
 

 
 
 
 
 
 

Exploring the meaning of community 
music activities: a collective case study 
 

 

D Ahlers 

 orcid.org/0000-0003-3350-1728 

 

 

Dissertation submitted in fulfilment of the requirements for the 
degree Magister of Music in Musicology at the North-West 

University 
 

 

 

Supervisor: Prof HM Potgieter 

Co-supervisor: Dr M van Vreden… 

 

Graduation:  Mei 2018 

Student number: 10917683 



 

i 

ACKNOWLEDGEMENTS 

Thank you to my super-visor, Prof. Hetta Potgieter, for walking a hundred extra miles 

for me. Thank you to my co-supervisor, Dr. Mignon van Vreden, for guiding me with a 

smile. Thank you to the participants; the CM leader of case A and my co-CM leader of 

case B, Mr Coert Grobbelaar, for enjoying this journey with me. 

Thank you to my dearest husband, Heinrich, and my precious family for unceasing 

support. 

Thank you, Lord, for I am truly blessed. 

 



 

ii 

ABSTRACT 

This collective case study was inspired by two community music projects in the Vaal 

Triangle in Gauteng, South Africa. The participants of both cases came from deprived 

backgrounds where music activities, such as opera, light and popular music, were 

uncommon, if not absent. Both cases started spontaneously when participants 

approached the community music (CM) leaders for support and guidance. The needs 

of the participants were different in the two cases: the one being to perform music 

activities for enjoyment and the other being vocal tutoring for better performance.  

The focus of this qualitative, interpretative research was to explore the meaning these 

participants ascribe to the community music activities in the two cases.  

My investigation followed the theoretical structure for the research process as 

suggested by Denzin and Lincoln (2013:25). Existing literature was studied, and data 

was collected by conducting open-ended interviews with focus groups and individuals, 

by recording observations and by taking photographs. I thoroughly researched the 

backgrounds of the participants of both projects. The interview transcriptions were 

analysed by means of Atlas.ti 7. Eight themes emerged. 1) The crucial role of the 

background of the participants, 2) the functioning of each case with its own unique 

aim, 3) the role of performances, 4) the relationships the participants formed, 5) the 

skills and 6) values they developed, 7) how their lives developed after they had left the 

projects, and 8) how they aspired to share their knowledge in communities in future. 

The outcome of this research proved that the community music activities in both cases, 

regardless of the diverse initial aims, changed the lives of the participants and 

transformed them into worthy citizens of South Africa with visions for their future.  

Keywords: 

Community music projects, collective case study, opera music, light and popular 

music, Vaal Triangle in Gauteng, South Africa, visions of community projects 
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ABSTRAK 

Hierdie kollektiewe gevallestudie is geïnspireer deur twee 

musiekgemeenskapsprojekte in die Vaaldriehoek in Gauteng, Suid-Afrika. Die 

deelnemers in beide projekte kom van ŉ agtergeblewene agtergrond waar 

musiekaktiwiteite soos opera, ligte en populêre musiek selde beoefen word, of glad 

nie. Beide projekte het spontaan begin toe deelnemers die musiekgemeenskapsleiers 

genader het vir ondersteuning en leiding. Die behoefte van die deelnemers van een 

projek was om saam musiek te maak vir die genot daarvan, terwyl die deelnemers van 

die ander projek ŉ behoefte gehad het aan vokale leiding om hul sang te verbeter. 

Die fokus van hierdie kwalitatiewe, interpretavistiese navorsing was om die betekenis 

te ondersoek wat die deelnemers in hierdie projekte toeskryf aan hulle 

musiekaktiwiteite. 

Hierdie navorsing het die teoretiese struktuur gevolg van die navorsingsproses soos 

voorgestel deur Denzin en Lincoln (2013:25). ŉ Literatuurstudie is gedoen en data is 

ingesamel deur middel van ongestruktureerde onderhoude met fokusgroepe en met 

individue, waarnemings wat aangeteken is en foto’s wat geneem is. Atlas.ti 7 is 

gebruik om die transkriberinge van die onderhoude te ontleed. Agt temas het na vore 

gekom: 1) die kritieke invloed van die agtergrond van die deelnemers, 2) die 

funksionering van elke projek, met elkeen se unieke doelstelling, 3) die invloed van 

optredes, 4) die sosiale verhoudinge wat gevorm is, 5) die vaardighede en 6) waardes 

wat die deelnemers ontwikkel het, 7) wat gebeur het met hul lewens nadat hulle die 

groep verlaat het, en 8) hoe hierdie deelnemers beplan om die kennis vaardighede en 

waardes wat hulle aangeleer het, weer oor te dra na toekomstige 

gemeenskapsprojekte. 

Die uitkoms van hierdie navorsing het bewys dat die aktiwiteite in 

musiekgemeenskapsprojekte in beide projekte, ongeag hul diverse doelstellings, die 

lewens van die deelnemers verander het en dat die deelnemers transformeer het in 

waardige burgers van Suid-Afrika met visies vir hulle eie toekoms. 
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CHAPTER 1: INTRODUCTION AND BACKGROUND TO THE 

STUDY 

1.1  Introduction 

The intention of this collective case study was to understand the meaning which two1 

community music (CM) projects in the Vaal Triangle, in Gauteng province, South 

Africa, holds for the participants in these projects. The Vaal Triangle area is formed by 

Vereeniging, Vanderbijlpark and Sasolburg. The area lies approximately 60 km south 

of Johannesburg and includes Boipatong, Bophelong, Meyerton, a large area of 

Sebokeng, Sharpeville, and many other smaller township areas.  

This collective case study was undertaken at two community music projects. Both take 

place at secondary schools in Vereeniging. One CM project involves the learners of 

the secondary school where it takes place, while the other CM project only uses the 

school as a venue for the project’s activities. Participants for the latter travel from 

different areas in the Free State to attend the project every week. Both groups vary 

from three to twenty members. Although these projects take place at schools, they are 

still considered to be CM, because they are active after school hours and are not part 

of the curriculum or the ordinary extra-curricular activities. Because CM projects are 

attended voluntarily and the number of participants may change during the course of 

a year.  

The dilemma which we face in the Vaal Triangle is that, since 1994, music institutions 

that were formerly supported by the South African Government were reduced to one 

music magnet school at Hoërskool Drie Riviere in Vereeniging, one magnet2school at 

Khutlo Tharo Secondary School in Sebokeng and the Articon Secondary School in 

Vaalpark (Gauteng, Circular 74/2002; Gauteng, 2012). Articon is an academic school 

offering music and art as subjects during school hours. The magnet schools fall under 

the Gauteng Educational Department and Articon under the Free State Educational 

Department. With the Vaal Triangle area being over approximately 4172, 76 square 

                                            

1  The term community music will be referred to as CM forthwith. 
2  A magnet school is an academic school hosting six extra staff members who are responsible for teaching 

music learners from the hosting school, as well as learners from Grade R–12 from the surrounding schools 
after school hours. 
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km and a population of 916 484 people (South Africa. 2011a), it is clear that these 

three centres, supported by the government, are not sufficient to fill the need for music 

education in the Vaal Triangle.  

There is a void in the literature on CM projects in the Vaal Triangle. Born, bred and 

having lived in Vereeniging for many years, I am only aware of two CM projects, a 

project located at Smart3 High School and the project I am involved with located at 

Lotho Metsi 4High School. These projects are in Vereeniging and I used both in my 

research. Articles and books are written about CM projects globally (Oehrle et al., 

2013; Schippers & Bartleet, 2013; Van der Merwe, 2014) but, to my knowledge, none 

about CM projects in the Vaal Triangle. My research fills this gap in the literature and 

explains the meaning these CM projects have for the communities in the Vaal Triangle.  

Although CM activities in the Vaal Triangle have not been researched, CM in general 

was already mentioned as early as in 1916 by Dykema (1916:34) when he calls CM a 

new approach to learning and making music to suit the unique purposes of a 

community. CM is referred to as “socialised music” and Dykema (1916) emulates Pres. 

Lincoln’s well-known phrase, government of the people, by the people, for the people 

– delivered during the Gettysburg Address – in the context of music: music for the 

people, of the people, by the people. Higgins (2006:26) confirms that music activity is 

within the primary core of a human being which contains a spirit to practise music 

together with others and which should not be marginalised by institutional structures. 

He refers to CM as a “vibrating self” (Higgins, 2006:32). This “vibrating self” determines 

the identity of the CM projects in terms of how it is practised, what the context is, how 

the music is taught, what the identity of the community is and the participation at the 

CM project. 

The CM literature I consulted, categorises data on CM projects in three categories.  

  

                                            

3  Pseudonym 
4  Pseudonym 
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Group one describes the infrastructure of the CM project. This included: 

• the aim of the project;  

• the building or place where the activities are taking place (Veblen et al., 2013); 

• the possible barriers of access there might be in terms of culture, age, language, 

ethnic or religious relations (Shehan-Campbell, 2004; Shehan-Campbell & 

Wiggins, 2013; Sakolsky,1991);  

• the individual or individuals responsible for the organization and administration of 

the project (Veblen et al., 2013); 

• how members of the community are made aware of this project (Lehman, 2005; 

Mark, 2005) and 

• the source or sources of financial support this project has, if any (Espeland,2010; 

Higgins,2006; Schippers & Bartleet, 2013). 

Group two is about how the actual musical activities are executed. It includes: 

• the links this project has with the curriculum of the mother institution (Veblen et al., 

2013);  

• the teaching and learning methods used (Hoffer, 1973; Olsen, 2005);  

• the background of the individual or individuals teaching the music activities 

(Espeland, 2010) and 

• whether they are using technology to teach and learn music (Boyce-Tillman, 2000; 

Shehan-Campbell & Wiggins, 2013; Espeland, 2010; Koopman, 2007; Veblen et 

al., 2013). 

Group three explores the meaning (Boyce-Tillman, 2000; Elliott, 1995; Elliott& 

Silverman, 2014; Hodges, 2005; Prendergast et al., 2009; Wayman, 2005) these 

music activities have for the participants with regard to: 

• the social and economic gain (Langston & Barrett, 2008; Jones & Langston, 2012);  
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• social justice (Bowman, 2005; Bowman, 2007; Gould et al., 2009; Silverman, 2009; 

Silverman, 2012) and 

• eudaimonia and self-esteem (Elliott &Silverman, 2014; Greenberg, 2008; Olsen, 

2005; Veblen et al., 2013; Welch, 2005). 

A definition of the term Community Music (CM) remains evasive, because of the 

flexibility and adaptability of the phenomenon to its environment and the needs of the 

community the project serves (Dykema, 1934; Olsen, 2005, Schippers & Bartleet, 

2013; Van der Merwe, 2014). Veblen et al. (2013:13) agree that CM is difficult to 

categorise and that definitions vary from views of CM as a unique phenomenon, to 

definitions considering CM as omnipresent, regarding all forms of music-making as 

CM. Veblen et al. (2013:13) see CM as a “tapestry” weaving many aspects of CM 

activities. This explains why it is difficult to define CM, for every tapestry is weaved 

according to the needs and convenience of that specific community (Veblen et al., 

2013:13). 

My study was a collective case study that merged the findings into themes that 

crystallised from the data. The two CM projects chosen for the study are diverse in 

culture, religion, size of the groups and economical background. My research focused 

mainly on the meaning these projects hold for the participants and describes the 

structure or activities of the CM project. 

This research is to the benefit of other scholars researching CM projects, other CM 

leaders, music teachers and students who want to become leaders of CM projects. 

The findings of this research can be used to advocate the importance of music to 

educational institutions and can be utilised by leaders of CM projects to strengthen 

their applications for funding and support from institutions. 

1.2  Purpose statement 

The purpose of this collective case study is to explore the meaning that CM activities 

have for the participants in two CM projects in the Vaal Triangle. CM activities are 

defined as those music activities in a community that are controlled by members of the 

community. 
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1.3 Research questions 

The main research question of this study is: 

• What meaning do the participants ascribe to the CM activities in these two cases? 

Sub-questions emerging from the main research question are: 

• How are CM activities described in the literature? (Chapter 2). 

• How can the CM activities in the two CM projects in the Vaal Triangle be described? 

(Chapter 4). 

• What themes emerge from the data regarding the meaning of the CM activities 

for the participants? (Chapter 4). 

• How can the themes from the data be understood in relation to existing literature 

on the meaning of CM activities for participants? (Chapter 5). 

1.4  Possible limitations of this study 

This collective case is limited geographically to the Vaal Triangle region. The findings 

and conclusions of this study are the result of two case studies and cannot be 

generalised (Maree, 2011:76). However, as a result of the “rich thick description” 

(Merriam, 2009:14) readers can judge to which extent these findings are transferrable 

to their unique contexts. 

1.5  Research design  

The world view of this research is interpretavistic and the purpose is to explore, 

describe, understand and interpret (Merriam, 2009:11). Maree (2011:60) states that 

the purpose of interpretavistic research is to give the perspective of a situation and to 

clarify what people make of this phenomenon. 

Qualitative research is a paradigm which enquires into the situation of a person or 

institution in a situation or environment, to establish the influence of the situation or 

environment on the individual(s) or institution and to give a full description of each 

case in order to have insight into the phenomenon being studied (Merriam, 2009:14). 

Creswell (2013:43) also confirms that qualitative research is a research design to 

inquire into the interaction of people and their environment. 
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1.6 Research approach  

Creswell (2013:97-98) maintains that a case study provides a deeper understanding 

and analysis of the phenomenon or problem being researched. A case study takes 

place within certain boundaries that need to be identified and bounded by place or 

time. I decided to undertake a multi-site case study in order to obtain a holistic 

perspective of the meaning of CM activities in the Vaal Triangle (Maree, 2011:75; 

Creswell, 2009). 

This is a multiple case study as two CM projects are investigated (Rule & John, 

2011:21). The two cases are presented as narratives and the researcher tells the story 

of each case in a thematic arrangement (Rule & John, 2011:123). 

1.7 Role of the researcher  

The primary role of the researcher is to gather and analyse data according to the 

principles set by Maree (2011), Rule and John (2011) and Creswell (2013). My main 

focus as a researcher in this study was to clarify the meaning of community music 

projects to individuals and the community. The findings of my research are noted and 

described in detail.  

The researcher can either be part of the field of research or can be on the periphery 

of the field of research, observing from outside. My role involved both, as I am part of 

one of the two projects that were researched. In both scenarios, my role as researcher 

remained within the parameters as explained by scholarly literature. 

1.8 Procedures 

1.8.1 Data collection 

I used multiple methods to collect data in each CM project (Rule & John, 2011:61) as 

well as multiple sources of information (Creswell, 2013:97). Before choosing any data 

collecting methods, I took into consideration the research ethics to be honoured and 

factors in each study that might put constraints on my research. The key research 

questions determined the focus of the interviews and were kept in mind during field 

observations of the activities when each project was visited. Sets of field questions 

were formed with my key research questions as the primary guide, to ensure that 
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interviews and field observations remained focused on the purpose of my study. 

Interview questions were open-ended (Maree, 2011:161). These interviews were 

conducted with individuals and focus groups. Other methods I used involved taking 

and describing photographs, and observations (Rule & John, 2011:67). 

Rule and John (2011:73) point out that data collection methods in case studies may 

provide both qualitative and quantitative data to ensure an in-depth, rich and textured 

description of the case. I collected data until my research had sufficient data to reveal 

a rich, holistic and vivid picture of each case.  

1.8.2 Data analysis 

The data analysis was inductive. No theory was constructed beforehand, and themes 

emerging from the analysis were described. The data was organised with the use of 

ATLAS.ti 7. Friese (2014:12-16) explains the method of noticing things, collecting 

things and thinking about things, referred to as Computer-assisted NCT analysis5. 

Noticing refers to finding interesting things in the data, marking these things and giving 

them a name. Collecting things refers to finding things that are similar and putting them 

under the same code. There is no particular way of coding, and codes may be 

renamed to fit issues that are very similar but do not quite fit under an existing code. 

Thinking about things refers to the researcher finding patterns and data which relate 

to each other. At this stage, the “network view” function of ATLAS.ti 7 can be used to 

form a clear view of these patterns and related data (Friese, 2014:12-16). 

There are two phases of analysis: the descriptive-level analysis is where data is 

explored to find interesting things and the initial codes are given. The second level is 

the conceptual-level analysis where data is studied through the lens of the research 

questions. During the conceptual level, analysis tools from software are used together 

with notes and memos written by the researcher. The final step in data analysis is to 

take the findings from the analysis back to the participants involved in the case studies, 

to ensure that the findings correlate with their experience of the CM project (Denzin & 

Lincoln, 2013:25). 

                                            

5  Forthwith, this method will be referred to as NCT. 
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For collective case studies, Merriam (2009:75) recommends that the researcher 

should first provide a detailed analysis and themes found in the analysis of each case 

study. A collective cross analysis of the thematic analysis of all the case studies can 

then be made, followed by an interpretation by the researcher and a detailed 

description thereof. The themes in this study were interpreted and discussed in a 

narrative manner. 

1.9 Trustworthiness 

The methods of participant verification and observation over an extensive period were 

used to ensure the validity and trustworthiness of this multiple case study (Creswell, 

2013:250). Participant verification or control is a method where data, analysis, 

interpretations and conclusion or findings are taken to the participants to verify the 

findings as correct and valid (Creswell, 2013:256). Crystallisation is a method of using 

multiple ways of data collection, various ways of analysis and combining genres of 

representation to disclose related themes and reveal meaning (Ellingson, 2009:4). 

Long-term observation ensures that actions and/or deductions made from 

observations are consistent (Creswell, 2013:251). 

1.10  Ethical requirements 

Creswell (2013:58–59) constructed a table of ethical issues that had to be adhered to 

prior to the onset of the study, during the research process, while data is being 

collected, during data analysis, recording of data and publication of the research 

findings. 

Leaders and participants of the two CM projects to be researched were approached 

in July 2014. They were informed in detail about the nature and purpose of the study 

and gave their consent to co-operate with the researcher. Participants in this study 

received a written declaration regarding the nature of this study and a written 

assurance that their identities would not be revealed. Participation in this study was 

voluntary and participants could withdraw from the study at any stage of the research. 

This declaration form included my contact details, the date of receiving this declaration 

and a place for the participant(s) to sign (Addendum A). 
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The ethical application form required by the North-West University was completed and 

presented to the ethical committee to ensure that no unethical practise took place 

during the research. The clearance number is stated in the dissertation (Addendums 

A). 

The following ethical issues were anticipated: 

• The anonymity of the participants had to be secured. 

• The researcher had to remain on neutral ground and never give an opinion or 

remark that could influence the participants. 

• The researcher had to give a collective account of the response of all participants 

and not only of an individual.  

Creswell (2013:58-59) provides clear guidelines to avoid possible ethical issues that 

might occur, and these were followed diligently. 

1.11 Structure of this dissertation 

In this chapter, the introduction and background information to this research were 

discussed. Chapter 2 provides a literature study and in chapter 3, I discuss the 

methods of research, data collecting and data analysis. Chapter 4 discusses the 

findings and synthesis, and chapter 5 concludes with a discussion of the findings and 

outcomes. 
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CHAPTER 2: LITERATURE REVIEW 

2.1 Introduction  

In this chapter, I discuss literature that explores and describes concepts that are 

central in this research, to contribute to the overall understanding and significance of 

this study. Literature about the meaning of community music activities may be found 

in scholarly books and research reports, academic and popular articles, newspapers 

and artistic literature like novels and poems. These writings sketch a holistic picture 

which guides the investigation of this research.  

The focus of this research is the meaning which participants ascribe to CM activities, 

as illustrated in figure 1.  

 

 

Figure 1:  The focus of this research 

In this chapter I firstly describe the concepts of meaning to which literature refers, the 

terms community, the music in CM and the community in CM. This is followed by a 

description of CM activities, touching on the infrastructure and how properties of the 

infrastructure influence the activities. I conclude this chapter with manifestations that 

evolve from social engagement in CM projects. 

In their wide and valuable research, Schippers and Bartleet (2013) describe nine 

domains of CM projects and activities: Veblen (2008:6) identifies five angles from 

which she describes CM activities. I use the ground-breaking work of these scholars 

to structure my research. The following figure presents a visual interpretation of the 

layout of chapter 2. 

Community
music activities

Meaning
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Figure 2: Layout of chapter 2 

2.2 Interpretations of the term meaning 

To define the term meaning in this research, I will consult fields such as Positive 

Psychology and Community Music Therapy. Positive psychology attempts to 

understand human behaviour from the angle of encouraging the well-being of people 

and how to grow from positive as well as negative experiences in life (Wissing et 

al.,2014:vi). In accordance with positive psychology, my research of community music 

is focused on the fostering of well-being through musicking6.  

Music therapy is often used with people who were exposed to some form of injustice, 

imbalance, unfairness, handicap or biased opinions (Stige, 2002:8). Brynjulf Stige and 

Even Ruud from Norway added aspects of social and cultural sensitivity and 

awareness to theories of Music therapy (Pavlicevic, 2003:16-17). Pavlicevic indicates 

                                            

6  Musicking: Christopher Small (1999:9) argues that music is something to be performed and is therefore a 
verb and not a noun. It is a social action. 
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that these experiences of social, cultural and spiritual awareness through musicking 

has evolved into a new field known as Community Music Therapy.  

2.2.1 Reflecting on the term “meaning” or “meaningfulness” 

The Merriam-Webster Dictionary (https://www.merriam-webster.com/) defines the 

word “meaning” as a significant quality; the Oxford Living Dictionary 

(https://en.oxforddictionaries.com/definition/living) describes it as an important or 

worthwhile quality or purpose, while the Cambridge Dictionary 

(dictionary.cambridge.org/) explains it as importance or value. Thus, the word 

“meaning” not only relates to the significance or importance for participants in CM 

projects, but also to the value or worthwhile quality added to the lives of participants 

in these projects. 

Elliott and Silverman, however, points out the important differences between two 

overlapping understandings of the word “meaning”. The first understanding is a 

hedonic perspective of happiness as a feeling of pleasure and experiencing a positive 

emotion. The second understanding is a eudaimonic perspective of happiness in a 

meaningful way, endeavouring to live a useful life with ethics, values and respect for 

others (Elliott & Silverman, 2014:65). He derived the term eudaimonia from Aristotle, 

who described eudaimonia as cherishing and having compassion for oneself, others 

and one’s community. It comprises a feeling of well-being and self-value (Elliott & 

Silverman, 2015:190).  

This distinction between a hedonic and eudaimonic perspective is also acknowledged 

in the field of Positive Psychology. Positive psychologists refer to a hedonic 

perspective as a “natural” phenomenon that describes a positive emotion of feeling 

good or happiness. A eudaimonic perspective of meaning describes meaningfulness 

or functioning well. In his empirical research, Wong (2011:69) finds that responsibility 

is more significant than feeling in a meaning orientation. There are aspects of 

perseverance and altruism. In a happiness orientation, feeling is more essential than 

responsibility. The aspects of altruism and endurance are absent and the focus is self-

centred.  
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Lambert et al. (2013:1420) explored the influence of positive relationships on the 

individual’s sense of fulfilment or meaning in life. They found that a sense of belonging 

in positive relationships enhances the sense of having a meaningful life. 

From all these definitions and descriptions, it can be deduced that meaning will refer 

to the awareness of a meaningful purpose in life, value systems, the following of goals, 

the significance of managing life challenges and the importance of finding the best in 

oneself, which all lead to a sense of fulfilment (Wissing et al., 2014; Keyes & Annas, 

2009; Keyes, 2002). This sense of belonging is derived from positive relationships and 

enhances a sense of meaningfulness (Lambert et al., 2013:1420).  

The concept of eudaimonia is discussed further under 2.7.5. 

2.3 Views about communities 

Using the term “community” in everyday dialect doesn’t prove any difficulty, but using 

the term in the sense of community music, becomes complicated. Below, I give 

descriptions and definitions of this term as found in literature. 

According to the Oxford Dictionary, community encompasses the following concepts, 

and each concept may define a community in general: A community is a group of 

people living in the same geographical area and/or having common characteristics. 

The people may have common ownership of something and/or they are unified by the 

same interests. They may be coerced by social values and/or responsibilities and/or 

liability and/or share the same attitudes. 

From an anthropological viewpoint, Rapport and Overing (2000:61) define the term as 

people with the same interests in a common geographical area or a social system or 

structures that unify a group. Furthermore, people in a certain community do things 

together which give them the same attachments. They become interdependent of each 

other, they are committed to be loyal to one another and have common aims 

regardless of general differences. 

The music educator Lee Higgins (2007:282) emphasises that the term community in 

Community Music leans towards dynamic and innovative music activities. These 

activities take place without the boundaries of customs, traditions or structures. A 
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community in this sense is a community where everyone is welcome, and a CM project 

should be known for unconditional hospitality (2007:284). There are, however, 

numerous scholars who do not fully agree with Higgins such as Clennon (2013:487). 

He questions Higgins’s argument that a group doing the same activity for the moment, 

without shared interests or values, can be called a community. Clennon is also hesitant 

to condone the unconditional acts of hospitality to all extent without protecting the 

stability of the group.  

The social anthropologist Anthony Cohen (1985:9) argues that a community is 

symbolically constructed: To be aware of the community, the group must be aware of 

the boundary. Cohen (1985:12) points out the two sides of the term community. The 

term community represents a commonality, but it also expresses a diversity. The 

participants are near each other and similar in some ways, but each one brings 

something unique to the community (Cohen, 1985:9). He emphasises that the 

definition of a community is not what matters, but the meaning that the members 

allocate to that sense of belonging to the community, and their sense of identity in this 

community the boundary is not for exclusion, but for inclusion.  

While the discussion on exclusion/inclusion and stabilisation/destabilisation has merit, 

the Finnish researcher in Music Education Technology, Miika Salavuo (2006:253), 

introduces a refreshing angle to the forum. He invites everyone to be part of his 

informal online CM project and to take part in music activities, transcending all barriers 

such as inclusion/exclusion and similar points of controversy. 

2.4 Perspectives on music versa community and community versa music 

Dykema (1916:34) describes the music in CM as music with a uniqueness, which fulfils 

the unique purposes and needs of the specific community. Higgins (2006:32) 

distinguishes between music that is inherent to that community; music that is 

communally made; and music made by a facilitator and participants. He refers to music 

in CM as music within the “vibrating self” – that is, music that determines the identity 

of the community, the content of the music and the method of teaching the music. 

Dykema (1934), Olsen (2005), Schippers and Bartleet (2013), Harrop-Allin and Van 

der Merwe (2014) describe the music in CM as music adapted to serve the needs of 
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the community. Veblen et al. (2013:13) offer a similar description and also mention 

that CM encompasses all forms of music-making. 

2.5 Teaching and informal, non-formal, and formal learning approaches  

2.5.1 Informal learning 

Gøran Folkestad (2006:135) identifies indicators that determine the type of learning 

taking place. These indicators are the situation where the learning takes place, the 

learning style used, the person who takes responsibility for the learning taking place, 

and the intention of the learning process. Informal learning takes place outside schools 

through play, dancing, games and using various technological devices like learning 

through the internet and web-based learning (McLoughlin & Lee, 2010:38; Eshach, 

2007:173; Espeland, 2010:133). Jenkins (2011:188) describes this relaxed and playful 

attitude of learning as an advantage of informal learning. The responsibility and/or 

ownership fall on the participants (Finney & Philpott, 2010:8) and include the 

dimension of self-directed learning. The intention is learning music by being together 

with music, playing and listening to music (Finney & Philpott, 2010:9; Jenkins, 

2011:188). Schugurensky (2000:4) conceptualises informal learning as incidental 

learning and learning through socialisation.  

Jenkins (2011:188) mentions that the absence of structure can be a disadvantage, 

because there is no one to urge the participants to venture beyond their zone of 

comfort. Contrary to this, Vitale (2011:8) documented in his study on formal and 

informal learning that the latter has meaning in the fact that it is non-conforming and 

leaves space for creativity, which leads to other values for the participants. Vitale 

further comments that the formal classroom teaching by teachers who teach how and 

what have been taught in the past, only recycles the musical experience and 

suppresses creativity.   

Jenkins mentions valuable aspects where the terms informal learning and 

meaningfulness or eudaimonia connect. He feels that informal learning is holistic and 

participants learn through play, but the participants do learn context, they do gather 

experience and the knowledge is first-hand (2011:182). He believes that informal 

learning motivates participants and gives them a sense of empowerment. This results 

in important transformations in the participant’s self-identity (2011:193). 
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Figure: 3:  Places to visit for informal learning (adapted from Eshach, 

2007:174) 

2.5.2 Non-formal learning 

Mok (2011:11) describes the term non-formal learning as learning which is relatively 

systematic and pre-planned. The teacher or mentor as well as the participant have a 

clearly defined goal to accomplish (2011:13-15). Mak (2006:5) sees non-formal 

learning as learning outside the formal system; serving a specific group and the 

context is determined by the participants. The learning takes place through actions 

and the responsibility of the activities shifts from the leader to the participants. 

Assessment is done by self-assessment or peer assessment. Schugurensky (2000:2) 

agrees that non-formal learning is organised outside the school system and that it is 

educational. He adds that non-formal learning is usually short term and voluntary. Non-

formal learning has teachers, has a curriculum, assessment can take place and a 

diploma or certificate may be awarded. He gives examples such as tennis instructing, 

workshops, training programmes and painting classes. Eshach (2007:173-188) has 

the same notion that non-formal learning takes place in an institution, but his view 

leans more to this type of learning as a bridge between in-school and out-of-school 

learning. The material presented at the institution is curriculum related and is 
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presented in an innovative, stimulating way to renew interest, reinforce curriculum-

based knowledge and to provide an experience that is positive and memorable. Non-

formal learning is an opportunity to learn more about a subject outside the normal 

routine or setting and it expands the vision of the learner. The motivation of the learner 

to visit this institution of non-formal learning is intrinsic. The learning takes place in a 

calm and peaceful manner. 

2.5.3 Formal learning 

Formal learning, on the other hand, is described as ‘top down’ teaching and 

assessment is mostly done by the teacher. Folkestad (2006:142) acknowledges both 

formal and informal learning, but states that teaching can never be informal. When 

there is a teacher-learner situation, teaching becomes formal even if informal learning 

processes are used. Vu (2013:12) describes formal learning as a practice where adults 

design the content and way of instruction to activities undertaken by youth. This 

reflects the same setting that one finds in a classroom situation in a school. The goals 

and outcomes of the teaching are predetermined and clearly defined in formal learning 

and the success of the learning process can be measured by the reaching of the 

predetermined outcome or goal. Jenkins (2011:188) indicates that some of the 

advantages of formal learning are that it is systematic, controllable and consistent. 

Disadvantages of formal learning can be the rigid nature thereof, which disregards the 

participant’s experience, style or abilities. 

Some scholars argue that in practice, all three forms of learning (informal; non-formal 

and formal) take place within the CM projects they have researched, observed and 

been personally involved in (Bartleet et al., 2009; Dearden, 1967; Morsillo & Fischer, 

2007; Veblen, 2008). Bartleet et al., (2009:127-128) experienced, during her 

exploration of teaching methods in CM projects in Australia, that the method mostly 

used in community settings is where a leader takes charge, but stresses that the 

teacher/leader must be adaptable to the needs of the participants. The participants 

then continue to share their knowledge on other platforms and expand the circle of 

learning with their new skills and expertise. Dearden (1967:137) notes that the 

intention of teaching is not that someone must be informed, but that learning must take 

place. Therefore, teaching should have many forms to ensure that the aim of learning 

is reached. Morsillo and Fisher (2007:47) worked in a socially disadvantaged area in 
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Melbourne, Australia. To ensure that the CM projects were meaningful, they used 

methods where teachers had contact with participants, but the participants took charge 

of the projects. The projects were all community based and had to be carefully 

designed, for example arranging a battle of the bands competition. Each group worked 

on their own, with the assistance and knowledgeable support of the teacher. The 

responsibility of the success of the project lies with the group and not with the teacher. 

This method then illustrates the collaborative use of formal learning (teacher-based 

influence), non-formal learning (peer-based and out-of-institution decisions) and 

informal learning (skills that the participants picked up while organising, playing at 

and/or hosting the event).  

Veblen (2008:6-8) asserts that from her experience, CM embraces all forms of 

learning. She mentions oral teaching methods as well as the traditional ways of 

teaching and taking notes. They also use practical experiences to teach and some CM 

projects like to experiment with ways of musicking, to find a way that serves their own 

need. The outcome of the CM project should be measured by beneficial, fruitful and 

productive feedback and not by formal assessment or evaluation. 

Table 1:  Differences between formal, non-formal and informal learning 

(Eschach, 2007:174). 

Formal learning Non-formal learning Informal 
learning 

Usually at a school Out of school or at an 
institution 

Everywhere 

May be repressive Usually supportive Supportive 

Structured Structured Unstructured 

Usually prearranged Usually prearranged Spontaneous 

Motivation is typically more 
extrinsic but typically 
compulsory 

Usually voluntary (intrinsic) Voluntary 

Teacher led May be guide or teacher led Usually learner 
led 

Learning is evaluated Learning is usually not 
evaluated 

Learning is not 
evaluated 

Sequential Typical non- sequential Non-sequential 
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2.6  Dynamics influencing the CM activities  

The word dynamics refers to changing traits, undercurrents or underlying forces. I 

chose the word dynamics to describe the forces that influence and/or change the 

character of CM activities. The dynamics influencing CM activities are listed in Table 

2: 

Table 2:  Dynamic factors that influence CM activities 

The aim (Veblen, 2008; Koopman, 2007; Bimstein, 2010);  

The chosen location (Veblen et al., 2013). 

• Possible barriers: culture, age, language, ethnic and religion relations (Shehan 

Campbell, 2004; Shehan Campbell & Wiggins, 2013; Sakolsky, 1991). 

• The role of the CM leader/teacher/worker (Veblen et al., 2013). 

• Visibility and awareness of the CM project (Lehman, 2005; Mark, 2005). 

• Financial support for the project (Espeland, 2010; Higgins, 2006; Schippers & 

Bartleet, 2013). 

The links of the project to the mother institution (Veblen et al., 2013).  

 

2.6.1 The aim of the CM project 

The music activities and types of music practised at CM projects are hugely 

determined by the aim set by the leader and participants of the project. The aim can 

vary from creating learning opportunities for gifted individuals, to projects reaching out 

to people in hospitals, rehabilitations centres and prisons (Veblen, 2008:6). In Rättvik, 

Sweden, the CM project Folkmusikens Hus aims to preserve traditional Swedish music 

and more specifically, the fiddle traditions (Veblen, 2008:12). Bimstein (2010) started 

a CM project to unite a deeply divided town. The music activities in which they engaged 

was simply to get together, teach each other the music they know and improvise 

together. The aim was to start listening to each other and find common ground. 

Koopman (2007:153) describes the KOA projects (Kampgrounds of America) in the 

Netherlands, which are designed for young people from multicultural environments. 
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The music activities are informal and the aim is to lure young people from all cultures 

to do music activities together, which otherwise would have been an unlikely 

possibility.  

There are numerous CM projects for marginalised participants. Sheila Woodward and 

Catherine Pestano (Veblen et al., 2013:185) started a Diversion into Music Education 

(DIME) programme in South Africa and the United States in 2001, with the focus on 

youth who have become involved in crime and have fallen out of the main educational 

system. This project mainly uses marimbas and djembe ensembles. A CM project for 

participants with challenging disabilities lead by DeVito (Veblen et al., 2013:217) use 

music to reach participants with autism and Down syndrome, amongst other 

disabilities. This programme reaches both adults and young people. They use a variety 

of music activities in this programme such as movement, singing, drum circles and 

band ensembles. 

2.6.2 The chosen location 

CM projects can take on many forms and occur in many diverse settings. It can be in 

the form of workshops, an annual festival, a weekly meeting of the CM leader and the 

participants, or groups on the internet (Veblen, 2008:14). Schippers and Bartleet 

(2013:459) confirm that having a building or location that is safe and available 

whenever needed, is an enormous advantage when establishing a CM project. CM 

activities can be hosted in many places like prisons, schools, hospitals and more, 

which has an inevitable effect on the type of music activities of the CM project. 

Soshensky (2011:23-30) writes about work done in mental institutions and the positive 

impact music activities have on people with mental injuries and mental disabilities. 

Shieh (2010:19-32) researched music activities and the use of music in prisons. Preti 

and Welch (2004:329-345) report on music activities for hospitalised children to reduce 

anxiety during their stay and Helen Phelan (2008:156) and Elliott and Silverman 

(2014:59) describe Phelan’s work using CM activities in an outreach project of the Irish 

World Academy of Music and Dance at the University of Limerick. This project is called 

“Sanctuary” and the participants are refugees, new migrants and asylum seekers in 

Limerick. This is not a location in the sense of a building or a place, but a “location” or 

“settlement” in the sense of the people with the same problems or background being 
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together. The diversity of participants and locations in these examples necessitate 

diverse musical activities. 

An interesting location for CM activities is the internet. People with the same music 

interests form globally a community and explore musicking together with the use of 

the internet and technology (Salavuo, 2006:253). Salavuo describes these 

communities as “online communities” (2006:254). Woodward and Pestano (Veblen et 

al., 2013:185) pointed out that the DIME programme is interlinked between the two 

continents of South Africa and the United States. This gives the participants of the 

DIME programme access to a wide variety of musical styles and musical activities 

across these two continents. Duckworth (1999:14) has created a website named 

Cathedral and has three types of music: virtual, acoustic and interactive music. 

Duckworth stresses that the website is a group responsibility, not only by the creators 

thereof, but also its participants. (1999:17). 

2.6.3 Possible barriers 

The flexible and fluid nature of CM makes it easy to cross barriers of culture, language, 

ethnic or religion. 

2.6.3.1 Crossing the barrier of culture 

In his article in 1989, Elliott (1989:15) explains important thoughts about multicultural 

education and takes a stand against the assumption that music is an activity only for 

a solitary circle within a culture. He campaigns for the teaching and learning of 

multicultural music and provides ideas on curriculum models. Learning music and 

songs of different and unfamiliar cultures or cultures of people living in the same 

country, can give insight to the way of living and hardships of those cultures (Higgins, 

2012:12). Shaw (2012:75-81) chose a beguiling and captivating title for her article: The 

skin we sing. She writes that teachers have a duty to expose participants/students 

through a multicultural choral repertoire, to cultures other than their own. Gathering 

knowledge of other cultures through various culturally receptive teaching approaches, 

develops a socio-political awareness and enables them to take responsible social 

action. An example of a multicultural CM project in South Africa is Musikhane, initiated 

by Dirkie Nell and Bertha Spies and hosted by the North-West University in 

Potchefstroom (Massyn, 2015). The intention of this project is to foster a sense of 
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belonging in a multicultural society. Student teachers lead this project under the 

guidance of the lecturers, thus giving them valuable experience in teaching 

multicultural groups. 

Teaching a multicultural repertoire, can not only teach about the different cultures, but 

can also strengthen the existing culture of the community and enhance traditional 

cultures or support religious groups. In 1967, John Blacking transcribed 56 children’s 

songs of Venda children in the Limpopo area of South Africa. The children sing, dance 

and make music together by using body percussion and at the same time, they 

strengthen and learn the social morals and values of the Venda people. “Knowledge 

of the children’s songs is a social asset and in some cases, a social necessity to be 

an accepted member of his own age group” (Blacking, 1967:31). 

2.6.3.2 Crossing the barrier of age 

An example of a CM project crossing the barriers of age with participants from a 

primary school age to young adults, is a report on a CM project at a Palestinian refugee 

camp in Lebanon (Broeske-Danielsen, 2013:304). The ages of the refugees vary 

between 7-20 years of age and the instruments used vary from electric guitars, violins 

and saxophones to Orff instruments and hand drums. The musical arrangements were 

adapted to range from easy musical rhythms and ostinatos, to more intricate riffs and 

melodic complexity, making it possible for all ages to play and do musical activities 

together.  

2.6.3.3 Crossing barriers of language 

Hargreaves et al. (2002:1) confirm that music can cross the barriers of languages as 

music provides a communal means of communication. Participants in an orchestra 

can play together and share the emotion of the music, share the intention to make and 

perform music and experience a sense of belonging, even if they cannot understand 

each other through their spoken languages. Paquette and Rieg (2008:227-232) use 

music to aid the literacy proficiency of young English language learners. They use 

music activities such as singing, reading and writing songs to improve language 

proficiency in early childhood classes. 
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2.6.4 The role of the directive force CM leader/teacher/worker 

Scholars acknowledge the presence and need of a directive leader or initiative to 

ensure that all parties work together towards the same aim or goal of the specific CM 

project (Veblen, 2008:6). The role of this directive leader or force cannot be ignored 

when describing CM activities. There are many different names allocated to this 

individual, which endeavour to describe the role that he/she plays. These names 

include worker, mentor and CM facilitator (Veblen 2008:7). It is noteworthy that Veblen 

does not mention the word CM teacher. The term teacher is traditionally considered in 

the role of controller making all the decisions, whereas the role of the CM leader should 

be an interactive partnership between the leader and the participants (Higgins, 

2006:76). Nonetheless, all these descriptive names, as well as the term teacher, are 

used as synonyms in the present study. 

It is emphasised in the literature that the person who attains this role needs to be of a 

flexible nature and must be sensitive to the needs, interests and strengths of the 

participants (Bartleet et al., 2009; Higgins, 2012; Koopman, 2007; Veblen, 2008). The 

CM leader carries out many duties in addition to sharing his expertise, such as 

fundraiser, entrepreneur, mentor, facilitator and inspirer – to name just a few (Veblen, 

2008:7). Although many scholars put more emphasis on the roles of the participants, 

the CM leader plays an important part in the functioning and success of the CM project. 

Bartleet et al. (2009:127), found that most CM projects in Australia do have a proper 

CM worker with a one-way direction of teaching, but these teachers need to be aware 

of the skill levels of every participant and adapt their teaching accordingly. The focus 

of the CM worker should still be on the aim of the project, enjoyment of learning music 

and the social factors involved. 

2.6.5 Visibility and awareness 

The parties involved in the CM project have other duties apart from making music to 

ensure the success and sustainability of the project. Elliott and Silverman (2015:36-

37) explain that through advocating, influential authorities can be convinced of the 

value of the CM program, which can lead to political and financial support. 

Emphasizing the advantages and need for their project could ensure that their project 

will be maintained and growing, and get support from the people and businesses in 
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their area. Lehman (2005:175) gives ten tips to advocate a CM project, including the 

power of word-of-mouth, performing regularly in public, striving for excellence and 

writing in the media. He also emphasises that to advocate a project, those doing the 

advocacy must be firmly aware of the advantages of the CM project and encourage 

people to join. It is important to reach out to the community and form alliances with 

other projects or businesses in the area. Lehman stresses that this advocacy is an 

ongoing action and not a once-off attempt. To increase public awareness, Bartleet et 

al. (2009:43), suggests creating websites, using blogs and YouTube links. 

2.6.6 Finding financial support  

As mentioned in chapter 1, CM activities are music activities initialised by people for 

their own reasons (Dykema, 1916:34). These activities are rarely supported by large 

institutions and therefore the parties within the project have to find their own financial 

support. Bartleet et al. (2009:43), suggests that the aim should be to build a strong 

community network from which the project can draw resources. She also feels that 

CM projects should be widely advocated within the national boundaries of a country 

to expand this network. In the United Kingdom, the government has realised the 

significance of CM activities and CM workers receive funding from the government to 

support their projects. This resulted in more CM activities and a demand for more CM 

workers (Veblen, 2008:9). Other ways of funding can be of a more entrepreneurial 

nature, for example: Davis Akombo raises funds for his project in a Kenyan refugee 

camp for children, by selling recordings and using a website to promote and advocate 

his project (Veblen, 2008:15). 

2.6.7 Links to the mother institution  

CM projects are often linked to an institution for reasons of an actual space to practise 

these activities; a familiar location for people of the community or a need that the 

leaders of the institution recognised and appointed a CM worker for the project. Veblen 

(2008:12-13) mentions CM projects affiliated with public schools in New Zealand and 

mariachi band programs in ‘after-school’ programs in the south-western part of the 

United States. 

CM projects can be linked to university music schools and can be regarded as an 

‘outreach’ of the university to the community. Two examples of this phenomenon in 
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South Africa are the Musikhane CM project and the CM development project which 

started in 1998 under the auspices of the University of South Africa (Spies, 2010:20). 

Musikhane is aimed at primary school learners from previously disadvantaged areas 

in Potchefstroom who are engaged in a music program lead by teachers, post-

graduate and undergraduate music students of the Northwest University (Spies, 

2010:21).  

2.7 Social engagement 

Social engagement in CM activities forms social networks of huge magnitude. The 

Regent Park School of Music in Regent Park, Toronto, is an excellent example of the 

large networks that can be formed through CM activities. Richard Marsella (2012:37), 

the director of the school, started this community school in 2010 to create a place 

where young people are offered affordable music tutoring. The school expanded in 5 

years from 300 participants to 3000 participants. The leaders of this CM school now 

see large groups of children from different communities coming together for the 

collective purpose of learning and making music. Marsella reports that the participants 

moved from meeting and working with people in small groups from their own small 

area, to participants from many other communities and areas, thus expanding the 

variety of knowledge and relationships (2012:40).  

Building social networks is not the only advantage present in CM activities regarding 

social engagement. Being involved in a CM project has proved to have more impact 

on and more value for the participants than only the enjoyment of making music 

together (Coffman, 2008; Schugurensky, 2006; Soshensky, 2011; Veblen, 2008; 

Wayman, 2005). Veblen (2008:6) affirms that there is clearly “a strong understanding 

in many programmes that the social and personal well-being of all participants is as 

important as the musical learning (if not more important)”. CM leaders are becoming 

progressively aware of the positive effects and outcomes that CM activities may have 

on the participants. CM projects are frequently started in various institutions such as 

prisons, refugee camps, institutions for the rehabilitation of various problematic social 

affairs. These CM projects build bridges between cultures and endeavour to 

encourage individual identity and the identity of the community (Veblen, 2008:6). 
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The vision statement of the International Society for Music Education (ISME:2005) 

underpins this notion that engagement in CM activities provides opportunities in 

matters of social, political, artistic and cultural nature and can lead to economical 

restoration and improvement of quality of life. 

In the following paragraphs, I discuss the manifestations emerging from social 

engagement and the value it offers for the participants of CM projects. They are 

discussed in the following order: social capital, social justice, personhood, citizenship, 

eudiamonia and self-esteem.  

2.7.1 Social capital 

In completing his master’s thesis on social capital theory, Claridge (2004:15), a student 

from Queensland in Australia, found that definitions of social capital generally have 

social relations and beneficial outcomes as a focus point. Social capital implies the 

bonds of social norms, social networks and social trust (2004:15). Langston and 

Barrett (2008:118) researched the display of social capital in a community choir in 

Tasmania. When analysing the literature and data, they identified the social capital 

indicators of “shared norms and values; trust; civic and community involvement, 

networks, knowledge resources and contact with families and friends”. They also 

identified an additional indicator of social capital, namely fellowship, which intensifies 

camaraderie and gives a deeper sense of togetherness in the group. They identify this 

as a key factor for group development (2008:131-132). Lawler (2011:1417-1418) 

argues that trust is a norm, a result of and a requirement for social capital.  

The definitions of social capital distinguish between three forms: 1) bonding social 

capital − linking people socially who have many things in common or being alike 

(Jones, 2010:295; Putnam, 2000:23); 2) bridging social capital − linking people 

socially who are stereotypically divided e.g. by race, religion or class (Jones, 

2010:295; Putnam, 2000:23); and 3) symbolic social capital, when people are socially 

acknowledged as valid, sincere or legitimate (Lawler, 2011: 1417-1418).  

The central core of social capital, in all its forms, is social networks which is an integral 

part of CM activities. Patrick Jones (2010:292), Dean of the Utah Valley University 

School of the Arts, emphasises that CM leaders and participants should make social 

capital one of the goals of the project. Therefore, when exploring and describing CM 
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activities, the researcher must be aware of the aspect of social capital and its effect 

on and value for the participants.  

2.7.2 The value of social justice 

Bowman (2007:4) asserts that the concept social justice cannot be simplified in one 

definition. What one person sees as justice, can be injustice to another. Social justice 

is a process and not an entity. There is no set of rules that can be set and followed, 

because injustice emerges continually in different areas and forms and therefore, to 

be socially just to a group or individual, one needs to try and put yourself in the place 

of that group or individual and revise situations to find an agreement that honours 

differences without discord (Bowman, 2007:7). Elliott (2007:62, 67) underpins the 

multifaceted nature of social justice when he concludes that social justice is 

predominant in all parts of life and that it should always be reviewed in context to the 

situation, the time or period in history and the place or the cultural group. Contrary to 

Bowman, Bresler (2007:22) gives a very simple and easy general rule to follow, stating 

that “we must give all human beings the space to achieve eudaimonia”. 

In their article “Why can’t we be friends? Using music to teach social justice”, Levy and 

Byrd (2011:64) encourage teachers to introduce participants to different cultures and 

present-day social issues in CM projects while they are doing music activities. These 

participants can become aware of social justice by including song lyrics related to 

social justice, examining social issues and rejecting unfairness and discrimination. In 

addition, participants can be familiarised with a variety of music genres to widen their 

horizon of learning experiences (Byrd, 2011:68). Jorgensen (2010:21) observes that 

participants have a better understanding of their own music and cultures and respect 

and appreciate those of others when they are introduced to diverse styles of music 

and from diverse cultures. Woodward (2007:33) stresses that people should have a 

secure connection with their own cultural background and history, and have an 

appreciation and respect for the cultures of others. An annual music festival in Ontario, 

known as the Hillside Festival (Sharpe, 2008:217-231), serves as an example of this. 

It is held with the expressed aim to nurture social change and instil an appreciation for 

all types of music. This festival hosts a variety of musical styles, including hip hop, jazz 

and many more, by eminent performers. In addition, they host musical workshops and 

jam sessions by members of the audience together with the most popular performers 
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(Sharpe, 2008:217-231). In this way, leisure and political action are “fused” to create 

a new concept of “pleasure-politics” (Sharpe, 2008:217-231).  

If CM teachers go beyond the mere teaching of notes and melodies and expose their 

participants to music of others: irrespective of their social class, gender, race or 

culture, religion, sexual orientation or any other discriminative platform, they transform 

people’s view on life. They give participants insight into and knowledge of and about 

other people’s lives (Lortat-Jacob, 2006:91-95). 

2.7.3 Personhood 

Personhood is multifaceted and impossible to define in a sentence. It is a continuous 

process of developing and finding yourself by interacting with others; sharing, caring 

and living with and for others; and showing and receiving mutual empathy in a 

community (Elliott & Silverman, 2014:64). 

When I read the explanations and descriptions of the concept personhood, I think of 

the poem, No man is an island, by the famous poet and cleric in the Church of England, 

John Donne (1624): “No man is an island, entire of itself”. A line less quoted follows 

later in his poem: “… any man’s death diminishes me, because I am involved in 

mankind” (www.phrases.org.uk/meanings/no-man-is-an-island.html). Seaman 

(2008:269) agrees that these lines describe the perception that man is a social being, 

man cannot live in isolation and humans are interconnected and interdependent of 

each other to live and learn. This common trait of reliance is the reason why 

communities are formed (Seaman, 2008:270).  

In Afrikaans, an indigenous language in South Africa, this concept of man as a social 

being is expressed in a saying such as Die mens is ’n kuddewese (directly translated 

this means humans are herd animals), meaning, we cannot live alone and have a 

primal need to belong and need support from each other. An Afrocentric word 

frequently used in South Africa, Ubuntu, is brought in relation with the concept of 

personhood by Kamwangamula (2008:113) and Tschaepe (2013:51-52). 

LeymahGbowee, Liberian peace activist and winner of a Nobel Peace Prize in 2011, 

explains Ubuntu as meaning “I am what I am because of who we all are” (Damptey, 

n.d). Ubuntu not only describes the concept of humanness, but also affection, 

empathy, caring and compassion (Tschaepe, 2013:48-49). It represents the essence 
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of African ontology7: respect for other humans; their dignity and right to live; unity and 

solidarity as a group; and being aware and perceptive of the needs of other human 

beings (Kamwangamalu, 2008:114). Apart from the sharing and caring of mankind, 

Ubuntu and personhood also have the element of communalism (Kamwangamalu, 

2005:115) or sustaining the traditions of the ethnic group, community, special groups 

such as groups with special needs or any group with a common concern or interest 

(Schippers & Letts, 2013:294). After forty thousand years, the musical customs of the 

Aboriginal people are still carried over from generation to generation, mostly orally and 

through play. This sustainability of musical traditions shows a tenacity to preserve the 

identity of the group (Schippers & Letts, 2013:287-290). Marie McCarthy of the 

University of Maryland in the USA draws a parallel between the concepts of Ubuntu 

(personhood) and the changes in discussions on the forums of International Society 

for Music Education (ISME). McCarthy notices a shift from music as a global entity to 

music that is more centred on the participants making the music together and forming 

or preserving an identity within diversity (McCarthy, 1999:51-53). 

Woodward comments that a change in the curriculum of music subjects in South Africa 

since 1994 (when the Apartheid era8 ended) now introduces children to the values and 

ways of all cultures in South Africa. The new Curriculum and Assessment Policy 

Statement (CAPS) goes beyond the mere teaching and learning of music in a 

traditional way (Gauteng Education, 2002b). It forms connections between cultures 

and teaches children to respect the diversity and identities of cultures in one country 

(Woodward, 2008:33). 

2.7.4 Citizenship 

Elliott (2012:23) explains that citizenship is not only a concept that identifies one’s 

country of domicile or birth, but a concept that touches all dimensions of being. It 

involves the platforms of social, historical, cultural, ethical and emotional issues. All 

these issues must be adaptable when implored by changing circumstances of the 

nation. Citizenship is characterised by having collective symbols, anthems, slogans 

and the like. Long (2013:21) reinforces this notion by referring to the strong cohesion, 

                                            

7  The branch of metaphysics dealing with the nature of being (https://www.merriam-
webster.com/dictionary/ontology). 

8   Apartheid-era: A policy of discrimination based on race. South African politics 1948-1994. 
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national pride and political meaning anthems portray for different nations. Elliott 

(2012:23) also explains that as citizens interrelate and form networks, subgroups of 

citizens (“subcitizenships”) are created. Schugurensky (2006:168) elaborates on the 

forming of these groups when he explains the idea of situated learning. He writes that 

learning takes place with relevance to a situation, albeit an activity, culture or context. 

This situation where learning takes place, transpires through social action and is 

socially constructed. In CM projects, participants are in contact with different cultures, 

views of values, demeanours and skills. Elizabeth Beaumont (Colby et al., 2010:2) 

stresses that within these groups, the participants have important roles to play to 

ensure that they are responsible citizens. Being a responsible citizen means that they 

need to be engaged citizens, not for the narrow goal of self-interest, but for the greater, 

common purpose (Colby et al., 2010:28). Colby (2003:42) clarifies the meaning of 

being an engaged citizen: Participants must be informed about morality, tolerance and 

respect to become engaged citizens; and they should have knowledge and a deeper 

understanding of who they are and who other individuals are.  

Elliott (2012:22) articulates a link between the arts and citizenship with the term artistic 

citizenship. This brings citizenship into a new capacity of involvement. With the word 

artistic, he embraces all forms of musicking, all types of music institutions and all types 

of teaching and learning. This link means that music should serve more purposes. 

Elliott and Silverman (2015:269) urge everyone concerned with music to take action 

and make the world aware of inequities and injustices in life through music – for 

example discriminating against people of different financial resources, cultures, social 

networks and/or gender (Bates, 2012:33). Many scholars write about the powerful role 

music can play in addressing systems of marginalisation, to promote peace and to 

instil cultural health (Dillon, 2007; Erb, 1926; Long, 2013; Schugurensky, 2006; Van 

der Merwe, 2014). Moehn (2007:181) writes about the role music played to calm 

violence in post-dictatorship Brazil. After the first democratic election in South Africa 

in 1994, we had, amongst many other songs, the changing of the anthem and a TV 

slogan ringing in our homes from time to time to unite the nation: “Simunye, we are 

one” (Roome, 1997:66-94). This slogan prompted citizens to be engaged with one 

another and stressed our responsibility to build our nation together (Kamwangamalu, 

2008:113). 
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Van der Merwe (2014:173) researched the effect the Field Band Foundation had on 

the South African citizens who participated in this project. This project included 

participants regardless of their socio-economic background, gender, sexual 

orientation or any disability. She noted that by getting to know people from all forms of 

life, their own lives were enriched by this experience. The International Society of 

Music Education (McCarthy, 2014) expresses their mission statement as being 1) to 

establish and uphold a worldwide community of educators that support and respect 

each other and 2) to nurture mutual understanding and the working together of all 

individuals and groups internationally and intercultural, by creating the opportunities 

to share their skills, experience and knowledge. 

2.7.5 Eudaimonia and self-esteem 

With reference to 2.2.1 in the beginning of this chapter, the term eudaimonia refers to 

meaningfulness. A eudaimonic perspective of happiness in a meaningful way, means 

endeavouring to live a useful life with ethics, values and respect for others (Elliott & 

Silverman, 2014:65). Elliott and Silverman (2014:69-70) assert that music has many 

values, that music educators should not only teach in or about music, but also through 

music. With this approach, music educators can create situations and areas where the 

participants in CM activities can feel joy, be engaged in what they do, experience 

positive relationships and social connectedness, find their own strengths, care for 

others and become aware of their responsibility to serve the community. Hays 

(2005:437-451) conducted a case study on the meaning of music for 52 senior citizens 

in Australia. He determined that music and music activities improve understanding of 

the self, enhance forming positive relationships, and gave them a sense of enjoyment 

and experiences of spirituality. These music activities also led to a feeling of 

competence and achievement. Wills (2011:37-46) noted changes in the behaviour in 

her children’s choir (5-11 years of age) after joining the choir. Her study revealed that 

singing in the choir improved their self-esteem and instilled feelings of spirituality and 

accomplishment through engagement in choir singing. This change in their behaviour 

manifested positively in their overall achievement in school.  

From the perspective of the discipline of Music Education, Elliott and Silverman 

(2015:190) explain eudaimonia or well-being as having the components of a good life 

of happiness or joy, meaningfulness, fellowship, personal significance, self-knowledge 



 

32 

and taking care of oneself, others and one’s community. In Positive Psychology, 

models of well-being and meaning are often used to give insight in these concepts. 

Wissing (2014, 141-153) describes different theories and models on functioning well 

and feeling good that lead to eudiamonia. All these aspects of eudaimonia provided a 

knowledgeable platform to do this research scientifically. Based on the literature that 

was studied, I created Figure 5 to condense these different explanations of 

eudaimonia.  

 

Figure 4:  Eudaimonia and its components  
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2.8  Conclusion 

In this chapter, I explored how CM activities are described in literature. I explained the 

different views of the term meaning, of the term community, the perceptions of the 

term community in community music and the different functions of music in the term 

community music. I discuss the various ways of teaching described in literature, 

namely formal, non-formal and informal, and how they connect to Community Music. 

The dynamic aspects that differ from one CM project to another were discussed and I 

explored the social manifestations experienced by CM workers and participants that 

emerge from involvement and/or participation in CM projects. As this study focuses on 

the meaning of CM projects for the participants, I concluded with the components of 

eudaimonia as described by scholars from different fields of study that can be related 

to the discipline of Music Education. In chapter 3 I give detailed descriptions of the 

research paradigm that was followed and concepts that were found in this literature 

study and which led to focused processes of data collecting, data analysis and data 

evaluation 

  



 

34 

CHAPTER 3: RESEARCH DESIGN 

3.1 Introduction  

In this chapter, I discuss the research design of my investigation by means of the 

logical structure for the research process suggested by Denzin and Lincoln (2013:25). 

I introduce myself as the researcher and discuss the qualitative research design and 

interpretative approach for this study. The research strategy is a collective case study, 

and I describe methods for collecting data (see figure 1). 

 

Figure 5:  The research process (adapted from Denzin & Lincoln, 2013:25) 
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3.2.1 History and research traditions  

Qualitative research is adaptable and allows more than one field or discipline of inquiry 

(Denzin & Lincoln, 2013:5). Qualitative research has been used for studies in 

disciplines such as anthropology, sociology, psychology and many others (Denzin & 

Lincoln, 2013:32). This study falls in the field of human science, which touches many 

disciplines, fields of study and subject matters. The following literary review confirmed 

the use of a qualitative paradigm for my research: 

• Creswell (2013:44) asserts that qualitative research focuses on social behaviour, 

the problems and the meaning which individuals or groups ascribe to it. 

• Merriam (2009:5) agrees that qualitative research is about understanding people, 

the interpretation of their individual experiences and the meaning they attach to 

these experiences.  

• Qualitative research provides the flexibility to reflect a holistic account of the 

complex phenomena that influence people in different situations and it gives an 

account from multiple perspectives (Creswell, 2013:47). Creswell maintains 

(2013:36) that life is a social form and there is no single way to look at it, but that 

multiple ways should be used to look at a single social phenomena or event. A 

holistic account therefore gives a larger and more in-depth portrayal of the themes 

that emerge from my study. 

The lives of people in South Africa are influenced by politics, different cultures, 

different social structures (Steyn et al., 2010:169-188) and different family structures, 

or the lack thereof (Davids & Roman, 2013; Eddy & Holborne, 2011). The 11 official 

languages in South Africa create problems to communicate with fellow-countrymen 

(Grant & Borcherds, 2008:15; Heugh, 2013) and the abiding dark cloud of 

unemployment and poverty prevents a clear vision for the youth of their future (Steyn 

et al., 2010:170). Closer to this research field, the communities in the Vaal Triangle, 

being an industrial area, reflect all these influences in different levels of severity. 

Qualitative research procedures provide a vehicle to cut through all the fields that 

study human behaviour and their activities (Creswell, 2013:47), enabling me to 

determine the impression these CM activities have on the lives of the participants in 

the CM project, what these activities mean to the participants and if these activities 
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may help the participants to reach a state of well-being and eudaimonia (Wayman, 

2005:23). 

3.2.2 My role as researcher 

I have 30 years of teaching experience, including studio teaching, conducting choirs 

and orchestras, coaching ensembles and teaching master classes to choir conductors 

from different cultural backgrounds. I was recognised by the Department of Education 

in Gauteng and was awarded a National Teaching Award in 2002 in the South-

Gauteng region for my work amongst all cultures. This award gave me the confidence 

and inspiration to reach more people and to make a bigger difference. In 2007 Fezile 

Dabi District Municipality (one of four district municipalities in the Vaal Triangle) 

approached me to give vocal coaching to three talented young adults in their district. I 

invited an accomplished opera singer in our region to come on board this new and 

exciting journey, without knowing that this would become a CM project lasting for 10 

years and which is still going strong. The success of this project was recognised by 

the Mayor of the Metropolitan area of the Vaal Triangle, by giving us the Tourism 

Award in 2015 for contributing to the upliftment of the community.  

Methodologists give clear indicators regarding the role of a researcher. Denzin and 

Lincoln (2013:7) emphasise that qualitative researchers study people in their regular 

and normal environment, where the activities are practiced to clearly understand the 

people’s way of thinking and ascribing meaning to certain things or actions. For my 

research, I visited the places where CM activities are regularly practiced, for purposes 

of observing, interviewing and collecting data. (Denzin & Lincoln, 2013:33).  

I am the primary researcher in this study, but it is important to establish my position in 

each project of this study. I researched two cases. Case A is known to me, but I am 

not involved in the project or the activities of this project. Owing to positive 

circumstances, previous participants of case A joined case B for a short period, to 

learn more about theory and classical music. Case B is a CM project in which I am 

completely involved. I have been the CM leader of this project since 2007, together 

with a proficient, professional singer.  

Denzin and Lincoln (2013:6) suggest that the qualitative researcher must be 

resourceful, prepared and willing to probe and inquire into many disciplines. I had to 
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explore other fields of study and disciplines apart from Music Education and the field 

of Community Music. The fields which I primarily explored for more knowledge, were 

education, social work, sociology, communication, psychology, anthropology, 

community music therapy.  

It was a challenge for me to cope with the cultures, traditions and languages of a 

multicultural, multilinguistic community. Ponterotto (2013:29) gives the following 

guidelines for research in a multicultural community:  

• The researchers must choose their research paradigm and methods wisely so that 

the research can adapt to the different ways and thinking of different cultures. (I 

chose a qualitative research that aims to study social behaviour, to understand 

people and their experiences and to give a holistic reflection of phenomena that 

influence people (Creswell, 2013:44-47; Merriam, 2009:5)). 

• Researchers should have good social and interactive skills to communicate 

efficiently and successfully with individuals and groups of different cultures; have a 

truthful, unprejudiced and open-minded attitude towards participants and must 

assure the participants that he gives a positive contribution towards the community. 

(I have been a teacher for many years and have received different awards for 

excellence in teaching, for the success of the CM project and for the difference I 

induce in young people’s lives. These awards reflect the positive contribution I 

endeavour to make in the community). 

• Researchers must be aware of and sensitive to differences, possible friction and 

misunderstanding between cultures. (I am aware of the differences in the cultures 

in South Africa, acknowledge and respect all these cultures, their beliefs and 

traditional ways. This knowledge and sensitivity enables me to prevent friction and 

misunderstanding between cultures.) 

The most recent census on the languages spoken in South Africa was in 2011. Some 

of these languages were present in the projects I researched (see Table 3).  
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Table 3: Predominant languages by province in % (South Africa, 2011b)  

The people residing in the area where the CM projects I researched are located, speak 

isiZulu, isiXhosa and Sesotho. Most of the schools in these areas teach English as a 

second language at a basic level. Although I’m only fluent in English and Afrikaans, I 

have sufficient knowledge to understand some words in other African languages.  

3.2.3 The research sites 

The two CM projects I researched are in Gauteng, which is the smallest province by 

area, but the largest in population, with 13,5 million people. The population in Gauteng 

forms 24% of the total population in South Africa (South Africa, 2016a). 

Gauteng is the richest province by gross domestic income per capita, has the largest 

township9in the country, Soweto, and two of the biggest cities, Johannesburg and 

Pretoria. Of the 23 universities and universities of technology in South Africa, the Vaal 

Triangle hosts the Vaal Campus of the North-West University and the Vaal University 

of Technology (South Africa, 2016c). The Vaal Triangle is 60 km south of 

Johannesburg and was at first formed by three main cities: Vanderbijlpark, 

                                            

9  Township: “(in South Africa) a suburb or city of predominantly black occupation, formerly officially designated 
for black occupation by apartheid legislation.” (South Africa, 2016b). 
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Vereeniging and Sasolburg. Currently the metropole includes Heidelberg, Meyerton, 

Vereeniging, Sebokeng, Sharpeville and Vanderbijlpark. This area is mainly an 

industrial area with steel factories, coal mines and the SASOL petroleum refinery, 

called the National Petroleum Refinery (www.vaaltriangleinfo.co.za/towns). 

 

Figure 6:  Map of the Vaal Triangle  

(http://www.cyberprop.com/cyber1_12032010_18.shp) 

3.2.4 The ethics and politics of research  

Ethical issues are prevalent during different phases of the research process and not 

only during data collection (Creswell, 2013:56). The methods I used to overcome 

ethical challenges and the processes of validation I applied, are discussed in this 

section.  

3.2.4.1 Ethics 

Participants in this study had to complete and sign consent forms and received a 

written declaration and written assurance that their identities would not be revealed. 

Participation in this study was voluntary and participants could withdraw from the study 

at any stage of the research. The consent form contained my contact details, the date 

of receiving this declaration and a place for the participant(s) to sign (Addendum A). 
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The ethical application form required by the North-West University was completed and 

presented to the ethical committee to ensure that no unethical practice would take 

place during the research. The clearance number is stated in the dissertation 

(Addendum A).  

Price (2002: 274) describes the ethical challenges that the researcher faces during the 

interview process as follows:  

• The responses and ease of the participants may be affected by the setting where 

the interview is done. (I counteracted this by doing the interviews in the natural 

setting where the participants are normally practicing their CM activities.)  

• The participants may feel overpowered by the researcher. (Before every interview, 

I had an informal conversation during which I introduced myself, informed them 

where I come from, what I do and invited them to converse with me freely.)  

• The body language of the participants should be observed carefully. (Owing to my 

teaching experience, I have insight in this and am sensitive to non-verbal 

responses.)  

• Communication must be conducted at a level that is comprehensible for the age 

group (Again, I used my experience working with children of different age groups 

to converse at a level which avoided misunderstanding.) 

• The identity of the participants must be protected. (The video recordings of the 

interviews were mostly done with the camera behind the participants or with the 

camera focusing on their hands. In photographs where their faces might be 

identified, I used technology to distort that part of the image.)  

3.2.4.2 Validation 

Creswell (2013:250) sees validation as the foundation and root of any research. He 

identifies eight methods to ensure that research is trustworthy, valid and reliable. I 

followed Creswell’s suggestions of data collection starting with open-ended interviews 

with individuals as well as focus groups. These interviews were recorded on video and 

transcribed. The interviews I transcribed, give a word by word account of what was 

said and I richly described the body language, facial expressions and emotive 
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behaviour of the interviewees. The period these individuals have been involved in the 

CM projects, is 1-7 years. Each interview lasted 20-45 minutes.  

The second method I followed, was to have informal conversations with some of the 

participants, partly to show my benevolence and to detect their emotions after a 

practice or performance (Delamont, 2012:342). All my observations were noted and 

elaborately described.  

My third method was to take photographs of the venues, performances and/or 

practices, costumes and general photographs of interest, to illustrate realistically what 

I had described. These photographs added to the vividness of my writing and aided 

with reminiscing afterwards in discussions with the participants about their emotions 

when these photos were taken. Konecki (2009:66) recommends that photographs can 

be coded when verbal descriptions are added. This proved to be useful, as I 

subsequently noticed detail in the photographs that I overlooked at first. Some of the 

photographs can be viewed in chapter 4. 

In my fourth method of validation, I followed the advice of Stake (1995:115) and Yin 

(2011:199) by applying the method of data checking by members to ensure the validity 

of the information. Yin affirms this method and adds that it can lead to the retrieval of 

important data that may have been missed or forgotten during the analysis process. I 

returned to some of the participants to check the accuracy of my findings.  

Lastly, I used the method of crystallisation suggested by Ellingson (2009:10) to ensure 

trustworthiness. This involves collecting data information from a variety of sources, 

merging or interconnecting the data. This results in the clearing of the data that 

correlates and that proves to be trustworthy. Ellingson (2009:11) uses the metaphors 

of a crystal and a quilt to frame her crystallisation enquiry process, in which data is 

expressed by drawing upon more than one genre. In crystallisation, creative forms of 

representation are emphasised; and I have employed three creative forms to enhance 

my research project: narratives, personal essays and photography.  

To ensure the validity of my research, I followed the methods proposed by Creswell, 

Delamont, Konechi, Stake, Yin and Ellingson as described in the above section. 
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3.3 Phase 2: Theoretical paradigms and perspectives 

Denzin and Lincoln (2013:8) explain that interpretative practices comprise artistic 

issues that move further than the rational or the practical. Creswell (2013:25) affirms 

that the researcher’s intent in interpretative studies is to interpret the meanings which 

the participants of the study attach to the activities or phenomena in their world. The 

type of interpretative paradigm used is determined by certain criteria, the form of 

theory and the type of narration. I followed the social constructivist, interpretative 

paradigm. The criteria are trustworthiness, credibility, transferability and 

conformability. The form of theory is a substantive-formal standpoint and the type of 

narrative used, is an interpretative case study. The aim of the social constructivist is 

to establish how people construct their lives and to support multiple perspectives of 

the participants. Subjective meanings are formed, taking the interaction with other 

historical and cultural norms into consideration (Creswell, 2009:20). The aim of this 

study was to establish the meaning CM activities held for the participants in the Vaal 

Triangle. The region was clearly bounded according to geographical boundaries and 

the study was conducted throughout with the focus on the meaning CM activities held 

for its participants. 

3.4 Phase 3: Research strategies 

The intent of the study determines the type of case study (Creswell 2013:120; Rule & 

John, 2011:8). The intent of my research was to study an outside issue or 

phenomenon and my strategy was a collective case study. There is an endless variety 

of definitions for the term case study. I decided to give a diagram definition rather than 

trying to define case study research in a sentence or two. The following features of a 

case study were relevant to my research and determined my decision to use this 

approach. 

Table 4:  Features of a case study. 

A case study has clear boundaries Creswell (2013:123);  

Denzin & Lincoln (2013:170); 

Meriam (2009:203); Rule & John (2011:3).  

A case study allows the use of multiple 

techniques  

Creswell (2013:97); Denzin & Lincoln (2013:169);  

Rule & John (2011:7); Yin (2009:3). 
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A case study evolves over a frame of 

time  

Creswell (2013:123);  

Denzin & Lincoln (2013:170). 

A case study can be used across the 

boundaries of many disciplines  

Thomas (2013:591). 

A case study enables the researcher to 

reach an in-depth, and detailed 

understanding of an issue  

Creswell (2013:123);  

Denzin & Lincoln (2013:170);  

Merriam (2009:203); Rule & John (2011:7). 

 

The two projects I used for this research correlate with the above features in the 

following way: case A and case B have clear boundaries, they are two defined projects 

at two different locations. The research focused on concepts that could give insight to 

the meaningfulness of CM for participants involved in the CM project.  

3.5  Phase 4: Methods of collection and analysis 

The process of collecting data has many pitfalls. To avoid these problems, I describe 

the approaches suggested by the scholars, Silverman, Rule and John, Yin and 

Flyvbjerg that I followed. I used Atlas.ti. 7 to analyse the data which I collected, and I 

describe the steps according to Friese. 

3.5.1 Data collection 

Silverman (2006:45-48), Rule and John (2011:22) caution the qualitative researcher 

about interpreting the data in relation to the context where the data was collected. I 

did a thorough research on the backgrounds of the participants of both projects, how 

the projects started, the history of the projects regarding previous participants, and 

how the project influenced the lives of the participants after leaving the project.  

Rule and John (2011:22) advise researchers to look for similarities, but also to note 

differences and to realise that it is difficult to duplicate the same methodological steps 

accurately in different cases. Although the focus of my study is not to compare the two 

projects, I described the data I analysed independently to give a clear view of each 

project.  

Yin (2009:14-16) warns that case studies are time consuming and generate a vast 

quantity of documents. He also stresses that the personal opinions, integrity and 

sensitivity of the researcher need to be controlled. The researcher must stay unbiased. 
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I used Atlas.ti. 7 to work through the vast amount of data I collected. As I am involved 

in case B and personally knew the participants, I had to be aware continuously not to 

give my own emotional view of the data I collected in case B. I also followed the advice 

of Silverman (2006:45-48) that, although there may be almost an equal amount of 

strengths and weaknesses using case studies, the strengths outweigh the 

weaknesses by far. If the researcher is aware of the weaknesses, it can be ruled out 

by using rigorous procedures and discipline. Applying rigour and discipline kept me on 

track, kept my focus on scientific procedures of collecting data and avoided any pitfalls. 

Lastly, Flyvbjerg (2013:198) stresses that the researcher must ensure that the 

scientific contribution of the study is clear. My scientific contribution is to explore the 

meaning which CM activities hold for the participants. The findings of this research 

can be used to advocate the importance of CM projects, lead to more awareness and 

support by influential agents and inspire other proposed CM leaders to start CM 

projects. 

The data collection for case A was done during the auditions for participants in 

September 2015, I attended performances at the Vereeniging Arts Festival in August 

2015 and again during the celebration of their 10th anniversary in September 2016. As 

I am involved in case B, I attended all auditions, practices and performances.  

Two interviews with participants from case A were conducted in October and 

November 2015, and one in March 2017. The interviews with participants from case 

B were conducted in March and June 2016 as well as November 2016 and March 

2017. 

During the data collecting process, I observed people, the CM activities in which they 

were participating, and how these activities shaped, changed or influenced their lives. 

For this purpose, I had to look beyond the obvious. I explored their emotions and how 

they learned to cope with these emotions through music and by participating in CM 

activities. I observed the social structure from which the participants came, to 

understand their sense of social justice and their social-capitalist background. These 

observations allowed me to reach an in-depth understanding of their minds and spirit 

(see chapter 4). 
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3.5.2 Data analysis 

My study involved two phases of analysis: the descriptive-level analysis when data 

was explored to identify significant aspects and the initial codes were given. The 

second level was the conceptual-level analysis when data was studied through the 

lens of the research questions. During the conceptual-level, analysis tools from Atlas.ti 

7 software were used together with notes and memos written by me. I followed the 

steps of Friese (2014) for coding the data I collected and clustering the codes into the 

themes that emerged. Then I described the data in chapter 4 in a narrative way 

according to these themes. After completing the two phases of analysis, I presented 

the findings of the analysis to the participants who were involved in the case studies, 

to ensure that the findings correlate with their experience of the CM project. 

For collective case studies, Merriam (2009:75) recommends that the researcher 

should first provide a detailed analysis and themes found within the analysis of each 

case study. The findings of case A and case B were discussed separately, except 

where collaboration took place between case A and case B. 

3.6 Phase 5: Interpretation and evaluation 

After giving a detailed analysis of each case, a collective cross-analysis of the thematic 

analysis of all the case studies can then be made. This should be followed by an 

interpretation by the researcher and a detailed description thereof (Merriam (2009:75). 

In chapter 5 I interpreted and evaluated the findings and how the literature discussed 

in chapter 2 related to the emerging themes. Some of the themes made it necessary 

for me to revisit the literature, especially newly published books and articles. Through 

this process I concluded the research process as suggested by Denzin and Lincoln 

(2013:25) as I adapted it (see figure 6). This also correlated with the proposed “magic 

circle” by Trafford and Leshem (2008:170).  
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Figure 7:  The magic circle (Trafford & Leshem, 2008:170) 

The magic circle of Trafford and Leshem (2008:170) involves that the researcher 

recognises a gap in the knowledge about an issue and identifies it as an issue that 

can be researched. A research statement is formed and research questions are 

formed according to the research statement. The researcher decides on a conceptual 

framework and chooses a research design. The fieldwork is done within the 

parameters of the research design. Factual conclusions are found that relates to the 

research statement and interpreted with reference to the research questions. Analysis 

on a conceptual level is done and described. The researcher has now contributed to 

the knowledge regarding the research issue and the gap is filled. 

3.7  Conclusion 

In this chapter I explained my argument for using a qualitative, interpretative paradigm 

and the case study as my method of research. I discussed the boundaries of the case 

study, the nature of the two CM projects and the cultural, linguistic and social 

background of the participants. I also described how I as the researcher was equipped 

to conduct the study with the participants whose culture and language differ from my 

own, and I elaborated on my role as the researcher. I explained what precautions I 

took to avoid pitfalls in the ethics of research and the measures I took to ensure that 



 

47 

my findings were valid. My focus was to explore the meaning which the participants of 

two CM projects in the Vaal Triangle ascribe to the CM activities. In chapter 4, I give 

an outline of the themes emerging from the analysis I did with Atlas.ti. 7 and I give a 

full description of the codes in a narrative essay, according to the emerging themes. 
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CHAPTER 4:  FINDINGS 

4.1  Introduction 

In this chapter, I described the CM activities in the two CM projects I researched in the 

Vaal Triangle, with my focus on the two sub-questions:  

• How can the CM activities in the two CM projects in the Vaal Triangle be described?  

• What themes emerged from the data regarding the meaning of the CM 

activities for the participants? 

The following diagram gives a graphical image of the research field and the 

interviewees. 

 

Figure 8:  An outlay of the research field 

There were two cases in this study. The CM project in case A started in 2006 and was 

concluded for the purpose of this research in 2016. There were two groups in this 

project: The Smart Tenors and the Smart Sisters. Each group had nine participants, 

thus there were 18 participants in total. These groups were interviewed as two focus 

groups. The two groups performed mostly separately and as ensembles. New 

participants entered every year. 
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The CM project in case B started in 2007. The participants stayed in the project for 

four years and did mainly solo performances. Although the Mebala-bala Trio was 

referred to in this study as a group, they performed as soloists while they were in the 

project. There were 34 participants in this project in the period 2007-2017. Five 

participants were interviewed in this group. The Mebala-bala Trio left the project at the 

end of 2010. Badger and Serobele finished in 2015.  

The following themes from case A and B emerged from the data regarding the 

meaning of the CM activities: 

 

Figure 9:  Emerging themes 

• The background of the participants in the two CM projects; 

• The functioning of each CM project; 

• The performances staged by each CM project; 

Themes that emerged 
from the data analysis

4.2 
Background

4.3 
Functioning

4.4 
Performances

4.5 
Relationships

4.6 

Skills

4.7

Meaning/

values

4.8 

Life after the 
project

4.9 

Giving back
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• The skills the participants acquired while being in the different CM projects; 

• The meaning and/or values they formed while being in the CM project; 

• The influence of the CM projects had on their lives after leaving the group; and 

• The aspirations the participants have to give back to their communities what they 

have learned in the project. 

Firstly, I gave an overview of the background of the participants as well as their 

previous musical experiences, to understand their needs and the challenges they 

faced to partake in musical activities. Secondly, I continued to give an understanding 

of the different ways they functioned in the past. I presented an account of the changes 

one participant experienced, when he participated in both projects at the same time. 

Thirdly, I described performances they had annually, as well as the performances they 

were invited to. The participants acquired skills and values while they were in the CM 

projects and I discussed these skills and values in detail. Fourthly, I provided an 

account of the activities of some participants after leaving the project and how they 

implemented the knowledge, values and skills they learned while participating in the 

project. Lastly, I concluded with the participants’ comments of how and why they want 

to give back to the community and enrich the lives of others with the knowledge skills 

and values they acquired. 

The background of the participants needed to be discussed to give a profound insight 

of the environment, social and family structures, lingual proficiency, music experiences 

and/or lack thereof and challenges they faced to join the CM project. The background 

of the participants of both cases correlated and therefore I discussed this without 

separating the two cases. 

4.2 Background of the participants from cases A and B 

All the participants in these two cases spoke an African language as their mother-

tongue (7.3), but not necessarily the same African language. The language they used 

during the CM activities in both cases were English (7:4). 

Participants from both cases came from disadvantaged backgrounds (10.4). The 

participants from case A lived in low cost houses in nearby townships (see Chapter 



 

51 

3), some participants stayed in the school hostel (7:2) and others in older suburbs in 

the Vaal Triangle (7:1). The CM leaders of the two projects confirmed that the 

participants mostly came from a poverty-stricken environment or from families that 

experienced hardships (10:31). Participants from case B lived in the Fezile Dabi district 

municipality near Sasolburg. The backgrounds of two individuals, Serobele and 

Badger of case B, were not exceptional in the Vaal Triangle area and reflected the 

family structure and economic deprivation of many children and young adults in this 

area. I described the upbringing of these two participants as conveyed to me by them. 

Serobele10 had never known his father (5:2). His mother abandoned him on a street 

corner near his aunt’s house with a little suitcase with his belongings when he was 

three years old (5:3; 5:4). He had never seen her again (5:5). He walked to his aunt’s 

house and she, a single, unemployed lady with children of her own, took him in and 

raised him, although her only financial income was a grant she received from the 

government (5:6). He finished school with good marks (5:7) and enrolled at a university 

for a degree in Economical Sciences, but had to give up, for he did not have enough 

funds to continue (5:21). When he had to withdraw from the university, he felt desolate 

and lost, not knowing what to do with his life. A few months later, he heard about the 

CM project of case B and contacted the CM leader (5:57). Badger11 lost both his 

parents in a car accident when he was 7 years old (3:14). He grew up with his 

grandmother (3:15), but when he had reached the age of 15 years, he could work 

according to the South African Labour Law and had to find a job to support his 

grandmother and himself (3:16). He didn’t finish school (3:12). Finding a job was not 

easy and he could only find random jobs that paid little money (3:17).  

The interviewees in both cases indicated that there were no opportunities in their 

communities to practice structured music activities in their areas. None of the 

participants interviewed in case A or case B ever had music lessons of any kind or 

learned music appreciation of different genres of music (9:12). Music schools were 

rare in the Vaal Triangle (5:61). There was one music magnet school at Hoërskool 

                                            

10  Pseudonym – Serobele: Sesotho word for sparrow. This participant was small in stature, but had a big, 
beautiful voice. 

11  Pseudonym – Badger: an animal seen as a symbol of tenacity. 
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Drie Riviere in Vereeniging, one magnet12 school at Khutlo Tharo Secondary School in 

Sebokeng and the Articon Secondary School in Vaalpark. Articon was an academic 

school giving Music and Art as subjects during school hours (7:5). The exposure the 

interviewees had to music activities was mostly singing in church, joining a church or 

school choir and/or singing informal children play songs (2:97; 2:75). In the churches, 

they sang traditional African religious songs and a few English hymns (5:13; 5:15; 

5:16; 9:26). In case B, four of the five participants that I interviewed were fortunate to 

have sung in school choirs before joining the project (5:10; 4:20). Three of these 

participants formed their own trio while they were in their school choir. They called 

themselves the Mebala-bala Trio13. They listened to light classical music and opera 

arias on the internet and sang the words and harmonies of the songs as they heard it 

(4:5). Sometimes, they managed to get sheet music of the songs, but couldn’t read 

the notation or understand the music terminology (4:23). They knew that people could 

hear that they lacked musical training (4:48). 

Apart from the lack of structured music activities, the church choir or the occasional 

school choir in their backgrounds, the participants I interviewed remarked that they 

were never exposed to classical music and had never seen an opera or heard opera 

music before joining the CM projects. They felt enriched after being introduced in the 

projects to classical, opera and/or light classical music and were eager to learn more 

about these genres (5:14; 5:17). In case B, the participants who attended this project 

so far were all yearning for music tutoring in classical music, but could not afford it 

(10:1). Serobele from case B joined the church choir at the age of 14, only “to please 

his aunt” (5:8; 5:9). He was fortunate, as his church had a good choir conductor (5:11) 

and he learned for the first time to sing the melody in tonic-solfa (5:12). His conductor, 

who loved classical music, lent him a CD to listen to. This was where he heard “The 

Messiah” by Händel for the first time (5:11). Serobele remembered clearly that he once 

expressed to his friends at church that “he would love to study music” (5:53). He never 

thought someone would “show him the way” (5:60; 4:20). 

                                            

12  Magnet school: academic school hosting six extra staff members who was responsible for teaching music 
learners from the hosting school, as well as learners from Grade R–12 from the surrounding schools after 
school hours. 

13  Pseudonym – Mebala-bala: Sesotho word for colourful. 
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Apart from the absence of structured music activities in their environment, the limited 

genres of music they were exposed to and the lack of financial resources, some 

participants in case A also faced another kind of challenge. The parents did not 

approve of their children to take part in other activities rather than being involved with 

their academics (2:55). One participant mentioned that her parents were only 

concerned with her academic progress and did not care about any cultural or music 

activities. With this remark, the entire group agreed rowdily (2:54). They felt that it was 

important that their parents should recognise that they can sing and, they added, “we 

are not dumb anyway (2:56)”. This drew many reactions of agreement.  

The dynamic factors prevalent in the CM projects (see chapter 2:2.6), determine the 

way the CM leader had to adapt the functioning of the project to ensure success. 

These factors are: 

• The aim of the project; 

• The location of the project; 

• The possible barriers of culture, age, language, ethnic and religious relations; 

• The role of the CM leader; 

• Visibility and awareness in the community of the project; 

• Financial support for the project and 

• The links of the project to the mother institution. 

4.3 The functioning of the two case studies 

I described the functioning of each case separately to give insight into the effect these 

dynamic factors had on the two cases and informed their different approaches. 
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4.3.1 The functioning of case A 

This CM project was located at a secondary school, Smart14 High School. The project 

started in 2006, when a small group of boys from the school wanted to start a singing 

group on their own. They approached the deputy principal of the school and asked 

permission to use the school hall in the afternoons to practice together. She agreed, 

but attended the practices as is the policy of the school when using a school facility. 

She soon attained that they were dedicated and talented, but needed guidance and 

opportunities to perform (7:9). That was how the Smart15Tenor ensemble were 

established. When she saw this group was functioning well, she started a girl group, 

the Smart16 Sisters (7:7; 7:8). The age group of the participants was 13–18 years (7:11) 

and they were all learners from Smart High School (9:21). 

The participants had various reasons for “wanting to join the group” (9:21). The girls 

were more eloquent than the boys to tell what motivated them to join the group. The 

Smart Sisters group started when most of the girl participants I interviewed were still 

at primary school. It was clear that for most of them it was “a dream to be in this group” 

(2:16; 2:17; 2:92). They claimed that every girl wanted to become a Smart Sister and 

“they made it” (2:92). A shy girl mentioned how excited she was when she was chosen, 

but also scared. She wasn’t sure if she could do it (2:5). Two girls had further 

aspirations for joining the group. The one girl wanted to join so that if her life didn’t 

work out as planned, she could fall back on the music industry of which she then had 

some experience (2:72; 2:73). The second girl saw herself on the front cover of a 

magazine as a role model and as someone “who had nothing, but still made a success 

of her life (2:128)”.  

The Smart tenors started in 2006. The boys I interviewed in 2015 expressed that they 

always wanted to be in the project. One boy mentioned that he wanted to join, because 

“it is fun, you develop new skills and you draw new experiences and knowledge by 

being in this group (1:5)”.  

                                            

14  Pseudonym: The participants from case A, which was located at this school, felt they were smart. 
15  Pseudonym. 
16  Pseudonym. 
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Both groups, the Smart Tenors and the Smart Sisters, were limited to 9 participants in 

each group. Candidates auditioned to fill the places of the older participants who left 

school or, someone that might have left the group. They were divided into three voice 

parts and there for, the CM leader needed to make her choices during auditioning 

accordingly. The first round reduced the number of candidates and then they had to 

audition a second time for the final selection (1:1; 1:3). The existing members also had 

to come for auditioning (1:4; 8:2). The participants were not all accepted the first year 

they applied. A boy said very proudly that he was accepted the first time (9:20), but 

there were others that had to audition twice before they were accepted (2:67; 2:93; 

2:94). One girl said she was only accepted the third time she came for auditioning; 

exuberantly slammed her hand on the table with enjoyment and satisfaction and 

exclaimed; “I did it! (2:91)”. Being accepted into the project was to them a personal 

achievement (2:44; 2:66; 2:95). Some were hesitant to try and thought that they were 

not good enough (2:6), or as one mentioned: “I thought my voice was too little (2:7)”. 

They were encouraged to go for the auditions by participants who were already in the 

group or by fellow scholars (9:13; 9:14; 2:9; 2:10; 2:68; 2:69). A boy, sitting very quietly, 

murmured as if reliving the moment: “I felt I was now part of the chosen (9:97)”. He 

said he felt privileged and honored to be in the group (9:93; 9:94). 

I did observations at the auditioning of the Smart Sisters on 30 October 2015. As I 

stepped into the hall where the auditions of the Smart Sisters were held, I immediately 

sensed the electrifying atmosphere. Nerves were tight. The teacher called them up 

one by one to perform. The girls had to prepare three songs: two accompanied with a 

backtrack and one song unaccompanied. The genres were popular songs and light 

classical romantic songs. Some candidates moved with the music and made gestures 

with their arms, while others clicked their fingers, or performed some body percussion 

to support their unaccompanied song. The candidates waiting to be auditioned 

became engaged in the song that they were swaying in their chairs with the music, 

spreading their arms out in the air. There was exuberant cheering after each 

performance. A girl went on stage, but when the music started, she burst out in tears 

and hurried off the stage. When the distressed girl reached the bottom of the stairs 

coming from the stage, there were other girls, supposed to be competing candidates, 

consoling her and encouraging her to try again. Most girls were still wearing their 

school uniform on this weekday after school, but were donned with extremely high 
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heeled shoes. I took photos, especially of the high heeled shoes and the girls were 

keen to pose. I asked in jest how they managed to stay up there, pointing to the ceiling. 

They responded with an explosion of laughter and clapping of hands. The Smart 

Sisters wore high heeled shoes with their school uniform and school socks to the 

audition to show that they could walk on them. It was revealed later during the interview 

that high heels and sequences were their persona. I asked in general what the reaction 

would be if they weren’t chosen. The answer unanimously was that they would “accept 

it and try again (7:20)”. 

 

Picture 1:  The Smart Sisters’ high heels 

The auditions of the Smart Tenors took place in the same location on 2 November 

2015 in a similar way. This group also had 9 participants, ages 13–18 years and 

everyone had to audition again (8:1). The songs they had to prepare were similar to 

that of the Smart Sisters, but the difference was that the boys had to prepare songs 

with Italian words as well (8:3). They were singing romantic songs like Nella Fantasia17 

and I did it my way in Italian (8:4). Sounds of admiration came from the other 

candidates listening to them and it was clear that the younger boys admired the older 

boys and idolised the existing members of the ensemble (8:5; 8:6). 

                                            

17  The words and music of the songs were found on the Internet or CD’s and CD covers. They used many songs 
from boy bands such as Il Divo, One Direction and Westlife. 
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The functioning of case A regarding their performances, funds, repertoire, practices 

and prerequisites to join and stay in the groups remained the same over the years 

since they started in 2006.The groups performed at school and charity functions or 

staged their own performances. (1:9). The money they raised from these events were 

put into a separate bank account (6:6) and were used for the costumes they wore on 

the stage and their expenses for a practice camp that the Smart Tenors had to attend 

in January (6:5). These funds were used for the public transport they needed to hire 

to the events and back to school (6:7). As this was not a school activity, there were no 

funding from the school, although the school provided the hall for practices and 

performances free of charge. 

 

Picture 2:  The clothes worn by the Smart Tenors during their performances 

Choosing the repertoire was a team effort. The CM leader and groups chose a new 

theme every year and selected songs accordingly (6:1). In 2016, with their tenth-year 

anniversary, the theme was James Bond. Anyone could suggest a song (9:40) and 

then they decided on the repertoire as agreed by all (9:41). The songs varied from 

traditional African songs, to popular songs sung by their favorite artists and groups 

(6:3). The group found it very amusing when I asked if they sang any classical music 

(2:1). The music genre was popular music, but music that were more “smartful” and 

not the popular music that their peers preferred to listen to (2:34; 2:2). Meaning, 

popular music with the “dish-dish thing (2:35)”, which I established, was popular music 

with a throbbing, loud bass. They sang mostly in English and African languages (2:32) 

and the Smart Tenors included Italian lyrics in their repertoire as well (6:4; 1:63). 
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The Smart Tenors had a week-end practice camp every January (6:2) at a campsite 

nearby (1:44; 1:43). During this time, they learned new songs and when I asked if they 

practiced a lot at the camp, I was met with exclamations and gestures that animated 

clearly how hard they worked (1:46; 1:47). The group said they learned at least 14 

songs during this week-end camp (1:48) and the method of training was non-formal18. 

They listened to the original tracks of the songs and the CM leader helped them to 

establish who will sing the different voices of the harmony (1:50). They explained to 

me that those whose voices can go high were first tenors and then they decided on 

the second and third tenors (1:49). There was no sheet music. After listening to the 

original tracks, they tried to sing what they had heard (1:53) and improvised where 

they had trouble to follow the original track (1:51; 1:52). They sometimes needed to 

alter the melody if they could not reach a very high or low note (1:54). They did find 

the pitches that were initially too high to reach, could be conquered with practice. This 

gave them a feeling of accomplishment (1:30). They felt that by improvising the 

different voices, they were creative and the CM leader helped them to solve and 

overcome problems that they ensued (1:70; 1:26; 1:27). They believed that their voices 

and ability to make music together were developing (1:28). Showing my admiration for 

what they were doing, I asked one boy where he had learned to harmonise. He looked 

at me with a radiance of pride and replied: “Me? I’m actually a music man (1:24)”. They 

practiced two or three times a week in sessions of two or three hours (1:31), but it was 

not hard for them to practice often and for long hours and they didn’t get tired 

(1:21;1:57). They had to practice at home as well and agreed that it required a lot of 

self-discipline (1:56). 

The CM leader had firm prerequisites for candidates to qualify before the auditions 

and there were certain conditions that they had to adhere to while they were in the 

project. A good behavior record was important (6:18). The candidates needed to get 

good marks in school before their auditions and they had to maintain good marks while 

they were in the project (6:19). Failing would mean termination of their participation in 

the project (9:116). At the auditions, the teacher emphasised that those who were 

                                            

18  Non-formal learning takes place through organised and structured musicking; goal-orientated planning; 
learner-orientated teaching and input from both learner and teacher. Non-formal learning conjures: 
responsibility of the learners to participate in planning how to reach their goals and learners feeling 
empowered to do something about their situation and able to change the social structure in which they find 
themselves. See Chapter 2. 



 

59 

chosen, needed to be 100% committed (8:7). I asked the Smart Sisters and the Smart 

Tenors during separate interviews, if they had ever missed a practice. The reactions 

of both groups were the same: laughter, and then a most definite, “no (1:32)”. I 

prompted them further by asking the reason why they were never absent. The 

responses varied from “they love being at the practice”, to stating that they owned the 

project. If they were not good, the project would fail (2:77). 

The CM leader told me that they had frustrations to face such as time slots that clashed 

with sport (6:20) and finding extra time for rehearsals before performances (6:21). 

4.3.2 The functioning of case B 

I was one of two CM leaders in this project. The data in this section was mostly derived 

from my knowledge, experiences and my files with dates, names and reports. I did 

however refer to quotations by the interviewees that were applicable. The location of 

this project was at Lotho Metsi High School19. The school provided the facilities for 

practices and performances. 

I was approached in 2006 by a lady from the Fezile Dabi district municipality whom I 

had only met on a few occasions, asking me to listen to the voices of three young men. 

The Mebala-bala Trio, and commented on their potential to pursue a career in singing 

(4:2; 4:4). The tenors stayed in a township 40km away in the district called Fezile Dabi. 

This district included Sasolburg which forms one angle of the Vaal Triangle region. I 

travelled the distance to meet them and after hearing their singing, reported back that 

they had talent and potential to develop, but they tried to imitate opera singers from 

recordings and needed to learn proper singing techniques. She approached the district 

municipality of Fezile Dabi where she had some influence and arranged a four-year 

sponsorship for proper tutoring (9:22). I asked a well-known opera tenor to assist me 

in this project to which he enthusiastically agreed and in the beginning of 2007, the 

project started with the Mebala-bala Trio (4:1) and the two CM leaders. The district 

municipality of Fezile Dabi sponsored four groups from 2007 to 2017.Fezile Dabi 

district municipality sponsored all participants in these groups for a period of four 

years. The number of the groups that joined this project varied from 3 to 5 participants.  

                                            

19  Pseudonym: Lotho Metsi is a Sesotho word for lots of water.  
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During 2009, a cultural foundation sponsored 20 participants until the beginning of 

2011. Unfortunately, the foundation then dissolved, but the CM leaders carried on 

tutoring the remaining participants that were sponsored by them. These participants 

only had to carry the cost for their own transport. The ages of all the participants varied 

from 20–30 years (4:3). 

The main reason the participants from the Fezile Dabi sponsorship wanted to join this 

project was to try and create a means of income by singing and performing. They all 

came from a breadline border, poverty-stricken background. The CM leaders realised 

the participants needed to be empowered with skills, values, knowledge and 

qualifications to rise above their situation. The aim of the project therefore was to equip 

them with these attributes and to leave the project by the end of their sponsorship with 

an accredited, ATCL20 in singing. 

Finding candidates for the project had never been a problem. Candidates heard of the 

project by word-of-mouth (5:22) and obtained my telephone number from the existing 

participants. One participant, living in the Fezile Dabi area, heard about the project 

from someone living in a town 100km from Vereeniging. The proposed candidates 

called me and I put them on a waiting list or asked them to call me again when the 

current participants had finished their term. As soon as all the names and very 

important, their addresses, were received, an audition date was set. Badger didn’t 

have money to get to the auditions. His grandmother had to help him. Some had to 

get a lift from a friend or walk far distances (3.8). After the auditions, applications for 

sponsorship were sent to Fezile Dabi district municipality on their behalf. The Director 

of Fezile Dabi district municipality met them and the date was set for the next term. 

Candidates for the sponsorship from the cultural foundation were recruited via an 

article in the local newspapers (5:23; 3:9; 9:33; 3:6; 3:7; 3:10). With this recruitment, 

many participants of the Smart Tenors and other proposed candidates from their 

school came for auditioning (9:34). After verifying with the CM leader of the Smart 

Tenors, some participants from case A and the participants from case B worked in 

collaboration until the foundation dissolved and the funds were cut. Fortunately, over 

the period of 10 years, no candidate had to be shown away after auditioning, although 

                                            

20   ATCL: Associated Diploma from Trinity Guildhall College of London. 
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two did quit after a short period, because the pace was fast and the standard of the 

exams were high. 

During these past ten years, the participants were supplied with proper clothes for 

performances. The CM leaders of case B bought material and a seamstress made 

waistcoats, scarfs and bow ties for free of charge. The manager of a clothing shop 

gave trousers, shirts and shoes at cost price and the CM leaders borrowed evening 

gowns and tailcoats from a local drama society or the participants (5:90). This was not 

enough, for during winter times the clothing of some participants were not warm 

enough and the community around Lotho Metsi High School helped to supply them 

with warm clothes. The areas where the participants resided, around the district of the 

Fezile Dabi district, were far and when performances or excursions to operas or 

concerts were in other cities, the CM leaders and participants arrived back late at night 

and by that time there was no public transport. An arrangement was made with the 

housemaster of a school hostel nearby who graciously gave the participants overnight 

facilities and breakfast the next morning. During these excursions, the participants also 

needed to be supplied with meals. 

The sponsorships of Fezile Dabi district municipality and the foundation covered the 

cost of sheet music, theory text books, fees to pay the opera singer, for excursions to 

see operas and concerts, exam fees for Trinity Guildhall College of London and public 

transport fees for the participants (5:27; 5:28).  

The training at the project was non-formal. A syllabus was followed and the 

participants were prepared for a formal examination. The participants also did a 

repertoire with concert pieces and the participants chose songs they always yearned 

to sing. They came to the project once a week (9:57) and each participant had 40 

minutes individual time and 1-hour theory in a group. At first, they did vocal exercises 

to determine their vocal ranges and voice timbre. The group started with easier, 

classical songs from Arie Antiche21 (5:31) and art songs to more modern pieces and 

gradually prepared them to sing the Gr 8 examination after 2 years. The last two years 

of their term, they prepared for the ATCL diploma (5:36). Ironically, Serobele listened 

to the CD of Händel’s Messiah which he borrowed from his church conductor many 

                                            

21  Arie Antiche: Italian songs from the baroque and classical era. 
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years ago and loved Comfort ye my people. Little did he know that he would be singing 

the same song for his ATCL diploma later in his life (5:18). They started with Gr 1 

theory and worked at their own pace, with a lot of encouragement, tutoring and 

pressing from the CM leaders. They received sheet music from the beginning to 

familiarise themselves reading from the staff. I remembered Serobele taking the sheet 

music in his hand, staring at it and looking up with a startled expression on his face. I 

spoke words of encouragement to the group without addressing him directly (5:34; 

5:33). After leaving the project a few years later, he could easily sing from sight (5:32). 

Learning to read music was also to Badger an inspiring experience (3:2) and he 

mentioned that he would like to learn how to play an instrument as well (3:28). I played 

the melody on the piano which they recorded on their cell phones and the opera singer 

pronounced the lyrics so that they could learn how to sing the words correctly. If 

someone did not have a cell phone, those who had, recorded it for them and they 

came together at home to practice. Part of their activities during the class was to find 

the meaning of the words of their songs with sources provided. By the end of the four 

years, they had sung songs in Italian, German, English, Afrikaans, French and African 

languages (3:4; 5:71; 5:73). The activities were conducted in a friendly and 

encouraging atmosphere and all the participants listened to each other and learned 

from what was suggested to the performing participant. 

The participants sponsored by Fezile Dabi district municipality, had to reside in that 

area. They had to attend all classes and their homework was to practice their songs, 

vocal and aural exercises which were given on a CD (5:89). They had to do their theory 

diligently and learn the words of their songs very quickly. Punctuality and good conduct 

were expected and they had to respect the CM leaders and fellow participants. These 

prerequisites were stipulated when they started, and all participants so far adhered to 

them. They were extremely eager, humble and thankful for the opportunity to learn. 

Frustrations experienced in this project were the limited funding and the distance the 

participants travelled to get to the classes. Applications for financial support had been 

made to many other municipalities nearer to the location so that the project could be 

expanded, but to no effect. The long distance the participants needed to travel was 

cost-intensive, a hindrance to having rehearsals more often and staging more 

performances. When the participants left the project at the end of their term, the CM 
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leaders stayed in touch with them on a regular basis to inquire about their well-being 

giving them advice and encouragement when needed.  

4.4 Performances 

Performances at both CM projects proved to be the highlights these participants 

remembered. 

4.4.1 Case A 

The Smart Sisters did not have as many performances as the Smart Tenors, but they 

did feel the number of performances they had, were sufficient (2:89). Both groups were 

often invited to sing at formal dinners hosted by the Gauteng Education district offices 

in Vereeniging (1:8; 6:16). 

The Smart Sisters arranged a ladies’ breakfast in March every year in aid of female-

related cancer awareness. This function was supported by CANSA22. A guest speaker/ 

motivational speaker was invited for the morning and the Smart Sisters performed 

during this event (6:9; 6:10). During the interview, some new girls in the project 

revealed that, when they joined the group at the beginning of the year, they felt uneasy 

when the older participants were talking about their previous performances and, as 

they put it, “rubbing it in their faces”. But, they added, this feeling passed. (2:129; 

2:130). The older participants looked quite perplexed by this remark (2:131). The 

Smart Sisters felt apprehensive to perform in front of the rest of the school children. 

They experienced the school children as unkind and judgmental (2:42; 2:43). The 

Smart Tenors had no problem performing for the school children. They were regarded 

as a prestigious group and the school children looked up to them. The Smart Tenors 

performed annually at the fundraising event of Lifeline, a telephonic service for people 

experiencing a personal crisis (6:8). They performed in other towns and cities and saw 

places they never thought they would have the opportunity to go to (1:7; 1:12; 9:24; 

9:135). They experienced things different from their normal surroundings (9:136). 

                                            

22  CANSA: Acronym for the Cancer Association in South Africa.  
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4.4.2 Case B 

Serobele’s first solo performance on the stage was at the Vereeniging Arts Festival, a 

forum where partakers get the opportunity to sing, dance, play and/or act for well-

known artists or educators regarded as specialists in the different categories (5:69; 

5:72). His adjudicator was a well-known South-African opera singer and lecturer at a 

university (5:77). Her inspiring remarks were an “eye-opener” to him (5:78). It gave 

him hope and motivated him to never look back again and to stay focused on his future 

(5:74; 5:69; 5:75; 5:76). The Vereeniging Arts Festival was usually the first 

performance for the new group of participants and took place seven months after their 

enrolment in January. Before taking part, they were nervous and shaky, but without 

exemption, they beamed afterwards. This performance was always the ice-breaker 

and gave them confidence to do solo performances (5:91). They performed at events 

for charity organizations, events held by the City Council and Mayoral occasions and 

other random events. The participants staged a production with songs from musicals 

in 2010 (5:67) and some participants sang at a festival in the Tswane State Theatre 

(5:67). There were many events since the project started in 2007 that were great 

achievements. With the 2010 World Soccer Games, the Mebala-bala Trio were asked 

to sing the National Anthem during the opening of the FNB sport stadium in 

Johannesburg (10:24; 4:26). They were also invited to sing for the South African 

soccer team, Bafana Bafana at a glittering event (4:27) and to sing at the Royal Room 

in Sun City (4:28). A documentary program on national television, Kwêla, broadcasted 

a documentary about our activities in 2013. The CM participants were invited by the 

committee of the prestigious Wakkerstroom classical festival in 2015. We felt very 

honoured. Wakkerstroom is a quaint little town, nestled in a mountainous area, 300km 

from Vereeniging and the residents of Wakkerstroom opened their houses for 

accommodation and sold their goods at street markets. One could only perform there 

by invitation from the committee and only classical and jazz music were performed. 

We scraped enough money together for fuel and a friend from our community lent us 

a minibus. Six participants and the two CM leaders attended this festival. Clips of this 

performance were also broadcasted on national television during a documentary 

program, Fiësta. Serobele told me that when he saw himself on television, he knew 

that singing could become his career (5:68). In 2017, we formed an alliance with the 

Gauteng Opera company and participated at some of their events as solo artists. 
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Picture 3:  Musical Gems 2010 

 

Picture 4:  A 2017 participant, me, Bohlale and the Director of Gauteng Opera 

4.4.3 Collaboration between case A and case B 

As mentioned, during the time the project received the sponsorship from the 

foundation, some of the participants from case A also joined case B voluntarily, with 

the consent of their CM leader. It was interesting to have an interview with one of these 

participants, Bohlale23, which revealed not only the different aims and approaches of 

the two projects, but also the similarities. Bohlale said he joined case B, because he 

wanted a different approach to music (9:35) and at case B, they were learning a 

different discipline of music (9:39). At case A, they were singing light classical music 

and he saw an opportunity to try something else (9:36). He didn’t have expectations 

                                            

23  Pseudonym: Bohlale is a Sesotho word for genius. A name he called himself. 
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though, because he “didn’t know what he was going to do (9:37)”. In the end, it was to 

him an “eye-opening journey (9:38)”. He was with case B for a year and then, 

unfortunately, the support from the foundation was cut (9:54). When he came to the 

second project, his first impression was that music is a lot of work (9:83), because he 

learned “all kinds of ways and manners (9:42)”. He learned to read music (9:44; 9:84), 

vocal exercises to warm up his voice (9:85), work at his posture (9:86), stage etiquette 

and learned that there were rules to follow when you work with professional artists 

(9:43). He said: “it actually made me feel good (9:47).” He did not think that he changed 

his way of singing (9:45), but he did recognise a change in his voice (9:46; 9:119). The 

way his voice was changing boosted his confidence (9:48). He never thought he could 

sing alone (9:49), because he was always part of a group in case A, but after joining 

case B and singing solo during practices and performances, it showed him that he 

could do it and he only needed to work hard and try (9:51; 9:53). His whole thought 

process changed to a more professional manner (9:84; 9:88). He listened more 

carefully and intensely to the music and paid more attention to detail (9:89; 9:90). He 

soon realised that if you miss the detail, “you can mess up the whole thing (9:91)”. 

When he came to the second group, the approach was more academic and he attained 

that he could sing professionally (9:121). Some of his friends in the first community 

project heard a difference in his voice (9:120). He “has grown (9:122)”. 

4.5  Relationships 

The participants in the two projects formed lasting relationships and social networks 

that informed their future. 

4.5.1 Case A 

The Smart Sisters said they didn’t really have arguments amongst each other (2:132). 

Knowing high school girls, I mockingly showed my surprise to this statement and they 

gave me an explanation. They confirmed that girls do tend “to bite” at each other, but 

they mingled with other friends during school time (2:135; 2:134). That gave them time 

“to breath” and when they were together, they were a tight group, glad to be together 

and had fun (2:133; 2:136). I noticed that they cared for each other. I asked a question 

and gave each girl a chance to answer. When I accidentally omitted one girl, I was 

quickly and politely shown that I made this mistake (2:90). They used phrases such as 
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“they (the fellow participants) give you courage to go on”, “they give you love”, “give 

you a reason to go on” when they described their relationships in the group (2.12; 2.13; 

2.14). Each time a girl mentioned one of these phrases, it was met with outcries of 

excitement and compassion. 

A girl said she once fell with her high heeled shoes. This happened after their 

performance at the ladies’ breakfast when she was on her way to the food table. 

Knowing school girls, I could imagine her embarrassment and wanted to know if she 

had courage to get up and go on. Her reply was that, although her “Sisters” were 

laughing, they supported her and made her feel better (2:64; 2:65). 

A participant of the Smart Tenors said they bonded from the beginning of their new 

season with their training camp. He said with assurance that nobody would believe 

how close they get (1:40). Being in the CM project brought them together (1:36) and 

they supported each other, not only when they were singing, but also when someone 

went through tough times. They became a family (1:39; 1:42). They formed a good 

relationship with the CM leader and she kept contact with the Smart Tenors of previous 

years (6:22). In September 2016, the past and present Smart Tenors held the 

celebration of their 10th anniversary which was well attended. Apart from forming 

relations within the group, they met many people during events and performances 

(1:13; 1:69). 
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Picture 5:  The 10th anniversary theme of the Smart Tenors 

4.5.2 Case B 

Many relationships were formed between the participants, the CM leaders and the 

participants, the sponsors, participants and CM leaders and an alliance was formed 

between the CM project of case B and the Gauteng Opera company. Serobele and 

Badger met with each other regularly and Serobele and Bohlale were studying music 

together and saw each other every day. There was also a close relationship between 

the CM leaders, past and present participants. Serobele called the CM leaders his 

“music parents (5:83)”. The Mebala-bala Trio had formed a social network with political 

figures and influential business people that proved to be beneficial for them. They were 

invited to perform at many corporate functions and political events (4:34). 

 

Picture 6:  Badger’s Facebook entry 
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4.6  Skills 

The participants indicated that, by being in the CM project, they learned certain skills 

without realizing it at the time. 

4.6.1 Case A. 

The Smart Sisters and Smart Tenors needed to have a good academic record and 

uphold their good marks (2:49; 9:105). They practiced twice a week for two to three 

hours and this meant they needed to manage their time well (1:31). A few participants 

indicated that their marks improved since being in the project, which showed they 

could do more than they thought they were capable of (2:82; 9:111; 9:112; 9:117). 

They learned to be punctual and to focus on what they are doing (2:87). They felt 

responsible for the success of the project, committed themselves to practices and 

attended the practices diligently (1:32). They learned other genres of music and 

expanded their taste in music (2:35; 2:36). Their aural skills and aural memory 

improved, because they listened to detail and remembered the different harmonies 

(1:50; 2:33). They had to listen carefully to the pronunciation of the Italian words and 

learned the words of a language they did not understand (1:22). Solving problems was 

a skill they acquired (1:51; 1:55). When they sang and the harmony didn’t sound right, 

they improvised until they were satisfied. Not being able to read music at the time, they 

relied on their memories to repeat what they had practiced (1:23). 

Some of the Smart Sisters and Smart Tenors said they “were too shy to sing in front 

of people, their first performances were nerve-wrecking”, but they learned to have 

confidence and be themselves (1:10; 1:17; 2:11; 2:25; 2:26; 2:37; 2:38; 2:46; 6:11). 

One girl exclaimed with outstretched arms that she loved to show her inner diva side 

and bring it on stage (2:22; 2:23). I incited the group a little and asked if they thought 

a diva could do things on stage to shock the audience, referring to some pop singers. 

The group emphatically replied that a diva did not necessarily mean that you should 

be outrageous (2:117; 2:118; 2:108). Another girl disclosed that after being in the 

project, she knew how to sing and had the confidence to sing in her church (2:47). 

Something she always wanted to do (2:57). 

The Smart Sisters and Smart Tenors designed their own choreography and refined 

their movements on stage, with the guidance of their CM leader (6:15; 6:13). They 
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learned how to use a microphone correctly (6:14) and skills to interact with the 

audience (1:6; 2:46; 6:12). As they put it, they learned how to “welcome them”, “ooze” 

the audience, “bring them into your zone” and “let them understand what you say 

through the music” (2:27; 2:119; 22:28; 2:29; 2:30; 2:31). The Smart Sisters indicated 

they have learned to take control of their lives from speeches they heard by the 

motivational speakers that were invited to speak at the ladies’ breakfast which they 

hosted annually (2:81). 

Participation in the project extended their perspective on life and, unlike their peers at 

school, they did not only focus on getting to Gr 12, but also saw other opportunities 

(2:83). One girl, wearing a school blazer with honor colors said she learned to have a 

holistic life and manage her time to balance all her activities. She had self-discipline, 

something she learned since being in the project (2:79; 2:84; 2:85; 2:86). Other 

participants agreed that they also learned self-discipline (9:103; 9:106). Their parents 

noticed they were maturing and, unlike before, felt positive about their participation in 

cultural activities (2:48). 

4.6.2 Case B 

As mentioned, the aim in case B was to equip the participants with a Trinity Guildhall 

qualification and therefore they learned reading and writing of music, technical 

terminology, vocal techniques, different genres of music from a syllabus. The Mebala-

bala Trio realised it was important to know the basic aspects of music and singing (4:6; 

5:29; 5:30). The project gave them knowledge to understand the different genres from 

opera music to Arie Antiche, oratorio, art songs and more music styles and to know 

how to sing these songs stylistically correct (4:21). They proudly called these songs 

“proper” music and confirmed that it was difficult when they had started (4:12; 4:13; 

4:15; 4:16). One of the Mebala-bala Trio said he could now hear the sound. (4:18). 

This participant had difficulty to express himself well in English. When joining the 

project, he could not follow the melody as played on the piano, because he had never 

had the opportunity to sing with a piano. In the beginning, the other CM leader, the 

opera tenor, had to sing his melody and then he could follow. The Mebala-bala Trio 

expressed they have matured vocally and now people could hear they had training 

(4:46; 4:47; 4:49; 4:50). A Smart Tenor who also joined case B during the collaboration 

period, said he could now recognise a good voice when he heard it (9:63). 
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The participants sang in languages foreign to South Africans (4:22; 4:24; 4:25; 5:35; 

5:40; 9:84; 9:85; 9:86). They did not miss singing in African languages, as there were 

often opportunities to do so and embraced the chance to learn to sing in German, 

Italian, English and French (3:5; 3:4;.5:71; 5:63; 5:73). 

The participants learned entrepreneurial skills and marketing strategies. Badger was 

a true example of perseverance. One time, he had to use his transport money for food 

and could not come to class with public transport. He borrowed a bicycle and cycled 

40km to get to class. After this incidence, he used his money wisely to avoid the same 

situation (3:11). 

They learned how to arrange and administrate a concert or negotiate with corporate 

bodies when asked to stage a performance (4:53). They learned concert etiquette and 

how to conduct themselves in a professional manner and on stage (4:17; 4:51). They 

honor the etiquette of being punctual (4:52). Serobele said this project “channeled” 

him and he was now focused to make music his career (5:42). 

Apart from the skills they acquired, they formed new views of themselves and the world 

outside the boundaries of the Vaal Triangle.  

4.7 Meaning/Values 

Being in the CM projects allowed the participants to meet people of other entertaining 

circles and form new relationships and social networks.  

4.7.1 Case A 

The Smart Sisters was a group that eagerly expressed their personal feelings of being 

in the group. An aspect they valued was the high heeled shoes and smart clothes they 

wore. When they were asked to talk about their shoes, the reaction was an excited 

outcry of affirmation, presented in a unanimous show of boisterous delight (2:53; 2:62). 

They could choose the shoes themselves and keep it, but the costumes they wore on 

stage were kept in store for future groups. It was a huge extravagance for teenage 

girls who could only afford to buy functional clothes and shoes, to own their own pairs 

of high heeled shoes. One girl said being in the group was a voyage. She was a 
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tomboy and didn’t like the “girlish things”, but now she wore these shoes and it was 

fun (2:50; 2:51; 2:52). 

I observed that they felt safe in the group and could express themselves freely within 

the group without being judged. When the one girl said (while throwing herself a little 

backwards and raising one arm in a ballerina way in the air) she could now be a diva 

and “bring it (herself) to the stage”, the rest of the group laughed, but enthusiastically 

and loving her for her dramatic ways (2:23; 2:24; 2:25). The word “love” was used 

often. They loved being in the group, they loved each other and they loved their music 

(2:13; 2:15; 2:60; 2:100). They also felt safe and more confident to be on stage as a 

group (2:26). They knew this group was admired by people and they could be 

themselves, sing and enjoy the music they make (2:60). The smart clothes and shoes 

they wore gave them confidence and they knew they looked smart. They felt talented 

and beautiful and, as two girls concluded: “It feels good to be in the Smart Sisters 

group (2:70; 2:71).” 

The Smart Sisters indicated that their participation in this project changed them 

regarding their own views and the way other people now observed and respected them 

(2:19; 2:21; 2:48). They agreed having grown in confidence to perform, confidence to 

pursue what they believe was a “good thing”, self-worth and self-respect (2:20; 2:76; 

2:8; 2:39; 2:88; 2:122; 2:123; 2:126). The project gave them opportunities to have 

more facets in their lives than merely studying to pass their final exam in high school 

and they could manage their time to excel in all these facets, enriching their lives and 

empowering them to grow holistically. Their perspective on life became broader since 

taking part in the group and they saw beyond the school, the area they stayed and the 

people they knew. They condemned the behavior of superstars that behaved poorly 

in public and believed the superstars should rather set a good example (2:108; 2:124). 

They took ownership (2:78) (2:80) of the project and realised they had to strive to give 

their best during performances on stage and it was important that their conduct on and 

off the stage was noticed by their peers, parents, teachers, the public and, to them 

most importantly, by younger children (2:101; 2:102; 2:103; 2:104; 2:105; 2:106; 2:109; 

2:114; 2:115; 2:116). They were an inspiration to younger children (2:110; 2:111; 

2:112; 2:113). One girl said even when she was alone, she watched how she behaved, 
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because, she carried a responsibility to honor her self-esteem and the respect other 

people had for her (2:107) 

The Smart Tenors was a more reserved group and serious about their participation in 

the group and the responsibility they carried to be in the group. They all agreed it was 

fun to be in the group. Bohlale said he didn’t think he would join the group when he 

came to the high school, but he saw the group was happy to sing and he decided to 

join the group (9:17; 9:19). There were more participants who said being in the group 

made them happy (1:37), they liked to sing (1:35), it made them feel good (1:38; 1:18; 

1:20) and brought them together (1:36). One boy said they experienced many things 

such as travelling to places (1:11), meeting celebrities (1:14) and taking photos with 

these celebrities. Talking to the celebrities inspired the Smart Tenors and gave them 

confidence to excel in life (1:15). Singing and being in the group was a magical 

experience and, as people all over the world loves music, they were part of something 

globally (1:64). 

As was expected of them, their academic marks improved, which proved to them that 

they could achieve in something if they set their minds to it. The Smart Tenors was 

respected as a prestigious group by their peers (9:101; 9:104) and when they 

performed in the community, the participants were regarded as a group from Smart 

High School and therefore they needed to behave well at all times. They knew they 

had to lead by example and took this responsibility seriously (9:102; 9:113; 9:114; 

9:115). Similar to the Smart Sisters, they felt they matured quicker than their peers 

who were not in the group (9:134; 9:2; 9:3). They took ownership for giving good 

performances and maintain or better the level of standard set by previous Smart Tenor 

groups (9:62; 9:64). Participating in this group gave them self-respect (9:98). 

Bohlale, being in both projects (case A and case B), experienced that case B had 

taken him a little step further than the other participants in case A (9:1). Case B helped 

him to realise that he wanted to pursue a career in singing (9:107; 9:1; 9:7). 

4.7.2 Case B 

The participants of case B were young adults. They did not speak as freely as the 

school children about their personal feelings during the interviews and wanted to stay 

with the facts of the actual skills they had acquired. I, as the CM leader, gave my 
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observations of what I experienced over the years and referred to the comments 

during interviews to support my observations. 

Every time a new group started at the project, the participants showed wariness and 

uncertainty. They left the security of a school structure and tried to make a living of 

their own with no tertiary qualifications. They were disillusioned so many times that 

they did not want to get overly excited with this new opportunity. Even after success 

of the project became known in the area, the sense of uncertainty of the participants 

could be observed for the first few months. The participants said the CM leaders were 

always patient with them and kept on motivating and encouraging them to work hard 

and follow their guidance (10:17; 6:11; 5:48).  

The Mebala-bala Trio came to the project to learn and pursue music as a career (4:55; 

4:57). They stated the cost of living was “too high” and money was needed (4:56). It 

was still difficult for them to make a living, but they added “they would get there, they 

would become well-known (4:58)”. They experienced that gaining knowledge in the 

project and getting a qualification increased their number of performances. They were 

singing light music before, which limited their scope of performances. Now, after 

meeting and socializing with people in opera circles during their time in the project, 

they had moved into a market where there was a demand for opera music (4:13). They 

realised the benefit of studying and expanding their knowledge and would like to 

continue learning (4:10). Unfortunately, they did not have the necessary school 

qualifications, but although a university degree might not be possible, there were other 

ways to study further (4:65). As mentioned previously under 4.5.2, the Mebala-bala 

Trio built social networks with influential business people and political figures, which 

led to many of their grand performances (4:34). While in the project, they had been on 

two television programs and performed at a big festival where they met other 

musicians. The project to them was a “stepping stone (4:45)”.  

Badger and Serobele mentioned that the project had given them hope (3:30; 5:39; 

5:65). Badger was very proud of what he had achieved (3:31), but he felt he could 

learn more by coming to the project again. He knew how to market himself and create 

networks and opportunities to work and get an income (3:20). 
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Serobele felt it was his grand chance when he first came to the project (5:24). He 

grasped every piece of information, stored it and practiced hard. His first solo 

performance in his life was at the Vereeniging Arts festival (5:77) and he read the 

remarks of the adjudicator repeatedly. It was inspiring to him (5:78). He was sharp, 

eager to learn, worked hard and always positive (5:49). This led to the success and 

social popularity he experienced afterwards at the university (5:96; 5:97; 5:98). He was 

proud to be at university and felt that the project had led him to this opportunity (5:44). 

The project gave him strength (5:79). 

I wanted to know more about the lives of participants that left the group and whether 

they carried on with music.  

4.8 Life after the group 

The CM leaders of both groups stayed in contact with most, if not all, the participants 

that had been in their projects. The CM leader of case A gave me interesting 

information and I interviewed previous participants from case B, because I still had 

contact with them. 

4.8.1 Case A 

Ten previous participants of this project studied music and had successful careers. 

Three of these participants were in positions where they gave workshops and/or had 

music groups they managed. The other participants were successful solo performers 

who performed in North Africa, Austria, Denmark, Paris and Dubai. Four of these 

participants were part of the group that collaborated with case B. 

4.8.2 Case B 

Badger decided that he and Serobele should stage a concert together shortly after 

they had left the project (3:27; 5:92). He found a church where they could sing, made 

his own posters and tickets and asked me to accompany them on the piano. He was 

sure that there was a lot of interest and that people wanted to hear him sing (3:28; 

3:29). The church was neat, the piano was in tune and some tickets were sold. 

Unfortunately, the audience was very small, but they gave a one-hour recital. Badger 

went to schools in his residing area and tendered his assistance to teach the rudiments 
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of music theory to the teachers, which they, in turn, had to teach for school children in 

the curriculum Arts and Culture. He had ten teachers in his class (3:3; 3:19; 3:21; 3:22; 

3:23; 3:24; 3:26). He was also conducting a choir (3:25). 

The Mebala-bala Trio were still singing and performing together. They worked together 

as plumbers at Fezile Dabi district municipality. They increased their repertoire as a 

trio, but after being in the project, they also sang in solo performances (4:8). One 

member of the trio was flown to Zambia to sing a solo in a big production called 

Fantasia. This was a stimulating experience (4:30; 4:31; 4:29). He said, “it was very 

good for him to have received that diploma, because he could put it on his curriculum 

vitae (4:36)”. They experienced that by singing solos, they were more independent 

and found it easier to get solo performances (4:62). In March 2016, the Mebala-bala 

Trio were invited by the South-African ambassador in Vietnam. This was the first time 

they had been out of the country (10:25; 4:32; 4:33). This experience was the most 

challenging event in their lives at that time (4:34; 4:35). They realised that the music 

industry is very seasonal (4:37). They found the first 5 months of the year were quiet 

and most of the bookings were after June (4:38) compelling them to work during the 

day to earn money on a regular basis. Performing at corporate functions proofed to be 

profitable (4:43; 4:44) and they needed exposure to become known and be advertised 

by word-of-mouth (4:66). Other marketing strategies such as registering at a marketing 

company to get performances for all three, giving out business cards and posting their 

performances on social media were also implemented (4:39; 4:40; 4:41; 4:42). There 

were many other singing groups in the entertainment industry, competing for 

opportunities to perform, but they felt that, being in the CM project and obtaining their 

ATCL diplomas, gave them a head start (4:67; 4:68; 4:70). 

In 2009, a lecturer from North-west University came to adjudicate the vocal section at 

the Vereeniging Arts Festival. She heard the participants from case A and case B, 

singing and told us about opportunities to study a diploma course24at the university 

without the precondition of formal tutoring in music. After completing the diploma, they 

could continue to study for a degree. 

                                            

24  This diploma is a three-year study in music for students who had no previous formal training in music. After 
completing this diploma course, they may continue with a Bachelor’s degree in music and society. 
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Participants from case A were accepted for the diploma course. From case B, 

Serobele qualified to do a Bachelor of Arts degree in music and society (5:103). He 

was then (2017), doing his second year. He was very proud, gave credit to the project 

for preparing him (5:44; 5:80) and embraced the opportunity (5:81). He was thankful 

for the part the CM leaders played in his life (5:82). It was not always easy at the 

university and his family had to help, when possible (5:94), but, he said, he needed to 

survive (5:95). Having done music theory and ATCL at the project posed to be a huge 

advantage (5:99) and he even helped the senior students in the diploma course with 

their theory (5:101; 5:102; 5:52; 5:87). He was chosen by his lectures in 2017 to go to 

Sweden as an exchange student for six months (10:29).  

Bohlale, who were part of the collaboration between case A and case B, was in his 

fourth year at university (9:11). Bohlale indicated he was going to continue with his 

Bachelor’s degree in music (10.27). He said the second project (case B) was like an 

introduction to the university. The participants from both cases that studied at the 

university had academic bursaries and received grants from the government to pay 

for accommodation, clothes and food (5:93).  

4.9 Giving back 

The participants in case A were still at school and gave their ideas of what they would 

do to five back to their communities. The participants of case B were young adults and 

were already in the position to share their knowledge. 

4.9.1 Case A 

Two participants in this project indicated that they tried to form their own group, but 

encountered too many problems (9:27; 9:28; 9:32). Their obstacles were finances 

(9:29), the administration of the group (9:30) and opportunities to perform (9:31). All 

the Smart Tenors agreed that more schools should host CM projects (1:65; 1:68), 

because it helped youngsters to be occupied after school hours (1:66). Then school 

children would sing instead of “smoking or doing things that were not good (1:67)”. A 

Smart Tenor at university studying for the Diploma in Music and Society, said he would 

like to go back to the CM project at Smart High School and do more things with the 

project. He had become a melodic percussionist at university and would like to teach 

percussion. He already had a few students at university that he taught and it felt great. 
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He wanted to show them that music had many possibilities (9:66-9:76; 9:130-132). 

One of the Smart Sisters mentioned that she would enjoy being a CM leader and have 

a CM project (2:74; 2:96). 

4.9.2 Case B 

Serobele started sharing his knowledge with others who struggled with theory at the 

university. He felt a CM project in his community would bring the people together 

(2:98). He never heard or learned classical or opera music during his upbringing until 

he had listened to the CD of the church choir conductor (5:17). Badger saw the need 

amongst teachers who taught the subject Arts and Culture which included a little 

theory in the syllabus. He taught these teachers and they in turn conveyed the 

knowledge to the children at school. He stated there was a need for music tutoring 

and music activities in his area (3:33; 3:35). The Mebala-bala Trio also went to schools 

to teach music (4:61). They were willing to help and promote the CM project for 

funding. (4:63). Bohlale said he would love to give meaning to the lives of others. He 

would try to work in his community rather than the school and get to the children that 

were more disadvantaged and whose talents were not recognised. He would start with 

something small and introduce them to music (9:126; 9:77; 9:80; 9:81; 9:82). 

4.10  Conclusion 

In this chapter, I gave a detailed and rich description of the background of the 

participants, the functioning of the two projects, and their performances. I described 

the important relationships the participants formed within the group, with their CM 

leaders and the collaboration that took place between the two projects. They also 

formed relationships with influential people in the music industry and political circles 

while performing at venues. The participants acquired various skills during their 

participation in the project which were not only related to music, but also life skills. 

They formed values, norms and standards during their participation in the projects 

which changed their lives in a good way. An account was given of what some of the 

participants that left the projects were doing with the music skills and knowledge they 

acquired at the projects. The aspirations of sharing their knowledge and skills with 

their communities were conveyed and how they would continue and extend the circle 

of CM activities in the Vaal Triangle. In chapter 5 I merged the findings of case A and 
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case B to establish the meaning CM activities held for the participants in the Vaal 

Triangle. 
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CHAPTER 5: DISCUSSION AND CONCLUSION 

Vignette 4: A journey of a CM leader 

“Community Music? Never heard of it! Does that mean people come together 

and have sing-a-longs?” In the air-conditioned cool library of the university, a 

group of postgraduate students are discussing “this community thing”. But the 

discussion leads to more and more questions. “Dalien, you are the mother of 

community activities, what’s your problem? You are supposed to give answers 

so that we can complete this assignment with flying colours!” Quietly I begin to 

wonder … And then a question dawns on me, which eventually becomes my 

main research question: “What meaning do my participants ascribe to their 

activities in my CM project?” I look at the books on the library shelves and 

wonder: How are CM activities described in literature? How can the CM activities 

of my two CM projects in the Vaal Triangle be described? If I collect the data and 

analyse it, what themes will emerge from the data regarding the meaning of the 

CM activities for the participants? Moreover: How can the themes from the data 

be understood in relation to existing literature on the meaning of CM activities for 

participants? The search for answers brought me to a space which was a 

challenge, but such an enriching experience, or as Krog describes it: “In times of 

fundamental change, people tend to find a space, lose it and then find another 

space, as life and the world transform around them … How do we live through it 

and what may we become on our journey toward each other? Particularly when 

spaces and places from which we depart are – at least on the surface – so vastly 

different” (Krog 2003: cover page). 

5.1 Discussion  

When I started with this research, I had no knowledge of the existing theories, 

concepts and discussions about CM. My journey started with literature on CM by 

Dykema (1939) and it was intriguing to realise that, what had happened naturally in 

case B since 2007, was acknowledged a long time ago. Music activities had a 

changing, lasting effect on people then, and this natural process was consistent and 

continuing. Scholars that paved my journey was Bartleet and Schippers (2013) with 

their hands-on approach research on the nine domains of community music. This lit a 
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spark of excitement, which urged me to discover more. Works by Kari Veblen (2008) 

followed and led to the many ways of community music. It gave insight into what 

happened with the feelings, emotions and being of the human spirit when people were 

involved in community activities. The book, Music matters by Elliott and Silverman 

(2015), as well as articles by these two scholars (1989; 1999; 2007; 2009; 2012; 2013; 

2014; 2017) brought my journey to a place where I had a panoramic view of how 

community music activities could change the world. I left the paved road and started 

searching into other fields of science such as CM therapy, positive psychology, 

anthropology and ethnology. The search was rewarding and, although the meaning 

participants in the Vaal Triangle ascribed to their community music activities was 

difficult to categorise, I discussed my research within the framework of the themes that 

emerged from my data analysis with reference to the literature research I had done in 

chapter 2, adding my own views. These themes were: The background of the 

participants, functioning of the projects, performances and music, relationships that 

were formed, skills and values acquired, life after the group and giving back to the 

community. It will be discussed in the next paragraphs. A visual presentation of photos 

taken before and during the period of the case study research and other creative 

contributions are used to give the reader a visual orientation of the context of the 

discussion.  
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5.2 Background 

 

Picture 7:  Township art by Roeloff Rossouw  

(www.fineartportfolio.co.za/south-african-art/township-art/) 

Researching the background of the participants revealed that these two CM projects 

both began with a need to sing and perform, but for different reasons. The need of the 

2006 Smart Tenors in case A was a location to practice, perform and the goal was to 

sing for enjoyment. After a few years, another reason for joining the group became the 

prestige value which formed around this group. The need of the 2007 Mebala-bala 

Trio in case B was to receive good tutoring in vocal technique to improve their singing, 

so that they could give better performances. This was the beginning of the project in 

case B. The participants in case B saw the CM project as an opportunity to gain 

knowledge, improve their performances and generate a source of income. The shared 

interests of the participants in these projects were singing and performing. The 

participants in both cases had to confront barriers to attend these projects. Case A 

had the barrier of limited numbers that could join the groups and parents who 

prevented them from participating in activities other than their academic commitments. 

In case B, the main barrier was the long distances to travel. These barriers were 

overcome in both cases through perseverance and determination. 

The goals of the participants were met, but in the process, they gained the qualities of 

acquiring skills, social relationships and social networks were established, forming 

important values, enjoyment, feelings of accomplishment, building a good self-concept 
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and experiencing a feeling of eudaimonia. Many participants had responses such as 

“I have grown”, “I have matured more than my peers at school”, “I have come a long 

way”, and “I had nothing, look where I am now”. 

It is my opinion that the outcome of CM activities will be beneficial to all levels of a 

community and not only to participants with a deprived background, for the skills and 

values they attain are healthy and to the benefit of every human being. 

5.3 Functioning 

 

Picture 8:  Singers function as a group (personal photo) 

The dynamic factors recognised by scholars that inform CM projects were clearly 

applicable in these two cases. The aim in each case was adapted to the needs of the 

participants. Case A aimed for enjoyment; case B aimed for music knowledge and 

technique. In both cases, diverse music styles were practiced. Case A performed 

mainly as ensembles, as opposed to the focus on solo performances in case B. 

However, the outcomes were the same. The participants had reached their aims, but 

they unknowingly also obtained other good qualities with life-changing effects. 

The location of the CM projects was convenient for case A, but the participants of case 

B had to travel far and the transport was costly, which caused limitations in terms of 

performances and rehearsals. There were no barriers of culture, language, religion or 

ethnicity in anyone of the cases. The only existing barrier in both cases was the area. 
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Case A was restricted to participants from the Smart High School, to simplify logistics 

of distance and communication; and the sponsorship of Fezile Dabi also stipulated 

that participants had to reside in the district of Fezile Dabi. When case B received a 

sponsorship from the cultural foundation, there were no restrictions. The CM leaders 

played an integral part in these projects.  

It is my view that a CM project can hardly be maintained by participants with no 

experience of organising, administration and performing when there is no directive 

force and/or knowledgeable guidance from an individual or individuals. This notion 

was confirmed by the participants in case A who reported that they wanted to start a 

group, but that they encountered too many problems that they could not overcome. 

Further evidence of this was the problems the Mebala-bala Trio faced when they tried 

to be successful as a group. Knowledge and skills lacked in both scenarios.  

The CM projects were both visible to the public with their extensive performances and 

media coverage and influential figures in public circles perceived their existence. The 

fact that these projects were visible and that people were aware of them held little 

financial benefit to expand these projects. The reality is that funding will remain a 

problem unless the CM leader holds meetings with dignitaries that have control over 

funds, advocate the project and present these dignitaries with a carefully planned 

budget of the funds needed for the project.  

The mother institutions in both cases provided the locations for practices and 

performances at no cost, but no further support was given. In case A, the participants 

were all from the Smart High School and the public associated the groups with the 

school. The method of learning in both cases was non-formal learning, which proved 

to lead the participants to a sense of ownership, responsibility and self-discipline. It 

also led to acquiring various skills, which are discussed in 6.4.5.  
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5.4 Performances and music 

 

Picture 9:  On the stage (personal photo)  

The music was new to the participants in both cases. In case A, the participants said 

it was a “breakaway” from the music to which their parents and peers listened. In case 

B, the participants had to sing different music styles, different genres and in different 

languages. Participants from both cases revealed that they acquired appreciation for 

the music they prepared and performed. 

The performances were clearly the highlights for the participants in both cases. They 

had the chance to make music in ensembles or as soloists and showcase their talents. 

The Smart Sisters felt good in their sequenced clothes, and their high-heeled shoes 

were important to them as young girls who desired to be fashionable. Being on stage 

and able to perform were an accomplishment for participants of both cases. This was 

the reason why the Smart Tenors of 2006 and the Mebala-bala Trio approached the 

various CM leaders in 2007 for guidance and assistance. They wanted to give a good 

performance to their audiences and they felt people could hear they had no training. 

Through the years, each new group experienced the longing to perform. Participants 

from both cases were chosen to perform at events with high profiled audiences and 

where the standard of the performances needed to be outstanding. The participants 

excelled during these performances and left the audiences impressed. 
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Participants join CM projects voluntarily, because they have a passion for music and 

a desire to learn, practice and perform. They perform ardently and wholeheartedly. My 

argument is that these aspects as well as the guidance from the CM leaders are the 

reasons for their success and prove that CM projects fulfill a crucial purpose in 

communities.  

5.5 Relationships 

The residents in the townships of Vaal Triangle have limited opportunities to travel and 

to meet people outside the areas. The participants in these two cases were no 

exception. Their involvement in the CM projects widened the horizons of social 

networks that could be formed. 

 

Figure 10:  The relationships that were formed in the projects  

The participants in both cases formed close relationships with one another, with 

participants in the projects of previous years, with business people and figures from 

corporate bodies and with celebrities in the entertainment world. There were also 

interrelating relationships between the two cases. In case B, relationships and 

alliances were formed between the participants of the project and the Gauteng Opera 
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Society. Close connections were formed by both projects with NWU, and CM leaders 

took applicants with the necessary admission requirements for auditions to study 

further. The participants performed at charitable events and became aware of people 

with special needs. These special needs had no monetary connotation and 

participants realised they could make a difference through their performances. All 

these social networks that were formed improved their quality of life and the 

relationships with political and influential people in the business world. This led to 

performances that took them to interesting places and that introduced them to more 

people. They learnt that there was more to life than what their own environment could 

provide. 

The social capital of the participants increased and they formed norms and standards. 

They met people with the same backgrounds and people with different backgrounds; 

they met people with common interests as well as people with different interests; and 

people from diverse races, cultures, religions and socio-economical levels. Their 

symbolic capital increased from “they could hear we needed training” to “they could 

hear we are trained” and “we have competition in the entertainment world, but we are 

ahead of them”. 

They learnt to look beyond the omnipresent racial discourses in South-Africa and see 

other forms of social justice that should be addressed, such as the deprivation of 

cultural activities in their environment, parents with narrow views of holistic 

development and unemployment that affected all citizens in South-Africa. Their 

outlook changed from ego-centrism to altruism. They shared happiness and fun and 

they encouraged each other to excel, but also showed sympathy and caring when 

someone experienced hardship. 
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5.6 Skills 

 

Picture 10:  Communication with audience (personal photo) 

The skills these participants acquired were skills that they would never have learnt in 

any school curriculum in South-Africa. These skills equipped them to cope with their 

lives during their time with the project as well as their lives after leaving the project.  

The academic concepts such as reading and writing music, listening to detail and 

learning new music styles, music terminology, genres and singing in foreign 

languages, extended their opportunities to function in the world of music and 

entertainment. They learnt concert etiquette, punctuality and how to conduct 

themselves in a professional environment. 

Life skills were acquired, such as advocating themselves, marketing strategies, self-

directed learning and setting compelling goals. They know how to take responsibility 

for their own actions, and they know their responsibilities in their communities and their 

responsibilities as citizens of their country.  

Participants learned perseverance and determination, and acquired skills to learn, to 

solve problems and to work around obstacles. Although technology such as 

computers, CD players and sophisticated sound systems was limited, they pressed 

forward, practiced long hours, and focused on the goal they have set. They learnt the 

importance of self-discipline and good conduct, even when they are alone. Although 
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the participant acquired many other skills as well, everything cannot be discussed 

within the scope of this dissertation. However, it became clear that involvement in CM 

activities is a process of learning and transformation, and not the mere staging of a 

performance. 

5.7 Values 

 

Picture 11:  From artist to ambassador (personal photos) 

5.7.1 Self-value 

The participants experienced fun and enjoyment and were happy. They became more 

optimistic. A good example of their optimism is Bohlale, who was wary at first to join 

the project at case A. Once he had joined and had fun, he did not hesitate to use the 

opportunity to join case B as well, although he said that he did not know what to expect 

in case B. They regained trust in others and were motivated to start setting goals again, 

because they became hopeful. There was vision. One girl from case A reported that 

people would say: “See that girl? She had nothing. Now she’s on the front cover of this 

magazine and she is 100%.” The participants had ideas of what they would like to do 

as a career. They envisioned a future and were proud of what they had accomplished 

so far. Badger said: “I had nothing and look where I am now.” Making the right choices 

is important and they confirmed that they wanted to use the opportunity of the project 

to its fullest, because it was a “stepping stone” to more success. The participants had 

a sense of self-worth. A girl in case A said she always thought her “voice was too little” 
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but that she now matured into someone that could sing solo in her church – something 

she desired to do. They were proud to be or have been a Smart Tenor or a Smart 

Sister, and of what they had achieved and accomplished; and proud to say, “I did it!” 

The best example of pride was the energetic exclamation of the one Smart Tenor: 

“Me? I am actually a music man!” The choice of the word “actually” revealed his own 

surprise to discover that he loved music and musicking. The participants were honest 

with themselves and with each other. One Smart Sister remarked: “… even when I’m 

alone I behave, because I have to be an example to the younger children.” They 

realised the CM project had transformed them into mature people who acknowledged 

their responsibilities. 

A sense of purpose was cultured in the participants. They valued themselves, 

understood they could make a difference in their communities and had a responsibility 

to practice at home, because the project cannot have a poor performance. They 

planned time schedules to attend to all their activities and knew they were doing 

something worthwhile in their lives. Their self-esteem was nurtured and became 

strong, which led to a spiral of successful events and achievements.  

5.7.2 Value for others 

The participants showed appreciation and gratitude for the guidance by the CM 

leaders and for the camaraderie they experienced from their fellow participants. They 

were grateful for opportunities to learn, to perform, to see new places and for the 

experience they had gained in the world of entertainment. 

They took ownership of the success of their project and were intent to preserve the 

relationships that were formed. They were tolerant, patient, respectful and courteous 

towards others. Their sense of belonging to the group was strong and connectedness 

with their friends in the project was important. They cared for each other and shared 

happy as well as sad times. Unity was important. In case A, they felt the school children 

were judgmental when they perform in front of them, but as a unit they were strong. 

Cooperation with the CM leader and with one another was important and required their 

commitment to be present at the practices and to know their work. They needed to be 

devoted and dedicated to the project. This devotion was expressed many times, in 

terms such as “I love being in the project, we love each other, we love the music.” 
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In the literature I have consulted, the values, norms and standards these participants 

formed have been recognised as concepts that add to meaningfulness in the life of 

people. This research showed that these participants matured from uncertain 

individuals with little hope, to glowing, energetic human beings who had reached a 

sense of eudaimonia. 

5.8 Life after the group 

 

Picture 12:  Teach, research and share (personal photos) 

The achievements of the participants in the two cases were numerous and many of 

the participants pursued careers in music after leaving the group. Some of them 

started a career in other fields, but because they had the experience in singing and 

performing, they continue to do it part-time. One participant from case B who stayed 

too far to be interviewed, went to the navy, but became the conductor of the choir at 

his naval base and regularly performs as soloist for naval ceremonies and events. A 

former participant of case A had the opportunity to enter the university. He started 

learning percussion and enjoyed it so much that he wants to become a percussion 

teacher, rather than a singing teacher. From the data, it became clear that the 
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experience of being in the CM projects caused a lasting and positive change in all the 

participants. Being in the projects strengthened their social relationships, social 

networks, senses of personhood and social justice. These participants were equipped 

to function as valuable citizens in South Africa. 

5.9 Giving back 

 

Picture 13:  Giving a rainbow back to communities (personal photos) 

The participants all indicated that it was important to plough their knowledge back into 

their communities. Bohlale mentioned that he would want to work in the community 

itself and not only in the school. He perceived that the children in the streets of the 

townships needed healthy activities to keep them from being bored and from getting 

involved with wrong practices. Some participants of case B, like Badger, Serobele and 

the Mebala-bala Trio, had already started making a difference in their communities 

and study or working environment. Serobele, being quick to understand music theory, 

helped fellow-students in the music library of the university. He could convey the 

concepts and rudiments of music to students with an African language as their mother-

tongue and made the theory easier to understand. It is my view that participants in CM 

projects should be encouraged to start similar projects wherever they could, 

regardless of the number of participants. Knowledge should be shared and the good 

effects of musicking together can build bridges and solve many social problems. 
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Picture 14:  A logo for the newly established Vaal Tri music school  

(www.Rainbow and music images) 

Vignette 5 

• The idea of a rainbow has special meaning to South Africans. We are called the 

rainbow nation. Emeritus Archbishop Desmond Tutu enthusiastically coined the 

phrase, to compare post-apartheid South Africa with a rainbow. And still in 2017 

South Africans are dreaming of this rainbow – it has not yet come true. I am 

dreaming of a school with a set of inspiring ideals, with the vision to enrich the lives 

of young singers, overcoming poverty and adversity by strengthening the spirit 

through musical excellence and investing that spirit as a valued asset in their 

communities. Participating singers can receive the benefits of learning, 

experiencing and expressing music, make critical life choices as a result of these 

benefits, live a life of respect and dignity, and contribute to their communities. In 

the Vaal Tri School of Music, vocal singing, individually and in ensembles, will also 

enable every young singer to develop as a responsible, joyful artist and contributing 

citizen. Singers will take ownership of their success, working diligently and taking 

responsibility for individual and group development. The school as a company 

proposes that singers who have reached a certain level of expertise, will take on 

the roles of teaching newcomers in a peer-to-peer instruction programme, not only 
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as mentors, but also as a powerful, intrinsic motivation to persevere, fuel ambitious 

work ethic and inspire in singers a sense of commitment and a good set of values. 

5.10 Contribution to knowledge 

This research is evidence that CM activities enriched, informed and transformed the 

lives of high school children and young adults in two CM projects in the Vaal Triangle. 

These participants came from deprived backgrounds, with limited access to music and 

music activities. The music genres they heard in the streets, taxis and homes were 

restricted to a few music styles which are popular in the townships. They were 

hampered by constraints such as a lack of financial funds, inability to organise and 

administrate a group, a lack of music knowledge, limited vision and parents who 

opposed the idea of involvement in activities other than academic pursuits. Most of the 

participants had never travelled beyond the Vaal Triangle and the only understanding 

they had of the world of entertainment was the star-studded entertainment world on 

television. The participants desired a channel to learn, sing and perform. The aim of 

some participants was fun and enjoyment; while others had the aim to perform better 

and to be in demand for performances. New worlds were opened for these 

participants. Their need for enjoyment and knowledge was fulfilled, while they acquired 

important skills to form relationships and social networks, support each other and 

developed a responsibility to serve their communities. Future careers were envisioned 

and they knew how to market and promote themselves. The technical skills which they 

acquired, led to better performances, which proved to be an advantage in a 

competitive entertainment industry. They acquired confidence, developed good self-

esteem and pride to serve their audiences with performances of a high standard. 

Intrinsic values such as artistic expression, happiness and meaningfulness were 

formed. A sense of dignity, purpose and importance made them walk proudly. It was 

possible for them to have a vision of their future, because they had knowledge, 

expertise, experience and a broader view of opportunities in the field of music. They 

could make judgements for the common good of all citizens and learnt the values of 

integrity and honesty. 

The participants in case A joined the group for fun, and left as matured, responsible 

artists and citizens. The participants of case B came with hope for vocal training and 
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the possibility to earn money with performances; and they left enriched with skills, 

values, visions and opportunities to perform. It is apparent that CM activities are 

needed desperately in the Vaal Triangle and that lives could be transformed from 

harboring feelings of fruitlessness to joyful feelings of fruitfulness. 

This knowledge should be used to advocate the powerful positive effects of CM 

activities. CM activities enhance people’s lives and give them an opportunity to 

practice healthy recreational pastimes. CM activities lead to feelings of happiness and 

eudaimonia, and also to the acquisition of skills, values and a sense of hope and vision 

for their future. The needs of young people are neglected in the areas of the Vaal 

Triangle. This research should be used to broadcast the beneficial qualities of CM 

projects and to urge influential bodies to recognize the need for CM activities and give 

their support for more CM projects in the Vaal Triangle.  

5.11 Recommendations 

CM projects should have a higher priority in countries such as South Africa, where 

crime, illiteracy, unemployment, gangsterism and drugs amongst street children are 

prevalent. Universities should adapt their teaching programmes in accordance to real-

life situations.  

5.11.1 Current literature 

During my research, I tried to access the latest and applicable literature for my specific 

investigation. The following relevant literature has appeared since I have completed 

my literature study for this investigation, and I can only offer a summary here of these 

recent sources: 

• Varbanova (2017:63) describes innovation as presenting something new, or 

presenting something in a new way. CM leaders and participants should use their 

creativity, be innovative, use the element of surprise to capture their audiences and 

be entrepreneurs, to inspire people to support them. She identifies concepts of 

entrepreneurship, such as adapting to your environment, being a risk-taker and 

being a creator of value (2017:75). These concepts were present when the two 

cases started in 2006 and 2007, and were still present ten years later, when this 

research was undertaken.  
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• Farrell (2008:118) recommends that a meaningful and effective programme for 

youth should focus on the process of the programme and not on the product. A 

high standard of artistic excellence should be important, but should also be related 

to what the youth regard as important in their lives. In a project for youths, an 

environment should be created where they are tolerated, respected, actively 

engaged and where personal growth are promoted. In this collective case study, 

the CM leaders of both cases acknowledged and applied these aspects. In case 

A, the CM leader realised the importance of appearance for the Smart Sisters; 

hence the high-heeled shoes which was such a great thrill to them. In case B, the 

CM leader acknowledged the need of tuition for the participants. A focusing on the 

process rather than the product makes music activities fun and something to look 

forward to. Focusing on the product leads to meeting deadlines and causes stress.  

• Van der Merwe (2017:123) confirms that there is a need for music activities in 

South-Africa; and CM activities can address this shortcoming in our communities. 

She identified four themes that were present in her research of a Field Band 

Foundation, namely making music actively; making connections through music 

activities; music activities as a social action, and the safe zones which are created 

within the CM project (2017:135). These themes were all active in this case study, 

which proves that music activities in CM projects tend to take participants on the 

same routes.  

• Higgins and Willingham (2017:68-69) give a description of the CM leader as 

someone with technical skills, knowledge, diverse experience and also other 

qualities. Although these qualities could be convenient, I do not regard them as 

compulsory. In case A, the CM leader had limited knowledge, technical skills and 

experience, but she followed her heart and guided the innovative ideas and energy 

of the participants with passion and care. In case B, the CM leaders were skilled 

musicians, but had never heard of the term Community Music. They recognised a 

desperate need in these talented youths and addressed the need with care. These 

participants were nurtured, encouraged and prompted kindly to persevere and 

excel. 
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5.11.2 Community music leaders 

As musicians and/or teachers, we often have to tread into spaces where we have 

never ventured before, and this can be daunting.  

• Proposed CM leaders should not hesitate to start CM projects in their communities, 

but they need to have a plan. CM projects need determination to make the project 

work, discipline to keep on motivating, encouraging, and to instil good values, good 

behaviour and courtesy amongst the participants. The CM leaders and participants 

should expect problems, but be resilient and innovative, brainstorm together and 

overcome or sidestep these problems. There must be mutual trust between all 

parties in the CM project. Everyone involved should take ownership of the project 

and know that success lies within. Attendance, commitment and diligence are 

crucial aspects that need to be honoured by all parties. All parties should decide 

together on a goal for the long term and set short-term goals to reach their aim. A 

syllabus, repertoire and performance plan are needed, as well as an outlay of what 

to practice every week. All these measures will ensure progress. 

• If the project is fortunate to have a sponsorship, the CM leaders should keep the 

sponsor up to date of the proceedings in the project and how the money is used. 

This transparency of movements, progress and spending will ensure that the 

sponsors are satisfied. Honesty and open communication should be honoured 

always.  

• Funding is a huge challenge for CM projects, but can be overcome by making 

progress, by making the community aware of the activities and by actively seeking 

funds. Participation in CM projects changes people’s lives for the better. 

Participants must believe in the success of the CM project and know that 

enthusiasm, dedication and high standards are the best marketing tools.  

5.11.3 Further research 

I suggest the following topics for further research: 

• What more can be done for participants leaving the group to equip them as 

entrepreneurs and CM leaders? 

https://mail.google.com/mail/u/0/#m_6712483781488788553__Toc482173703
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• Can a central body of people be formed? To establish a representative association 

for CM that can operate nationwide and assist leaders and members. This 

association can advocate CM on a national and international basis.  

• How can the concept of CM be advocated to the musicians on ground level in 

South Africa? 

5.12 Limitations of the study. 

In this research, I had limited contact with participants who were in the project 

previously. It is my opinion that interviews with more participants who had left the 

projects, would have added more value to the last two themes of my research, namely: 

• What happened to the participants after they had left the group? and  

• How do participants feel about giving back to the community? 

In case A, I interviewed the Smart Tenors and Smart Sisters that were in the project 

during 2016. I was only able to interview one participant, apart from Bohlale, who was 

in the project previously. In case B, I interviewed Serobele and Badger, who left the 

group in 2015. The Mebala-bala Trio were the only participants who stayed in the Vaal 

Triangle after leaving the group whom I could reach for an interview. Although I have 

contact with former participants, the only means of communication with them is via cell 

phone, which makes it difficult, if not impossible, to conduct a proper interview.  

5.13 Paving “the road not taken” for future CM leaders 

The first and last stanzas of the poem “The road not taken” by Robert Frost applies to 

my aspiration and passion. 

Two roads diverged in a yellow wood 

And sorry I could not travel both 

And be one traveller, long I stood 

And looked down one as far as I could 

To where it bent in the undergrowth. 
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I shall be telling this with a sigh 

Somewhere ages and ages hence; 

Two roads diverged in a wood, and I –  

I took the one less travelled by, 

And that made all the difference. 

In every little town, township and suburb in South Africa, people should experience 

Ubuntu with song and dance.  
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