

UNHCR	in	2015	(including	refugees,	asylum	seekers,	internally	displaced	people	

and	others)	totalled	almost	65.3	million	people,	the	highest	number	of	forcibly	

displaced	persons	ever	recorded	(UNHCR,	2016).		(Marsh	and	Dieckmann,	2017:	

711)	

This	narra<ve	of	global	migra<on	historically	contextualises	refugees,	and	the	research	study,	

according	to	a	specific	discourse.	It	frames	the	school	children	with	whom	the	researchers	

worked	as	part	of	a	global	movement	of	people,	and	the	research	as	a	response	to	a	global	

need.	However,	it	does	not	make	the	connec<on	between	the	research	popula<on	and	the	

specific	conflicts	from	which	they	have	migrated,	and	it	does	not	reference	the	players	or	

histories	that	are	behind	those	conflicts.	The	poten<al	opera<onalisa<on	of	researchers’	

alignment	with	a	global	cause	will	be	discussed	in	rela<on	to	Social	Movement	Theory	in	

Sec.on	7.5.	However,	a	risk	of	this	representa<onal	act	is	that	the	research	par<cipants	are	

historicised	only	in	terms	of	their	sta<s<cal	presence	in	current	migra<on	figures,	and	remain	

ahistorical	in	rela<on	to	their	own	past.		

This	is	also	true	of	the	data	analysed	thema<cally.	Interviewees	did	not	provide	historical	

informa<on	about	the	conflicts	that	had	affected	the	people	with	whom	they	worked.	The	

past	was	connected	to	musically,	with	awareness	shown	of	music’s	mnemonic	capacity,	and	

accounts	of	efforts	to	play	music	from	par<cipants’	countries	of	birth.	There	were	not,	

however,	representa<ons	of	war,	conflict,	or	localised	enactments	of	global	poli<cs.		

Strikingly,	in	the	illustra<ve	stories	from	par<cipants	it	was	also	this	sec<on	of	personal	

history	that	was	normally	missing.	Ashur,	Dejan,	and	Aziz	did	not	tell	the	story	of	the	
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circumstances	that	led	them	to	emigrate	and	seek	safety	in	another	country.	Aziz	spoke	of	the	

financial	obstacles	that	he	faced,	having	to	go	to	Lebanon	to	find	work,	but	he	did	not	

men<on	directly	the	violent	circumstances	of	war	in	Syria.	Ashur	said	the	situa<on	was	not	

safe,	but	did	not	expand	on	this	or	describe	the	lack	of	safety.	Only	Laila	included	her	

experience	of	conflict	in	her	story.		

Laila	described	life	as	a	Chris<an	living	in	a	village	controlled	by	Jabhat	al-Nusra,	a	jihadist,	

Islamic	State	mo<vated	group.	She	told	a	story	about	a	bomb	falling	on	a	concert	hall	while	

audience	members	arrived	and	orchestral	musicians	inside	tried	to	con<nue	their	professional	

lives	and	earn	a	living.	She	spoke	about	snipers	a?acking	the	road	along	which	she	commuted	

to	work.	By	naming	the	forces	involved	in	her	persecu<on	and	endangerment,	the	specifics	of	

contexts	and	fac<ons	within	the	war	in	Syria	were	raised.		

Jabhat	al-Nusra	is	defined	in	the	lexicon	of	the	Syrian	war	as	a	rebel	group,	figh<ng	against	

Bashar	al-Assad’s	government	.	It	is	also	classified	as	a	terrorist	organisa<on	by	the	UN,	UK,	

USA	and	other	country’s	including	Iran,	Turkey,	UAE	and	Saudi	Arabia	(Wikipedia,	2020).	It	has	

been	allied	to	Al	Qaeda	and	to	The	Army	of	Conquest,	and	its	shi`ing	allegiances	are	

indica<ve	of	the	complex	machina<ons	of	counter	government	and	jihadist	forces	in	the	

region	(BBC,	2016).	That	complexity	goes	further,	due	to	the	interna<onal	involvement	in	the	

high	stakes	geopoli<cal	arena.			

Jabhat	al-Nusra	grew	from	insurgent	forces	that	fought	US-led	forces	in	Iraq	in	2000	(John,	

2016).	As	such,	military	involvement	in	the	region	by	forces	that	included	the	UK	was	

instrumental	in	origina<ng	the	current	strength	of	fighters	in	Syria.	Saudi	Arabia,	Turkey	and	

Qatar	provide	funds	to	Jabhat	al-Nusra	(Sengupta,	2015),	aligning	themselves	against	their	

allies	in	the	Global	Coali.on	against	DAESH	(The	Global	Coali<on	Against	DAESH,	2020).	Saudi	

support	is	reported	to	not	only	be	financial,	but	also	to	include	the	supply	of	weapons	

(Sengupta,	2015),	many	of	which	arms	were	manufactured	in	Europe	(Angelovski	et	al.,	2016).	

Despite	these	conflic<ng	interconnec<ons	the	UK	con<nued	profiteering	from	sales	of	arms	

to	Saudi	Arabia,	which	were	worth	£1.13	billion	in	2017	(Sharman,	2018).	That	trade	was	

ruled	illegal	in	2019	due	to	Saudi	Arabia	viola<ng	humanitarian	law	in	Yemen	(Sabbagh	and	

McKernan,	2019).			

A	crucial	event	in	the	history	of	interna<onal	involvement	in	Syrian	poli<cs	happened	just	

over	one	hundred	years	ago,	with	the	division	of	the	Arab	Peninsula	between	French	and	

Bri<sh	mandates	in	the	a`ermath	of	World	War	1.	The	‘line	in	the	sand’	drawn	in	the	Sykes-

Picot	agreement,	deciding	the	geographic	division	of	lands	between	the	two	European	

countries,	has	become	emblema<c	of	colonial	‘carve-ups’	in	which	‘outside	powers	imposed	

their	will,	drew	borders	and	installed	client	leaderships,	playing	divide-and-rule	with	the	
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“na<ves”,	and	beggar-my-neighbour	with	their	colonial	rivals’	(Muir,	2016).	The	legacy	of	this	

shi`	in	power	from	O?oman	rule	to	European	rule	had	ramifica<ons	linked	directly	to	the	

current	regional	conflicts.		

It	is	clear	that	people	who	have	emigrated	from	Syria	due	to	the	dangers	and	persecu<on	that	

they	have	faced,	are	not	ahistorical.	Furthermore,	that	history	involves	a	complex	interplay	of	

interna<onal	incursions,	both	physical	and	poli<cal	that	are	on-going.	Indeed,	once	

historicised,	current	migra<on	from	Syria	can	be	seen	as	the	result	of	consistent	invasive	

migra<on	into	Syria	for	poli<cal	gain.	Powerful	na<ons’	foreign	policies	are	revealed	to	be	at	

play	in	the	war	and	persecu<on	faced	by	Syrian	people.	This	history	is	absent	from	all	my	

collected	data,	but	it	is	present	in	the	historical	reality	that	belies	the	crises	in	par<cipants’	

stories.		

The	term	‘crisis’	was	used	as	a	structuring	device	in	the	construc<on	of	par<cipants’	stories,	

following	Turner’s	cycle	of	social	dramas	(1980,	1986).	Crisis	was	defined	by	Turner	as	the	

result	of	a	breach	in	societal	rules,	revealing	underlying	conflicts	that	challenge	social	‘unity	

and	con<nuity’	(1982:	39).	In	the	case	of	the	Syrian	war,	in	Turner’s	terms	the	breach	could	be	

seen	as	the	acts	of	civil	disobedience	and	protest	that	first	revealed	the	government’s	

brutality	and	lack	of	tolerance	to	opposi<on.	Or	in	Laila’s	story	the	breach	can	be	viewed	as	

the	violent	affront	she	faced	daily	to	the	social	contract	of	peaceful	coexistence.	Certainly	

crisis	followed,	as	societal	unity	collapsed,	and	the	con<nuity	of	society	on	previous	terms	

became	impossible.			

Defining	crisis	in	these	terms,	with	the	illustra<on	provided	by	Laila’s	story,	contrasts	starkly	

to	the	prominent	use	of	the	word	‘crisis’	in	migra<on	discourse.	The	dominant	discursive	use	

in	recent	years	has	been	in	terms	of	a	‘refugee	crisis’.	As	Dos	Santos	Silva	and	Bruras	point	

out,	this	has	been	borne	from	one	representa<onal	standpoint:		

Conceived	within	a	Eurocentric	perspec<ve,	the	term	‘crisis’	refers	generally	to	

the	nega<ve	effects	caused	by	the	growing	arrival	of	refugees	and	asylum	seekers	

to	Europe,	neglec<ng	systema<cally	the	ongoing	conflicts	in	Central	Asia,	in	the	

Middle	East	and	in	Africa	that	forced	so	many	people	to	leave	their	countries.	

(Dos	Santos	Silva	and	Bruras,	2018:	508)	

At	even	peak	moments	of	news	coverage	of	the	‘refugee	crisis’	Chouliaraki	and	Zaborowski	

found	across	the	press	in	eight	European	countries,	’remarkably	li?le	by	way	of	explana<on	as	

to	what	led	refugees	to	abandon	home	and	travel	to	Europe’	(Chouliaraki	and	Zaborowski,	

2017:	625).	They	note	that	‘a	more	explicit	and	systema<c	connec<on	between	crisis	

repor<ng	and	war	repor<ng	…	would	have	foregrounded	the	urgent	links	between	…	chemical	

gas	a?acks	in	Syria	and	Syrian	families’	desire	to	flee	the	death	zone,’	a	connec<on	the	
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researchers	suggest	may	have	boosted	levels	of	empathy	in	the	general	public	(Chouliaraki	

and	Zaborowski,	2017:	625-626).	Representa<on	affected	societal	aatudes,	and	created	

generalised,	nega<ve	characterisa<ons	of	a	huge	sta<s<cal	mass	of	people.		

Through	my	research	methodology,	Aziz,	Ashur	and	Dejan	had	the	chance	to	talk	about	the	

history	that	led	them	to	migrate	country.	It	could	be	temp<ng	to	write	here	that	they	did	not	

take	the	chance	that	I	gave	them.	However,	I	note	Malkki’s warning	that	underneath	

oppressed	silence	there	may	not	be	‘a	voice	wai<ng	to	be	liberated	but	ever	deeper	historical	

layers	of	silencing	and	bi?er,	complicated	struggles	over	history	and	truth’	(Malkki,	1996:	

398).	It	is	perhaps	this	silence	that	is	illustrated	by	the	absent	descrip<ons	of	the	breaches	

and	crises	that	were	faced.		

Accessing	‘marginal	voices’	like	those	shared	or	silent	in	the	par<cipants’	stories	was	seen	by	

Foucault	to	be	an	act	of	resistance,	with	the	poten<al	‘to	shi`	both	discourse	and	the	

posi<oning	of	the	subject	within	it’	(McPherson,	2010:	549).	There	has	been	cri<que	applied	

to	Foucault’s	work	that	he	‘presents	such	a	bleak	view	of	disciplinary	society	that	he	

ul<mately	paralyses,	rather	than	promotes,	resistance’	(Picke?,	1996:	445).	However,	Picke?	

(1996)	goes	on	to	argue	that	far	greater	emphasis	is	given	to	struggle	and	resistance	

throughout	Foucault’s	wri<ng	and	lectures,	and	it	is	these	elements	that	are	built	on	here.		

The	following	sec<ons	focus	a?en<on	on	the	processes	of	redress	and	resistance	that	have	

been	found	during	this	study.	Acts	of	reposi<oning	were	raised	in	the	thema<c	analysis,	under	

the	theme	of	Centralising	and	Marginalising,	and	this	theore<cal	idea	will	be	revisited	in	the	

next	sec<on.	It	is	divided	into	two	sub-sec<ons,	firstly	looking	at	processes	of	reposi<oning	

away	from	marginality.	For	this	I	will	draw	on	Dejan’s	story	for	illustra<on,	before	reflec<ng	on	

the	thema<c	findings.	The	second	sub-sec<on	will	begin	from	the	complexi<es	that	surfaced	

in	interviews	with	music	facilitators	and	organisers,	whose	own	struggles	with	na<onality	

raise	issues	of	reposi<oning	from	centrality.		

7.3. Reposi7oning		

7.3.1. From	marginality	

So	I	kind	of	chose	to	be,	it's	almost	like	Ci.zen	of	the	World,	if	you	like,	you	know.	

(Dejan,	00:14:53)	

Dejan	recounted	making	this	decision	about	how	he	wanted	to	posi<on	himself	in	the	world.	

He	had	been	told	by	people	in	his	country	of	birth	that	‘even	if	you	have	one	drop	of	African	

blood	you’re	not	Serbian’	(Dejan,	00:45:29),	and	he	expressed	a	feeling	of	disconnec<on	from	

his	Sudanese	heritage	following	his	father’s	departure	when	he	was	nine	or	ten	years	old.	

Surrounded	by	the	legacies	of	hundreds	of	years	of	migra<on	and	changing	geopoli<cs	in	

Belgrade,	and	exposed	to	music	in	many	languages	from	many	countries,	Dejan	preferred	to	
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iden<fy	with	an	iden<ty	that	was	not	dependent	on	the	acceptance	of	one	na<onal	group,	

but	that	allowed	him	membership	with	all	the	complexity	of	iden<<es	that	he	felt.	

Dejan’s	choice	to	iden<fy	himself	as	a	Ci<zen	of	the	World	stemmed	from	being	denied	

admission	to	other	iden<ty	groups.	During	his	story	he	recounted	being	told	he	did	not	meet	

the	criteria	to	be	Serbian,	Sudanese	and	English.	In	England	he	achieved	a	level	of	acceptance	

only	as	‘a	good	foreigner’	(Dejan,	00:25:53),	and	at	the	close	of	his	story	when	he	plans	to	

visit	Sudan	he	is	warned	that	he	will	be	viewed	with	suspicion	by	the	police	due	to	his	Bri<sh	

passport	(Dejan,	00:52:42).	While	posi<oning	theory	recognises	iden<ty	as	fluid	and	ac<ve,	

rather	than	sta<c	and	designated,	it	also	acknowledges	that	the	process	of	posi<oning	is	

bilateral	and	con<ngent	on	agency.		

Applying	the	theory	to	a	study	of	narra<ves	from	Sudanese	immigrants	to	Australia,	Hatoss		

summarised	his	framework	of	understanding:	‘Posi<oning	the	self	as	an	ingroup	member	or	

as	an	outgroup	member	of	the	mainstream	society	is	not	a	sta<c	given.	In	other	words,	

people	do	not	just	assign	various	categories	or	labels	to	themselves	and	others,	but	through	

everyday	interac<on	they	posi<on	themselves	and	others,	and	this	posi<oning	carries	implicit	

messages	about	iden<ty	work’	(Hatoss,	2012:	49).	Within	this	structure,	agency	plays	an	

important	role,	with	a	balance	playing	out	between	self-iden<fica<on	and	‘non-voluntary	

iden<<es	that	are	ascribed	…	by	the	broader	community’	(Hatoss,	2012:	65).	Within	that	

interplay,	as	van	Langenhove	and	Harré	point	out,	dynamics	of	power	are	crucial	as	the	‘rights	

for	self-posi<oning	and	other-posi<oning	are	unequally	distributed	and	not	all	situa<ons	

allow	for	or	call	for	an	inten<onal	posi<oning	of	par<cipants’	(1999:	23).	In	Dejan’s	case,	he	

‘self-posi<ons’	himself	according	to	the	choices	available	to	him.	Of	par<cular	interest	to	this	

research	study	are	the	ways	in	which	music	featured	in	this	process.		

Music	was	central	to	Dejan’s	iden<fica<on	with	a	wider	world	than	his	immediate	na<onal	

context.	According	to	his	story,	it	was	because	he	did	not	feel	connected	to	Serbian	or	

Sudanese	iden<ty	that	he	was	able	to,	or	was	mo<vated	to,	listen	to	Jewish,	Arabic,	European	

and	South	American	music.	He	was	perhaps	at	once	unlimited	by	any	assigned	no<on	of	his	

own	na<onality,	and	also	forced	to	look	past	na<onal	iden<ty	for	belonging.	He	linked	this	to	

his	context,	historicising	the	current	no<on	of	na<onality	within	centuries	of	migra<on	and	

shi`ing	borders.	This	historical	contextualisa<on	liberated	him	to	connect	to	cultural	

elements,	and	therefore	musics,	as	his	own.	Effec<vely,	he	deconstructed	the	discourses	that	

would	marginalise	him,	posi<oning	himself	in	a	way	that	implied	immunity	to	their	power.			

Dejan’s	resistance	to	marginalisa<on	extends	to	his	community.	As	a	radio	DJ	he	enlisted	input	

from	people	who	reflected	the	ethnic	diversity	of	his	community,	and	played	music	that	was	

equally	representa<ve	of	the	local	range	of	tastes.	Thereby	he	disrupted	the	messaging	that	
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he	perceived	in	English	radio	content;	that	anything	other	than	English	language	music	was	

not	valuable	or	needed,	and	that	Englishness	was	represented	as	‘very	much	kind	of	Anglo-

Saxon	centred’	(Dejan,	00:20:08).	Dejan’s	use	of	music	was	a	social	ac<on,	resis<ng	the	

marginal	posi<oning	of	non-English	language	music	and	non	‘Anglo-Saxon’	people.		

Comparable	acts	of	resistance	were	very	present	in	approaches	described	by	music	facilitators	

and	organisers.	Musics	from	par<cipants’	countries	of	origin	were	posi<oned	centrally	within	

groups’	repertoire,	and	efforts	were	made	to	bridge	into	communi<es	and	create	

opportuni<es	for	non-English	(or	non-Dutch)	repertoire	to	be	centre-stage.		

Thema<c	findings	grouped	under	Shioing	the	Cultural	Centre	included	descrip<ons	of	the	

approach	taken	by	the	music	facilitator	MF8.	He	emphasised	efforts	to	redress	the	

posi<onality	assigned	to	Arabic	music	in	the	Netherlands,	defined	by	its	lack	of	accessibility	to	

audiences	who	‘can’t	relate	to	it	so	we	get	bored’	(OR18,	00:24:07).	MF8	worked	to	make	sure	

that	such	music	was	performed	in	contexts	where	Dutch	audiences	would	have	the	chance	to	

witness	the	enjoyment	felt	by	people	who	were	fully	acculturated	to	the	music,	and	where	

performers	were	celebrated	for	their	skill.	According	to	MF8,	it	was	the	‘format	of	listening’	

rather	than	the	format	of	the	music	that	was	the	issue,	so	he	sought	to	place	the	onus	of	

understanding	on	the	audience	rather	than	allowing	blame	to	sit	with	the	music’s	

inaccessibility.		

Marginality	in	these	terms	is	not	a	fixed	posi<onality,	but	the	product	of	a	constructed	

assump<on	of	centrality.	From	a	discursive	understanding,	marginality	cons<tutes	being	

posi<oned	outside	of	the	dominant	culture	established	by	a	hegemonic	field	of	knowledge	

and	truth	(Foucault,	1980a,	2020).	This	Foucauldian	stance	has	been	used	in	the	field	of	

Refugee	Studies	to	challenge	policy	paradigms	that	are	seen	to	influence	the	societal	

posi<oning	of	refugees.	Assimila<onism	and	integra<onism	are	seen	to	posi<on	the	subjects	

of	policy	‘as	the	problem	to	be	fixed’,	‘expressed	in	rela<on	to	dominant	cultural	norms	in	the	

host	se?lement	society’	(McPherson,	2010:	552).		

Drawing	back	to	the	discussion	of	Collec.ve	and	Individual	Iden..es	in	the	Conceptual	

Analysis	of	the	Included	Studies,	this	applica<on	of	Foucault	to	discourses	of	accultura<on	

further	illuminates	the	burgeoning	cri<que	that	was	raised	in	rela<on	to	researchers’	

conceptual	treatment	of	cultural	iden<ty.	Models	of	understanding	that	draw	directly	on	the	

rhetoric	of	accultura<on	for	substan<a<on	risk	reinforcing	marginalising	discourse.	As	such,	

studies	that	borrow	from	Berry	(1997)	for	their	framework	of	understanding	may,	by	doing	so,	

posi<on	the	culture	of	the	‘host’	na<on	as	central,	and	the	task	of	immigrants	as	adapta<on.	

In	fact,	as	noted	in	the	conceptual	review	of	literature,	binary	dis<nc<ons	of	‘homeland’	and	

‘host’	iden<<es	were	not	supported	by	research,	with	a	strong	presence	of	shared	and	
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nego<ated	musical	interac<ons.	Research	par<cipants	moved	between	in	and	out	group	

posi<ons	and	were	ac<ve	agents	in	their	musical	presenta<ons	of	self	in	mul<ple	contexts.	

Music-making,	therefore,	was	not	shown	to	assist	in	a	linear	movement	towards	integra<on	

or	assimila<on,	but	rather	to	be	rich	in	affordances	for	acts	of	cultural	posi<oning.	

7.3.2. From	centrality	

When	talking	to	music	facilitators	and	organisers,	I	was	very	aware	of	their	conflicted	

rela<onships	with	na<onality.	Several	described	consciously	choosing	to	posi<on	themselves	

in	ways	that	refuted	the	na<onal	iden<ty	that	was	assigned	to	them.	A	person	from	England	

described	feeling	Bri<sh	but	not	English,	and	another	recognised	a	dichotomy	of	Englishness	

which	le`	her	conflicted.	Certainly	it	became	clear	that	there	was	awareness	of	aspects	of	

na<onal	iden<ty	with	which	people	did	not	iden<fy	at	all,	some	of	which	were	linked	to	

music.	Far	more	per<nent	in	people’s	accounts	were	connec<ons	made	through	family.	

Cultural	connec<on	came	from	exposure	to	music	from	parents,	and	it	came	from	heritage	

that	was	passed	on	from	family	members.	In	almost	all	cases,	this	level	of	affinity	was	not	

constrained	by	current	na<onality,	as	family	and	musics	had	migrated.		

Similarly	to	Dejan,	MF3	was	exposed	to	Serbian	music	through	his	father’s	heritage,	but	

diverged	from	that	to	an	eclec<c	and	interna<onal	range	of	musical	tastes,	which	he	played	

with	a	band	in	the	Netherlands.	Three	of	the	interviewees	had	Jewish	heritage,	which	

influenced	each	in	different	ways,	naviga<ng	to	fiddle	music,	jazz,	and	opera,	none	of	which	

corresponded	directly	to	their	geographical	loca<on	in	terms	of	cultural	origin.		

The	very	no<on	of	centrality	of	culture	according	to	na<onality	therefore	was	challenged	by	

these	personal	histories.	OR14	reflected	that	‘people	have	come	from	places	in	the	world	to	

the	UK	for	hundreds	of	years.	And,	you	know,	we	wouldn’t	have	coffee	shops,	we	wouldn’t	

have	guitars,	we	wouldn’t	have	Chuck	Berry,	you	know’	(OR14,	00:11:24).	In	the	Netherlands	

OR22	saw	the	same,	as	‘what	we	call	Dutch	culture	is	so,	you	know,	ingrained	with	all	these	

influences	from	all	over	the	world’	(OR22,	00:43:10).	From	another	perspec<ve,	MF4	

recounted	reclaiming	her	Congolese	cultural	heritage	through	its	incorpora<on	in	her	song-

wri<ng	in	the	UK.	However,	the	Congolese	music	she	described	her	father	listening	to	was	

strongly	influenced	by	the	migra<on	of	evangelical	Chris<ans	and	colonialists	from	Europe	or	

the	USA.		

Ashur	and	Laila	studied	European	classical	music	at	Damascus	Conservatoire.	Dejan	listened	

to	music	from	across	the	world	in	Belgrade.	The	interviewed	music	facilitators	were	working	

with	people	and	musicians	from	many	countries,	playing	music	from	around	the	world,	all	of	

which	is	influenced	by	other	music	from	other	countries.	All	of	these	acts	dispute	the	

dominant	discourses	of	cultural	centrality.		
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When	he	arrived	in	the	UK,	Dejan	talked	about	Nick	Cave	to	a	volunteer	at	a	refugee	support	

centre.	It	shi`ed	how	he	was	perceived.	He	socially	reposi<oned	himself	from	being	a	

humanitarian	subject,	to	being	a	person	who	knew	the	music	of	Nick	Cave	-	an	Australian	

whose	music	is	influenced	by	rock,	spirituals	and	blues,	which	all	grew	from	the	tragic	forced	

migra<on	of	slaves	to	the	USA.		

All	these	examples	demonstrate	that	migra<on	is	mul<lateral	and	has	been	a	con<nuous	

phenomenon.	The	centrality	of	genres	within	cultures	is	established	and	sustained	through	

discourse	and	power.	Dejan’s	story	and	the	thema<c	findings	have	illustrated	how	that	

centrality	can	be	resisted,	and	music	can	be	reposi<oned	from	marginality.	However,	such	

acts	operate	within	dynamics	of	power	that	can	limit	the	op<ons	available	to	self-posi<on.		

Taken	individually,	we	see	these	acts	impac<ng	on	music	groups	and	local	communi<es.	

Perceived	on	a	collec<ve	level,	however,	these	ac<ons	take	on	a	more	powerful	momentum.	

This	level	of	collec<ve	ac<on	will	be	revisited	following	the	next	sec<on,	drawing	on	Social	

Movement	Theory	to	suggest	a	model.	The	no<on	of	recogni<on	will	first	be	discussed,	as	it	

has	been	a	prominent	theme	throughout	this	research	study.	Aziz’s	story	will	be	used	to	

illustrate	this	area	of	findings.	


7.4. Recogni7on	

When	Aziz	told	his	friends	back	in	Syria	how	we	came	to	play	Natalie	together,	he	emphasised	

my	posi<ve	response	to	the	song:		

…	frankly	he	loved	the	song.	He	loved	the	song.	So	he	decided	to	learn	it	and	to	

play	it.	So	we	do	it.	That's	the	first	reason.	I	know	that's	many	reasons,	like	you	

are	teacher	and	you	have	lessons	and	you	want	to	play	other	students	here.	But	

the	first	reason	I	saw	that	you	love	this	song.	(Aziz,	00:08:07)	

His	account	focused	on	my	recogni<on	of	the	song’s	value	and	beauty.	In	the	context	of	Aziz’s	

story,	the	experience	appeared	to	be	enjoyed	as	a	moment	of	broader	acknowledgment	of	

the	many	things	the	song	embodied.	In	his	story	Natalie	represented	the	memory	of	a	period	

of	his	life	in	Syria,	learning	guitar	alongside	his	friend.	It	was	a	metaphor	for	con<nua<on	a`er	

his	life	had	been	disrupted	in	all	aspects	due	to	war.	The	song	provided	a	point	of	connec<on	

to	his	friends	back	in	Syria,	demonstra<ng	to	them	also	how	in	his	new	country	he	and	his	

culture	had	found	some	acceptance.		

It	was	only	in	our	interview	that	Aziz	told	me	the	history	of	his	connec<on	to	Natalie.	My	

approach	had	not	been	informed	by	any	of	the	song’s	background;	my	aim	was	just	to	engage	

with	him	in	music-making,	and	to	value	music	that	he	valued.	My	reflec<ve	notes	show	that	

my	response	to	his	choice	of	song	was	enjoyment	of	the	music,	but	also	happiness	that	it	

matched	my	skills	and	I	would	be	able	to	help	him	with	it.	When	I	played	Natalie	in	the	same	
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way	that	it	sounded	on	YouTube,	Aziz	was	impressed,	and	I	felt	my	skills	being	recognised.	His	

pleasure	at	my	work	encouraged	me,	and	affirmed	my	role	in	circumstances	that	were	o`en	

challenging	for	me	as	a	music	facilitator.		

Aziz’s	story	illustrated	music	affording	us	both	opportuni<es	to	receive	recogni<on.	There	

were	mul<ple	levels	of	meaning	a?ached	to	the	song,	and	to	our	interac<on.	It	is	important	

to	note	that	on	an	interpersonal	level	Aziz	also	commented	on	moments	of	humour	between	

us,	our	shared	challenges	with	language,	and	in	my	own	notes	I	o`en	recorded	conversa<ons	

between	us	about	football.	Liverpool	were	on	course	to	win	the	Premier	League	and	the	

Champions	League,	with	Mohammed	Salah,	the	greatest	Arab	footballer	of	all	<me,	scoring	

freely,	and	we	both	followed	it	closely.	These	were	simple	human	connec<ons,	not	defined	

according	to	our	assigned	roles	or	iden<<es.	Music-making	provided	our	point	of	contact,	

allowing	other	interac<on	to	take	place.		

Recogni<on	was	also	highlighted	as	a	transforma<ve	element	in	the	conceptual	analysis	of	

literature	and	the	thema<c	findings.	Findings	from	the	literature	showed	that	although	

recogni<on	was	not	men<oned,	it	was	very	present	in	the	processes	conceptualised	under	

the	category	of	Self	iden.ty.	In	the	thema<c	findings	it	was	the	basis	of	the	first	theme,	

Finding	Recogni.on.	Music	facilitators	described	giving	great	care	to	recognising	the	crea<ve	

inputs,	efforts	and	achievements	of	group	par<cipants.	They	planned	opportuni<es	for	public	

praise	and	encouraged	peer	support	and	celebra<on	with	families	and	communi<es.	Genres	

of	music	were	seen	to	hold	individual	and	collec<ve	meanings,	and	importance	was	placed	on	

giving	value	to	those	musics	by	incorpora<ng	repertoire	and	exper<se.	In	circumstances	that	

were	o`en	defined	by	immigra<on	procedures	that	determined	whether	people	would	be	

recognised	as	refugees,	this	research	found	par<cipatory	music-making	to	afford	crucial	

recogni<on	of	mul<ple	aspects	of	iden<ty.		

The	theme	of	Expressing	Self	is	very	much	linked	to	processes	of	recogni<on.	In	his	exposi<on	

of	iden<ty	and	recogni<on	Fukuyama	(2018)	spends	significant	<me	theorising	the	history	

and	effects	of	how	the	human	need	for	recogni<on	has	manifested.	He	charts	the	

development	of	a	current	no<on	of	iden<ty	that	prizes	self-knowledge	and	is	built	on	the	

moral	idea	that	‘we	have	authen<c	inner	selves	that	are	not	being	recognised’	(Fukuyama,	

2018:	163).	Alongside	this	he	describes	shi`ing	rela<onships	to	‘iden<<es	defined	by	our	

race,	gender,	workplace,	educa<on,	affini<es,	and	na<on’	(Fukuyama,	2018:	164)	for	which,	

and	within	which,	we	expect	recogni<on	and	to	be	afforded	dignity.	

Fukuyama,	however,	does	not	hold	his	theory	as	an	elixir,	but	as	an	explana<on.	He	argues	

that	the	quest	for	recogni<on	has	led	to	iden<fica<on	with	ever	more	specific	iden<ty	groups	

and	the	demand	to	be	properly	acknowledged	which	characterises	iden<ty	poli<cs.	This	can	
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result	in	collec<ve	fights	for	civil	rights	and	equality,	but	it	can	also	be	leveraged	towards	

populist	poli<cs.	The	basis	of	the	rhetoric	employed	by	populist	poli<cians,	Fukuyama	claims,	

is	a	call	to	reclaim	the	recogni<on	deserved	by	ci<zens.	He	summarises	the	populist	

argument,	as	delivered	by	Trump	in	the	USA	and	Brexiteers	in	the	UK,	as:	‘tradi<onal	

understandings	of	na<onal	iden<ty	are	being	diluted	and	overtaken	both	by	newcomers	with	

different	values	and	cultures	and	by	a	progressive	le`	that	a?acks	the	very	idea	of	na<onal	

iden<ty	as	racist	and	intolerant’	(Fukuyama,	2018:	132).	Iden<ty	is	deployed	as	a	poli<cal	

weapon,	uni<ng	people	around	their	resentments,	promising	a	future	wherein	their	dignity	is	

restored,	and	their	need	for	recogni<on	is	sa<sfied	by	their	group’s	reasserted	status.	

Fukuyama’s	vision	of	iden<ty	poli<cs	echoes	the	model	of	discursive	representa<on	that	

underlies	this	research	study.	Iden<ty	posi<ons	are	defined	through	the	interplay	of	

discourses,	driven	by	dynamics	of	power.	They	are	not	sta<c	or	born	from	innate	

characteris<cs,	they	are	flexibly	conceived	to	establish	and	sustain	power.	Of	consequence	

here	is	that	while	this	research	study	has	found	instances	of	recogni<on	being	afforded	to	

people	who	have	emigrated,	seeking	asylum	from	war	or	persecu<on,	another	group	of	

people	is	being	promised	a	return	to	their	privileged	status	as	ci<zens.	Fukuyama’s	solu<on	is	

to	forge	new	iden<<es	that	are	‘broader	and	more	integra<ve’	(Fukuyama,	2018:	165).	I	

follow	here	again	Foucauldian	thought,	and	disagree	with	Fukuyama	for	the	reason	that	those	

new	iden<<es	would	simply	func<on	in	the	same	way	as	the	old;	proceeding	‘from	

domina<on	to	domina<on’	established	and	sustained	through	representa<onal	discourses	

that	define	rela<ons	of	power	(Foucault,	1977:	151).		

Drawing	back	again	to	Foucault’s	insistence	on	the	disrup<on	of	oppressive	discourses,	the	

next	sec<on	will	propose	a	model	to	support	framing	the	acts	of	music-making	observed	in	

this	study	as	acts	of	resistance.	I	will	draw	on	recent	literature	from	the	field	of	Arts,	Health	

and	Wellbeing	sugges<ng	Social	Movement	Theory	as	a	means	to	understand	and	perhaps	

advance	the	role	of	music-making	in	addressing	the	challenges	that	have	been	highlighted	in	

this	study.				

7.5. A	social	movement		

Social	movements	can	be	understood	as	‘networks	of	informal	interac<ons	between	

individuals	and	groups	engaged	in	poli<cal	and	cultural	conflicts	based	on	their	shared	

collec<ve	iden<<es	and	purposes’	(Daykin,	2019:	11,	2020:	47,	ci<ng	Kapilashrami	et	al.	

2015).	Daykin	(2019,	2020)	argues	that	the	field	of	Arts,	Health	and	Wellbeing	can	be	viewed	

in	this	light,	enac<ng	and	advoca<ng	changes	in	ins<tu<onal	cultures	and	policies.	Here	I	seek	

to	outline	a	case	for	the	relevance	of	Social	Movement	Theory	to	the	field	of	par<cipatory	
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music-making	for	people	who	have	emigrated	seeking	asylum	from	war	or	persecu<on,	in	

light	of	the	study’s	findings	understood	to	be	characterised	by	acts	of	redress	and	resistance.		

Fundamental	to	social	movements,	dis<nct	from	other	forms	of	social	ac<on,	is	the	

involvement	of	three	cons<tuent	groups:	‘power	holders	who	are	the	objects	of	claims	…	;	

par<cipants,	who	range	from	minor	contributors	to	leaders	and	are	o`en	connected	by	social	

movement	organiza<ons;	and	a	subject	popula<on	on	whose	behalf	par<cipants	are	making	

or	suppor<ng	claims’	(Tilly,	1999:	257).	According	to	Tilly,	there	can	be	overlap	between	these	

popula<ons,	as	well	as	addi<onal	par<es	involved.	Shared	purpose	and	a	sense	of	collec<ve	

iden<ty	cons<tute	the	actors	as	a	movement,	although	as	Daykin	notes	this	need	not	

manifest	in	‘necessarily	coherent	groups	with	clear	aims’	(2020:	47).	

Mapping	Social	Movement	Theory	on	to	this	study’s	findings,	interviewees	have	been	shown	

to	act	with	the	shared	purpose	of	seeking	redress	for	the	issues	faced	by	people	iden<fied	

according	to	migrant	iden<<es.	OR14	expressed	this	with	language	closely	aligned	to	this	

research	study,	describing	his	belief	that	everyone	should	‘be	able	to	be	represented	how	

they	want	to	be	represented’	(OR14,	00:13:38).	Others	expressed	their	mo<va<ons	

differently.	MF6,	for	example,	explained	it	simply	that	‘you	sort	of	do	what	you	can	to	help	

others’	(MF6,	00:31:03);	a	mo<va<on	that	had	led	her	to	volunteer	her	<me	to	lead	a	music	

group	as	part	of	a	refugee	support	centre	every	week	for	over	ten	years.	MF15	explained	his	

work	as	a	social	jus<ce	ac<on.	

In	terms	of	ac<ons,	this	shared	purpose	was	put	into	prac<ce	in	a	range	of	ways.	Musical	

ac<vi<es	ranged	from	simple	games	with	young	children	to	performances	of	conservatoire-

trained	musicians.	Organisers	recounted	focusing	on	recording	and	cataloguing	songs	from	

musicians’	countries	of	origin,	and	on	par<cipants	crea<ng	new	composi<ons	that	responded	

to	new	reali<es.	Although	musically	these	examples	are	very	different,	they	share	the	

common	ground	of	taking	place	within	par<cipatory	music-making	programmes	for	people	

who	have	emigrated	seeking	asylum	from	war	or	persecu<on.	Such	commonality	in	ac<ons	

mo<vated	by	a	shared	purpose	connects	actors	and	constructs	the	sense	of	collec<ve	iden<ty	

that	is	central	to	social	movements	(Melucci,	1985:	793).	

The	conceptual	analysis	of	literature	highlighted	similar	processes	amongst	researchers.	

Although	I	raised	cri<cality	about	the	study	authors’	representa<ons	of	people	in	generalised	

terms,	those	representa<onal	acts	suggested	a	common	desire	amongst	researchers	and	

prac<<oners	to	be	connected	to	a	bigger	cause.	Researchers	aligned	their	work	with	broad	

refugee	discourses,	sugges<ng	a	collec<ve	iden<ty	across	the	field.	

However,	the	stories	from	Laila	and	Ashur	in	par<cular	illustrated	that	par<cipants	did	not	

always	experience	music-making	interven<ons	in	the	ways	they	were	intended.	The	purpose	
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and	ac<ons	of	facilitators	and	organisers	were	shown	to	not	always	match	the	aims	of	

par<cipants.	As	has	been	stated,	social	movements	engage	the	‘subject	popula<on	on	whose	

behalf	claims	are	made’	equally	to	the	‘power	holders’	(Daykin,	2019:	11).	Many	of	the	music	

facilitators	and	organisers	advocated	for	this	non-hierarchical	structure,	but	they	also	raised	

the	obstacles	they	had	experienced	to	achieving	input	from	par<cipants	on	issues	regarding	

organisa<onal	or	crea<ve	decisions.	There	was	a	mutual	disconnect	that	could	be	eased	with	

the	no<on	of	shared	allegiance	to	a	collec<ve	movement.	Ashur's	diminished	musical	status	

in	the	UK,	or	Laila’s	re<cence	to	associate	with	programme’s	that	reinforced	her	difference	as	

a	refugee,	could	be	assuaged	through	the	collec<ve	iden<ty	of	ac<vism.		

It	is	important	again	to	note,	however,	that	the	challenge	of	engagement	described	by	

organisers	and	music	facilitators	perhaps	<es	back	once	more	to	Malkki's	warning	that	

underneath	oppressed	silence	there	may	not	be	‘a	voice	wai<ng	to	be	liberated	but	ever	

deeper	historical	layers	of	silencing	and	bi?er,	complicated	struggles	over	history	and	

truth’	(Malkki,	1996:	398).	The	discursive,	representa<onal	silencing	that	has	been	deployed	

against	people	who	have	emigrated	seeking	asylum	from	war	or	persecu<on,	persists	as	an	

obstacle.	

In	all	cases,	Tilly	noted	challenges	in	‘kniang	together	…	social	movement	bases’	and	argued	

the	necessity	for	the	role	of	‘poli<cal	entrepreneurs’	(Tilly,	2008:	123).	This	is	a	role	of	

organiser,	mo<vator	and	strategist,	skilled	in	mobilising	people	to	assert	claims	in	effec<ve	

ways,	using	the	full	repertoire	of	social	movement	ac<on.	For	example,	this	could	mean	

shaping	common	ac<ons	of	music-making	as	a	form	of	advocacy	or	resistance,	providing	

interac<on	with	power	holders,	and	allowing	the	subject	popula<on	to	communicate	directly	

with	those	who	can	ac<on	their	claims.	

Currently	absent	in	this	brief	mapping	of	Social	Movement	Theory	on	to	the	study’s	findings	

are	examples	of	interac<on	with	power	holders.	It	may	be	that	policy	makers	are	invited	to	

concerts	or	that	they	are	in	a?endance	at	forums	where	performances	or	presenta<ons	of	

programmes	take	place,	but	it	is	not	stated	in	the	data.	The	organisers	of	par<cipatory	music-

making	programmes	are	engaged,	but	it	has	been	shown	how	their	ac<ons	are	limited	by	the	

discursive	fields	in	which	they	operate.	To	change	that	would	involve	interac<on	with	a	higher	

level	of	policy	makers,	who	in	general	have	been	described	to	interact	with	the	projects	

financially	rather	than	prac<cally.		

This	applica<on	of	Social	Movement	Theory	therefore	suggests	a	model	that	could	leverage	

the	combined	energy	of	organisers,	music	facilitators	and	par<cipants	towards	their	shared	

purpose.	To	achieve	this	may	involve	the	efforts	of	someone	in	the	role	of	poli<cal	

entrepreneur	to	shape	collec<ve	iden<ty	through	common	ac<ons	and	galvanise	the	
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interac<on	of	power	holders.	In	line	with	the	ontological	standpoint	of	this	study,	this	

approach	acknowledges	power	and	the	crucial	role	of	posi<oning	subject	popula<ons	in	

achieving	redress.					

7.6. Conclusion	

Par<cipatory	music-making	interven<ons	have	been	found	in	this	study	to	afford	

opportuni<es	for	recogni<on	and	reposi<oning,	disrup<ng	the	oppressive	discursive	

representa<on	of	people	who	have	emigrated	seeking	asylum	from	war	or	persecu<on.	At	the	

same	<me,	the	representa<onal	prac<ces	enacted	within	music-making	interven<ons	have	

been	problema<sed	for	their	poten<al	to	replicate	the	same	hegemonic	discourse.		

By	contras<ng	the	silent	crises	in	the	stories	of	Ashur,	Aziz	and	Dejan,	with	the	prevalent	

narra<ve	of	a	refugee	crisis,	this	discussion	of	findings	has	illustrated	the	interac<on	between	

discourse	and	history.	Ahistorical	subjects	become	represented	as	a	generalised	body	of	

people,	removed	from	cause,	and	iden<fied	only	as	a	risk	or	by	their	needs.	Historical	context	

can	unse?le	the	entrenched	no<on	that	refugee	migra<on	is	disconnected	from	the	ac<ons	

of	other	na<ons,	or	that	the	problem	lies	with	the	people	who	have	been	forced	to	leave	their	

country	due	to	profound	danger.		

In	the	humanitarian	realm	the	discourse	of	need	predominates,	as	surfaced	strongly	in	the	

thema<c	findings.	Although	interviewees	were	aware	of	the	oppressive	effects	of	the	refugee	

label,	they	felt	bound	by	the	discourses	in	which	funders	operated	and	from	which	they	had	

found	public	sympathy	to	be	mo<vated.		

Through	acts	of	par<cipatory	music-making	the	study	found	redress	to	oppressive	

representa<onal	discourses.	Recogni<on	was	afforded	to	people	on	an	individual	level	for	

their	resources,	achievements	and	crea<ve	inputs,	and	on	a	collec<ve	level	through	the	

associa<ons	of	cultural	meanings	and	memories.	Within	music-making	programmes,	

approaches	to	interven<ons	sought	to	incorporate	moments	of	recogni<on,	whether	by	

choreographing	children’s	ideas	into	a	dance,	or	by	organising	recordings	and	public	concerts.		

The	stories	of	Laila,	Ashur,	Dejan	and	Aziz	illustrated	the	importance	of	recogni<on.	Laila	

described	feeling	reintegra<on	when	she	received	acknowledgment	professionally.	In	

contrast,	she	felt	schism	when	she	felt	iden<fied	in	general	terms	as	a	refugee.	Ashur	

remained	discontented	because	of	his	reduced	professional	status,	with	redress	described	

only	through	the	recogni<on	he	received	through	English	audiences’	enjoyment	of	his	playing.	

In	Aziz’s	story	he	felt	recogni<on	through	my	love	of	Natalie.	The	song	was	more	than	a	

symbol	of	his	country;	it	represented	a	connec<on	to	people,	places	and	con<nua<on	within	

a	context	of	interrup<on.	For	Dejan,	recogni<on	was	linked	to	his	iden<fica<on	as	a	Ci<zen	for	

the	World.	He	stepped	outside	of	local	discourses	of	na<onality	and	race,	instead	adop<ng	an	
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iden<ty	that	allowed	him	to	appreciate	recogni<on	on	his	own	terms.	Only	when	he	

recounted	the	moment	of	receiving	recogni<on	from	his	father	did	that	posi<onality	shi`,	and	

Dejan	presented	his	iden<ty	in	terms	of	his	family;	as	a	son.	Similarly,	Ashur’s	posi<on	as	an	

under-appreciated	musician	shi`ed	with	his	revela<on	that	his	mo<va<on	was	primarily	for	

his	family	and	not	his	career,	realigning	his	iden<ty	momentarily	to	that	of	a	father.		

Viewing	iden<ty	in	terms	of	posi<onality	foregrounds	the	fluidity	of	the	roles	and	iden<ty	

posi<ons	that	people	adopt.	Iden<ty	nego<a<ons	and	the	naviga<on	of	social	iden<<es	have	

been	found	to	be	ubiquitous	across	the	data	considered	in	this	study.	The	no<on	of	iden<ty	as	

fixed	or	innate	has	surfaced	only	as	a	flawed	and	oppressive	product	of	dominant	discourse.	

This	study	has	found	that	such	discourse	can	be	disrupted	through	music-making.		

The	final	step	that	was	taken	in	this	discussion	of	findings,	was	to	give	recogni<on	to	the	acts	

of	resistance	that	have	been	the	sites	of	research.	The	acts	of	music-making	with	which	I	have	

par<cipated	during	this	study,	create	alterna<ve	representa<ons.	They	are	not	exempt	from	

power	dynamics,	but	can	challenge	the	effects	of	power.	I	have	proposed	that	Social	

Movement	Theory	may	offer	a	model	that	recognises	the	role	of	all	levels	of	par<cipants,	

posi<oned	in	ac<on	instead	of	as	marginal,	towards	their	shared	purpose.  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8. Conclusions	and	implica7ons	for	prac7ce,	policy	and	research	

8.1. Introduc7on	

To	conclude	the	thesis,	this	final	chapter	reviews	the	extent	to	which	research	aims	have	been	

met,	reflects	on	the	strengths	and	limita<ons	of	the	study,	and	discusses	the	implica<ons	of	

the	findings	in	rela<on	to	prac<ce,	policy	and	research.	Firstly	I	will	return	to	the	ques<ons	

that	have	guided	my	research	and	the	aims	that	I	laid	out	in	the	Chapter	1.		

In	undertaking	this	study,	I	sought	to	gain	insight	into	the	ways	in	which	the	concept	of	

iden<ty	features	in	par<cipatory	music-making	programmes	for	people	who	have	emigrated	

seeking	asylum	from	war	or	persecu<on.	In	order	to	focus	the	study	towards	that	objec<ve,	I	

designed	a	qualita<ve	research	ques<on	that	centralised	first	hand	accounts	from	group	

members,	music	facilitators	and	organisers	across	research	contexts:		

How	does	iden<ty	feature	in	the	accounts	of	par<cipants	and	providers	of	music-

making	programmes	for	people	who	have	emigrated	seeking	asylum	from	war	or	

persecu<on?	

Subsidiary	ques<ons	were	developed	to	give	a?en<on	to	the	possible	media<ng	factors	of	

organisa<onal	and	facilita<on	approaches.		

In	what	ways	does	the	organisa<onal	approach	taken	towards	iden<ty	groups	

feature	in	the	accounts	of	par<cipants	and	providers?			

In	what	ways	do	the	facilita<on	approaches	taken	towards	par<cipatory	music-

making	feature	in	the	accounts	of	par<cipants	and	providers?	

In	order	to	consider	in	this	chapter	how	the	study	has	addressed	the	research	ques<ons	and	

aims,	I	begin	by	reviewing	what	was	previously	known	about	the	subject	and	what	was	found	

by	the	study.	I	then	apply	cri<cality	in	considera<on	of	what	this	adds	to	the	field	and	what	

are	the	study's	strengths	and	limita<ons.	Finally	I	move	to	the	implica<ons	of	the	study	and	its	

findings	for	prac<ce,	research	and	policy.	

For	a	framework	to	structure	the	cri<cal	aspects	of	the	discussion,	I	return	to	Charmaz’s	

methodological	work	on	the	use	of	grounded	theory	for	social	jus<ce	goals.	To	evaluate	work	

in	this	field	Charmaz	proposes	four	criteria:	credibility,	originality,	resonance	and	usefulness	

(2005).	Each	criterion	is	broken	down	into	ques<ons	to	ask	of	a	study,	and	these	will	guide	

sec<ons.	The	ques<ons	related	to	credibility	will	be	considered	to	address	the	strengths	and	

limita<ons	of	the	study,	originality	for	what	the	findings	add	to	the	field,	and	the	no<on	of	

usefulness	will	guide	discussion	of	the	study's	implica<ons.	I	will	broach	the	no<on	of	the	

study’s	resonance	in	my	final	conclusion.		
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8.2. Addressing	the	ques7on	

8.2.1. What	was	previously	known?		

In	order	to	understand	what	was	already	known	about	the	field	of	inquiry,	I	conducted	a	

conceptual	analysis	of	studies	iden<fied	through	a	systema<c	search	of	literature.	This	

process	provided	a	structured	means	to	ascertain	the	ways	in	which	researchers	treat	the	

concept	of	iden<ty	in	rela<on	to	par<cipatory	music-making	programmes	with	migrant	

popula<ons.	It	highlighted	the	prominence	of	iden<ty	in	the	academic	field	and	iden<fied	

diverse	conceptualisa<ons	adopted	by	study	authors.	Four	broad	conceptualisa<ons	of	

iden<ty	emerged	in	the	analysis:	assigned	bureaucra<c	iden<<es,	self	iden<ty,	collec<ve	and	

individual	iden<<es,	and	the	construc<on	of	iden<<es.	

Researchers	were	found	to	use	concepts	of	iden<ty	to	describe	challenges	faced	through	

migra<on,	to	inform	interven<on	designs,	to	provide	a	theore<cal	basis	of	understanding,	and	

to	frame	their	findings.	They	drew	on	established	theories	to	support	these	areas	of	their	

work,	sugges<ng	standpoints	from	which	to	understand	the	interac<on	of	music-making	with	

iden<ty.		

Researchers	who	referred	to	concepts	of	self	iden<ty	most	commonly	rooted	them	within	

developmental	theory.	Study	authors	drew	on	the	work	of	Laiho	(2004)	and	Erikson	(1995)	to	

define	challenges	faced	at	stages	of	self	iden<ty	development.	The	relevance	of	music-making	

to	address	those	challenges	was	supported	through	reference	to	work	on	early	childhood	

development	by	Papousek	and	Papousek	(1981),	Stern	(1985)	and	Trevarthen	(2002).	These	

conceptualisa<ons	draw	a?en<on	to	a	well	established	body	of	literature	that	features	

musical	elements	in	processes	rela<ng	to	iden<ty	development.		

This	knowledge	supported	the	ra<onale	for	studies,	and	was	used	to	frame	findings.	Research	

studies	found	music-making	interven<ons	to	redress	challenges	arising	from	interrup<ons	to	

the	task	of	iden<ty	development	caused	by	migra<on;	increasing	posi<ve	components	of	self	

iden<ty	such	as	confidence	and	sense	of	empowerment.	These	shi`s	to	self	iden<ty	were	

shown	to	occur	in	rela<onship,	through	interac<on	with	musicians,	music	therapists,	peers,	

audiences,	mothers,	and	teachers.	Analysis	found	that	implicit	in	these	interac<ons	were	

processes	of	receiving	and	giving	recogni<on.	

In	rela<on	to	conceptualisa<ons	of	cultural	iden<ty,	a	number	of	researchers	framed	their	

work	according	to	Berry's	(1997)	model	of	accultura<on,	offering	a	means	to	understand	

shi`s	to	posi<onally	along	a	spectrum	of	assimila<on.	The	framework	describes	accultura<on	

in	terms	of	immigrants’	connec<ons	to	the	cultural	iden<<es	of	their	new	and	former	

countries.	Studies	showed	that	music-making	programmes	could	influence	processes	of	

accultura<on,	but	analysis	found	that	in	general	rather	than	substan<a<ng	Berry’s	model	
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studies	described	commonali<es	and	crossovers	of	cultural	materials	repudia<ng	such	a	

binary	outlook.	The	work	of	DeNora	(2000)	was	drawn	on	by	several	authors	to	provide	a	

theore<cal	grounding	for	the	agency	that	was	demonstrated	in	people’s	nego<a<ons	of	

iden<ty.	In	par<cular,	Karlsen	conceptualised	music	affording	‘mul<ple	repertoires	of	ways	of	

being	and	ac<ng’	that	she	found	to	be	appropriated	in	acts	of	iden<ty	nego<a<on	(Karlsen,	

2012).		Overall	the	literature	showed	examples	of	people	using	music	to	navigate	iden<ty	

posi<ons	according	to	context,	suppor<ng	a	flexible,	non-essen<alist	conceptual	

understanding	of	individual	and	collec<ve	iden<ty.	

Construc<onist	no<ons	of	narra<ve,	embodied	and	performed	iden<<es	were	found	to	offer	

the	conceptual	basis	for	several	studies.	For	example,	the	concept	of	narra<ve	iden<ty	was	

used	by	Ahonen	and	Desideri	(2014)	in	their	study	of	narra<ve	therapy	and	group	analy<c	

music	therapy.	They	theorised	that	the	interven<on	supported	people	in	re-authoring	

personal	narra<ves	and	iden<<es.	Findings	were	presented	in	part	with	poe<c	narra<ve	

renderings.	The	concept	of	performed	iden<ty	was	u<lised	in	a	study	of	Community	Music	

Therapy,	which	was	viewed	as	a	performa<ve	process.	Conceptualisa<ons	of	iden<ty	

therefore	grew	from	the	interven<ons’	theore<cal	and	prac<cal	stances.	Likewise,	the	no<on	

of	embodied	iden<ty	was	found	in	studies	of	movement-based	interven<ons.	In	these	cases,	

researchers’	uses	of	concepts	of	iden<ty	were	integrated	in	studies’	interven<on	designs	and	

analy<cal	processes.				

Ubiquitous	in	the	studies	was	the	use	of	assigned	bureaucra<c	iden<<es;	indeed	these	terms	

were	part	of	the	boolean	criteria	used	to	iden<fy	the	studies.	A	range	of	terminology	was	

found,	including	refugee,	asylum	seeker,	detainee,	and	immigrant.	These	conven<onal	terms	

conveniently	describe	the	research	popula<ons	according	to	their	context	and	migra<on	

status.	However,	several	researchers	problema<sed	these	labels	of	iden<ty,	and	adopted	

different	language.	Researchers	connected	discourses	around	iden<ty	groups	with	wider	

oppression,	and	therefore	sought	to	posi<on	themselves	as	allies	and	co-researchers	with	the	

study	par<cipants	in	order	not	to	replicate	oppressive	hierarchies.		

The	founda<onal	step	of	the	analysis	of	literature	established	what	was	known	about	the	use	

of	the	concept	of	iden<ty	in	this	field	and	the	gaps	in	knowledge.	I	then	sought	to	gain	new	

insight	by	inves<ga<ng	how	iden<ty	featured	in	par<cipants’	and	providers’	accounts	of	

par<cipatory	music-making	programmes	for	people	who	have	emigrated	seeking	asylum	from	

war	or	persecu<on.		

8.2.2. What	was	found?	

The	study	found	that	iden<ty	featured	in	the	accounts	of	organisers,	music	facilitators	and	

group	members	in	terms	of	par<cipatory	music-making’s	affordances	of	recogni<on,	
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reposi<oning	and	self-expression,	and	as	a	frame	to	understand	the	considerable	challenges	

and	risks	that	exist	in	this	field.	Within	the	researched	programmes	these	processes	were	

related	to	organisa<onal	and	facilita<on	approaches.	In	accounts	of	the	interviewees’	broader	

experiences	of	music-making,	iden<ty	was	shown	to	feature	according	to	the	same	thema<c	

areas,	suppor<ng	their	relevance	and	resonance.		

It	was	clear	in	music	facilitators’	accounts	that	they	took	care	seeking	to	give	recogni<on	to	

music	group	members	by	acknowledging	their	presence,	ideas	and	achievements.	Musical	

choices	were	designed	to	convey	recogni<on	of	the	value	of	the	cultural	background	of	group	

members	and	their	tastes.	Public	performances	and	recordings	were	organised	to	afford	

further	moments	of	praise	and	celebra<on,	recognising	either	high	level	accomplishment	or	

simpler	programme	achievements.	The	importance	given	to	recogni<on	was	found	to	be	

echoed	in	the	memories	of	the	music	facilitators	and	organisers	themselves,	who	recounted	

their	own	forma<ve	experiences	of	receiving	acknowledgment	in	music-making	programmes,	

or	of	being	driven	in	the	quest	for	that	recogni<on.		

Likewise	the	par<cipants'	stories	provided	further	illustra<on	of	how	iden<ty	was	found	to	

feature	in	accounts	of	music-making	in	rela<on	to	recogni<on.	Ashur,	for	example,	recalled	

feeling	like	a	star	among	his	peers	when	he	was	young,	but	later	experiencing	the	schism	of	

his	reduced	status	in	the	UK.	Aziz	expressed	pride	in	my	recogni<on	of	the	beauty	of	his	

musical	choice,	seemingly	taking	it	by	proxy	as	a	recogni<on	of	his	worth.	Fukuyama	argues	

that	central	to	the	construc<on	of	a	sense	of	iden<ty	is	the	fact	that	‘human	beings	naturally	

crave	recogni<on’	(2018:	9)	and	this	fundamental	aspect	of	iden<ty	was	found	to	feature	

across	accounts	of	par<cipatory	music-making	programmes.		

Also	found	across	data,	were	accounts	that	featured	iden<ty	being	navigated	through	acts	of	

reposi<oning.	Music	facilitators	and	organisers	were	shown	to	be	ac<ve	in	seeking	to	redress	

the	marginal	posi<oning	a?ributed	to	people	who	have	emigrated	seeking	asylum	from	war	

or	persecu<on	and	to	the	cultures	of	their	countries	of	birth.	Within	music-making	

programmes,	efforts	were	described	to	integrate	group	par<cipants	as	equal	members,	

invi<ng	people	to	take	central	roles	in	contrast	to	their	perceived	societal	marginality.	

Ac<vi<es	were	recounted	that	aimed	to	expose	audiences	to	cultural	experiences	from	their	

fellow	community	members	that	may	otherwise	be	considered	peripheral,	posi<oning	

performers	as	valued	experts	and	unini<ated	audience	members	in	the	role	of	novices	

unprac<sed	at	the	required	systems	of	listening.		

Iden<ty	featured	in	these	accounts	through	the	acts	of	reposi<oning	afforded	by	par<cipatory	

music-making.	This	was	not	a	fixed	or	innate	no<on	of	iden<ty,	but	one	in	which	people	

exercised	agency.	Stories	of	music	facilitators’	and	organisers’	own	experiences	in	music-
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making	also	featured	iden<ty	in	this	way.	Struggles	of	iden<ty	were	evident	in	these	data,	

with	interviewees	expressing	their	choices	regarding	iden<fica<on	with	no<ons	of	na<onality,	

and	their	construc<ons	of	a	sense	of	self	incorpora<ng	elements	of	familial	heritage.	Music	

featured	in	these	nego<a<ons	through	associa<ons	with	repertoire	and	the	development	of	

tastes,	providing	a	resource	for	enac<ng	iden<ty	posi<ons.	

Music	facilitators	and	organisers	emphasised	the	importance	of	providing	opportuni<es	for	

group	par<cipants	to	express	themselves.	This	was	achieved	through	guided	improvisa<on,	

through	accessing	memories	and	tastes,	and	through	musical,	nonverbal	communica<on.	In	

the	Discussion	of	Findings	I	connected	this	theme	to	the	no<on	of	recogni<on,	following	

Fukuyama	in	linking	self	expression	to	the	quest	for	recogni<on	of	self.	While	that	connec<on	

supports	my	theore<cal	argument,	self	expression	featured	in	accounts	as	a	dis<nct	idea	and	

was	iden<fied	as	a	significant	theme	in	analysis.		

Beyond	the	thema<c	findings	of	the	study,	iden<ty	has	been	conceived	as	featuring	in	

par<cipatory	music-making	programmes	in	terms	of	broader	representa<onal	discourse.	This	

manifested	in	rela<on	to	how	par<cipants	were	represented	within	programmes,	and	how	

that	interacted	with	broader	discourses.	The	Discussion	of	Findings	summarised	that	the	

study	had	found	par<cipatory	music-making	programmes	to	afford	opportuni<es	to	disrupt	

the	oppressive	discursive	representa<on	of	people	who	have	emigrated	seeking	asylum	from	

war	or	persecu<on	while	at	the	same	<me	risking	reproduc<on	of	the	same	problema<c	

hegemonic	discourses.	

8.2.3. What	does	this	add?	

To	address	what	this	study	adds	to	the	field,	I	draw	on	Charmaz’s	criteria	of	originality.	When	

assessing	originality,	Charmaz	first	ques<ons	whether	thema<c	categories	are	‘fresh’,	‘offer	

new	insights’	and	provide	‘a	new	conceptual	rendering	of	the	data’;	then	she	asks	about	the	

work’s	‘social	and	theore<cal	significance’	and	how	it	challenges,	extends	or	refines	‘current	

ideas,	concepts,	and	prac<ces’	(2005:	528).		

Findings	and	methodology	addressed	conceptual	gaps	iden<fied	through	analysis	of	the	

exis<ng	literature,	and	offer	an	understanding	of	the	concept	of	iden<ty	that	resonates	across	

the	breadth	of	research	par<cipants	and	contexts.	This	goes	beyond	the	conceptualisa<ons	

iden<fied	in	previous	research	in	the	field,	and	enables	new	insights.		

The	study	adds	a	rich	body	of	data	and	original	analysis	based	on	cri<cal	understanding	of	

iden<ty.	Analysis	rendered	findings	related	to	representa<on,	recogni<on	and	reposi<oning;	

no<ons	that	reframe	the	categorisa<ons	of	iden<ty	found	in	analysis	of	past	research.	Rather	

than	focusing	on	components	of	self	iden<ty	such	as	confidence	or	empowerment,	for	

example,	the	no<on	of	recogni<on	offers	the	conceptual	means	to	view	approaches	to	
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prac<ce	and	the	beneficial	processes	involved.	Likewise	the	concept	of	reposi<oning	

incorporates	ac<ons	that	redress	marginality	or	centrality	of	members	of	iden<ty	groups.	

Previous	conceptualisa<ons	found	in	analysis	of	literature	framed	marginalisa<on	as	an	issue	

of	the	marginalised,	whereas	the	no<on	of	posi<oning	also	allows	interroga<on	of	the	

discourses	that	define	centrality	and	marginality.	In	my	applica<on	of	the	terms	recogni<on	

and	reposi<oning	I	have	drawn	on	current	theore<cal	ideas	from	Fukuyama	(2018)	and	the	

field	of	discourse	studies	(van	Langenhove	and	Harré,	1999,	Bucholtz	and	Hall,	2004,	2005),	

sugges<ng	a	new	basis	for	understanding	iden<ty	within	par<cipatory	music-making	

programmes.		

Foucault’s	asser<on	that	representa<ons	of	iden<ty	are	constructed	through	discourses	that	

reflect	and	sustain	rela<ons	of	power	(Foucault,	1980a:	131)	underlies	the	ontological	

standpoint	that	informs	the	study’s	methodology,	analysis	and	findings.	This	provides	internal	

consistency	for	the	research.	In	terms	of	methodology,	ontology	guided	the	use	of	narra<ve	

approaches	to	foreground	the	views	and	responses	of	people	who	are	o`en	marginalised	and	

subjugated.	Par<cipants’	stories	were	included	as	representa<onal	acts	of	iden<ty	in	

themselves	(Rosenwald	and	Ochberg,	1992,	Frank,	1995,	Denzin,	1997,	2003),	with	the	

poten<al	to	‘dislodge	hegemonic	knowledge	and	the	oppressive	binaries	that	they	

perpetuate’	(Weedon,	2004).		

The	significance	of	this	theore<cal	outlook	is	that	it	offers	a	conceptualisa<on	of	iden<ty	that	

featured	not	only	in	the	research	paradigm,	but	also	across	accounts	from	interviewees.	It	is	

behind	the	findings	related	to	posi<ve	affordances	of	par<cipatory	music-making,	and	also	

the	substan<al	challenges	found	to	be	faced	by	group	members,	music	facilitators	and	

organisers.	The	usefulness	of	this	theore<cal	stance	therefore	may	have	significance	to	the	

field.		

By	theorising	challenges	faced	by	iden<ty	groups	as	resul<ng	from	representa<onal	

discourses	in	rela<ons	of	power,	this	study	points	towards	the	possibility	for	ac<on	to	disrupt	

those	discourses.	This	has	social	significance	as	it	directs	responses	beyond	immediate	

personal	or	therapeu<c	needs	to	the	structural	roots	of	injus<ce.	Par<cipatory	music-making	

becomes	a	means	of	redress	and	resistance.	Programmes,	like	the	ones	researched	here,	can	

be	viewed	as	sites	of	social	ac<on	with	the	poten<al	for	their	common	purpose	and	iden<ty	

to	be	harnessed	in	a	movement	for	social	change.		

8.3. Strengths	and	limita7ons	of	this	study	

To	discuss	the	strengths	and	limita<ons	of	this	study,	I	reflect	on	Charmaz’s	criterion	of	

credibility.	The	first	ques<on	that	Charmaz	asks	to	establish	credibility	is	whether	the	

researcher	‘achieved	in<mate	familiarity	with	the	seang	or	topic’	(2005:	528).	This	is	
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addressed	through	the	strategy	of	the	study,	which	was	designed	to	achieve	close	interac<on	

with	the	music-making	programmes	and	par<cipants.		

In	each	of	the	four	contexts	I	joined	par<cipatory	music-making	alongside	par<cipants	and	

providers	including	all	the	eventual	interviewees.	That	posi<oning	within	research	contexts	

allowed	me	to	build	rela<onships	that	enabled	a	broad	range	of	interview	data	to	be	

collected.	Nineteen	interviews	from	par<cipants	at	four	par<cipatory	music-making	

programmes	in	two	countries,	with	varied	histories	of	migra<on,	represents	a	diverse	sample	

of	interviewees.	Furthermore,	the	research	par<cipants	engaged	with	the	programmes	at	

different	levels	–	as	group	members,	music	facilitators	and	organisers	–	allowing	the	inclusion	

of	perspec<ves	from	different	roles	within	the	process.		

Challenges	to	access	and	recruitment	guided	aspects	of	sampling.	The	greatest	challenges	for	

this	study	related	to	access	to	the	communi<es	with	whom	I	wanted	to	research.	Due	to	the	

concerns	of	organisa<ons	about	gran<ng	access	to	research	with	vulnerable	popula<ons,	

research	contexts	had	to	be	selected	purposively,	but	also	pragma<cally.	In	terms	of	sampling	

of	interviewees,	similar	challenges	were	faced.	For	example,	two	par<cipants	in	music-making	

whom	I	did	ask	for	an	interview	declined.	They	felt	too	vulnerable	to	have	their	views	and	

responses	audio	recorded	and	shared	in	a	thesis.	

Language	also	limited	aspects	of	the	research	study.	Interpreters	were	made	available	for	

prospec<ve	interviewees,	and	consent	forms	were	produced	in	all	par<cipants’	languages,	but	

ul<mately	all	interviews	were	done	in	English.	This	was	the	reality	of	how	rela<onships	were	

formed,	and	the	people	who	felt	comfortable	to	sign	consent	forms	and	sit	with	me	for	an	

hour	talking.	

These	challenges	of	context,	sampling	and	language	informed	the	voices	that	are	contained	in	

this	thesis.	Some	music-making	contexts	were	not	possible	to	access,	and	some	people	were	

not	able	to	share	their	experiences	in	interviews.	However,	my	in<mate	familiarity	to	the	

research	seangs,	and	the	range,	number	and	depth	of	interviews	collected	as	data	mean	the	

study	findings	can	help	to	find	broad	insights	into	the	study	popula<on.		

In	rela<on	to	the	analy<c	processes	used	in	a	study,	Charmaz	ques<ons	whether	systema<c	

approaches	were	used,	the	range	of	observa<ons	made,	and	the	logic	of	links	made	between	

data	and	the	arguments	made	by	the	researcher.	In	analysing	the	diverse	data	set	gathered	in	

this	study,	it	was	very	necessary	to	be	systema<c	with	the	constant	compara<ve	process	of	

formula<ng	categories	and	then	themes.	Use	of	Nvivo	12	so`ware	powered	the	phases	of	

analysis,	enabling	a	detailed	and	structured	approach	to	be	used.	The	diversity	of	the	

interview	popula<on	also	allowed	a	range	of	observa<on	to	be	made	of	the	data.	Each	theme	

is	illustrated	by	contras<ng	data.	Recogni<on,	for	example,	is	demonstrated	in	the	
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acknowledgment	offered	to	a	child	for	their	crea<ve	choreography,	through	fusions	of	musical	

tradi<ons	by	an	orchestra,	and	in	stories	from	professional	musicians	that	recall	the	

mo<va<on	they	derived	as	children	from	receiving	praise.	While	the	theme	offers	a	unity	of	

understanding,	there	are	a	range	of	observa<ons	to	substan<ate	the	argument	being	made.		

Each	of	the	iden<fied	themes	follows	a	logical	path	from	the	study's	paradigma<c	standpoint,	

through	the	conceptual	gaps	iden<fied	in	literature,	and	into	the	discussion	of	findings.	The	

Foucauldian	stance	outlined	in	my	Introduc.on	informed	the	methodology	and	the	study’s	

conclusions.	In	some	ways,	this	study	has	sought	to	suggest	a	conceptually	consistent	

approach	to	iden<ty.	Links	from	data	towards	the	arguments	developed	have	been	

constructed	within	the	broader	ontological	framework.	In	Charmaz’s	terms	this	is	an	

important	aspect	in	establishing	credibility.				

The	structure	of	this	thesis	also	meant	exercising	limita<ons	to	the	analy<cal	lenses	applied	to	

the	rich	data	set.	Consequently	not	all	strands	of	interest	were	followed,	and	this	resulted	in	

some	unexplored	areas	of	inquiry	suggested	by	the	data,	for	example	analysis	through	the	

lenses	of	postcolonialism	or	of	gender.	I	have	discussed	implica<ons	of	gender	only	briefly	

while	loca<ng	myself	as	a	researcher	(Sec.on	1.3),	and	within	the	data	they	featured	explicitly	

only	in	the	accounts	of	OR14	and	OR18	(Sec.on	6.3.3)	who	acknowledged	the	ease	that	their	

white,	male	status	availed	to	them	in	stark	contrast	to	people	with	whom	they	worked.	

However,	the	implicit,	structural,	prevalent	implica<ons	of	gender	within	all	of	the	accounts	

can	be	rich	for	analysis.	This	could	open	cri<cality	of	cultural,	gendered	aatudes	towards	

musicians,	and	to	the	par<cipants	and	providers	of	music-making	programmes.	The	no<ons	of	

representa<on,	recogni<on	and	reposi<oning	may	be	of	relevance	here.	In	addi<on	cri<cality	

can	be	applied	to	the	roles	of	researchers,	such	as	myself,	in	the	ways	in	which	gender	does	or	

does	not	feature	in	this	field	of	study.	

Finally,	Charmaz	asks	whether	the	researcher	'provided	enough	evidence	for	his	or	her	claims	

to	allow	the	reader	to	form	an	independent	assessment	-	and	agree	with	the	researcher’s	

claims’	(Charmaz,	2005:	528).	With	the	double	layers	of	narra<ve	and	thema<c	presenta<ons	

of	data,	there	is	substan<al	evidence	presented	from	which	the	reader	can	draw	in	order	to	

assess	the	claims	and	arguments	that	I	have	made.	The	quotes	included	in	the	thema<c	

analysis	contain	responses	from	all	of	the	interviewees,	ensuring	that	a	full	range	of	collected	

viewpoints	are	presented	to	the	reader.	The	par<cipants’	stories	have	been	shared	to	provide	

illustra<ons	that	allow	further	insight;	unfiltered	by	defined	themes.	Inclusion	of	this	range	

and	diversity	of	data	invites	independent	conclusions	to	be	drawn.		
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8.4. Implica7ons	of	the	findings	for	prac7ce,	policy	and	research	

Implica<ons	of	findings	for	prac<ce,	policy	and	research	are	conceived	in	Charmaz’s	criteria	as	

the	study’s	‘usefulness’	(2005:	528).	She	asks	if	a	study	offers	‘interpreta<ons	that	people	can	

use	in	their	everyday	worlds’,	if	the	findings	‘speak	to	generic	processes’,	have	‘social	jus<ce	

implica<ons’,	can	‘spark	further	research',	and	can	‘contribute	to	making	a	be?er	

society’	(Charmaz,	2005:	528).		

As	a	representa<onal	act,	par<cipatory	music-making	has	been	found	in	this	study	to	afford	

opportuni<es	for	recogni<on	of	personal,	musical	and	cultural	elements	that	people	associate	

with	their	sense	of	iden<ty.	These	are	fluid	and	changeable	aspects	of	self	that	were	shown	to	

be	important	in	the	processes	of	iden<ty	nego<a<ons	for	people	who	have	emigrated	seeking	

asylum	from	war	or	persecu<on.	In	contrast,	music-making	ac<vi<es	were	also	found	to	have	

the	poten<al	to	leave	people	feeling	misrepresented	and	to	reproduce	the	broader,	

oppressive,	reduc<ve	societal	discourse	of	migrant	iden<<es.		

These	findings	imply	a	responsibility	for	music	facilitators	and	organisers	to	consider	the	

representa<onal	connota<ons	of	their	work.	Recogni<on	of	individual	effort,	a?ainment	and	

input	were	recounted	as	impac<ng	posi<vely	on	individuals,	as	was	the	acknowledgement	of	

the	value	of	the	music	and	culture	with	which	people	associated.	Music	facilitators	sought	

opportuni<es	for	group	par<cipants	to	receive	public	celebra<on	of	their	achievements,	and	

for	recordings	to	be	made	to	provide	a	product	that	represented	the	a?ainment	of	a	level	of	

skill.	Music	facilitators	should	be	aware	of	the	power	of	giving	recogni<on,	and	foster	

opportuni<es	to	enact	this	process.		

These	acts	afford	experiences	that	are	contrary	to	the	hegemonic	discourse	that	assimilates	

‘refugees	and	asylum	seekers’	in	terms	of	their	needs	and	their	threat.	In	this	study	musical	

interven<ons	have	been	referred	to	as	acts	of	redress,	and	this	can	provide	a	useful	framing	

for	prac<<oners	to	conceive	of	their	work.	Breaches	to	past	lives	and	former	structures	of	

iden<ty	can	be	redressed	through	par<cipatory	music-making.		

I	have	suggested	too	that	Social	Movement	Theory	may	provide	a	useful	model	of	ac<on.	

There	is	a	shared	grievance	among	group	par<cipants,	music	facilitators	and	organisers	that	

this	study	has	proposed	is	born	from	the	dominant	representa<onal	discourse.	Social	

Movement	Theory	offers	a	way	to	leverage	the	energy	from	all	levels	of	stakeholders,	towards	

change.	However,	one	obstacle	to	movement	building	is	the	division	that	is	o`en	created	

between	the	professional	and	par<cipant	iden<<es	involved.	For	example,	the	

professionalisa<on	of	music	therapy	in	the	UK	dis<nguished	trained	music	therapists	from	

community	musicians	or	music	educators,	and	formally	defined	the	rela<onship	between	

therapists	and	clients	in	clinical	terms.	In	effect,	music	therapists	posi<oned	themselves	with	
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exper<se,	with	the	risk	of	distancing	themselves	from	possible	allies	in	other	fields	of	prac<ce	

or	par<cipa<on.	Music	therapy	gained	from	professionalisa<on	in	terms	of	recogni<on	from	

health	bodies	and	allied	professions.	Prac<<oners	were	able	to	be	employed	and	provide	

much-needed	pa<ent	support	within	healthcare	and	educa<onal	contexts;	and	according	to	

pay	scales	for	allied	professionals.	However,	the	trade-off	may	have	been	increasing	distance	

from	natural	allies	in	the	Arts,	Health	and	Wellbeing	movement,	weakening	possibili<es	for	

collec<ve	ac<on.		

The	clamour	for	an	evidence-base	in	music	therapy,	as	with	other	music-making	prac<ces,	

aligned	the	profession	with	medical	and	academic	criteria	for	gold	standards	of	research,	

furthering	the	risk	of	crea<ng	‘expert/lay	division’	(Daykin,	2020:	57).	I	see	similar	clamours	in	

the	fields	of	Community	Music	and	Arts,	Health	and	Wellbeing,	fuelled	by	the	desire	to	

professionalise	prac<ces	and	careers.	As	Daykin	points	out,	‘while	aligning	closely	with	

medically	based	evidence	hierarchies	may	gain	the	a?en<on	of	policy	makers,	it	may	also	

distort	research	and	overlook	the	concerns	of	par<cipants,	ar<sts	and	grass-roots	

ac<vists’	(2020:	57).	Social	Movement	Theory	suggests	that	energy	can	be	harnessed	from	the	

interac<on	between	individuals,	communi<es	and	organisa<ons,	implying	that	the	adop<on	

of	expert	posi<ons,	or	becoming	too	aligned	in	one	direc<on,	can	weaken	a	movement’s	

poten<al.		

The	implica<on	here	is	directed	towards	prac<ce,	policy	and	research,	to	balance	the	trade	

offs	of	exper<se	and	evidence	with	the	wider	goals	that	may	be	be?er	achieved	through	

collec<ve	ac<on.	In	prac<cal	terms,	music	facilitators	and	organisers	voiced	in	interviews	that	

they	felt	compelled	to	use	the	labels	refugee	or	asylum	seeker	in	order	to	secure	funding	bids.	

To	alter	this	requires	a	shi`	in	prac<ce	away	from	silo-ed	work	targeted	solely	towards	one	

iden<ty	group,	a	shi`	in	policy	away	from	iden<ty-based	distribu<ons	of	resources,	and	

researchers	taking	a	role	in	highligh<ng	the	damage	of	representa<onal	discourses	at	all	

levels.		

Beyond	silo-ed	music-making	targeted	solely	at	people	who	have	emigrated	to	seek	asylum	

from	war	or	persecu<on	are	prac<ces	that	invite	par<cipa<on	from	all	community	members,	

and	incorporate	skills	from	across	communi<es.	People	with	exper<se	nurtured	in	other	

countries	can	be	employed	to	guide	music-making,	sharing	knowledge	that	can	open	

enjoyment	of	new	music.		

In	seangs	that	seem	to	enforce	and	require	separa<on	of	iden<ty	groups,	policy	should	be	

reconsidered.	My	own	work	in	an	AZC	in	the	Netherlands	required	a	long	journey	into	the	

countryside,	followed	by	a	walk	from	the	nearest	bus	stop.	Such	physical	distancing	adds	a	

huge	obstacle	to	opportuni<es	for	community	building	within	the	local	context.	
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Marginalisa<on	is	structural	and	geographical,	resul<ng	in	even	greater	need	for	later	redress.	

If	such	policies	of	separa<on	were	re-thought,	moments	of	musical	recogni<on	and	

reposi<oning	could	be	embraced	as	community	prac<ces,	based	around	interac<ons	of	self	

and	collec<ve	expression.	

In	view	of	the	implica<ons	and	limita<ons	of	the	findings	that	have	been	discussed,	a	line	of	

research	can	be	recommended.	Building	from	this	current	study’s	findings,	a	recommended	

objec<ve	for	future	research	would	be	to	gain	insight	into	experiences	of	the	representa<onal	

acts	encountered	in	music-making	ac<vi<es.	Ethnographic	field	notes	and	ethnographic	

interviews	could	give	valuable	data.	In	addi<on,	a?en<on	should	be	paid	to	the	allegiances	

and	collabora<ons	-	the	collec<ve	movement	building	-	that	occur	between	members	and	the	

wider	community.	

In	place	of	the	challenging	recruitment	process	that	this	study	experienced,	it	could	be	

interes<ng	to	embed	a	researcher	within	a	par<cipatory	music-making	project	from	its	outset.	

An	ethnographic	approach	could	be	incorporated	from	the	start,	observing	the	decisions	and	

approaches	adopted	to	invite	par<cipa<on	from	community	members	including	people	who	

have	emigrated	to	seek	asylum	from	war	or	persecu<on.	The	researcher’s	par<cipa<on	in	the	

music-making	could	be	at	any	level,	as	a	group	par<cipant,	music	facilitator	or	organiser.	This	

research	strategy	would	ensure	proximity	to	the	processes	of	interac<on	and	meaning	making	

that	have	been	highlighted	in	this	study.		

If	a	mul<-site	study	were	possible,	researchers	should	be	involved	who	themselves	have	

experiences	of	forced	migra<on.	Music	facilitators	and	organisers	should	also	include	people	

who	have	emigrated	to	seek	asylum	from	war	or	persecu<on.	In	this	way	the	insider	/	

outsider	posi<oning	of	researchers	will	be	illuminated	from	different	perspec<ves	within	the	

contexts.		

This	sec<on	has	addressed	the	ques<ons	put	forward	by	Charmaz	to	discuss	the	usefulness	of	

this	study’s	findings.	Implica<ons	have	been	iden<fied	for	prac<ce,	research	and	policy.	The	

findings	speak	directly	to	issues	of	social	jus<ce,	and	I	have	proposed	a	model	of	collec<ve	

ac<on	to	respond.	Further	research	into	the	substan<ve	area	of	representa<onal	discourse	

and	experiences	of	iden<ty	has	been	suggested.	The	implica<ons	that	have	been	outlined	are	

closely	linked	to	the	process	planned	to	disseminate	the	research	findings	(Appendix	6	-	

Dissemina.on	Plan).	Considera<on	is	given	to	each	of	the	cons<tuent	groups	addressed	here,	

and	to	the	people	with	whom	I	made	music	and	spoke	during	the	research	study.	

The	final	implica<on	of	the	findings	that	I	want	to	consider	is	for	applica<on	beyond	the	

current	research	popula<on.	Par<cipatory	music-making	programmes	with	any	popula<on	

group	can	feature	the	same	affordances	and	risks	that	I	have	described	in	this	thesis.	
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Therefore,	the	same	frame	of	conceptual	understanding	that	this	study	proposes	has	

relevance	across	work	which	invites	the	par<cipa<on	of	par<cular	iden<ty	groups.	For	

example,	the	representa<on	of	people	living	with	HIV	can	redress	or	reinforce	aatudes	of	

s<gma;	representa<on	of	people	with	addic<ons	can	redress	or	reinforce	prejudice.	This	study	

has	explored	how	iden<<es	are	shaped	within	discourses	and	how	music-making	can	ac<vely	

redress	or	reinforce	that	discourse.	This	has	usefulness	for	addressing	social	injus<ces	beyond	

the	study’s	scope.		

8.5. Conclusion	

My	star<ng	point	for	embarking	on	this	research	was	my	concern	that	my	working	prac<ce	

risked	complicity	with	problema<c	representa<ons	of	iden<ty.	This	study	shows	that	concern	

to	be	well	placed;	oppressive	discourse	can	be	reproduced	and	reinforced	in	music-making	

programmes,	but	it	can	also	be	redressed.	

Viewed	as	representa<onal	acts,	par<cipatory	music-making	programmes	afford	

opportuni<es	for	recogni<on,	reposi<oning	and	self	expression.	However,	this	demands	

reflexivity	from	music	facilitators	and	organisers,	and	awareness	of	how	those	affordances	are	

mediated	within	discourses	and	dynamics	of	power.	A	cri<cal	understanding	of	

representa<ons	of	iden<ty	provides	the	theore<cal	base	for	par<cipatory	music-making	to	

directly	disrupt	problema<c	hegemonic	discourse.	Furthermore,	it	frames	a	shared	cause,	and	

enables	prac<<oners	and	providers	to	seek	broader	redress	through	collec<ve	ac<on.	

Finally,	to	consider	the	resonance	of	a	study	that	seeks	a	social	change	objec<ve,	Charmaz	

asks	whether	the	researchers’	analy<cal	interpreta<ons	‘make	sense	to	members	and	offer	

deeper	insights	about	their	lives	and	worlds’	(2005:	528).	I	hope	this	to	be	the	case,	and	will	

appreciate	hearing	about	applica<ons	of	findings	from	people	across	the	range	of	the	study’s	

implica<ons.	
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Appendix	2	-	Interview	guide	

Intro cues:  
Consent - You have read the consent form, any questions?

Opinions - You may have a different idea in your understanding about things than 
other people do…

Recording - I’ll be audio recording


In my research I’m interested in how people who have been forced to migrate 
countries, view and respond to making music, in terms of their sense of identity.

So I’m interested in how you view that and your experience.  

I have some questions but I’m also very happy to just talk, and hear your stories. 


****  Start: How did you become connected to this group?  

Musical biography 
What is your first memory of music? 

How did you begin playing music? 

	 What style of music did you first play?

	 Instruments?

	 Who encouraged?

	 Choices made (traditional, pop, international)

What did you respond to most? 

What led you to be a professional/hobbyist musician?


Impact of migration on music-making? 

How has being in UK affected you as a musician?

How has being in UK affected your tastes in music? 

How has playing in this group affected your experience of coming to UK?


Music’s role in identity construction 
What part does music play in who you are?

If you think of yourself, how you see yourself, what role does music play in that?


//////

Question cues: In your own words, how would you describe…?

You may have a different idea in your understanding about that than other people 
do…

When did you first start…?

Start at the beginning, tell me about…?

Thinking back over the last year…? 

Looking ahead…?

Comparing your experiences with those of….? 


>> tell me what happened…?   have you ever experienced…?
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Appendix	3	-	Example	informa7on	and	consent	form,	prepared	for	

par7cipants	at	a	music-making	programme	in	UK	(English)	
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to

 t
al

k 
to

 y
ou

 a
b
ou

t 
yo

u
r 

ex
p
er

ie
n
ce

s,
 f

oc
u
ss

in
g 

on
 m

u
si

c 

an
d
 y

ou
r 

id
ea

 o
f 

id
en

ti
ty

. 
Th

is
 w

ill
 b

e 
d
on

e 
in

 i
n
fo

rm
al

 d
is

cu
ss

io
n
, 
ei

th
er

 

on
e 

to
 o

n
e,

 o
r 

in
 s

m
al

l 
g
ro

u
p
s 

if
 y

ou
 f

ee
l 
m

or
e 

co
m

fo
rt

ab
le

. 
To

p
ic

s 
m

ay
 

b
e 

ab
ou

t 
yo

u
r 

p
as

t,
 p

re
se

n
t,

 o
r 

fu
tu

re
, 
an

d
 m

ay
 i
n
cl

u
d
e 

q
u
es

ti
on

s 
lik

e:

•
W

h
at

 h
as

 b
ee

n
 y

ou
r 

ex
p
er

ie
n
ce

 a
s 

a 
m

u
si

ci
an

 a
ft

er
 m

ov
in

g 
co

u
n
tr

ie
s?

•
H

ow
 w

ou
ld

 y
ou

 d
es

cr
ib

e 
yo

u
rs

el
f 

as
 a

 m
u
si

ci
an

?

•
H

ow
 w

ou
ld

 y
ou

 d
es

cr
ib

e 
yo

u
rs

el
f 

in
 g

en
er

al
?

•
H

ow
 d

o 
yo

u
 t

h
in

k 
ot

h
er

 p
eo

p
le

 s
ee

 y
ou

?

I 
w

ill
 r

ec
or

d
 o

u
r 

co
nv

er
sa

ti
on

s 
to

 h
el

p
 m

e 
re

m
em

b
er

 w
h
at

 w
e 

h
av

e 
sa

id
. 

I 
w

ill
 a

ls
o 

m
ak

e 
n
ot

es
, 
to

 r
em

em
b
er

 w
h
at

 h
ap

p
en

s.
 

A
no

ny
m

ou
s 

I 
w

ill
 n

ot
 a

tt
ac

h
 y

ou
r 

n
am

e 
to

 a
ny

 r
ec

or
d
in

g 
th

at
 I

 m
ak

e.
 I

f 
I 

w
ri

te
 o

r 
ta

lk
 

ab
ou

t 
yo

u
r 

re
sp

on
se

s 
in

 t
h
e 

fu
tu

re
, 
I 

w
ill

 n
ot

 u
se

 y
ou

r 
n
am

e.
  

I 
w

ill
 n

ot
 u

se
 y

ou
r 

n
am

e 
w

h
en

 I
 m

ak
e 

n
ot

es
 a

b
ou

t 
ou

r 
d
is

cu
ss

io
n
. 
 

If
 t

h
er

e 
ar

e 
an

y 
as

p
ec

ts
 o

f 
yo

u
r 

st
or

y 
th

at
 m

ay
 i
d
en

ti
fy

 y
ou

, 
I 

w
ill

 

d
is

cu
ss

 t
h
es

e 
w

it
h
 y

ou
, 
an

d
 o

n
ly

 i
n
cl

u
d
e 

th
em

 i
n
 m

y 
fu

tu
re

 w
ri

ti
n
g 

in
 a

 

w
ay

 w
it

h
 w

h
ic

h
 y

ou
 a

re
 c

om
fo

rt
ab

le
. 
 

(T
h
is

 r
es

ea
rc

h
 p

ro
je

ct
 h

as
 b

ee
n
 a

p
p
ro

ve
d
 b

y 
U

n
iv

er
si

ty
 o

f 
W

in
ch

es
te

r 
R

K
E
 E

th
ic

s 
C

om
m

it
te

e,
 R

K
E
E
C

1
8
0
7
1
_ 

N
ic

h
ol

so
n
, 
A
u
gu

st
 2

0
1
8
.)
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!
   

   
 �

S
ha

ri
ng

 t
he

 r
es

ea
rc

h 

In
 t

h
e 

fu
tu

re
, 
I 

w
ill

 w
ri

te
 a

b
ou

t 
th

e 
re

se
ar

ch
 f

or
 m

y 
P

h
D

, 
an

d
 m

ay
 

p
re

se
n
t 

th
e 

re
se

ar
ch

 i
n
 j
ou

rn
al

s 
or

 i
n
 s

p
ok

en
 p

re
se

n
ta

ti
on

s.
 T

h
is

 m
ay

 

in
cl

u
d
e 

yo
u
r 

w
or

d
s 

an
d
 d

es
cr

ip
ti

on
 o

f 
ou

r 
co

nv
er

sa
ti

on
. 

P
ro

te
ct

in
g 

yo
ur

 p
ri

va
cy

 

A
ll 

in
fo

rm
at

io
n
 I

 c
ol

le
ct

 w
ill

 b
e 

st
or

ed
 s

ec
u
re

ly
 a

n
d
 p

as
sw

or
d
-p

ro
te

ct
ed

. 

I 
w

ill
 n

ot
: 

•
U

se
 y

ou
r 

n
am

e,
 o

r 
an

y 
ot

h
er

 i
n
fo

rm
at

io
n
 t

h
at

 w
ill

 c
le

ar
ly

 i
d
en

ti
fy

 y
ou

,

u
n
le

ss
 y

ou
 g

iv
e 

m
e 

ad
d
it

io
n
al

 a
n
d
 s

p
ec

if
ic

 w
ri

tt
en

 p
er

m
is

si
on

 t
o 

d
o 

so
. 

•
S

h
ar

e 
yo

u
r 

p
er

so
n
al

 o
r 

se
n
si

ti
ve

 i
n
fo

rm
at

io
n
 w

it
h
 a

ny
on

e.
 

•
P

u
b
lic

ly
 s

h
ar

e 
p
h
ot

og
ra

p
h
s,

 v
id

eo
s 

or
 r

ec
or

d
in

gs
 o

f 
yo

u
 w

it
h
ou

t 
yo

u
r

w
ri

tt
en

 c
on

se
n
t.

Yo
ur

 r
ig

ht
 t

o 
ch

an
ge

 y
ou

r 
m

in
d
, 
as

k 
q
ue

st
io

ns
, 
vo

ic
e 

co
nc

er
ns

.

Yo
u
 h

av
e 

th
e 

ri
gh

t 
to

 w
it

h
d
ra

w
 y

ou
r 

co
n
se

n
t 

fo
r 

m
e 

to
 u

se
 a

ny
 i
n
fo

rm
a-

ti
on

 a
b
ou

t 
yo

u
 (

p
er

so
n
al

 i
n
fo

rm
at

io
n
, 
w

or
d
s,

 p
h
ot

os
, 
vi

d
eo

, 
or

 r
ec

or
d
-

in
gs

) 
at

 a
ny

 t
im

e.
  

A
lt

h
ou

gh
 I

 w
ill

 t
ry

 m
y 

b
es

t,
 p

le
as

e 
b
e 

aw
ar

e 
th

at
 i
t 

m
ay

 n
ot

 a
lw

ay
s 

b
e 

p
os

si
b
le

 t
o 

fu
lly

 w
it

h
d
ra

w
 o

r 
d
el

et
e 

d
at

a 
th

at
 i
s 

in
 t

h
e 

p
u
b
lic

 d
om

ai
n
. 

A
gr

ee
m

en
t 

to
 p

ar
ti

ci
p
at

e:
 (

P
le

as
e 
✓

 t
o 

sh
ow

 i
f 

yo
u
 a

g
re

e)
 

N
am

e 
of

 p
ar

ti
ci

p
an

t:
 

D
at

e:
 

S
ig

na
tu

re
: 

__
__

__
__

__
__

__
__

__
__

__
__

__
 

__
__

__
__

__
__

 
__

__
__

__
__

__
__

__
__

__
__

__
__

 

P
er

so
n 

ta
ki

ng
 c

on
se

nt
: 

 
D

at
e:

 
S

ig
na

tu
re

: 

__
__

__
__

__
__

__
__

__
__

__
__

__
 

__
__

__
__

__
__

 
__

__
__

__
__

__
__

__
__

__
__

__
_ _

1
.

I 
co

n
fi
rm

 t
h
at

 I
 h

av
e 

re
ad

 t
h
e 

in
fo

rm
at

io
n
 a

b
ou

t 
th

e 
st

u
d
y.

 I
 h

av
e 

h
ad

 t
h
e 

op
p
or

tu
n
it

y 
to

 c
on

si
d
er

 t
h
e 

in
fo

rm
at

io
n
, 
as

k 
q
u
es

ti
on

s 
an

d
 h

av
e 

h
ad

 t
h
es

e 
an

sw
er

ed
 

sa
ti

sf
ac

to
ri

ly
.

2
.

I 
u
n
d
er

st
an

d
 t

h
at

 m
y 

p
ar

ti
ci

p
at

io
n
 i
s 

vo
lu

n
ta

ry
 a

n
d
 t

h
at

 I
 

am
 f

re
e 

to
 w

it
h
d
ra

w
 a

t 
an

y 
ti

m
e 

w
it

h
ou

t 
gi

vi
n
g 

an
y 

re
as

on
.

3
.

I 
u
n
d
er

st
an

d
 t

h
at

 I
 w

ill
 b

e 
in

te
rv

ie
w

ed
 a

n
d
 t

h
e 

in
te

rv
ie

w
 

w
ill

 b
e 

re
co

rd
ed

 i
n
 o

rd
er

 t
o 

en
su

re
 m

y 
vi

ew
s 

ar
e 

ac
cu

ra
te

ly
 t

ra
n
sc

ri
b
ed

. 
 A

ny
 q

u
ot

at
io

n
s 

u
se

d
 i
n
 t

h
e 

st
u
d
y 

re
p
or

ti
n
g 

w
ill

 b
e 

an
on

ym
is

ed
 a

n
d
 n

o 
p
er

so
n
al

 d
at

a 
w

ill
 

fo
rm

 p
ar

t 
of

 t
h
e 

st
u
d
y 

re
p
or

t.

4
.

I 
ag

re
e 

to
 t

ak
e 

p
ar

t 
in

 t
h
e 

ab
ov

e 
st

u
d
y.

(T
h
is

 r
es

ea
rc

h
 p

ro
je

ct
 h

as
 b

ee
n
 a

p
p
ro

ve
d
 b

y 
U

n
iv

er
si

ty
 o

f 
W

in
ch

es
te

r 
R

K
E
 E

th
ic

s 
C

om
m

it
te

e,
 R

K
E
E
C

1
8
0
7
1
_ 

N
ic

h
ol

so
n
, 
A
u
gu

st
 2

0
1
8
.)
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ى 
لد

ة 
هي

فا
لر

 ا
س

ح
ز 

زي
تع

ى 
عل

ر 
ست

ش
ين
 و

عة
ام

ج
 ب

ية
ه
فا
لر

وا
ن 

نو
لف
 ا

كز
مر

ل 
عم

ي
ة 

يئ
لب
وا

ت 
ما

ظ
من

وال
ت 

عا
تم

ج
لم

وا
د 

را
لأف

ا
ن.

نو
لف
با
ة 

ان
تع

س
لا
 ا
لال

خ
ن 

م
 

ي
سم

ا
 

س
ري

ك
 

ن
سو

كل
ني

، 
نا
وأ

 
حد
أ

 
ب
لا
ط

 
جة
ر
د

 
اه
ر
تو
دك
ال

 
ي
ف

 
ز
رك
م

 
ن
نو
لف
ا

 
اه
رف
وال

 ية
عة
ام
ج
ب

 
ر
ست
ش
ين
و

 .
ل
مثّ
يت

 
ر
حو

م
 

ي
ام
تم
اه

 
ي
س
ئي
ر
ال

 
ي
ف

 
ب
ر
جا
ت

 
ف
شا
تك
س
ا

 
هوّ 
ال

 ية
ي
الت

 
ها
ض
خو

ي
 

ص
خا
ش
لأ
ا

 
ن
ذي
ال

 
وا
ر
ج
ها

 
ن
م

 
هم
دان
بل

 
ر
وأث

 
ى
يق
س
مو
ال

 
ى
عل

 
عة
بي
ط

 
صي

خ
ش

هم
ات

.

ا،
لذ

 
ف
هد
ت

 
ذه
ه

 
رة
ش
الن

 
ى
إل

 
ك
يد
زو

ت
 

ت
ما
لو
مع
بال

 
ن
ع

 
ي
حث
ب

 
فة
ر
مع
و

 
 ما

ذا
إ

 
ت
كن

 
رت
م

حًا
ا

 
كة
ر
شا
لم
ل

 
ي
ف

 
ث
ح
الب

 
 أم

.لا
 

ك
كن
يم

 
ل
ص
وا
الت

 
نا
مع

 
ح
ر
ط
ل

 
ي
أ

 
لة
سئ
أ

 
 أو

ت
را
سا
تف
س
ا

 .
ل
ك

 
 ما

ك
علي

 
له
فع

 
 هو

لات
ا

ل
صا

 
ز
رك
بم

 
ن
نو
لف
ا

 
ية
اه
رف
وال

 
أو

 
ته
سل
را
م

 
ر
عب

 
ن
وا
عن

 
يد
ر
الب

 
ي
ون
ر
كت
لإل
ا

 
ي
تال
ال

 :
d

av
id

.w
al

te
rs

@
w

in
ch

e
st

e
r.

ac
.u

، 
 أو

ن
ع

 
ق
ري
ط

 
قم
ر

 
ف
ات
له
ا

 :
8
2
7
3
3
3

 

0
1
9
6
2

.
 

ن
مك
ي

 
يه
ج
تو

 
ك
رات

سا
تف
س
ا

 
ن
شأ
ب

 
ام
خد
ست
ا

 
ت
نا
يا
الب

 
ى
إل

 
يد
يف
د

 
ي،
رل
فا

 
ؤو
س
م

 ل
ية
ما
ح

 
ت
نا
يا
الب

 
ي
ف

 
عة
ام
ج

 
ر،
ست
ش
ين
و

 
ر
عب

 
ن
وا
عن

 
يد
ر
الب

 
ي
ون
ر
كت
لإل
ا

 :
D

av
id

.F
ar

le
y@

w
in

ch
e

st
e

r.
ac

.u
k

 
 أو

ن
ع

 
ق
ري
ط

 
قم
ر

 
ف
ات
له
ا

 :
8
2
7
2
2
9

 

0
1
9
6
2

 
قم
ر
ال

 
ي
خل
دا
ال

 
7
2
2
9

.

كة
ار

ش
لم

ا
 

ي
ف

 
ث

ح
لب
ا

 
ود
أ

 
ث
حد
الت

 
ك
مع

 
ل
حو

 
ك،

رب
جا
ت

 
 مع

ز
كي
ر
الت

 
ى
عل

 
ى
يق
س
مو
ال

 
ك
وم
فه
وم

 
ن
ع

 
ية
هوّ
ال

. 
تم
سي

 
ك
ذل

 
ي
ف

 
ر
طا
إ

 
ش
قا
ن

 
ر
غي

 
ي،
سم

ر
 

ما
إ

 
ل  
شك

ب
 

ر
ش
با
م

 
ي
ين
ب

 
ك،

ين
وب

 
 أو

ي
ف

 
ت
عا
مو
ج
م

 
رة
غي
ص

 
ذا
إ

 
ن
كا

 
ك
ذل

 
ك
ر
شعِ

يُ
 

حة
را
ب

 
ر
كب
أ

 .
 قد

ن
كو
ت

 
ت
عا
ضو

مو
 

ش
قا
الن

 
ل
حو

 
ضي

ما
 ك

 أو
ك
ر
ض
حا

 
 أو

ك،
قبل
ست
م

 
قد
و

 
ن
ضمّ

تت
 

لة
سئ
أ

 
ل
مث

:
 

•
 

 ما
ي
ه

 
ك
بت
ر
ج
ت

 
ي
يق
س
مو
ك

 
عد
ب

 
ك
قلّ
تن

 
ن
بي

 
ل؟
دو
ال

•
 

ف
كي

 
ف
ص
ت

 
ك
س
نف

 
ي؟

يق
س
مو
ك

 
•

 
ف
كي

 
ف
ص
ت

 
ك
س
نف

 
جه  
بو

 
م؟
عا

 
 

•
 

ف
كي

 
ك
را
ي

 
ن
رو

خ
لآ
ا

 
ن
م

 
هة
ج
و

 
ك؟

ر
ظ
ن

ل
جّ
س
سأ

 
نا
ات
دث
حا
م

 
ي
دت
ع
سا
لم

 
ي
ف

 
ر
ُّ ذك
ت

 
 ما

اه
قلن

 .
ن
دوّ
سأ

 
ي
ات
ظ
ح
لا
م

 
ضًا

أي
 

ر
ذكّ
لت

 
 ما

لة
اب
مق
 ال
ي
 ف
ث
حد
ي

.
 

ية
هوّ

 ال
ن
ع
ح 

صا
لإف

 ا
دم

ع
 

ن
ل

 
ق
رُفِ
أ

 
ك
سم

ا
 

ي
بأ

 
ل
جي
س
ت

 
وم
أق

 
به

 .
ذا
إ

 
ت
تب
ك

 
ن
ع

 
ك
ات
اب
ج
إ

 
 أو

ت
دّث
ح
ت

 
ها
عن

ف 
 ي

ل،
قب
ست
لم
ا

 
ن
فل

 
ر
ذك
أ

 
ك
سم

ا
.

 
ن
ل

 
ر
ذك
أ

 
ك
سم

ا
 

ما
ند
ع

 
ن
دوّ
أ

 
ت
ظا
ح
لا
م

 
ل
حو

 
نا
شت
اق
من

 .
 

ذا
إ

 
ت
ان
ك

 
ك
نا
ه

 
ي
أ

 
ب
وان
ج

 
ي
ف

 
ك
صت

ق
 

 قد
ف
رّ
تع

 
ك،

يت
ص
خ
ش

 
ها
ش
اق
أن
س
ف

 
ك،
مع

و 
ن
ل

 
ها
ضم

أ
 

ي
ف

 
ي
ات
اب
كت

 
ية
قبل
ست
لم
ا

 
لا
إ

 
قة
ري
ط
بال

 
ي
الت

 
ك
ح
ري
تُ

.
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كة
ار

ش
م

 
ث

ح
لب
ا

 
ي
ف

 
ل،
قب
ست
لم
ا

 
ب
كت
سأ

 
ن
ع

 
ث
ح
الب

 
ي
ف

 
لة
سا
ر

 
اه
ر
تو
دك
ال

 
صة

خا
ال

 
ي،
ب

 
قد
و

 
دّم
أق

 
ث
ح
الب

 
ي
ف

 
ض

بع
 

ت
لا
ج
لم
ا

 
 أو

ض
رو

لع
ا

 
ية
يم
قد
الت

 
قة
طو

من
ال

 .
قد
و

 
ن
ضم

يت
 

ث
ح
الب

 
ك
ات
لم
ك

 
فًا
ص
وو

 
دث
حا
لم

نا
ت

.
 

 
ية

ما
ح

 
ك
يت
ص

صو
خ

 
تم
سي

 
ن
زي
خ
ت

 
يع
جم

 
ت
ما
لو
مع
ال

 
ي
الت

 
ها
مع
ج
أ

 
ل  
شك

ب
 

ن
آم

 
ضع

خ
ست
و

 
ذه
ه

 
ت
ما
لو
مع
ال

 
اي
حم

ل
 ة

مة
كل

 
ر
رو

م
.

 
ن 
ل

 
وم
أق

 
ما
ب

 
ي
يل

:
 

• 
ام
خد
ست
ا

 
ك
سم

ا
 

 أو
ي
أ

 
ت
ما
لو
مع

 
ى
ر
خ
أ

 
دّد
ح
ت

 
ك
يت
هوّ

 
ح،
ضو

بو
 

 ما
 لم

ي
طِن
تُع

 
نًا
إذ

 
يًا
اب
كت

 
يًا
اف
ض
إ

 
دًا
حد
وم

 
ام
قي
بال

 
ك
ذل
ب

.
 

• 
كة
ر
شا
م

 
ك
ات
وم
عل
م

 
ية
ص
خ
ش
ال

 
 أو

سة
سا
ح
ال

 
 مع

ي
أ

 
ص

خ
ش

.
 

• 
كة
ر
شا
م

 
ر
صو

ال
 

ية
اف
ر
غ
تو
فو
ال

 
 أو

طع
قا
م

 
يو
يد
لف
ا

 
 أو

ك
لات
جي
س
ت

 
ن
دو
ب

 
ك
قت
اف
مو

ال 
ية
ط
خ

 .
 

 
ق

ح
ي

 
ك
ل

 
ير

غي
ت

 
ك
أي
ر

 
ح

طر
و

 
لة

سئ
لأ
ا

 
ي

لت
ا

 
ها

يد
تر

 
ير

عب
لت
وا

 
ن
ع

 
ك
وف

خا
م

.
 

ق
ح
ي

 
ك
ل

 
ب
ح
س

 
ك
قت
اف
مو

 
ي
الت

 
ها
حت
من

 
ي
ل

 
ى
عل

 
ام
خد
ست
ا

 
ي
أ

 
ت
ما
لو
مع

 
ك
عن

 (
ت
ما
لو
مع
ال

 
ية
ص
خ
ش
ال

 
 أو

ك
ات
لم
ك

 
 أو

ر
صو

ال
 

 أو
طع

قا
م

 
يو
يد
لف
ا

 
 أو

ت
لا
جي
س
الت

 )
ي
ف

 
ي
أ

 
ت
وق

 .
 

ى
ج
ر
يُ

 
اه
تب
لان
ا

 
ى
إل

 
نّه
أ

 
 قد

 لا
ن
كو
ي

 
ن
م

 
ن
مك
لم
ا

 
مًا
دائ

 
ب
ح
س

 
ت
نا
يا
الب

 
دة
جو

مو
ال

 
ي
ف

 
ق
طا
الن

 
ام
لع
ا

 
 أو

ها
ذف
ح

 
ى
عل
ل 
ام
لك
با

 
غم
ر
ال

 
ن
م

 
ي
أنّ

 
ل
بذ
سأ

 
ى
ر
صا

ق
 

ك
بت
غ
ر
ذ 
في
تن
 ل
ي
هد
ج

.
 

  

قة
اف
مو

ال
 

ى
عل

 
كة

ار
ش

لم
ا

: (
ى
ج
ر
يُ

 
ضع

و
 

مة
لا
ع

 
✓ 

ر
ها
ظ
لإ

 
 ما

ذا
إ

 
ت
كن

 
ق
اف
تو

 
ى
عل

 
كة
ر
شا
لم
ا

 

 أم
(لا

 
 

1.
 

كد
أؤ

 
ي
نن
أ

 
قد

 
ت
رأ
ق

 
ت
ما
لو
مع
ال

 
قّة
عل
مت
ال

 
سة

را
لد
با

 
.

قد
ل

 
تُ 
ظي
ح

 
صة

ر
بف

 
ع
لّا
ط
لا
ا

 
ى
عل

 

ت
ما
لو
مع
ال

 
ح
ر
ط
و

 
لة
سئ
لأ
ا

 
ي
الت

 
ها
يد
ر
أ

 
ت
قيّ
وتل

 
ت
با
جا
إ

 
ية
ض
ر
مُ

 
ى
عل

 
ك
تل

 
لة
سئ
لأ
ا

.
 

 

 
 

 

2.
 

هم
أف

 
نّ 
أ

 
ي
كت
ر
شا
م

 
ي
ف

 
ذه
ه

 
سة

را
لد
ا

 
ية
ع
طو

 
نّه
وأ

 
ق
ح
ي

 
ي
ل

 
ب
حا
س
لان
ا

 
ي
ف

 
ي
أ

 
ت
وق

 
ن
دو
ب

إب 
اء
د

 
ب
با
س
أ

.
 

 

 
 

 

3.
 

هم
أف

 
ي
أنّ

 
ي
ر
ج
سأ

 
لة
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مُق

 
نّه
وأ

 
تم
سي

 
ل
جي
س
ت

 
لة
اب
مق
ال

 
ن
ما
ض
ل

 
ن
وي
تد

 
ي
رائ

آ
 

قة
بد

  
.

س
ن
كو
ت

 
ي
أ

 
ت
سا
با
قت
ا

 
مة
خدَ
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مُ

 
ي
ف

 
ر
ري
تق

 
سة

را
لد
ا

 
لة
هو
ج
م

 
ر
صد

لم
ا

 
ن
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ل
شكّ

ت
 

ي
أ

 
ت
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يا
ب

 
ص
خ
ش

 ية
ءًا
ز
ج

 
ن
م

 
ر
ري
تق

 
سة
را
لد
ا

.
 

 

 
 

 

4.
 

ق
اف
أو

 
ى
عل

 
كة
ر
شا
لم
ا

 
ي
ف

 
سة
را
لد
ا

 
ر
شا
لمُ
ا
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إلي

 
لاه
ع
أ
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ار

ش
لم
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ا
:

 
 

خ
ري

تا
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:
 

 
ع
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تو
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:
 

ـــ
ـــ
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ـــ
ـــ
ـــ
ـــ
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ـــ
ـــ
ـــ
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ـــ
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ـــ
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ـــ
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ش
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ا
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تو
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ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
  

  
ـ 
ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ـــ
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ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ـــ

ـــ
ــ
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Appendix	5	-	Example	informa7on	and	consent	form,	prepared	for	

par7cipants	at	a	music-making	programme	in	UK	(Tigrinya)		
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