
Note
An earlier version of this paper was given at the MayDay Group Colloquium, June 2005, at Westminster Choir College, Princeton NJ.  The title is indebted to Booth (1999).


Note
Herein ‘popular’ refers generally to all musics outside the ‘learned’ tradition of Classical music.

Note
“Musicking,” herein, refers not just to performing-although that is the early focus-but to all manner of musical productivity and involvement (Small 1998).  For present purposes dance, a primary form of musicking, is not a concern-though, sadly, too often it has been banished from university schools of music and school music.


Note
In anthropology, “the concept of social role is often connected with social status”; and “societies vary widely in their views of the role of musician” (Kaemmer 1993, 44; italics added) and concerning the criteria to be met for and by that role (44-57).  However, Kaemmer writes, “it is often useful to reserve the term professional for musicians obtaining the necessities of life through their musical activities” (49), and it is in this general sense that the term “professional” is used here, not in the classical sociological sense of Max Weber (see, deMarrais & LeCompte 1998, 149-50).  However, the social status accompanying the role often remains in the minds of both professionals and laypersons alike. This is an impediment to more widespread musicking that school music can and should address.
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Note
Before the mid-18th century, “concerts” were private entertainments in the homes of aristocrats and nobility, and the public encountered such music only occasionally in various public ceremonies. 

Note
“Bourgeois” refers to the mercantile middle-class that grew rapidly as a result of the 18th century Enlightenment and the Industrial Revolution.  It is distinct from the nobility and aristocratic classes ‘above’ it, and the so-called working class ‘below’ it.  It thus looked ‘up’ for its social models of culture, manners, taste, and values, rather than ‘down’.  However, today’s middle-class is characterized by more, and more complex, variables.  And members are also typically drawn-often more so-to musics other than (and in addition to) Classical (Martin 2006, 88-104; Peterson & Kern 1996).  Concerning distinctions between mass, popular, and high culture (and musics), see Strinati (1995) and Carroll (1998); for an account of Classical music in relation to middle class identity in Germany and Austria, 1770-1848 (the music at the very heart of today’s Classical music canon), see Gramit (2002). 

Note
E.g., public concerts, opera houses, museums, art galleries, even scholarly disciplines that focused on high culture.  The concept of a ‘classy’ music of the middle and upper classes in distinction to the déclassé entertainments of the underclass becomes even more sharply drawn at this time.  Furthermore, the term “Classical” first arose in the early 19th century as a reaction against the supposed excesses of what, by then, were the beginnings of “Romanticism”-excesses, that is, when judged by the standards of ‘good taste’ of the new aesthetic theory of the time that eschewed emotional immediacy in favor of intellectual contemplation. See, also, n. 8 and n.10 below. 

Note
Classical music was a primary means of affirming middle class values.  “For a bourgeois world which conceives its relation to the populace in terms of the relationship of the soul to the body, ‘insensitivity to music’ doubtless represents a particularly unavowable form of materialist coarseness” (Bourdieu 1984, 18-19; see, also Martin 2006, 77-104; DiMaggio 1992).  As a result, sociologists today generally agree that “the consumption of ‘classical’ or ’serious’ art-music in various ways-such as concerts, discs and radio-has been regarded as an activity characteristic of members of upper- and middle-class groups, while the very term ‘popular’ (often used as a pejorative opposite) conveys the sense of music made for, and often by, the masses” (Martin 2006, 77-78; see, also, Crane 1992). 


Note
 That is, in the present context, to the status of incompetent amateur or dabbler (etc.), regardless of the practice involved.
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Note
This earlier status as servants is among the factors contributing to musicians’ support of the idea (from the new aesthetic theory of the late 18th century) of music’s autonomy-its for-its-own-sake purity-from worldly affairs. Thus conceived as ‘pure’ and ‘fine’ art, the efforts of ‘serious’ musicians could be distinguished from the ‘low’ entertainments of other musics and ‘commercial’ musicians-ignoring, of course, the obvious intellectual entertainment their efforts provide for listeners who pay considerable sums of money for tickets. On the professionalizing of performers, see Goehr (1992).

Note
Though you would never know it from typical music history books (see n. 14 below) and formalist aesthetic theory, this preference for ever-new music was one reason for the importance of characteristic ‘forms’ such as sonata allegro, rondo, and the like:  the predictability of their organization aided the comprehension and appreciation of new music. 

Note
Rosen (1995b) describes-without embarrassment-how musicians imposed their tastes and values on the audiences of the day (whom they considered dilettantes in the worst sense of the word, despite depending on them for their living and rising status) by, for example, continuing to play Mozart even though his music was not favored by early audiences (as noted by Johnson 1995).  Even Beethoven’s First Symphony (1807) was first rejected by audiences, but by 1828 his compositions had become instantly successful-due in large measure to the change among Viennese aristocrats toward an “strategy of social exclusion,” one based on the new aesthetic ideals of ‘good taste’ and not just on the ability of the bourgeoisie to pay to attend concerts (Martin 2006, 27). 

Note
As sociologists of music recognize, discourse about music influences, even constitutes, how music is actually heard.  On such “politics of meaning” in the discourse of music reception, see Martin (2006, 26-28). 


Note
Their music, of course, is not chronicled in the music history texts musicians study as part of their training (see Edstrom 2003).  The music discussed in those history texts has thus tended to be the “music” of “music education,” not music in its broadest sense as a social practice.


Note
On this “sacralization of culture” (Levine 1988, 85) see, e.g., Levine (1988, 85-168); Shiner (2001, 187-224); Gramit (2002); DiMaggio (1992; 23, 35, 42, 44, 46, 47, 50).  Shiner, for example, has a sub-chapter devoted to “The Artist:  A Sacred Calling,” a mindset that resulted in the exalting of artists and musicians and the resulting decline of artisans and amateurs-the former as producers of useful artifacts for sale (high art was to exhibit “purposiveness without purpose” and be one-of-a-kind), the latter for lacking the bravura and artistry assumed to be required by the ‘serious’ and noble demands of the aesthetic creed of the time.  Even today, that amateurs do not give themselves totally to music as a ‘serious’, quasi-sacred calling is often held against them: music, in this view, needs to be protected from amateurs.  Music teachers who see their high drop out rates as natural and helpful to the quality of their ensembles subscribe to this view. 


Reference
Johnson, James H.  1995.  Listening in Paris: A Cultural History.  Berkeley:  University of California Press.




Note
Despite progressive efforts in some places, such breadth is still quite rare; the music teacher is typically nowhere near as trained in other musics. In comparison to the time spent in practice rooms, studios and ensembles that involve Classical music, other musics are decidedly elective or a money-earning sideline (often undertaken at risk of the disapproval of studio teachers who fear students will acquire bad habits of tone, technique, etc.). 

Note
“Multicultural” and “world” musics are typically approached with the same “music appreciation” pedagogies that are employed for Classical music:  background information from theory and history, and listening to representative ‘works’.  Some general music teachers do teach guitar in their classes, though whether students typically gain a functional competence is doubtful.  Jazz is sometimes addressed in general music classes, though it, too, is taught with a view to listening appreciation and thus favors a historical-theoretical approach.  Whether most students actually learn to improvise in school big band jazz programs, so that they can ‘gig’ as adults in amateur or professional settings, is also doubtful.  Starting ensembles that feature other musics seems to be musically sacrilegious, the practice is so rare. 


Note
Or the commercial sector and community associations take over responsibility for what school music is not teaching.  For example, the instruction offered for non-orchestra instruments in music stores in the U.S.A.; community music schools (by whatever name, publicly or privately supported: see, e.g., http://www.maydaygroup.org/php/ecolumns/communitymusicinaction-introduction.php); the Paul Green School of Rock, actually over two dozen schools in locations around the U.S.A. that teach rock (see http://www.schoolofrock.com/); or the Infinity Performing Arts Program developed in Jamestown NY (U.S.A.) to promote the kinds of musicking that school music has tended to ignore or reject (http://www.infinityperformingarts.org/index.php?content=program).


Note
In the US, large numbers go directly from graduate performance degrees into studio teaching positions in professional degree programs without ever having actually had a professional career in which they supported themselves mainly through music.  The ranks of faculty in university music departments and schools of music, in fact, tend to be staffed mainly by musicians whose professional careers have been short-lived, minor league, or negligible.  Some, like theorists, musicologists, and most composition faculty, are in professional careers that exist mainly as university teaching positions-although most engage in the professional discipline itself as often as their teaching duties allow.




Note
It is worth a passing note that over-identification with the role of “musician” (or under-identification with the role of “teacher”) can have negative effects on teaching if music and the teacher’s own musicking through students is valued more highly than students’ musical and educational needs.  Music therapists, in contrast, are not even tempted to put music before the needs of their clients. 


Note
Again, “status” because the low placement of amateurs on the socio-musical hierarchy-predicated originally on Classical music and Classical musicians at the top-is the source of the cultural attitude under consideration; it is the acceptance of this hierarchy that stands in the way of a fully respectful regard for and encouragement of ‘mere’ enthusiasts who dare to engage in the ‘serious’ business of musicking. 

Note
What follows is not an attempt at defining amateuring or at distinguishing it from a hobby, a recreation, an avocation, a pastime, or an entertaining leisure-time pursuit (etc.). My purpose is to encourage musicking of all kinds, at all levels of expertise, as a valid musical practice of laypersons.  Furthermore, I am not so much interested in making a case for applying the term “musician” to amateurs, but am concerned that present use of and attitudes toward the label has an intimidating, elite, status-conscious effect that works against more widespread musicking of all kinds in society.  



Note
And, ultimately, to the Italian amatore and to the French amateur, now an Anglicized word.


Note
See, for example, Charles Cooke, whose Playing the Piano for Pleasure (1985) is a guide for practice and study by amateur pianists.  Reader commentary about this book on www.Amazon.com also provides revealing insights about the attitudes of amateurs towards their playing. 




Note
And, mentioned elsewhere in the article, Julliard graduates!  This is one reason why “amateur” does not reveal the actual ability of a performer. 




Note
See Booth’s Chapter Five, “Teaching the Love” for more of his insights on pedagogy and the need to keep students’ love of music alive by making the learning of ‘technique’ itself musical. More on this follows.



Note
However, instead of laziness, students often gladly overlook many of their errors because they lack an adequate aural goal of what the ‘finished’ performance might be.  They play with pleasure until they make a major mistake, stop to correct it once, and continue from there.  They call this practicing!  On this problem, see notes 29-31 below and the related discussions.


Note
Attitudes toward practicing often benefit from hearing a range of new pieces from which students choose. This also provides an aural goal as a basis for practice.  Having at least one freely chosen piece helps keep admiration alive: it will always be the most practiced and most accomplished. Another motivation can come from providing an accompaniment that enhances the student’s performances and, hence, pleasures.  And recording each ‘finished’ piece and compiling a tape or CD over time also contribute to student regard for both aural goals and aural results.  Such compilations also provide a motivating sense of progress (and make great gifts for grandparents).  




Note
This can be done by devoting part of the lesson to ‘how to practice’-i.e., having the student demonstrate, say, five minutes of typical practicing and then discussing improved strategies (see n. 28 for the typical student weakness).  In group lessons, students can comment on the practicing example of one among them (at this lesson, another student at the next) and thus improve their own practicing by ‘critiquing’ classmates’ practicing strategies.  Students can also audio- or videotape practicing at home for analysis as a regular part of the lesson.


Note
Technique is motivated by an aural goal, a musical result; it is not an end-in-itself.  This is at the heart of Barenboim’s recommendation above.  An aural goal provides the criteria for noting mistakes and weaknesses; without it, practice often actually ‘rehearses’ mistakes as mistakes.

Note
I first proposed the concept of “good time” in Regelski (1996).  The idea developed there of time as a kind of “currency” that is made and saved, spent or wasted (etc.) was analyzed in terms of cognitive linguistics by Lakoff and Johnson (1999).  



Note
From “worth the while,” i.e., worth the time, good use of time.  In British English, it is usually spelled worth-while. 

Note
This is particularly the case with the singing games and other activities of general music classes that, while fun in non-musical ways (or in comparison to math, etc.), rarely or only accidentally result in musical learning or potential for lifelong musical ‘good time’.  And it may be fun to play in an ensemble but, for too many, it is not the kind of ‘good time’ that motivates conscientious practicing for rehearsals, or that seeks out such ensemble experiences later in life. 


Note
In fact, once the socializing pleasures are removed (e.g., after graduation, and in adult life), too many seem to find little musical reason to continue to participate in such ensembles. A diet of solo, duets, trios, etc., during the school years, avoids both the temptation to succumb only to the socializing aspects that are so attractive to youth and the problem of sixty adult amateurs needing to find a common time for rehearsing. 






Note
This is not uncommon in studio instruction, as well; for example, the piano student whose teacher always marked in the fingering and pedaling and thus who never learned how to finger or pedal new literature on her own; or the “play it this way” school of pedagogy-as-demonstration-and-imitation.


Note
Succeeding as a professional performer is difficult and demanding, and too often it is not as musically satisfying as might be assumed (see, e.g., Tindall 2005, 295, who describes orchestral musicians who “were understandably bored after playing The Nutcracker forty-five times every December for decades”).  As a result, most trained musicians eventually end up in other careers: “Today, the amateur musician is a conservatory-trained ‘professional’ who can’t find work.  Typically, his life is backwards from that of the 1950s amateur-highly trained in his hobby but uneducated in whatever becomes his money-making career.  Instead of earning a college degree in a field that will support him adequately and playing music in his spare time, he has spent his college years refining the musical talent that will become only a pastime. . . . True amateur musicians lose out as well, and say they have a hard time finding playing opportunities as community orchestras and chamber music groups are filled with conservatory graduates” (Tindall 2005, 306).  Tindall’s autobiographical account of her twenty-year attempt at a professional career as an oboist provides many revealing insights that should be read by young people who aspire to becoming professional Classical musicians.  She worries about “young people who are encouraged to train exclusively for a career in an industry that is clearly failing (304)” and counsels the need to seriously research the reality of the adult life-style challenges they face (304-05).


Note
People who moonlight doing club gigs, weddings (etc.) fall into status of pro-am, or are considered “musicians” mainly in a money-making sense, even though part-time.  Many amateur groups, too, are enough in demand locally that they can charge for their occasional appearances (and sell their CDs). However, most know better than to give up their full-time jobs; they gig part-time more for the enjoyment than for the employment.  This group may be largely immune to negative attitudes associated with amateurs-at least if there are no nit-picking professionals in the audience.  On the social and economic benefits of the pro-am concept in many areas of life, see Leadbeater & Paul Miller (2004). 



Note
Recall the complaint of the amateur cellist cited earlier:  “[T]hey were leading me, they hoped, to the conservatory, but they finally drove me away from playing anything at all, for decades” and Barenboim’s admonition, cited earlier, about unmusical, mechanical skill-drill.

Note
This is the assumption of some pedagogies, for example the piano pedagogy of Robert Pace in which music theory, ear training, and other musicianship skills are learned through playing the piano and where playing the piano is informed by these skills and is thus applicable to a diversity of musics.  With lessons like these, students often have better ’ears’ than typical first-year music majors.  Such lessons are truly music lessons, not simply piano lessons. 


Note
She who practices in an apartment house better use a MIDI-trumpet rather than an acoustic one!  If a place and time to practice in the peace of everyone’s quiet needs to be found, the likelihood is lessened of, for example, spontaneously deciding that “I feel like practicing now.”



Note
Obvious amateur exceptions are drum corps shows and competitions that, oddly, have no real professional models for comparison.  This is another area where professional and amateur fail as descriptive labels of quality. 

Note
Consider, for example, a large ensemble where all students are (a) encouraged to be in (even to create) a small ensemble, or to prepare solo or duets (etc; and not just for competition festivals) on their own, (b) and where some of this music is featured at concerts, with (c) the rest performed at regular recitals that are the large-group rehearsal period transformed from time to time into model audience experiences for ensemble members. The skills gained from such independent efforts will make up for the time (supposedly) lost to the large group rehearsal; in fact, the large ensembles will improve because individual members gain musical independence and musicianship from such opportunities. 

Note
However, I have treated that at book length elsewhere.  See Regelski (2004). 


Note
See, Greg Sandow, “The future of classical music”, http://www.artsjournal.com/greg/.

Note
For example, by faculty and students of nearby university music schools and departments, and by local amateurs and pro-ams, using local public school facilities.  

Note
See www.houseconcerts.org/hc.html.

Note
I’m reminded of a former neighbor, a bartender whose hobby was composing songs.  He once composed a commercial jingle that won second prize in a national competition.  Interestingly, his son went on to study composition.  Any kind of amateuring, then, can promote similar side-effects for others. In his book, The Cult of the Amateur, Keen (2007) argues that the Internet has seen a major proliferation of amateur content, including the musics of amateur garage bands (etc.).  He argues that this trend is a threat to cultural gatekeepers and thus to culture.  But if, as is likely, the trend toward user-generated content will gather ever-more momentum, music education focused on amateuring can at least raise the quality of such content and make its educational contribution felt well beyond the schoolhouse doors. 




Note
See: http://en.wikipedia,org/wiki.Anime_music_video; http://www.editundo.org/ describes a “school musical”-decidedly not the typical variety-composed and acted entirely by students, and produced in a local theater. 

Note
See, http://en.wikipedia.org/wiki/Mixtapes.


Note
“The woods would be empty of music if only those birds sang who sing best.” (Anonymous)  “In [musical] art there is perhaps no absolute bad but insincerity; there are endless shades of worse and better.” (Daniel Gregory Mason).  Both quoted in Booth (1999, 130). 




Note
“For some decades, in fact, the very presence of anyone but fellow players made me play worse.  I didn’t even want to be heard practicing, by anyone, musical or not” (73). See Booth 1999, 61-63, on “Loves Shared vs. Loves Solitary.” 

Note
 For the complexity of variables that are considered in choosing the music for aerobics, see DeNora (2000).  Overall, this sociological study stresses the role and benefits of various kinds of musical amateuring in “everyday life.” 


Note
Just as different objects “afford” different uses (e.g., a tennis ball as a dog toy, a rock as a hammer, etc.), so do the ‘objective’ features of music afford different uses and values. On music’s “affordances” for everyday life see DeNora (2000, 38-41).


Note
Although all three can easily be attributed to even the most ‘cultivated’ concert listening, especially if one discounts the sacralized status of the music and the concert hall as a house of cultural ‘worship’.  Even typical aesthetic theorizing claims that Classical music, by its reservation for special times and places, is a leisure time diversion from mundane life (hence, e.g., musical “divertimenti”).  And the “muse” in amusement is worth noting, as is the etymology of “entertainment” from “entraining” (entretenir)-namely, holding something (anything, even Classical music) in mind or in rapt attention.




Note
See Goldsmith’s (2001) chapter “Too Important to Leave to the Professionals” (48-62) in which she quotes Shaw in full:  “Music and sex are too important to leave to the professionals” (50).


Note
An “action ideal” is not idealistic or utopian: it is a ‘good’ (goal) that serves as a direction for action, as in good marriage, good health, or good friend.  Such ‘goods’ take multiple forms, according to those involved and the particulars and limiting circumstances.  Amateuring, as an action ideal for curriculum, could be realized in countless ways-none of which seem to be noticeable or notable today, because school music is its own ‘world’ that, beyond school concerts, typically makes little if any direct contribution the musical life of the community. “Authentic assessment” uses, in the case of music, “authentic” musicking as evidence of learning, not paper and pencil tests, for example. For more on a “value added” conception of music education see Regelski (2006a); Regelski (2006b); Regelski (2005). In short, the value of music education should be a matter of what students are enabled to do, better, at all, or more often, as a result of their musical studies, not the noble sounding and abstract platitudes of aesthetic philosophy posturing as advocacy.
























