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Abstract
Treacy, Danielle Shannon (2020). Imagining possibilities: Musician-teachers coconstructing visions in the Kathmandu Valley. Sibelius Academy of the
University of the Arts Helsinki. Studia Musica 80.
The intensifying diversity and rapid change characterizing contemporary societies
challenges music teacher education globally to equip future teachers with the
skills and understandings necessary for ethically engaging with uncertainty and
GL൵HUHQFH7KLVGRFWRUDOUHVHDUFKSURMHFWFRQGXFWHGLQ1HSDODGGUHVVHVWKHLGHDWKDW
developing music teachers’ imaginations and capacities to envision the future may
be of value in attending to such challenges. The project emerged following the 2010
introduction of music as a separate subject in the Nepali National Curriculum, and
the subsequent collaboration initiated by representatives of the Nepal Music Center
with representatives of the Sibelius Academy in order to develop music teacher
education. The project directs the research interest to the perspectives of practitioners
involved in music education in Kathmandu Valley schools, with particular attention to
musician-teachers co-constructing visions. The overarching research question guiding
the project was: How can musician-teachers’ co-constructing of visions contribute
NQRZOHGJHDERXWWKHGHYHORSPHQWRIFRQWH[WVSHFL¿FPXVLFWHDFKHUHGXFDWLRQLQD
situation of fast-paced social change and globalization? Three research sub-questions
were constructed to address this overarching question: 1) What contextual issues
frame practitioners’ envisioning of music education practices in Kathmandu Valley
schools? 2) How might the process of co-constructing visions with musician-teachers
in the Kathmandu Valley contribute to music teacher education in Nepal and beyond?
and 3) How might the process of co-constructing visions with musician-teachers in
the Kathmandu Valley contribute to understandings of cross-cultural music education
research?
The theoretical framework extends educational researcher Karen Hammerness’
concept of teachers’ visions through socio-cultural anthropologist Arjun Appadurai’s
theories of the imagination and the social and cultural capacity to aspire, also drawing
on John Dewey’s theorisation of the continuum of ends-means. The methodology
DSSOLHV$SSUHFLDWLYH,QTXLU\ $, FULWLFDOO\DQGUHÀH[LYHO\ZLWKRQJRLQJFRQVLGHUDWLRQ
of issues of power, ethnocentrism and coloniality. The project took place in three stages
from 2014 to 2019, and the empirical material was generated through observations in
schools, interviews with school administrators and musician-teachers, and a series of
i

seventeen workshops for musician-teachers guided by the Appreciative Inquiry 4D
model of Discover, Dream, Design and Destiny. Beyond solely supporting the research
project, the workshops were designed to facilitate collaborative professional learning.
2YHUPXVLFLDQWHDFKHUVLQ1HSDOSDUWLFLSDWHGWKHSURMHFW
7KHUHVXOWVDUHUHSRUWHGLQ¿YHLQWHUQDWLRQDOSHHUUHYLHZHGDUWLFOHVWKDWLQFOXGH
DQH[DPLQDWLRQDQGUHÀH[LYHLQWHUSUHWDWLRQRIWKHVFKRROVSHFL¿FVRQJSUDFWLFHLQ
Kathmandu Valley private schools and the tensions that arise between vision and
FRQWH[WWKURXJKWKHFDVHRIDVVHVVPHQWDUHÀHFWLRQRQIDFLOLWDWLQJWKHSURFHVVRI
co-constructing visions for music education in Nepal with musician-teachers in the
Kathmandu Valley; an exploration of how the politics of legitimation intersect with
music education and schooling in such a diverse context; and a problematization of the
notion of shared visions for music education. These publications are summarised in
the synthesizing text with particular attention to how they contribute to answering the
research sub-questions. They are presented in their entirety as appendices.
7KHGLVFXVVLRQR൵HUVDIXUWKHUOD\HURILQWHUSUHWDWLRQPRYLQJEH\RQGWKH1HSDOL
context. It argues that music education is not neutral, but entangled with various
historical, political, economic and socio-cultural complexities. Moreover, it raises
questions about how to develop music teacher professionalism in contexts lacking
music teacher education, and emphasizes the need for music teachers to be able to
ethically navigate past, present and future musical practices in changing societies.
The discussion also highlights four interconnected capacities of importance when
GHYHORSLQJSUHDQGLQVHUYLFHPXVLFWHDFKHUHGXFDWLRQHQYLVLRQLQJUHÀHFWLQJ
inquiring, and learning collaboratively. In addition, four methodological and ethical
complexities related to cross-cultural research are presented: the need to balance
DSSUHFLDWLYHDQGFULWLFDODSSURDFKHVWRUHÀHFWRQWKHHWKLFVRILQTXLU\DVLQWHUYHQWLRQ
WRQDYLJDWHDVSLUDWLRQVDQGREVWDFOHVWRFROODERUDWLRQDQGWRUHÀHFWRQEHLQJDQG
becoming as a researcher.

Keywords
aspirations, co-constructed visions, imagination, capacity to aspire, Kathmandu Valley,
music teacher professionalism, Nepal, teachers’ visions
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Tiivistelmä
Treacy, Danielle Shannon (2020). Mahdollisuuksien kuvittelu: Kathmandun laakson
muusikko-opettajat yhteisten visioiden luojina. Taideyliopiston SibeliusAkatemia, Helsinki. Studia Musica 80.
Nyky-yhteiskunnille ominainen monimuotoisuuden lisääntyminen ja nopea
muutos asettavat musiikinopettajien koulutukselle haasteita maailmanlaajuisesti:
opettajilla on oltava tarvittavat taidot ja ymmärrys käsitellä eettisesti epävarmuutta
ja erilaisuutta. Tässä Nepalissa toteutetussa väitöskirjaprojektissa esitetään ajatus,
että näihin haasteisiin vastattaessa on tärkeää kehittää musiikinopettajien kykyä
kuvitella ja visioida tulevaisuutta. Väitöskirjaprojekti sai alkunsa, kun musiikki
sisällytettiin Nepalin kansalliseen opetussuunnitelmaan omana oppiaineenaan
vuonna 2010 ja kun tämän seurauksena alettiin rakentaa yhteistyötä Nepal Music
Centerin ja Sibelius-Akatemian musiikinopettajakoulutuksen välille. Projekti suuntaa
huomion musiikkikasvatukseen osallistuvien toimijoiden näkökulmiin Kathmandun
laakson kouluissa, sekä erityisesti muusikko-opettajien yhdessä luomiin visioihin.
Tutkimuksessa kysyttiin, miten muusikko-opettajien visiointi voi tuottaa tietoa
kontekstikohtaisen musiikinopettajakoulutuksen kehittämiseksi nopean sosiaalisen
muutoksen ja globalisaation tilanteessa. Tähän laajempaan kysymykseen vastattiin
kolmen alakysymyksen avulla: 1) Mitkä kontekstiin liittyvät seikat määrittävät
muusikko-opettajien musiikkikasvatuskäytäntöjä koskevaa visiointia Kathmandun
laakson kouluissa? 2) Miten visioiden luominen yhdessä Kathmandun laakson
muusikko-opettajien kanssa voi edistää musiikinopettajien koulutusta Nepalissa ja
muualla? 3) Miten visioiden luominen yhdessä Kathmandun laakson muusikkoopettajien kanssa voi auttaa ymmärtämään kulttuurien välisen musiikkikasvatuksen
tutkimuksen haasteita?
Teoreettisesti tutkimus laajentaa kasvatustieteilijä Karen Hammernessin
kehittämää käsitettä opettajien visioista hyödyntäen sosiaali- ja kulttuuriantropologi
Arjun Appadurain teoriaa yhteiskunnallisesti ja kulttuurisesti määritellystä
tavoittelemisen kyvystä (capacity to aspire) ja mielikuvituksesta (imagination). Tämän
lisäksi tutkimuksessa hyödynnetään John Deweyn teoriaa keinojen ja päämäärien
jatkumosta. Tutkimusmenetelmänä on nk. ”arvostava tutkimus” (Appreciative Iinquiry,
$, MRWDVRYHOOHWDDQNULLWWLVHVWLMDUHÀHNVLLYLVHVWLRWWDHQKXRPLRRQN\V\P\NVHW
vallasta, etnosentrismistä ja kolonialismista. Projekti toteutettiin kolmessa vaiheessa
vuosina 2014–2019, ja sen empiirinen materiaali tuotettiin havainnoimalla koulujen
toimintaa, haastattelemalla koulujen hallintohenkilökuntaa ja muusikko-opettajia
iii

sekä järjestämällä 17 muusikko-opettajille suunnattua työpajaa. Työpajat perustuivat
arvostavan tutkimuksen 4D-mallille, eli tutkimiselle, unelmoimiselle, suunnittelulle
ja vahvistamiselle (discover, dream, design, destiny). Työpajat eivät edesauttaneet
ainoastaan tutkimusta, vaan myös yhteistyöhön perustuvaa ammatillista oppimista. Yli
50 muusikko-opettajaa Nepalissa osallistui tutkimukseen.
Tulokset on raportoitu viidessä kansainvälisessä, vertaisarvioidussa artikkelissa.
1LLVVlRQWXWNLWWXMDWXONLWWXUHÀHNVLLYLVHVWL.DWKPDQGXQODDNVRQ\NVLW\LVNRXOXLVVD
harjoitettavaa koululaulukäytäntöä sekä arviointiin liittyviä vision ja kontekstin välisiä
jännitteitä; tarkasteltu prosessia, jossa Kathmandun laakson muusikko-opettajat
visioivat yhdessä; pyritty ymmärtämään sitä, miten legitimaatiopolitiikka tulee osaksi
musiikkikasvatusta ja koulutusta kontekstissa, joka on monimuotoinen; ja analysoitu
kriittisesti yhteisesti jaetun vision käsitettä musiikkikasvatuksessa. Julkaisujen tulokset
on esitetty syntetisoivassa tiivistelmätekstissä, jossa kiinnitetään erityistä huomiota
siihen, miten artikkelit auttavat vastaamaan tämän tutkimuksen alakysymyksiin.
Julkaisut löytyvät kokonaisuudessaan väitöskirjan liitteistä.
Tiivistelmän diskussiossa esitetään Nepalin kontekstin ulkopuolelle ulottuva
tulkinta. Sen keskeinen väite on, että musiikkikasvatus ei ole neutraalia, koska
siinä kietoutuvat yhteen kompleksisella tavalla erilaiset historialliset, poliittiset,
taloudelliset ja sosio-kulttuuriset tekijät. Diskussiossa nostetaan esiin kysymys
siitä, miten musiikkikasvattajien ammattitaitoa voidaan kehittää tilanteissa, joissa
musiikinopettajille ei ole tarjolla koulutusta. Siinä korostetaan myös sitä, miten
musiikinopettajien on yhteiskuntien muuttuessa pystyttävä luovimaan eettisesti
menneiden, nykyisten ja tulevien musiikillisten käytäntöjen ristiaallokossa. Lisäksi
diskussiossa painotetaan neljää toisiinsa liittyvää kykyä, jotka on tärkeää ottaa
huomioon valmistavaa ja täydentävää musiikinopettajankoulutusta kehitettäessä:
YLVLRLQWLDUHÀHNWRLQWLDWXWNLYDDWDUNDVWHOXDMD\KGHVVlRSSLPLVWD'LVNXVVLRVVD
esitetään neljä kulttuurien väliseen tutkimukseen liittyvää metodologista ja eettistä
KDDVWHWWDWDUYHWDVDSDLQRWWDDDUYRVWDYLDMDNULLWWLVLlOlKHVW\PLVWDSRMDUHÀHNWRLGD
interventiotutkimuksen etiikkaa; käsitellä yhteistyöhön liittyviä pyrkimyksiä ja niiden
esteitä; ja pohtia sitä, miten tutkija ymmärtää olemisen ja joksikin tulemisen.

Hakusanat:
mielikuvitus, Kathmandun laakso, musiikinopettajien ammattitaito, opettajien visiot,
Nepal, tavoitteet, tavoittelemisen kyky, yhdessä luodut visiot
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1 Introduction
Contemporary societies are experiencing intensifying complexity and diversity,
and rapid change. Globalisation, characterised by the speed, scale, and volume of
JOREDOFXOWXUDOÀRZVRISHRSOHPHGLDDQGLPDJHVWHFKQRORJ\FDSLWDODQGLGHDVDQG
ideologies, has led to a world characterised by disjuncture and uncertainty (Appadurai,
1990; 1996; 2013). Confronted with this sociocultural complexity and fast-paced
change, music teacher education is challenged to equip future music teachers with the
VNLOOVDQGXQGHUVWDQGLQJVQHFHVVDU\WRHQJDJHZLWKDQXQFHUWDLQIXWXUHDQGLQWHQVL¿HG
HQFRXQWHUVZLWKGL൵HUHQFH HJ%U¡VNH'DQLHOVHQ -RKDQVHQDMills &
Ballantyne, 2010; Räsänen, 2010; Westerlund, Karlsen, & Partti, 2020b). Proposals
have thus been made for developing teacher education and music teacher education to
meet these challenges. These proposals have included, for example, developing future
teachers’ capacities to continuously and systematically inquire to increase professional
knowledge (see e.g. Cochran-Smith & Lytle, 2009; Holgersen & Burnard, 2013), and a
theory of teacher education for social justice (Cochran-Smith, 2010). Considering the
various challenges faced by music teachers and music teacher education, there is also
a recognized need to examine notions of professionalism related to music education,
including the education of professional music teachers, music teacher professional
development, and the complexities of professional music teaching (Burnard, 2013a;
%U¡VNH'DQLHOVHQ -RKDQVHQD*HRUJLL+HPPLQJ%XUQDUG +ROJHUVHQ
2013).
This research project is part of a larger research project titled, Global visions
through mobilizing networks: Co-developing intercultural music teacher education in
Finland, Israel and Nepal funded by the Academy of Finland in 2015-2020 (henceforth
Global Visions). As its name suggests, the Global Visions project aims to co-develop
intercultural competence and knowledge about cultural diversity in Finnish and
international music teacher education in rapidly changing societies. As part of the
Global Visions project, the context of this research project is the Kathmandu Valley,
Nepal where to the best of our knowledge there has been no previous research on
music teachers or music teacher education, and where no government-recognized
program of music teacher education currently exists. Thus, in the absence of
government-recognized music teacher education, representatives from the Nepal Music
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Center (henceforth NMC)1 initiated collaboration in co-developing a music teacher
education program with representatives from the Sibelius Academy, University of the
Arts Helsinki. Nepal’s inclusion in the Global Visions project is particularly relevant as
its newly adopted music education curriculum guides music teaching and learning for
77 national districts, 126 caste/ethnic groups, 123 languages spoken as mother tongues
(including indigenous sign languages), and ten religions (Government of Nepal, 2012).
These categories, however, are not separate and static but overlapping and in constant
ÀX[ +DQJHQ 0RUHRYHUQRRQHFDVWHHWKQLFJURXSFRPSULVHVDPDMRULW\LQ
terms of population (e.g. Henderson 2002). Furthermore, having been a closed state
until 1951, Nepalis experience a heightened pace of societal change and globalisation.
Indeed, writing already over a decade ago, Henderson (2005) asserted “Perhaps the
most distinctively Nepali thing about life in the Kathmandu Valley in the last three
decades is the ambivalence about where to locate oneself amidst a dizzying array of
cultural possibilities” (p. 22).
Central to the co-development work between NMC and the Sibelius Academy,
has been the belief that, rather than simply exporting the existing music teacher
HGXFDWLRQSURJUDPIURPWKH6LEHOLXV$FDGHP\FRQWH[WVSHFL¿FPXVLFWHDFKHU
education should be co-developed for Nepal. Moreover, the co-development work
has been undertaken with a necessary awareness of the complexities of power and
ethnocentrism (e.g. Dasen & Akkari, 2008) within which it is immersed. Power
imbalances exist for example between the two involved countries, the cooperating
PXVLFLQVWLWXWLRQVDQGSDUWLFLSDWLQJLQGLYLGXDOV1HSDOLVFXUUHQWO\FODVVL¿HGE\WKH
United Nations in the category of Least Developed Country (United Nations, n.d.)
DQGWKH0LQLVWU\IRU)RUHLJQ$൵DLUVRI)LQODQGGHVFULEHV1HSDODV³DIUDJLOHVWDWHDQG
one of the poorest and least developed countries in the world” (Ministry for Foreign
$൵DLUVRI)LQODQGQGSDUD . As long-term development cooperation partners,
the focus of Finland’s support to Nepal has been on water, education, and vulnerable
groups with thirty-four percent of Finland’s development cooperation budget for
Nepal in 2016-19 having been allocated to developing education (Ministry for Foreign
$൵DLUVRI)LQODQG . The co-development work between NMC and the Sibelius
Academy is thus further complicated by development discourse, which often implies
“the North’s superiority over the South” with “Western-style development [being] the
QRUP´ .DSRRUS 7KHFRRSHUDWLQJPXVLFLQVWLWXWLRQVDUHDOVRGL൵HUHQWO\
์ The Nepal Music Center (NMC) was established in 2005 and is home to “Nepal Sangeet Vidhyalaya”
169 WKH¿UVWPXVLFVFKRROLQ1HSDOHVWDEOLVKHGZLWKGXHSHUPLVVLRQIURPWKH0LQLVWU\RI(GXFDWLRQ
Government of Nepal. Representatives from NMC were included in the national panel that collaborated
with the Ministry of Education, Government of Nepal to develop the national music curriculum.
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positioned, with NMC having approached the Sibelius Academy to initiate the codevelopment work. Finally, imbalances exist between my position as a foreign, white
university-based researcher and music educator and the local musician-teachers with
whom I worked throughout the research project.
Considering the project in relation to ethnocentrism, educational research and
practice have primarily been developed in Europe and North America, while nonwestern contexts have often been “the objects of study upon which Western paradigms
of inquiry are imposed….reinforced by the persistent European belief of bearing
a civilizing mission” (Dasen & Akkari, 2008, p. 8). Music education and music
teacher education scholarship have similarly been developed in western contexts,
with few studies from the ‘majority world’ either by locals or foreigners. The use of
the term majority world throughout this research project is thus a conscious stance,
as the concept challenges western ethnocentrism in educational research, theory,
and pedagogy, recognizing that the rich, industrialized nations of the west and north
actually form the minority in terms of global population (Dasen & Akkari, 2008).
Faced with these complexities of power imbalances and ethnocentrism, I began this
project with a presupposition of equality (Rancière, 1991) and aimed to adopt an anticolonial stance (Patel, 2014).
The research interest of this project is focussed on musician-teachers coconstructing visions of music education in Nepal. As contemporary music teacher
education is tasked with preparing professionals to engage with an uncertain future,
developing teachers’ imaginations and abilities to envision the future was considered
to be of potential value. Indeed, teachers’ visions of good teaching or “ideal classroom
SUDFWLFHV´ +DPPHUQHVVS KDYHEHHQIRXQGWRSOD\DVLJQL¿FDQWUROHLQ
the lives and work of teachers (Hammerness, 2006), impacting for example teacher
identity, feelings of success, student learning, and motivation to change teaching
practice, curricula or even professions (Hammerness, 2006; 2008; 2015). In teacher
education, attending to teachers’ visions has also been seen as a way of supporting
future teachers in surfacing and examining their tacit understandings and beliefs
and broadening their sense of possibility (Hammerness, 2006). Recently, interest
LQWHDFKHUV¶YLVLRQVKDVDOVREHHQGHPRQVWUDWHGLQWKH¿HOGRIPXVLFHGXFDWLRQ HJ
Conkling, 2015a; Ferm Thorgersen, Johansen, & Juntunen, 2016; Juntunen 2014).
,WZDVWKHUHIRUHH[SHFWHGWKDWYLVLRQVPLJKWDOVREHVLJQL¿FDQWLQWKHZRUNRIPXVLF
teachers in Nepal. The notion of vision, however, was not restricted to good music
teaching and ideal music classroom practices, but understood as encompassing music
education in Nepal more broadly. At the same time, as the concept of teachers’ visions
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(e.g. Hammerness 2004; 2006; 2010) was developed primarily in North America, and
visions have been found to be individual and not necessarily shared, the concept of
teachers’ visions was extended through socio-cultural anthropologist Arjun Appadurai’s
notions of the imagination (1996) and the social and cultural capacity to aspire (2004).
This extension further supports a broader understanding of vision, as Appadurai
(2004) discusses aspirations in relation to “aspirations to the good life” (p. 67).
Methodologically, appreciative inquiry (Cooperrider & Srivastva, 1987/2013), and in
particular its 4D model of Discovery, Dream, Design, and Destiny (e.g. Cooperrider,
Whitney, & Stavros, 2005, p. 7; see Figure 1), was chosen as a way of facilitating the
process of co-constructing visions of music education in Nepal together with musicianteachers in the Kathmandu Valley.

1.1 Research context
This section situates the emergence of formal music education in Nepal within its
socio-cultural, historical and political context. As learning and knowledge are always
situationally bound, or as Patel (2016) has recently formulated it, “never placeless”
(p. 61), it not only aims to present the context, but is part of a move toward being
answerable to context (Patel, 2016). Indeed, the emergence of formal music education
in Nepal cannot be understood outside of an understanding of Nepali society, which
KDVEHHQVKDSHGE\DORQJKLVWRU\RIVRFLDOVWUDWL¿FDWLRQEDVHGRQJHQGHUFDVWH
HWKQLFLW\DQGUDFHDQGUHFHQWFRQÀLFW0RUHRYHUIURPWKHSHUVSHFWLYHRIWHDFKHUV¶
visions, understanding context is important as Hammerness (2006) recognizes the
need for teachers to “balance their dreams with the demands of the broader educational
environment” (p. 28) and Appadurai (2004) describes aspirations as being contextually
situated. As the emergence of school music education in Nepal took place within
the frames of the expansion of public education in general and Nepali musical life,
LQFOXGLQJERWKWKHGLYHUVLW\RIPXVLFVDQGZD\VRIEHLQJDPXVLFLDQWKLVVHFWLRQ¿UVW
addresses these two factors, before coming to school music education.

1.1.1 Public education and diversity in Nepal
Public education is relatively young in Nepal. It was not until 1951, and the fall of
the Rana regime, that education was expanded to the masses2 as both a means of
modernization and economic and social development (Caddell, 2007; Shields &
ํ Under Rana rule (1846-1951) education for the masses had been strictly prohibited, considered “a threat
to the power of the rulers” (Shields & Rappleye, 2008, p. 267).
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Rappleye, 2008; Skinner & Holland, 2009). Since then, Nepal’s extreme and complex
GLYHUVLW\KDVEHHQERWKDVRXUFHRIFRQÀLFWDQGSULGH HJ*RYHUQPHQWRI1HSDO
2007). While there is currently an emphasis on “unity amidst diversity”, for example,
there remains a lack of clarity on how to address diversity and construct unity (Caddell,
2007, p. 23). In the early years of public education in Nepal, to integrate this diversity
LQWRDVWURQJXQL¿HGQDWLRQWKH1DWLRQDO(GXFDWLRQ3ODQQLQJ&RPPLVVLRQLQ
recommended Nepali as the only language of instruction, explicitly seeking to weaken
other languages (Caddell, 2007; Hangen, 2010; Shields & Rappleye, 2008). This put
diverse ethnic and linguistic groups at a severe disadvantage and reinforced Nepal’s
existing inequalities (Shields & Rappleye, 2008). Later, during the panchayat period
 H൵RUWVWRFUHDWHFXOWXUDOXQLIRUPLW\ZHUHFRQWLQXHGDVVHHQIRUH[DPSOH
in the slogan “HNEKƗVƗHNEKHVHNGHV´ 2QHODQJXDJHRQHIRUPRIGUHVVRQH
country) (Hangen, 2010, p. 31). National unity and cohesion were thus promoted

based on the King, Hinduism, and the Nepali language (Caddell, 2007; Shields
& Rappleye, 2008), with state-published school textbooks, for example, promoting
a Hindu national identity and privileging the knowledge and experiences of people
from the Kathmandu Valley, while excluding the histories, cultures and languages of
other ethnic groups (Caddell, 2007; Hangen, 2010). Education therefore continued
WRSURPRWHVRFLDOVWUDWL¿FDWLRQDQGIXUWKHUVWLJPDWL]HVRFLDOO\GLVDGYDQWDJHGJURXSV
(Shields & Rappleye, 2008). Despite the restoration of multi-party democracy in 1990,
DQGWKHQHZFRQVWLWXWLRQGH¿QLQJ1HSDODVPXOWLHWKQLFPXOWLOLQJXDOGHPRFUDWLFDQG
secular, Nepal continued to be a ‘Hindu Kingdom’ with the state promoting Hindu
monarchy and Hindu norms and heritage (Lawoti, 2012). Nepali also continued to be
WKHRQO\R൶FLDOODQJXDJHDOWKRXJKRWKHUODQJXDJHVJDLQHGUHFRJQLWLRQDVQDWLRQDO
languages (Caddell, 2007; Hangen, 2010). According to Caddell (2007), recognitions
of diversity in the 1990 constitution were thus carefully balanced to secure the position
of dominant groups.
Persisting discrimination and inequality (Lawoti, 2012) fuelled a decade-long
civil war (The Maoist People’s War or Jana Yuddha, 1996–2006) in which more
than 13,000 people died and hundreds of thousands were displaced (Hangen, 2010).
(GXFDWLRQDOLQHTXDOLWLHVFRQWULEXWHGWRWKHFRQÀLFWDVGLGWKHIDLOXUHWRFRRUGLQDWH
between economic planning and educational policy (Parker, Standing, & Pant, 2013;
Shields & Rappleye, 2008). The rapid expansion of basic education and literacy, for
LQVWDQFHFRQWULEXWHGWRWKHFRQÀLFWDVWKHODFNRIHFRQRPLFRSSRUWXQLWLHVFRPSDUHGWR
the promised improved life circumstances and employment through education created
a disillusioned generation, and an ideal body of recruits for the Maoists’ People’s
6

$UP\ 6KLHOGV 5DSSOH\H 'XULQJWKHFRQÀLFWPDQ\FKLOGUHQH[SHULHQFHG
violence, were used “as combatants, spies, porters and messengers by both Maoist
and government forces” (Parker et al., 2013, p. 372; see also Shields & Rappleye,
 DQGGLHG 3DUNHUHWDO 0RUHRYHUVFKRROVEHFDPHFHQWUDOWRWKHFRQÀLFW
as they were widely used by both sides “as instruments of propaganda and control”
WKXV³WXUQ>LQJ@WKHOHDUQLQJHQYLURQPHQWGXULQJWKHFRQÀLFWLQWRDODQGVFDSHRI
fear” (Parker et al., 2013, p. 382). During the post-2006 peace processes the Hindu
monarchy and Hindu state, two pillars of sociocultural exclusion, were formally
eliminated, and Nepal became a federal democratic republic (Hangen, 2010). While
this peace process has seen “the rhetoric of inclusion” become widespread (Lawoti,
2012, p. 137), Lawoti (2012) asserts that this rhetoric has yet to manifest in areas of
consequence, and informal discrimination persists.
The main document guiding school education at the time of this research project,
the National Curriculum Framework for School Education in Nepal, was published in
2007 (henceforth NCF, Government of Nepal, 20073). The NCF declares that “Every
citizen will have a right to obtain basic education” (p. 40) and outlines formal school
education as consisting of twelve years, divided into basic or primary education (grades
1-8, ages 6-13) and secondary education (grades 9-12, ages 14-18). In addition, there
are two years of pre-primary education or early childhood education (ages 3-5). The
vision of school education presented in the NCF is
to prepare citizens dedicated to promoting and protecting democracy and human
rights. They should possess attributes like dignity of labour, be committed
to education, enterprising, disciplined, and capable enough to withstand the
SHUVRQDOVRFLDODQGQDWLRQDOFKDOOHQJHVRIWKHWZHQW\¿UVWFHQWXU\ *RYHUQPHQW
of Nepal, 2007, p. 32)
The document recognizes both the country’s geographic, social, and cultural
diversity as “unique features of the country” (p. 12) and diversity as one of Nepal’s
“contemporary curricular issues and challenges” (p. 12). Two of the eleven National
(GXFDWLRQDO2EMHFWLYHVWKXVUHIHUWRWKLVGLYHUVLW\³Be insightful to social equality
and justice and develop conduct accordingly to help create an inclusive society” (p.
31) and “Foster feelings of peace, friendship, goodwill, tolerance and fraternity in
local, national and international contexts and adopt one’s conduct accordingly” (p. 31).
Relevant to a research project on music education, one of the national objectives is

๎ Rather than marking in-text changes to quotations from the NCF using square brackets, as is customary
in APA style, I have left minor grammatical changes unmarked in the text out of respect for the translators
of the document.
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also to “Help prepare citizens committed to conserve and promote Nepali art, aesthetic
values, ideals and other specialties” (p. 32). The level-wise objectives for education
(pp. 40-43) similarly aspire to:
x Make students inquisitive towards cultural diversity, norms and values, and
traditions by respecting cultural diversity. (grades 1-8, p. 41)
x Develop a strong sense of non-discrimination towards others despite their
caste, ethnicity, religion, language, gender, class, and disability. (grades
1-8, p. 41)
x Understand the essence of human rights, social justice and democracy and
bring them into practice accordingly. (grades 9-12, p. 42)
x 'HYHORSDWWLWXGHVWRUHVSHFWLQGLYLGXDOGL൵HUHQFHVLQWHUPVRIJHQGHU
disabilities, social, economic, geographical, ethnic and cultural variations
and be active in building an inclusive society by being aware of social
evils like racial untouchability. (grades 9-12, p. 42)
Among the described principles of curriculum development are using a child-centred
approach, mother-tongue education in grades 1 to 3, inclusion, and “incorporating local
knowledge and skills, historical and cultural aspects” (p. 35). Music is only mentioned
once in the NCF in the list of Elective Subjects Group A (p. 77), however Creative Arts
is listed as one of the principle learning areas (e.g. pp. 3, 33, 43).
While the restoration of peace in 2006 and the publication of the NCF in 2007
may appear to coincide, it is also the case that changes to educational policy in Nepal
are often in “response to the conditions put by the aid agencies supporting educational
reforms” (Bhatta, 2009, p. 152). Indeed, Shields and Rappleye (2008) have referred to
WKH³SROLWLFVRIGRQRULQWHUHVWV´ S :KLOHHGXFDWLRQKDGHDUOLHUEHHQLQÀXHQFHG
by the British system of education as practiced in India, in 1954 the United States
EHJDQVXSSRUWLQJHGXFDWLRQLQ1HSDODQGEHFDPHWKHPRVWVLJQL¿FDQWLQÀXHQFHLQ
educational development (Bista, 1991/2011). By the 1980s, education policy became
increasingly tied to the interests of international donors, such as United Nations’
agencies and the World Bank (Caddell, 2007), and during the post-panchayat years
foreign actors, such as the international donor community, became powerful forces
shaping educational policy (Shields & Rappleye, 2008). These relationships led to
a move toward increased decentralisation of education through the introduction of a
school cluster model and the use of resource centres; shifts in discourse at policy and
programme level related to types of diversity encompassing gender, disability, socially
disadvantaged groups, and poverty; and the content of courses being linked to the goals
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prioritised by supporting institutions (Caddell, 2007). It was not only international
donors and agencies, however, internal political parties and ethnic activist groups
also sought to advance their visions of Nepal and social change through harnessing
the power of schools (Caddell, 2007). School was perceived as “a key site of
‘development’ in the popular imagination” (Caddell, 2007, p. 25) and while a focus on
development was common to all the various interest groups, both internal and external,
the nature of development was contested (Caddell, 2007).
2YHUDOOVLQFHVLJQL¿FDQWSURJUHVVKDVEHHQPDGHLQLQFUHDVLQJDFFHVV
to education in Nepal (Bhatta, 2009; Shields & Rappleye, 2008; UNICEF, 2017),
however challenges still remain. Despite a net enrolment in primary schools of 97
SHUFHQWKRZHYHU¿YHWRWZHOYH\HDUROGVUHPDLQRXWRIVFKRRO 81,&()
2017), with decreasing enrolment and attendance as the grades and level of education
LQFUHDVH *RYHUQPHQWRI1HSDO 0RUHRYHU81,&()  LGHQWL¿HV
persistent challenges to education in Nepal as “poor quality and inequity in access,
JHRJUDSKLFDOUHPRWHQHVVJHQGHUDQGVRFLRHFRQRPLFDQGHWKQLFGL൵HUHQFHV´ZLWK
“poverty, social exclusion, disability, migration, child labour, social norms and gender
bias” forming key barriers to both enrolment and attendance (UNICEF, 2017, para. 2;
see also Government of Nepal, 2007). Also, only 11 per cent of school buildings are
earthquake-resistant (UNICEF, 2017). Thus, educational outcomes continue to vary
due to inequalities stemming from caste (e.g. Parker et al., 2013; Shields & Rappleye,
2008; Stash & Hannum, 2009), gender (e.g. Bista, 1991/2011; Parker et al., 2013;
Stash & Hannum, 2009), the urban-rural divide (e.g. Bista, 1991/2011; Shields &
Rappleye, 2008), wealth (e.g. UNICEF, 2017), and public versus private schools (e.g.
Bhatta, 2009). While focussing on the development of music education may appear
LQVLJQL¿FDQWLQDFRQWH[WIDFHGZLWKVRPDQ\GDLO\FKDOOHQJHVDFWLYHO\SURPRWLQJ
forms of expressivity not only supports the life enriching and psychologically
necessary nature of the arts, but their potential to direct us toward more desirable
societies (Clammer, 2015). Moreover, in considering the purpose of development
Nobel laureate in economics and philosopher Amartya Sen (2004) argues “The
furtherance of well-being and freedoms that we seek in development cannot but
LQFOXGHWKHHQULFKPHQWRIKXPDQOLYHVWKURXJKOLWHUDWXUHPXVLF¿QHDUWVDQGRWKHU
forms of cultural expression and practice, which we have reason to value….To have a
high GNP per head but little music, arts, literature, etc., would not amount to a major
GHYHORSPHQWDOVXFFHVV´ S $V1HSDOZRUNVWRGHYHORSLWV¿UVWJRYHUQPHQW
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recognized music teacher education program, it is therefore critical that attention be
paid to how to equip teachers to navigate and engage with Nepal’s extreme and highly
complex diversity and rapid change.

1.1.2 Musical practices in a changing Nepal
Music is integral to daily life in Nepal, permeating social life and festivities. Just
as Nepal is characterised by extreme cultural diversity, so too is it characterised by
immense diversity of musical practices and ways of being and becoming a musician,
as each caste/ethnic group has its own musical forms. Within such diversity, Greene
 DVVHUWVWKDW³1HSDOLVWRGD\RIWHQ¿QGWKHPVHOYHVSXOOHGLQWZRRSSRVLWH
directions at once: urged on the one hand to come together as a nation and to set
DVLGHFXOWXUDOGL൵HUHQFHVDQGRQWKHRWKHUWRFHOHEUDWHDQGPDLQWDLQWKHLUGLYHUVH
UXUDOFXOWXUHVDQGWKHUHZLWKWKHLUPXVLFDOFXOWXUDODQGOLQJXLVWLFGL൵HUHQFHV´ S
59). Moreover, globalisation has brought with it a range of modern musics, such that
PXVLFLDQVWRGD\¿QGWKHPVHOYHVQDYLJDWLQJSDVWSUHVHQWDQGIXWXUHPXVLFDOSUDFWLFHV
This section therefore presents some of the issues related to musical practice in Nepal
that became relevant during this research project, including the relationship between
music and caste, music and modernization, and music and gender.
Music and caste
,Q-XQJ%DKDGXU5DQDWKH¿UVWRIWKH5DQD3ULPH0LQLVWHUVFUHDWHGWKHMuluki
Ain 1DWLRQDO/HJDO&RGH ZKLFKOHJDOO\HQIRUFHGD¿YHWLHUHGFDVWHKLHUDUFK\EXLOW
on the traditional Hindu philosophical division of labour and relative purity (Hangen,
2010). This hierarchy ascribed both one’s occupation – including that of musician
– and the level of purity to be maintained regarding interaction with other castes,
including rules about the acceptance or rejection of food and water, and physical
contact of one’s body and personal belongings (e.g. Tingey, 1992; 1995). As a result,
despite the importance of music in daily life in Nepal, a disparity exists between the
importance of the musics of caste musicians and the musicians themselves. While
their musics are often expected, indispensable or auspicious in various occasions
and settings, caste musicians themselves are positioned at the bottom of the social
hierarchy (see e.g. Moisala, 2013 regarding the Gaine/Gandharvas; Tingey, 1992; 1995
regarding the Damai; Wegner, 2009 regarding the Jugis). The Muluki Ain, for example,
FODVVL¿HGFDVWHPXVLFLDQVVXFKDVWKH.XVOHDQG.XOXDVtouchable, while others, such
DVWKH%DGL'DPDLDQG*DLQHZHUHFODVVL¿HGDVuntouchable (Subedi, 2011), and thus
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FRQWDFWZLWKWKHPUHTXLUHGULWXDOSXUL¿FDWLRQ 7LQJH\ :KLOHWKHMuluki Ain was
replaced by a new legal code in 1963 that made caste discrimination illegal (Subedi,
 FDVWHGLVFULPLQDWLRQLVIDUIURPREVROHWHDQG1HSDOLVRFLHW\UHPDLQVVWUDWL¿HG
by overlapping caste systems4, class, and gender (e.g. Hangen, 2010; Moisala, 2013;
Subedi, 2011).
,QDGGLWLRQWRFRQWULEXWLQJWRVRFLDOVWUDWL¿FDWLRQFDVWHDOVRUHVHUYHVFHUWDLQ
activities in daily life and occasional times like festivals or ceremonies, including
certain musical practices, for members of a particular caste (e.g. Grandin, 1989/2011).
0RUHRYHUPXVLFDOJHQUHVLQ1HSDOFDQEHYHU\VSHFL¿F7KHNewar ethnic group in
%KDNWDSXUIRUH[DPSOHKDYHPXVLFSHUIRUPHGIRUVSHFL¿FULWXDOVLQVSHFL¿FORFDWLRQV
VXFKDVWHPSOHVVWUHHWVDQGSXEOLFVTXDUHVDWVSHFL¿FWLPHVE\VSHFL¿FFDVWHVRU
associations (JXܒKƯ DQGLQKRQRXURIVSHFL¿FGHLWLHV :HJQHU :KLOHVRPH
performances do require cooperation between castes (see e.g. Wegner, 2001), the caste
V\VWHPKDVODUJHO\SUHYHQWHGFXOWXUDOH[FKDQJHDQGDGDSWDWLRQRIPXVLFDOLQÀXHQFHV
including instruments, genres and features, between castes (Moisala, 2013).
7KHLQÀXHQFHRIFDVWHRQPXVLFDQGPXVLFLDQVKRZHYHUKDVEHHQFKDQJLQJ
7KHH൵HFWVRIPRGHUQLW\IRUH[DPSOHFKDUDFWHULVHGE\PRUHOLEHUDOPXOWLFDVWH
ethnic urban environments, have allowed musicians to adopt lower caste musics
without harm to their status (Moisala, 2000). Moreover, the development of “modern”
PXVLFV VHHEHORZ KDVUHVXOWHGLQFXOWXUDODVFULEHGPXVLFLDQVSOD\LQJ¿OPVRQJVDQG
music for tourists (e.g. Moisala, 2013). Music performance has also transitioned from
ascribed musicians – those for whom musical status and activities are determined by
birth (e.g. Slobin, 1976 as cited in Grandin, 1989/2011) – to an increasing importance
on achieved musicians – those “who have chosen this role out of their own interest”
(Grandin, 1989/2011, p. 253) – causing music performance to move up the social
hierarchy (Grandin, 1989/2011). Surveying a neighbourhood in Kirtipur in the late
1980s, for example, Grandin observed that performers were coming from the high and
middle castes, while those from the low castes, all of whom had music as one of their
traditional occupations, were not performing (Grandin, 1989/2011). This transition,
ZKHUHE\DVFULEHGPXVLFLDQVJLYHXSWKHLUFDVWHGH¿QHGWDVNVLQWKHFRPPXQLW\DQGDUH
replaced by achieved musicians has also been observed by other ethnomusicologists
(e.g. Tingey, 1995). Grandin (1989/2011) attributed this transition to the changing
conditions in Nepal, and in particular the Kathmandu Valley, whereby largescale
๏ Understandings of caste in Nepal are further complicated by the overlap of the Hindu philosophical
division of labour by caste, with the caste systems within the Newar ethnic group and the Terai regions in
Southern Nepal (Hangen, 2010; Treacy, Thapa & Neupane, 2017).
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popular involvement in music adapted to agricultural life shifted to music performance
becoming a specialist activity, positioning the majority as audience rather than
SHUIRUPHUV+H  DOVRLGHQWL¿HG³DJHQHUDWLRQJDS«EHWZHHQWKHROGZKR
grew up with traditional ways of life mainly unchallenged, and the young, who have
spent their whole lives in a changing society” (p. 342), noting also that in younger
types of ensembles, which also often had the youngest performers, there was less
strictness in caste barriers.
As occupation for the majority of people was determined by birth, ascribed
by caste or other cultural and economic circumstances, it relied on family-based
informal learning of the required skills (Bista, 1991/2011). Although providing the
large number of skilled and semi-skilled workers for the country, this widely practiced
informal learning has never been a government-recognized system of training (Bista,
1991/2011). Grandin (1989/2011) described the diverse ways musical traditions were
passed on in one Newar community, where teaching and learning varied according
to genre. Some musics were taught through formal tuition sessions. Eastern classical
music (ĞƗVWUL\D sangit), for example, was passed on through an individual teacherapprentice relationship. Similarly, the devotional music genres GƗSKƗ and bhajan
were highly institutionalised (Grandin, 1989/2011); GƗSKƗ being learned exclusively
from a guru during a tuition session, and tuition sessions being arranged for 3 to 6
PRQWKVHYHU\WR\HDUV2WKHUPXVLFVZHUHOHDUQHGPRUHLQIRUPDOO\,QGLYLGXDOV
could privately arrange to meet a guru at the bhajan evening or just learn by regularly
attending the bhajan evening and listening (Grandin, 1989/2011). Some folk and
seasonal songs could be “picked up ‘unconsciously’ – people learn them without ever
learning them” (Grandin, 1989/2011, p. 137, emphasis in original) while those who
ZDQWWROHDUQ³OHVVXELTXLWRXVO\KHDUG´VRQJVUHTXLUHG³FRQVFLRXVH൵RUW´DQGWKXV
learned by approaching someone who knew it, like a family member (p. 137). Grandin
(1989/2011) also described how a leader of a band of western instruments (EHQEƗMƗ)
learned the clarinet from a family member for a number of weeks, then continued by
practicing at home in the evenings and learning new tunes from cassettes and the radio.
Similarly, Bernède (1997) described the apprenticeship of the large dhimay drum (mu
dhimay) amongst the Maharjan, a Newar caste, stating that “All young people in the
community must learn the instrument” (p. 39). He noted that it was commonly learned
sometime between the ages of 10 to 15, with training organised every 12 years and
lasting about three months. Transmission was described as being oral and “Under the
seal of secrecy” (p. 39).
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Music, modernization and globalization
$VZLWKHGXFDWLRQWKHIDOORIWKH5DQDUHJLPHLQZDVDOVRVLJQL¿FDQWIRU
music, marking the beginning of the cultivation of “modern” musical forms in Nepal
*UDQGLQ 8QGHUWKH5DQDVUDGLRDQG¿OPKDGEHHQEDQQHGIRUWKHJHQHUDO
population (Grandin, 1989/2011).When Radio Nepal5 began transmitting a few months
after their fall, a demand for domestic music was created leading to the development
of a new genre of modern songs (ƗGKXQLN git) and of modernized folk songs (lok git)
(Grandin, 1989/2011; Henderson, 2002; Wegner, 2001). These related genres “worked
to instill a sense of national pride and belonging in [Radio Nepal’s] listeners” and
comprised the majority of programming continuing into the 1990s (Henderson, 2002,
p. 21). Artists recruited by the radio to compose modern songs (ƗGKXQLN git) were
LQÀXHQFHGE\,QGLDQ¿OPVRQJDQGFODVVLFDOUDJDV1HSDOLIRONVRQJVDQGZHVWHUQ
harmony and polyphony, and the songs were accompanied by Nepali, Indian and
western instruments (Henderson, 2002; Grandin, 1989/2011; Wegner, 2001). Grandin
(1989/2011) asserts that such “borrowing of foreign (Indian and Western) music
resources [did] not contradict the Nepaliness of the songs” rather “Foreign music
resources [were] used to develop Nepali music, not to deprive it of its Nepaliness” (p.
180, emphasis in original). Modernized folk songs (lok git) were intended to foster
a distinct and shared Nepali identity and involved the collection of folk songs from
throughout the country, that were then translated into Nepali6 and newly orchestrated
(Greene, 2002; Grandin, 1989/2011; Henderson, 2002; Wegner, 2001). Thus, the genre

๐ In 1971 the National Communication Service Plan was launched by the government with the motto
‘Communication for development’. This plan coordinated existing media organizations and established
new ones, each with particular roles: Radio Nepal was for imparting knowledge, culture, literature and
religion; Ratna Recording Corporation for making recordings of national music and songs easily available;
the National Dance House for preserving, propagating and publicizing national culture while entertaining
the people through nationalistic cultural programs; and the Royal Nepal Film Corporation for providing
WKHSHRSOHZLWKKHDOWK\HQWHUWDLQPHQWUHGXFLQJWKHPRQRSRO\RIIRUHLJQ¿OPVDQGHVWDEOLVKLQJ1HSDO¶V
RZQ¿OPLQGXVWU\ *UDQGLQSS 
๑ Just as Nepali became the sole language of instruction upon recommendation by the National Education
3ODQQLQJ&RPPLVVLRQLQ1HSDOLDOVREHFDPHWKHRQO\SHUPLWWHGODQJXDJHRIR൶FLDOPHGLDXQGHU
the aim of national unity (Greene, 2002; Henderson, 2002; Wegner, 2001). Modern songs and folk songs
WUDQVPLWWHGE\R൶FLDOPHGLDDQGSHUIRUPHGRQR൶FLDOVWDJHVWKHUHIRUHQHHGHGWREHVXQJLQ1HSDOLRU
performed instrumentally (Grandin, 1989/2011; Henderson, 2002), and songs not in Nepali had to go
WKURXJKQRQR൶FLDOPHGLD(Grandin, 1989/2011)2൶FLDOPHGLDDOVRGLFWDWHGWKHPHVDQGEHJLQQLQJLQ
the early 1960s, the only permitted themes were patriotism and love (Wegner, 2001; see also Grandin
1989/2011). Consequently, the subject of modern songs and folk songs was usually love, with songs with
the theme of patriotism (UƗVWUL\DJLW), only receiving a small share of broadcasting time and record output
(Grandin, 1989/2011). ‘Societal songs’ with subjects like poverty, social inequality, and the need for social
SURJUHVVZHUH³EDUUHGLQWKHR൶FLDOPHGLD´ *UDQGLQS EXWSHUIRUPHGDWOLYHVWDJH
performances and distributed on cassettes and printed booklets (Grandin, 1989/2011, p. 189). These songs
also made use of several languages, often within one presentation (Grandin, 1989/2011; Wegner, 2001).
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does not “represent the actual sound of Gurung, Sherpa, Tamang, Newar, or other
performances” (Henderson, 2002, p. 22) as performances typically combine elements
from various ethnic groups, with non-folk related instruments and sometimes similar
orchestration to modern songs, and studio musicians only minimally varying the style
and instrumentation from song to song (Grandin, 1989/2011; Wegner, 2001)7.
The emergence of cassette technology combined with the opening of Nepal
to tourists and the movement of Nepali businessmen, students, Gurkha soldiers, and
others who travelled outside Nepal meant that western rock and pop music began to
take root in the Kathmandu Valley in the late 1960s and early 1970s (Henderson, 2002;
Henderson, 2005). Tourism also created a demand for performances of western music,
modern Eastern classical music,DQGWKHPXVLFDQGGDQFHRIGL൵HUHQWFXOWXUDOHWKQLF
groups as entertainment in hotels, restaurants and other tourist hangouts (Grandin,
1989/2011; Henderson, 2002; Henderson, 2005). Western popular music, however,
quickly spread from the tourist spots to middle class audiences from suburban
Kathmandu (Henderson, 2002). The late 1980s and early 1990s saw an emergence
of Nepali-language pop and rock (Greene 2002; Henderson, 2002). Also emerging in
WKHVZDV1HSDOLPL[PXVLFZKLFK*UHHQH  GHVFULEHVDVUHÀHFWLQJ³WKH
many contradictory worlds - both traditional and highly westernised - in which [young
Nepalis] are expected to live and work in the new urban Nepal” (p. 170). Today,
modern musics in the Kathmandu Valley range from Bollywood to metal (e.g. Greene,
2010; 2011).
Music and gender
Gender inequality in Nepal (e.g. GESI, 2017) also has implications for music and
musicians. Studies in ethnomusicology for example have discussed the limitations on
women’s musical participation and the status of female musicians (e.g. Henderson,
2002; Moisala, 1999; 2000; Stirr, 2010, 2018; Tingey, 1992, 1993, 1997; Widdess,
Wegner, Tingey, & Moisala, 2001). High caste Hindu women have traditionally been
prohibited from public singing and dancing, with the exception of the festival of Tij
(Stirr, 2010) and performers of music and dance of the Newar ethnic group are almost
exclusively male, with the exception of rice-sowing and Buddhist devotional songs
(bhajan) (Wegner, 2001). In cases where women have performed, their status may have
EHHQGL൵HUHQWWRWKDWRIPHQ7KLVZDVWKHFDVHRIPXVLFLDQVSDWURQL]HGE\WKH5DQD
๒ Instrumental accompaniment usually included a madal (a small cylindrical double-headed drum) and
bansuri DWUDQVYHUVHEDPERRÀXWH DQGRIWHQLQVWUXPHQWVOLNHsarangi (a bowed chordophone), guitar,
bass guitar, violin, and mandolin.
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and Shah courts: Men enjoyed prestige, while women were suspected of having sexual
relationships with palace patrons (Stirr, 2018). Writing about Gurung communities,
however, Moisala (1999) argues that gender is more multifaceted than questions of
inequality. She recognizes the power and freedom of Gurung women “as actors, not
victims” (p. 2), and describes a complimentary gender system that assigns equally
YDOXHGWDVNVWRGL൵HUHQWJHQGHUVLQRUGHUIRU*XUXQJVRFLHW\WRIXQFWLRQZHOO
0RGHUQPXVLFVLQ1HSDODUHDOVRFKDUDFWHULVHGE\JHQGHUGL൵HUHQFHV5RFN
and pop are male-dominated genres, with very few female instrumentalists in any
genre (Henderson, 2002). Women tend to work more in modern songs (adhunik git),
modernized folk songs (lok git DQG¿OPPXVLF ¿OPLJLW), with only a handful of
female pop and rock singers (Henderson, 2002)6WLUU  LGHQWL¿HVKRZIHPDOH
dohori DW\SHRIUHVSRQVRULDO1HSDOLIRONVRQJ UHVWDXUDQWSHUIRUPHUVZDON³D¿QH
line between class categories of artists admired for their talent and skill, and low-class
entertainers or prostitutes” (p. 276). Moreover, women, participating in rock and pop
primarily as singers, actresses, models, and promoters, often “take on the burden of
portraying nepalipan [Nepaliness]” in music videos and “blending multiple images
of what Nepal is, has been, and may become” through combinations of modern and
traditional wardrobe and setting (Henderson, 2005, p. 23). Recent studies of music
education in Nepal, however, have highlighted activist practices aimed at increasing
female access and participation (e.g. Shah, 2018; Tuladhar, 2018; Westerlund & Partti,
2018).

1.1.3 Music education in schools in Nepal8
Music has long been included as part of the compulsory subject Social Studies in the
Nepali primary school curriculum (grades 1-5, ages six to eleven) under “Creative
and Performance Arts”. Already in 1983, Amatya described how the New National
Education Plan introduced in 1971 included objectives for developing, preserving
and publicizing the national language, culture, literature and art. Thus, training in
the performing arts was compulsory at the primary level, and folk music and dance
were included in physical education in lower and secondary education. Folk music
and dance were also to be included in extra-curricular activities, and schools were
required to participate in interschool competitions and organize an annual “cultural
manifestation” (Amatya, 1983, p. 22), such as Parents’ Day (see also Articles I and II;
Grandin, 2005).

๓ I am grateful to Iman Bikram Shah, principal of the Nepal Music Center, for his ongoing assistance
verifying the current state of music education in Nepal.
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Currently the Primary Education Curriculum for grades 1 to 3 (Government
of Nepal, 2008) combines Social Studies and Creative Arts, while the grades 4 to 5
curriculum (Government of Nepal, 2009) lists them separately. In both cases “The
main objective of [the subject Creative Arts] is to make children able to express their
feelings, experience and creativity freely and spontaneously” (Government of Nepal,
2008, p. 26; 2009, p. 27). The subject is further broken down into Visual Art and
Music, with music encompassing singing, playing instruments, dancing, and acting
and including a 20 per cent local provision (Government of Nepal, 2007; 2008; 2009).
The local provision allows each school to include local content, such as music from the
area. Teacher training, including in music, for the subject Creative Arts is conducted
by the National Centre for Educational Development (NCED), and the NCED has
also developed some songs for grades 1 to 5 to support teachers in their teaching of
the subject. Moreover, the Curriculum Development Centre (CDC) has also selected
songs, most of which are patriotic songs, to be sung by students in grades 1 to 8 (see
also Grandin, 2005). Despite the inclusion of music as part of the Social Studies
curriculum, however, none of the administrators or musician-teachers involved in this
research project referred to this curriculum during our interactions. Interviewees did,
however, mention the existence of government organised music competitions in which
government schools also participate.
In 2010, after being lobbied by the Nepal Music Center (NMC), the Ministry
of Education adopted music into the lower secondary and secondary school curricula.
NMC then developed music curricula for lower secondary (grades 6–8, students twelve
to fourteen years old) as the second of two possible optional subjects (meaning that the
school selects the subject from a group of possible subjects and it is then taken by all
students), and IRUVHFRQGDU\VFKRRO JUDGHVVWXGHQWV¿IWHHQWRHLJKWHHQ\HDUVROG 
as an elective implemented in the Technical and Vocational Stream of Education. At
the same time, NMC developed a curriculum for grades 1-5 as a local subject (meaning
the one subject for which the school may develop its own curriculum), however, there
are currently no schools teaching this curriculum. While the lower secondary and
secondary school music curricula have been prepared and approved for implementation
since 2011, currently there are also no schools teaching them, partly because music is
just one of many subjects from which the school can choose only one to be taken by
all students. For example, as stated above, the only mention of music in the National
Curriculum Framework is in the appendices where the list of “Elective Subjects
Group: A” includes “Nepali, English, Sanskrit, Awadhi, Newari, Latin, History, Extra
Mathematics, Industrial Education, Food Science, Agriculture Education, Music and
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Musical Instrument, Veda, Byakaran, Electricity, Horticulture, Hotel Management”
(Government of Nepal, 2007, p. 77). It is also uncertain how widely information about
these music curricula have been disseminated. An elective music curriculum for grades
11 to 12 has also been approved and adopted but not widely implemented. Sirjana
&ROOHJHRI)LQH$UWVDSULYDWHFROOHJHD൶OLDWHGZLWK7ULEKXYDQ8QLYHUVLW\KRZHYHU
GRHVR൵HUVSURJUDPPHDQLQJJUDGHVDQG0XVLFWKHUHIRUHUHPDLQVDVXEMHFW
primarily taught in private schools and music institutes, and by private individuals.
At the tertiary level91HSDOR൵HUVVRPHSRVVLELOLWLHVWRVWXG\PXVLF'XHWRWKH
lack of formal music education in schools, however, the majority of students entering
such programs are beginners (Regmi, 2019). Eastern classical vocal and instrumental
music can be studied at various campuses of Tribhuvan University (TU), where
Bachelor level studies began already in 1963, Masters level in 2011 and PhD level in
 5HJPL &XUUHQWO\PXVLFVWXGLHVDUHR൵HUHGDWIRXU78FDPSXVHVDQG
the Central Department of Fine Arts (Regmi, 2019). Lalit Kala Campus (https://factu.
edu.np) and Sirjana College of Fine Arts (https://sirjanacollege.edu.np ERWKR൵HUD
four-year Bachelor of Fine Arts, while Padma Kanya Multiple Campus and Nepal
$UWV&DPSXVLQ.DWKPDQGXR൵HUPXVLFDVDQRSWLRQDOVXEMHFWDVSDUWRIDWKUHH\HDU
Bachelor degree. These tertiary programs were developed drawing from programs
in India based on Hindustani Classical music (Regmi, 2019). Although Nepali folk
PXVLFVZHUHLQWURGXFHG¿UVWDVH[WUDFXUULFXODUDFWLYLWLHVDQGODWHULQFOXGHGDVSDUWRI
the main curriculum, the focus of studies generally remains classical and folk vocal
music, and classical instrumental music including sitar, tabla, and bansuri (a transverse
EDPERRÀXWH (WKQRPXVLFRORJ\FDQEHVWXGLHGDW.DWKPDQGX8QLYHUVLW\'HSDUWPHQW
of Music through a Bachelor’s and Master’s degrees in Music10.
There is currently no government recognized music teacher education in Nepal,
DOWKRXJKVRPHLQVWLWXWLRQVKDYHPDGHH൵RUWVDWR൵HULQJWKHLURZQPXVLFWHDFKHU
education. The Nepal Music Educators’ Society, for example, in partnership with the
'DQLVK(PEDVV\R൵HUHGDWHDFKLQJWUDLQLQJFRXUVHIURP1RYHPEHUWR-XO\
As part of the Global Visions project, four Nepal Music Center teachers completed
SHGDJRJLFDOVWXGLHVDFFRUGLQJWR)LQQLVKUHTXLUHPHQWVEXWZLWKFRQWH[WVSHFL¿F
content and this has also contributed to the initiation of research-based music education
in the country (see e.g. Karki, 2018; Shah 2018; Shrestha, 2018; Tuladhar, 2018).

๔ I am grateful to Professor Dhrubesh Chandra Regmi from the Music Department, Padma Kanya Multiple
Campus, Tribhuvan University, for his assistance verifying the current state of tertiary music education
Nepal.
์๋ The Department of Music at Kathmandu University was established in 1996 by Gert-Matthias Wegner.
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Also in relation to the Global Visions project and music education in the country, two
international music education conferences have recently been organised in Kathmandu,
the 2017 Cultural Diversity in Music Education conference (CDIME) (https://www.
nepalmusiccenter.com/generalinfo.html#home) and the second International Society of
Music Education (ISME) South Asia regional conference in 2019 (https://www.ismeconferences.org/programme-south-asia-2019.html).

1.1.4 The Global Visions research project
The research project Global Visions Through Mobilizing Networks: Co-Developing
Intercultural Music Teacher Education in Finland, Israel and Nepal (https://sites.
XQLDUWV¿ZHEJOREDOYLVLRQV), and my role in it, is the result of chance meetings
and coincidence. While attending the 2012 Cultural Diversity in Music Education
conference (CDIME), Santosh Sharma and Iman Bikram Shah from the Nepal Music
Center (NMC) met Professor Heidi Westerlund from the Sibelius Academy, University
of the Arts Helsinki, Finland (UNIARTS). Their meeting initiated collaboration
EHWZHHQWKHWZRLQVWLWXWLRQVLQGHYHORSLQJ1HSDO¶V¿UVWJRYHUQPHQWUHFRJQL]HGPXVLF
teacher education program. At that time, I was in my third year of teaching primary
school music in international schools in Singapore and had taken the opportunity to
DWWHQGWKH&',0(FRQIHUHQFHZKHUH,PHW3URIHVVRU:HVWHUOXQGIRUWKH¿UVWWLPH
When I later moved to Finland in 2013, I contacted her expressing both my interest
in doctoral studies, and the emphasis of doctoral studies at the Sibelius Academy on
collaboration and collaborative research projects (Westerlund, 2014). The teacher
exchange project Music Teacher Education Development Project in Nepal (http://
PFDX¿QHSDO IXQGHGE\WKH0LQLVWU\IRU)RUHLJQ$൵DLUVRI)LQODQGIURP
2014 had just begun, and during an early visit to Nepal, the Finnish team observed
that Nepal’s music curriculum had been created by a small and select group, while
practitioners teaching music in schools11 had not been included in the process. By
contrast, Finland was concurrently involved in a process of renewing the national
curriculum through wide societal involvement, including numerous teacher workshops
and drafts of the curriculum being made available online for public comment. Based
on the value of engaging teachers in processes of developing music teacher education
Although music teaching had not yet formally begun in government schools, a number of private schools
LQWKH.DWKPDQGX9DOOH\KDGDOUHDG\EHHQR൵HULQJPXVLFDVHLWKHUDFXUULFXODURUFRH[WUDFXUULFXODU
activity. Like the music institutes in the Kathmandu Valley, these private schools hired musicians to teach
in their schools, usually on the basis of artistic merit, thus the term ‘musician-teacher’ is used throughout
this project. The prevalence of musical artists surviving by teaching music and engaging in other
educational activities has also been noted by Grandin (2005).

11
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and professionalism (e.g. Burnard, 2013a), Westerlund thus invited me to work with
practitioners in the Kathmandu Valley. The development project later became the
Global Visions research project funded by the Academy of Finland from 2015-2020.

1.2 Aim and questions guiding the research project
Situated within the Global Visions project, my aim as a researcher was to contribute
WRFRGHYHORSLQJFRQWH[WVSHFL¿FPXVLFWHDFKHUHGXFDWLRQLQ1HSDO7KLVZDVGRQH
by directing my research interest to the perspectives of practitioners currently
involved in music education in the Kathmandu Valley, with particular attention to
musician-teachers co-constructing visions of music education in Nepal. The following
overarching research question was thus constructed:
How can musician-teachers’ co-constructing of visions contribute knowledge
DERXWWKHGHYHORSPHQWRIFRQWH[WVSHFL¿FPXVLFWHDFKHUHGXFDWLRQLQDVLWXDWLRQ
of fast-paced social change and globalization?
This overarching research question was addressed through three sub-questions:
1. What contextual issues frame practitioners’ envisioning of music education
practices in Kathmandu Valley schools?
2. How might the process of co-constructing visions with musician-teachers
in the Kathmandu Valley contribute to music teacher education in Nepal
and beyond?
3. How might the process of co-constructing visions with musician-teachers
in the Kathmandu Valley contribute to understandings of cross-cultural
music education research?
To address these research questions, I draw on theoretical perspectives related to
teachers’ visions and aspirations (see Chapter 3) and empirical material generated
according to the methodological principles and approaches elaborated upon in Chapter
7KHUHVXOWVRIWKHUHVHDUFKSURMHFWDUHSUHVHQWHGLQ¿YHSHHUUHYLHZHGMRXUQDODUWLFOHV
and book chapters (Appendices 1-5), which are summarised in Chapter 5. For clarity,
they are referred to throughout this synthesizing text as Articles I-V. While the three
UHVHDUFKVXETXHVWLRQVZHUHLQLWLDOO\GHVLJQHGWRDGGUHVVWKHGL൵HUHQWVWDJHVRIWKLV
research project, they became relevant across the entire project as it progressed. The
¿UVWTXHVWLRQIRUH[DPSOHZDVRULJLQDOO\LQWHQGHGWRJXLGH6WDJH2QHDQG$UWLFOHV,
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and II but became equally valid across all articles. Moreover, while the research subTXHVWLRQVDUHUHODWHGWRWKRVHJXLGLQJWKH¿YHDUWLFOHVWKH\DUHQRWH[DFWO\WKHVDPH
Rather, the questions guiding the articles serve to operationalize the research subquestions and this relationship is presented in Table 7.

1.3 Researcher position
From the outset of this research project, I had a number of experiences that I believed
would support me in ethically engaging in a cross-cultural research project in a
majority world context. These are connected to my family history, my previous
teaching experience, and my previous education, each of which is elaborated upon
below.
My parents immigrated to Canada in the 1970s from Ireland. Growing up in
the very diverse Greater Toronto Area, it seemed to be the norm that my friends and
VFKRROPDWHVZHUHDOVRHLWKHU¿UVWRUVHFRQGJHQHUDWLRQ&DQDGLDQVLIWKH\WKHPVHOYHV
had not immigrated. We spent some of my childhood summers visiting family and
friends in Ireland and France and these early travel experiences led me to seek work
DEURDGGXULQJP\XQLYHUVLW\VXPPHUEUHDNV¿UVWLQ)LQODQGDQGWKHQLQ$XVWULD$VDQ
unexpected result, I later moved to Finland where I now live as an immigrant, making
me a cultural outsider in Canada, having moved abroad in 2003, in Finland where I
now live, and in Nepal the site of this project.
By the time this research project began in 2014, I had spent over 11 years living
and working in intercultural settings outside the country in which I grew up. Seven
of those years were spent teaching in international schools, characterized by diverse
student, teacher, and administrator populations. I taught elementary school music (K-6)
IRUWZR\HDUVLQ&DLUR(J\SW  ±P\¿UVWIXOOWLPHWHDFKLQJMRE±DQGIRUIRXU
\HDUVLQWZRGL൵HUHQWLQWHUQDWLRQDOVFKRROVLQ6LQJDSRUH  ,DOVRWDXJKW
fourth grade for one year in an international school in Helsinki, Finland (2006-2007)
prior to which I was the English as an Additional Language teacher in a Finnish public
bilingual primary school (2005-2006). These experiences are particularly relevant to
this research project as they relate to its intercultural nature. Moreover, living abroad
in itself has been a major learning experience, as every new context has required me
WROHDUQDQGUHOHDUQGL൵HUHQWZD\VRIEHLQJIURPFDUU\LQJRXWHYHU\GD\DFWLYLWLHVOLNH
commuting and buying groceries to communicating in new languages and behaving in
culturally appropriate ways. In Cairo, for example, I found myself in a new position
RIYLVLEOHDQGUHOLJLRXVPLQRULW\DQGZDVDW¿UVWXQDEOHWRUHDGWKHORFDOVFULSW7KH
challenges of re-learning ways of being were equally relevant in this project and
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DUHUHÀHFWHGRQLQ6HFWLRQ7KHLQWHUFXOWXUDOWHDFKLQJVLWXDWLRQVDOVRUHTXLUHG
me to navigate a number of challenges emerging from the cultures of the schools,
WKHLUVWXGHQWVDQGP\VHOI2QHRIWKHVHFKDOOHQJHVZDVUHODWHGWRWKHH[SHFWDWLRQV
of the schools and their students. I was explicitly asked by my principal in Cairo to
teach songs in English, rather than other languages, to support the students’ language
development, and since I was teaching in a school with a population of approximately
90% Egyptian students, I thought that not singing Christmas carols was an obvious and
culturally appropriate choice. I was therefore surprised when in December my Muslim
students asked why we were not singing them. Later, in the culturally diverse schools
in Singapore, I found myself challenged as I contemplated just what exactly I should
teach.
My experiences teaching in international schools were also relevant to this
research project for reasons other than their intercultural nature. These experiences
were generally characterized by professional solitude. In two of the schools I was the
only elementary music teacher and collaboration between elementary, middle and high
school teachers was not supported. Moreover, as a foreigner I was not aware of or had
GL൶FXOWO\DFFHVVLQJDQ\ORFDOSURIHVVLRQDOQHWZRUNVWKDWPLJKWKDYHH[LVWHG,QP\
VHFRQGVFKRROLQ6LQJDSRUHKRZHYHUGXHWRLWVVL]HWKHUHZHUH¿YHPXVLFWHDFKHUVIRU
NLQGHUJDUWHQWRJUDGH¿YHPXVLF:KLOHZHFROODERUDWHGLQIRUPDOO\UHJXODUO\VKDULQJ
ideas and discussing challenges, the school also supported formal collaboration and
introduced Professional Learning Communities (PLC), and I was given the role of
elementary music PLC leader. Finally, while all of the schools were located in very
GL൵HUHQWFRQWH[WVWKHLQWHUQDWLRQDOVFKRROVLQZKLFK,WDXJKWDQGWKHSULYDWHVFKRROV,
visited in the Kathmandu Valley shared qualities that made the latter feel familiar to me
and like I could relate to the musician-teachers who taught there.
Another experience that I believed would support me in ethically engaging in
this cross-cultural research project was that prior to its commencement I had already
begun exploring the link between music education and international development.
'XULQJP\WZR\HDUVOLYLQJLQ(J\SW,HQFRXQWHUHGIRUWKH¿UVWWLPHDNLQGRISRYHUW\
I had not witnessed growing up in middle class Canadian suburbs. This experience
KDGDSURIRXQGLQÀXHQFHRQPHXQFRYHULQJIHHOLQJVRIGLVFRQQHFWEHWZHHQP\
chosen profession and social responsibility, and even leading me to doubt the
VLJQL¿FDQFHRIWHDFKLQJPXVLFDPLGVXFKLQHTXDOLWLHV,WKXVFKRVHWRSXUVXHWKH
Master’s Degree Programme in Development and International Cooperation, at the
University of Jyväskylä, Finland, specialising in Education (2007-2010). During this
interdisciplinary degree, I was introduced to the complexity of development through
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courses on theories of development, development policy, research approaches, and
SURJUDPPDQDJHPHQW8QDEOHWRSXWDVLGHWKHVLJQL¿FDQFHRIPXVLFLQP\RZQ
life, I began to explore how music and music education could contribute to shaping
more just future societies. I was given the opportunity to study music in Kenya as an
exchange student for one semester and completed a mandatory international internship
in Canada. Though I had planned to use my time in Kenya to carry out the research
for my MA thesis, I chose instead to write my thesis on the music outreach program
in Canada in which I completed my internship. This decision was the result of the
LQWHUQVKLSZKLFKQRWRQO\SURYLGHGWKH¿UVWFKDOOHQJHWRWKHPXVLFHGXFDWLRQSDUDGLJP
into which I had been enculturated–and my identity as a music teacher– but also
SURYLGHGPHZLWKP\¿UVWH[SHULHQFHRIDPXVLFSURJUDPH[SOLFLWO\ZRUNLQJIRUVRFLDO
justice.
These challenges to the music education paradigm into which I was enculturated
and my identity as a music teacher have continued to be challenged both from living
in Finland and my work in Nepal. Though school music education in North America,
with its focus on concert bands, orchestras, and choirs has received much criticism
(e.g. Bartel, 2004; Gould, Countryman, Morton, & Rose, 2009), without it I do not
know what I would be doing today. Unlike most students in tertiary music education,
,GLGQRWWDNHPXVLFOHVVRQVRXWVLGHRIVFKRRODWOHDVWQRWXQWLOP\¿QDO\HDURIKLJK
school when I was preparing for my university entrance auditions. Rather, it was
the school music programs and supportive school music teachers who nurtured my
PXVLFLDQVKLSDQGMRXUQH\WREHFRPLQJDPXVLFWHDFKHU2XUVFKRROPXVLFOHVVRQVLQ
the last years of elementary school were modelled on a concert band, and my very
supportive elementary school music teacher introduced us to the city’s Regional Arts
Programme, helped me prepare for the audition during his lunch and recess breaks, and
WKHQFDPHWRWKHZHHNHQGPRUQLQJDXGLWLRQWRDFFRPSDQ\PHRQWKHSLDQR0\¿YH
years at that Regional Arts Programme high school included experience in concert and
jazz bands, brass quintets, and choirs. It was not until twelfth grade, when one of the
music teachers invited me to teach in her grade nine band class as part of a mandatory
Independent Study Unit that I discovered what I wanted to do after university. It was
then that I decided to apply to music education–much to the initial disappointment
of my father who was hoping I would pursue something perceived to be more secure
OLNHVFLHQFHRUHQJLQHHULQJ±DQGVRLQP\¿IWK\HDURIKLJKVFKRRO,WRRNP\¿UVW
private trumpet lessons to prepare for the auditions. My university education largely
prepared me to reproduce the kind of concert band education I had received, while also
introducing me to orchestral, choral, and elementary music pedagogies, and providing
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VRPHRSSRUWXQLWLHVWRSDUWLFLSDWHLQZRUOGPXVLFHQVHPEOHVDQGP\¿UVWHQFRXQWHU
ZLWKWKH¿HOGRIPXOWLFXOWXUDOPXVLFHGXFDWLRQ$WWKHVDPHWLPHWKHFRPSHWLWLYH
SHUIRUPDQFHDWPRVSKHUHFKDOOHQJHGERWKP\FRQ¿GHQFHDQGLGHQWLW\DVDFDSDEOH
musician. Moreover, the abovementioned internship during my MA in which I worked
with urban musicians such as singers, emcees, producers and songwriters, working in
WKH¿HOGRIPXVLFHGXFDWLRQLQ)LQODQGZKHUHVFKRROPXVLFHGXFDWLRQLVODUJHO\EDVHG
on popular musics, and working with musician-teachers in Kathmandu who were
primarily popular and jazz musicians, have all challenged my identity as a musician
and music teacher.
2I¿QDOLPSRUWDQFHWRP\SRVLWLRQLQWKLVUHVHDUFKSURMHFWLVWKDWGXULQJWKH
course of the project I began teaching at the Sibelius Academy, University of the
Arts Helsinki. This teaching has included the master’s level research methods and
writing seminar courses for international students completing the 60 ECTS Teachers
Pedagogical Studies in the Faculty of Classical Music and a bachelor’s level course on
Cultural Diversity and Music Research in the Department of Global Music.

1.4 Structure of the dissertation
Following this introductory chapter, Chapter 2 presents a review of literature related
to music education and the majority world, with particular attention to scholarship that
KDVEHHQLQÀXHQWLDOZKHQFRQVLGHULQJWKHHWKLFDOLVVXHVUHODWHGWRWKLVFURVVFXOWXUDO
research project. In Chapter 3, I present the theoretical framework of the research
project, including the move beyond the research project’s starting point of teachers’
visions (e.g. Hammerness, 2004), using Appadurai’s notions of the imagination (1996)
and the social and cultural capacity to aspire (2004). Chapter 4 then attends to the
PHWKRGRORJ\RIWKHSURMHFW7KHFKDSWHULVGLYLGHGLQWRIRXUVXEVHFWLRQVWKH¿UVWRI
which presents the methodological framework of the research project, which is driven
SULPDULO\E\DQDWWHPSWWRDSSO\DSSUHFLDWLYHLQTXLU\FULWLFDOO\DQGUHÀH[LYHO\7KH
three subsequent chapters describe in turn the three stages of the research project.
&KDSWHUWKHQVXPPDUL]HVWKH¿YHDUWLFOHVWKDWWRJHWKHUZLWKWKLVV\QWKHVL]LQJ
text comprise this dissertation. The articles are all included in their entirety in the
Appendices. After attending to how each article independently addresses the project’s
UHVHDUFKVXETXHVWLRQVLQ&KDSWHU&KDSWHUWKHQEULQJVWKH¿YHDUWLFOHVLQWR
GLVFXVVLRQZLWKHDFKRWKHUDQGWKHZD\VWKH\¿OOLQZLWKHDFKRWKHUWRHQOLJKWHQHDFK
of the three research sub-questions. Chapter 7 concludes the dissertation by presenting
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VRPH¿QDOUHÀHFWLRQVRQWKHOLPLWDWLRQVRIWKHUHVHDUFKSURMHFWSRVVLELOLWLHVIRUIXWXUH
UHVHDUFKDQHYDOXDWLRQRIWKHSURMHFWLQUHODWLRQWR³UHVRQDQWZRUN´ 6WDX൵HU %DUUHWW
2009), and some points of enduring inspiration from Nepal.
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2 Music education and the majority world: Research and ethical
deliberations
This chapter presents a brief review of literature related to diversity in music education
DQGPXVLFHGXFDWLRQUHVHDUFKWKDWKDVEHHQLQÀXHQWLDOGXULQJERWKWKHSODQQLQJDQG
LPSOHPHQWDWLRQRIDQGUHÀHFWLRQRQWKLVFURVVFXOWXUDOUHVHDUFKSURMHFW$WKRURXJK
review of the literature on music education in the majority world is beyond the scope
of this project. Instead, particular attention was paid to literature that supported my aim
of foregrounding ethical deliberations. The chapter thus takes the theme of diversity in
music education and music teacher education as a starting point, and then expands to
literature that considers ethnocentrism and coloniality in (music) education and (music)
education research.
Diversity in K-12 music education has most often been addressed through a
broadening of repertoire to include, for example, popular (e.g. Smith, Moir, Brennan,
Rambarran, & Kirkaman, 2017) or ‘world’ musics (e.g. Campbell et al., 2005).
+RZHYHUWKHFRPSOH[LWLHVRIWKLVGLYHUVL¿FDWLRQPD\EHRYHUORRNHGIRUH[DPSOH
discussions concerning inclusion into what, when, how, and what and who for; or the
XQZDQWHGVLGHH൵HFWVDQGLQFRPSDWLELOLWLHVWHDFKHUVHQFRXQWHULQGL൵HUHQWDSSURDFKHV
to inclusion (Karlsen, 2017). Moreover, an uncritical focus on preserving music
traditions may risk reproducing inequities, for example related to gender or social
hierarchies like caste, rather than considering how traditions, and the pedagogies
WKH\FDUU\PD\QHHGWRFKDQJHLIDQGZKHQWKH\HQWHUVFKRROV&ULWLFDOUHÀHFWLRQ
is therefore required if music education is to uphold democratic ideals, such as
participation and equal opportunity, and provide space to ethically engage with values
GL൵HUHQWWRRQH¶VRZQ
In music teacher education, the importance of developing future teachers’
understandings of diversity and providing exposure to a wide range of perspectives is
recognized as essential to the development of music teacher professional knowledge
0DWHLUR :HVWYDOO 7KXVPXVLFWHDFKHUHGXFDWLRQSURJUDPVKDYHR൵HUHG
various courses and intercultural education experiences for their preservice teachers.
These have included, for example, the implementation of an internationalized
elementary general music course (Addo, 2009) or an intercultural immersion course
between the United States and Sweden (Burton, Westvall, & Karlsson, 2013), and
FRXUVHUHODWHG¿HOGZRUNRQGLYHUVHPXVLFV 0DUVK RUPXVLFDOFROODERUDWLRQ
with refugee youth (Marsh, Ingram, & Dieckmann, 2020). Teaching opportunities
have also been arranged for preservice teachers in diverse settings such as a band
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camp for children from remote Indigenous communities in Australia (Ballantyne,
Canham, & Barrett, 2015), or overseas opportunities including a Finnish-Cambodian
intercultural arts education project (Westerlund, Partti, & Karlsen, 2015; Kallio &
Westerlund, 2020) and a professional placement for Norwegian student music teachers
in a Palestinian refugee camp in Lebanon %U¡VNH'DQLHOVHQ%U¡VNH .
,PSRUWDQWO\LWKDVEHHQHPSKDVLVHGWKDWVXFKDSSURDFKHVWRGLYHUVLW\QRWEHRQHR൵
courses or experiences, but rather that attending to issues of diversity and social justice
be central components throughout music teacher education programmes (Mills &
Ballantyne, 2010). Also of relevance to this research project are studies by teacherresearchers engaging in intercultural collaborations between Finland and Nepal, and
Sweden and Vietnam, towards institutional change (Timonen, Houmann, & Sæther,
2020). Moreover, it has been recognized that the unfamiliarity and unpredictability
involved in stepping outside of comfort zones such as during intercultural experiences
in music teacher education can be challenging, confusing, and discomforting (e.g.
Westerlund et al., 2020a).
Despite attempts to diversify music education and music teacher education,
the scholarship remains largely focussed on western contexts and can therefore
be seen to be ethnocentric. This can also be said of the music (teacher) education
scholarship in general (e.g. Bradley, 2012). Moreover, Kertz-Welzel (2016) asserts
that even within western contexts, there exists a hegemony of Anglo-American music
education and research. This can be seen, for example, in a review of seven music
journals from 1990-2015, in which the 24 professional development initiatives for
.PXVLFWHDFKHUVUHSRUWHGLQGL൵HUHQWDUWLFOHVZHUHSULPDULO\IURP&DQDGDWKH
United Kingdom and the United States of America (Bautista, Yau, & Wong, 2017).
Relatedly, Westerlund and Karlsen (2017) have used the term “ocularcentric” to
describe the PDLQVWUHDPGLYHUVLW\GLVFRXUVHRIPXOWLFXOWXUDOLVPEDVHGRQFODVVL¿FDWLRQ
DQGFDWHJRUL]DWLRQ0RUHRYHU%UDGOH\  KDVLGHQWL¿HGQRWRQO\WKHWHQGHQF\WR
impose western analytical concepts on ‘world’ musics, but how their inclusion “often
takes colonialist form through unauthorized appropriation and publication, through
multiple forms of misrepresentation, and through language suggesting such music,
as indigenous knowledge, is marginal or inferior to the Western musical canon” (p.
410; see also Hess, 2015; Hess, 2018). She (2012) therefore asserts that approaches to
multicultural education often “maintain cultural separation” (p. 425) and “leav[e] the
European canon centered in the curriculum” (p. 425). This can be seen, for instance,
in university entrance requirements such as those in North America that still privilege
western classical music (Bradley, 2012).
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The explicit goal of the collaborative developmental work between the Nepal
0XVLF&HQWHUDQGWKH6LEHOLXV$FDGHP\ZDVWRFRGHYHORS³FRQWH[WVSHFL¿F´ HJ
Hammerness & Craig, 2016) music teacher education, not simply export an existing
music teacher education program. Hammerness and Craig (2016), for example,
R൵HUDIUDPHZRUNRIfour layers of context relevant to teacher preparation: school/
classroom, neighbourhood/community, district, and federal/state. In the recent
“scholastic race” triggered by economic globalization (Akkari & Dasen, 2008, p. 369),
however, Finland’s recent successes in international standardized examinations has
not only drawn much international interest to Finnish education but also supported
the development of Finnish education export (Delahunty, Phusavat, Kess, KropsuVehkapera, & Hidayanto, 2018; see also Lönnqvist, Laihonen, Cai, & Hasanen, 2018;
Schatz, 2015). While Finland’s successes may have motivated the initial interest in
FROODERUDWLRQHPSKDVLVLQJFRQWH[WVSHFL¿FLW\ZDVGHHPHGSDUWLFXODUO\FUXFLDODVLGHDV
DERXWPXVLFWHDFKHUNQRZOHGJHUHOHYDQWWRDVSHFL¿FVHWWLQJFDQQRWEHDVVXPHGWREH
universally applicable (Burnard, 2013b). Indeed, although identifying and borrowing
VXFFHVVIXOVWUDWHJLHVLVFRPPRQLQWKH¿HOGRIPXVLFHGXFDWLRQSUREOHPVDULVHZKHQ
strategies from other educational systems are transplanted in new situations in “the
original way” without being appropriately adjusted, transformed or adapted (KertzWelzel, 2015, p. 50). Rather, to be successful and culturally sensitive, Kertz-Welzel
 DVVHUWVWKDW³WKHSURFHVVRIERUURZLQJ´ S UHTXLUHVFULWLFDOUHÀHFWLRQDQG
should result in “a new system or strategy, a new original, designed to work within
a new environment” (p. 57). The project’s collaborative development work was also
not intended to be unidirectional, but to develop music teacher education in both
institutions, where the institutions themselves were conceptualised as “mobilizing
networks” (Davidson & Goldberg, 2010). Thus, networking interactivity was
encouraged and enabled, to “ope[n] up or giv[e] way to new interacting networks
as older ones ossif[ied] or emergent ones signal[ed] new possibilities” (Davidson &
Goldberg, 2010, p. 193).
7KLVDLPRIFRGHYHORSLQJFRQWH[WVSHFL¿FPXVLFWHDFKHUHGXFDWLRQDOVR
connects to the anticolonial stance guiding this project. Such a stance is particularly
pressing, as Dasen and Akkari (2008)QRWHWKHGHVWUXFWLYHH൵HFWRIIRUPDOVFKRROLQJLQ
colonized countries, contending that
1RIRUFHKDVSRVVLEO\EHHQDVH൶FLHQWDV>,QVWLWXWLRQDOL]HG3XEOLF%DVLF
Schooling] in the oppression of the ‘majority world’ and in the marginalization
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RIORFDOHGXFDWLRQDONQRZOHGJH7KURXJKLWVVXEWOHLQÀXHQFHWKLVFRJQLWLYH
LPSHULDOLVPKDVH൵HFWLYHO\GHVWUR\HGDQGGHIRUPHGQRQ:HVWHUQHGXFDWLRQDO
methods. (p. 17)
This has also been true of music, with music education in compulsory schooling often
emerging during colonial periods (e.g. Cox & Stevens, 2010; Kim, 2014; Herbst, de
Wet, & Rijskijk, 2005), and often with “a disregard for and dismissal of indigenous
musical and educational traditions” (Cox & Stevens, 2010, p. 5). Central to our
collaborative work, therefore, was challenging these historical patterns and constantly
asking ourselves how we could co-develop music teacher education without erasing
local knowledge and expertise to be replaced with our own epistemologies (e.g. Patel,
2016; Tuck & Yang, 2012).
Being not solely a project for developing music teacher education but a
project concerned with doing so through educational research, attention to the deep
entanglements of research with colonialism and European imperialism (e.g. Smith,
 ZDVDOVRQHFHVVDU\6PLWK  DVVHUWVWKDW³7KHZD\VLQZKLFKVFLHQWL¿F
research is implicated in the worst excesses of colonialism remains a powerful
remembered history for many of the world’s colonized peoples. It is a history
WKDWVWLOOR൵HQGVWKHGHHSHVWVHQVHRIRXUKXPDQLW\´ S 7KLVLVQRWRQO\GXH
to the roots of qualitative research being in ethnography, with its colonial history
focussed on studying and writing about people and culture. Patel (2016) for example
describes educational research as “an entity borne of and beholden to coloniality”
(p. 4), proposing that it “has played a deleterious role in perpetuating and refreshing
colonial relationships among people, practices, and land” (p. 12). In her approach to
GHFRORQLVLQJHGXFDWLRQDOUHVHDUFKVKHGH¿QHVFRORQLDOLW\LQUHODWLRQVKLSWRVHWWOHU
colonialism:
Settler colonialism values ownership and property rights above all else, and it
UHTXLUHVVWUDWL¿FDWLRQEHWZHHQWKRVHZKRDUHSURSHUW\RZQHUVDQGWKRVHZKR
aren’t. Because the university-based researcher has a material status-based
interest, through grants, data, and publications, the relationship to knowledge is
one born of limited resources and protectionism. (p. 35)
This can be seen, for example, in cross-cultural research that has a “history of treating
local people badly” (Liamputtong, 2010, p. 2) and taking knowledge from local
FRPPXQLWLHVDQGR൵HULQJLWWRVFLHQWLVWVDQGRUJDQL]DWLRQVZLWKOLWWOHLIDQ\EHQH¿W
to the communities (Liamputtong, 2010). The researcher-researched relationship has
even been related to settler-slave relationships as it usually only serves to improve or
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solidify the researcher’s status (Patel, 2016). To move away from colonialism then,
Patel (2014) calls for “put[ting] into practice ways to be in relation that d[o] not begin
and end with ownership” (p. 360), focussing instead on answerability.
Recent music education research has explored coloniality and resistance to
coloniality in music education practices and philosophy (e.g. Bradley, 2012; Dillon &
&KDSPDQ'ROOR൵*UDKDP+HVV/RFNH 3UHQWLFH
Rosabal-Coto, 2014). Moreover, discussions of decolonizing music education research
have begun to emerge (e.g. Hess, 2018; Kallio, 2019). Hess (2018) examines research
activities through Critical Race Theory and anticolonialism to move toward more
ethical research practice. She calls for researchers to interrogate their “reasons for
engagement” (p. 579) and attend to the “needs of multiple stakeholders including those
of the populations with whom we engage” (p. 574). Kallio (2019), however, questions
WKHYHU\SRVVLELOLW\RIEHLQJ³PHWKRGRORJLFDOO\UHVSRQVLEOHZKHQQDYLJDWLQJGL൵HUHQW
DQGDWWLPHVFRQÀLFWLQJZRUOGYLHZVLQPXVLFHGXFDWLRQUHVHDUFK´ S DQGSURSRVHV
conceptualizing methodological responsibility not as “an end destination to achieve,
but a FRQGLWLRQRISRVVLELOLW\´(p. 12, emphasis original).
Ethnomusicologists have only relatively recently become concerned for “the
study of music in times and places of trouble” (Rice, 2014, p. 193) embracing themes
relating music to various social, political, economic and ecological crises worldwide.
This emerging work raises concerns for ethics in ethnomusicological research (e.g.
Hofman, 2010). In her rethinking of the role of the scholar in social justice and
advocacy work, Hofman (2010) troubles the representation and production of the
VXEDOWHUQWKURXJKDFDGHPLFNQRZOHGJH6KHLGHQWL¿HVUHVSRQVLELOLW\DV³WKHPRVW
crucial concept related to ethics and ethnomusicological work” (p. 28) suggesting that
“By becoming aware not only of our moral dilemmas but also of our moral limitations
and the choices we make, we can grow as moral subjects together with our research
partners” (pp. 32-33). Rice (2014) also argues that “Studying music in conditions of
gross social and economic inequality can drive ethnomusicologists to rethink their
methods and move them away from vertical knowledge structures to horizontal ones
in which knowledge is created in equal partnerships with communities and community
musicians” (p. 204).
These challenges do not mean that I, or other researchers in the Global Visions
project, should disengage from this cross-cultural development work. Indeed, other
music education related collaborations in Nepal, with for example Norway and
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Denmark12, suggest that if we were to disengage, others would have been asked to
FROODERUDWHLQRXUSODFH5DWKHU,WDNHLQVSLUDWLRQIURPWKHLGHDJXLGLQJUHÀH[LYH
SUDJPDWLVPWR³EDODQF>H@HQGOHVVUHÀH[LYLW\DQGUDGLFDOVNHSWLFLVPZLWKDVHQVHRI
direction and accomplishment” (Alvesson, 2003, p. 14). Importantly, in balancing
learning and action–neither acting without knowledge nor postponing action too
long–I take guidance from Davis (2015) who asserts, like others, that it is essential
WRSXWUHODWLRQVKLSV¿UVWThe very idea of learning from and with musician-teachers
in the Kathmandu Valley in an attempt to break away from the top down approach
frequently used globally in educational projects, however, requires “Spivak’s project of
‘unlearning’ and ‘learning to learn from below’” which “turns crucially on establishing
an ethical relationship with the subaltern” (Kapoor, 2004, p. 642). Thus, I engaged
with this research project with a willingness to be transformed by it, and the critique to
which it will be subjected.

The Nepal Music Center collaborated with Rikskonsertene (Concerts Norway) 2004-2009 (see e.g.
Lange, Shrestha & Korvald, 2009). In addition, the Embassy of Denmark supported a music teacher
training program from November 2010 to July 2012 (Danish Center for Culture and Development, 2012).
12
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3 Theoretical framework
This chapter outlines the theoretical framework that has shaped my understandings of
the musician-teachers’ visions and the processes of co-constructing them. The starting
point for this research project was educational researcher Karen Hammerness’ (e.g.
2004) concept of teachers’ visions. Extending this, the research project leans heavily
on socio-cultural anthropologist Arjun Appadurai’s notions of the imagination (1996)
and the social and cultural capacity to aspire (2004). While both Hammerness and
Appadurai help frame the future-oriented thinking in this research project, the move
WR$SSDGXUDLZDV¿UVWPDGHFRQVLGHULQJWKH³VRFLDOORFDWLRQV´RIWKHVHFRQFHSWV
(Patel, 2016, p. 60). Hammerness’ work on teachers’ visions developed mainly in the
United States, while Appadurai rests his thinking on the capacity to aspire with his
work in housing projects in Mumbai. While the musician-teachers in Kathmandu who
participated in this project certainly cannot be compared to people living in insecure
housing in Mumbai, Appadurai’s thinking about culture in relation to development
and poverty reduction does hold relevance. Moreover, he understands poverty not
only in the narrow sense of resource deprivation but following Sen’s (1999) idea of
poverty being related to “the real freedoms that people enjoy” (p. 3). In Appadurai’s
thinking, the “poor” thus also encompass “the excluded, the disadvantaged, and the
marginal groups in society more generally” (Appadurai, 2004, p. 66), and as seen in
Section 1.1 above on the Research Context, musician-teachers can be seen to occupy a
marginalized position both in Nepali society and in the development of music teacher
education. As will be discussed below, Appadurai’s notion of the capacity to aspire
(2004) became central to this research project through its emphasis on the culturally
embedded nature of aspirations, or visions, and on envisioning being a capacity that
requires practice to be improved. In addition to Hammerness and Appadurai, John
Dewey’s Theory of Valuation (LW13) contributes to this framework. This perspective
was particularly important for stressing the processual nature of envisioning, and thus
WKDWWHDFKHUV¶YLVLRQVVKRXOGQRWEHVWDWLFEXWVXEMHFWWRRQJRLQJUHÀHFWLRQFULWLFDO
evaluation, and revision. Thus, while both Hammerness and Appadurai suggest the
need for navigating in relation to visions – for Hammerness the need to navigate the
gap between vision and what is actually possible within the context, and for Appadurai
the need to navigate the cultural map of possibilities–Dewey’s continuum of endsmeans helps place visions on a continuum, where they are part of an ongoing process,
UDWKHUWKDQVHHQDV¿[HGHQGV
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The chapter is structured as follows. It begins with a presentation of the
imagination as social practice (Section 3.1), since imagination is fundamental to vision.
The chapter continues by introducing the concept of teachers’ visions according to
the work of Hammerness (Section 3.2). The third section then extends Hammerness’
notion of teachers’ visions through Appadurai’s capacity to aspire (Section 3.3). This
section also presents some of Appadurai’s thinking related to the capacity to aspire
that has supported the various articles. Finally, Dewey’s continuum of ends-means is
presented as it relates to teachers’ visions (Section 3.4).

3.1 The imagination as social practice
,QPXVLFHGXFDWLRQDQGPXVLFWHDFKHUHGXFDWLRQWKLQNLQJDERXWLPDJLQDWLRQPD\¿UVW
bring to mind ideas of how integral it is to creativity and artistic innovation. While this
aspect of imagination is important, in this research project imagination is viewed more
broadly as necessary for educational and societal change. While I have foregrounded
Appadurai’s conception of the imagination, which underlies his notion of the capacity
to aspire, similar perspectives on imagination can be seen from a range of scholars.
Educational philosopher Maxine Greene (1995) recognizes the social imagination as an
essential capacity for seeing beyond that which has been considered common-sensical,
QRUPDORU¿[HGDQGHQDEOLQJ³WKHFDSDFLW\WRLQYHQWYLVLRQVRIZKDWVKRXOGEHDQG
ZKDWPLJKWEHLQRXUGH¿FLHQWVRFLHW\´ *UHHQHS 7KLVLQWXUQIDFLOLWDWHV
“acting on the belief that [things] can be changed” (Greene, 1995, p. 22). Postcolonial
theorist Gayatri Chakravorty Spivak (2012) asserts that “The task for the imagination is
not to let the museum and the curriculum provide alibis for the new civilizing missions,
make us mis-choose our allies” (p. 290) and calls for “train[ing] the imagination, to
be tough enough to test its limits” (p. 290). Professor of indigenous education Linda
7XKLZDL6PLWK  GLVFXVVHVKRZ³,PDJLQLQJDGL൵HUHQWZRUOGRUUHLPDJLQLQJ
the world, is a way into theorizing the reasons why the world we experience is unjust,
and posing alternatives to such a world from within our own world views” (p. 204).
6KH  FRQWHQGVWKDW³7RLPDJLQHLVWREHOLHYHLQGL൵HUHQWSRVVLELOLWLHVRQHVWKDW
ZHFDQFUHDWH´ S DQG³WRLPDJLQHXVDVGL൵HUHQWSHRSOHLQWKHZRUOG´ S 
Imagination has also been attended to in music education. Georgii-Hemming (2013),
for example, has recognized the “powers of imagination” that enable considering
GL൵HUHQWSHUVSHFWLYHVRUVHHNLQJDGGLWLRQDORSSRUWXQLWLHVRQZKLFKWRUHÀHFWDQG
thereby increasing the likelihood of good decision making (p. 33), while Holgersen and
Burnard (2013) suggest the need for imagination, along with courage, for professional
knowledge creation in learning and teaching music (p. 191). All these perspectives
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have in common the underlying idea that imagination is integral to envisioning beyond
the current state of what is, and that the resulting alternate visions for the future may
promote action.
Appadurai’s discussion of the imagination is similar in these regards. He
considers “the role of the imagination as a popular, social, collective fact in the era of
globalization” (2000, p. 6). In Modernity at Large he writes,
The image, the imagined, the imaginary–these are all terms that direct us to
something critical and new in global cultural processes: the imagination as
a social practice. No longer mere fantasy (opium for the masses whose real
ZRUNLVHOVHZKHUH QRORQJHUVLPSOHHVFDSH IURPDZRUOGGH¿QHGSULQFLSDOO\
by more concrete purposes and structures), no longer elite pastime (thus not
relevant to the lives of ordinary people), and no longer mere contemplation
(irrelevant for new forms of desire and subjectivity), the imagination has become
DQRUJDQL]HG¿HOGRIVRFLDOSUDFWLFHVDIRUPRIZRUN LQWKHVHQVHRIERWKODERU
and culturally organized practice), and a form of negotiation between sites of
DJHQF\ LQGLYLGXDOV DQGJOREDOO\GH¿QHG¿HOGVRISRVVLELOLW\7KLVXQOHDVKLQJ
of the imagination links the play of pastiches (in some settings) to the terror
and coercion of states and their competitors. The imagination is now central to
all forms of agency, is itself a social fact, and is the key component of the new
global order. (1996, p. 31, emphasis original)
In Appadurai’s conception, the imagination is thus a faculty informing the daily lives
of all people in myriad ways (2000); with lives being equally “acts of projection
and imagination as they are enactments of known scripts or predictable outcomes”
(1996, p. 61). At the same time as the imagination enables the discipline and control
of citizens by various powerful interests such as states and markets, it also facilitates
the emergence of “collective patterns of dissent and new designs for collective life”
(Appadurai, 2000, p. 6). Indeed, particularly when collective, Appadurai (1996)
recognizes the potential for the imagination to become “fuel for action” (p. 7) and
argues (2013) for regarding the imagination as an essential resource and energy
in social processes and projects. He (2013) further advocates for need to imagine
possibilities rather than give in to the ethics and politics of probability.
Appadurai’s understandings of the imagination are relevant to this research
project not only as imagination underlies the capacity to aspire, but also considering
the purpose of this research project to contribute to the development of FRQWH[WVSHFL¿F
music teacher education. Appadurai (2013) contends that the local – the context – even
prior to globalization, has always been “a sustained work in process” produced through
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the work of the imagination (p. 287). Indeed, he (2013) describes the local and global
as being equally deliberate human constructions, with locality and local practices
EHLQJFUHDWHGWKURXJK³H൵RUWLPDJLQDWLRQGHOLEHUDWLRQDQGSHUVLVWHQFH S 
and the negotiation and tensions that result from the circulation of arts, ideologies,
technologies, and other forms. Thus, the context for which FRQWH[WVSHFL¿Fmusic
teacher education is developed is also a construction.

3.2 Teachers’ visions
As has already been stated, the concept of teachers’ visions (Hammerness, 2004)
provided a starting point for this research project. This starting point was both in terms
RIR൵HULQJDGH¿QLWLRQRIWKHFRQFHSWDQGDUDWLRQDOHIRUDWWHQGLQJWRWHDFKHUV¶YLVLRQV
when developing music teacher education.
+DPPHUQHVV  GH¿QHVWHDFKHUV¶YLVLRQVDVWKHLU³LPDJHVRILGHDOFODVVURRP
SUDFWLFHV«WKDWUHÀHFWWKHLUKRSHVDQGGUHDPV´IRUWKHIXWXUH S DQGDUWLFXODWHV
that vision represents what Greene (1988) depicts as “a consciousness of possibility”
(p. 23, as cited in Hammerness, 2006). For some teachers these images may focus
on the classroom level, encompassing themselves and their students, while for other
teachers they may extend to the school and broader community (Hammerness, 2004;
2010). According to Hammerness (2006), it is the fusion of emotion and understanding,
or professional knowledge, in teachers’ visions that give them their power. Teachers’
visions are grounded in past and present practices and understandings (Hammerness,
 DQGDUHXVHGWRERWKJXLGHUHÀHFWLRQRQSDVWDQGSUHVHQWSUDFWLFHDQG
to direct future goals and practice (2006; 2010). This is evident in the way teachers
may replicate the experiences to which they were exposed as students. Moreover, it
has particular implications in this project as formal music education is rare in Nepali
schools, leading to questions as to how a lack of experience as students of school music
education might shape musician-teachers envisioning of music education in Nepal.
Studying teachers’ visions has implications for teacher education. This is
EHFDXVHYLVLRQV³SOD\DVLJQL¿FDQWUROHLQ>WHDFKHUV¶@OLYHVDQGZRUN´ +DPPHUQHVV
S 9LVLRQVLQÀXHQFHKRZWHDFKHUVIHHODERXWWKHLUWHDFKLQJVWXGHQWVDQG
school, and guide the choices and changes teachers make in their classrooms, teaching
practice, curriculum, and careers (Hammerness, 2006; 2015). Visions impact teacher
identity and feelings of success (Hammerness, 2015). When teachers perceive their
vision to be attainable or within reach, feelings of success, motivation, commitment,
and inspiration arise (Hammerness, 2006). Conversely, when teachers perceive their
vision to be too far from their current experience, or when tensions or disconnect arise
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between their vision and reality, feelings of discouragement, disillusionment, despair,
GRXEWIDLOXUHDQGORVVRIFRQ¿GHQFHFDQHPHUJHDVFDQPRUHFRQVHUYDWLYHWHDFKLQJ
practices, changing of schools, or even decisions to leave the profession, all of which
have consequences for student learning (Hammerness, 2006; 2008). Attending to
visions in teacher education can therefore help future teachers surface and examine
their beliefs and tacit understandings about teaching, students and subjects; understand
and learn to navigate the gap between vision and practice; and broaden their sense of
possibility beyond their own experiences (Hammerness, 2006).
Recently, visions have also been the focus of attention to in music teacher
education (e.g. Conkling, 2015a; Westerlund et al., 2020a). In this literature, visions
have been recognized as a possible tool “for critical examination of music teaching
traditions and beliefs that so often (unconsciously) shape ideas and practices” (Ferm
Thorgersen et al., 2016, p. 60). However, Conkling (2015b) has acknowledged the
FRPSOH[DQGLQWHUUHODWHGLQÀXHQFHVRIFRPSOLDQFHDQGXWRSLDQWKLQNLQJRQWHDFKHUV¶
visions, “compliance [being] a powerful force in shaping teachers’ visions” and
SRWHQWLDOO\³GL൶FXOWIRUSUHVHUYLFHWHDFKHUVWRDYRLG´ S :KLOH+DPPHUQHVV
(2006) advocates for the need to support future teachers in navigating the gap between
visions and practice, Conkling (2015b) similarly asserts that music teacher educators
have a responsibility to preservice teachers to acknowledge the policies and practices
that may constrain them as future music teachers.
Central to this research project was not merely focusing on asking individual
music teachers about their visions of music education in Nepal or engaging individuals
in developing their own visions. Rather, the premise was on co-constructing visions
with musician-teachers. This decision is supported by literature on the value of shared
YLVLRQVLQWKH¿HOGRIHGXFDWLRQ,WKDVEHHQSURSRVHGIRUH[DPSOHWKDWTXDOLW\WHDFKHU
education programs are designed around and promote a clear and shared vision of good
WHDFKLQJDUHFRKHUHQWDQGR൵HURSSRUWXQLWLHVWROHDUQWKDWDUHDOLJQHGZLWKWKHYLVLRQ
and grounded in teaching practice (Darling-Hammond, 2006; Hammerness, 2013;
.OHWWH +DPPHUQHVV ,QWKH¿HOGRIPXVLFWHDFKHUHGXFDWLRQ2U]ROHN  
FRQWHQGVWKDW³DXQL¿HGYLVLRQIRUPXVLFWHDFKHUHGXFDWLRQLVWKHPHDQVIRUDGYDQFLQJ
our work and meeting all of the challenges that we are facing” (p. x). However, visions
have often been found to be individual and not necessarily shared by all colleagues,
other educators, or other institutions (Ferm Thorgersen et al., 2016; Hammerness,
2013; Juntunen, 2014). Moreover, while institutional visions tend to be developed by
the school leadership alone or only involving a small representation of the faculty, with
the expectation that the entire faculty would then commit (e.g. Hammerness, 2010),
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this research project takes the opposite approach using musician-teachers’ personal
visions to co-construct shared visions for music education in Nepal. This is done with
WKHXQGHUVWDQGLQJWKDWWKHUHVXOWLQJFRFRQVWUXFWHGYLVLRQVDUHQRWQHFHVVDULO\XQL¿HG
RUUHSUHVHQWDWLYHRI³DOORIWKHFKDOOHQJHV´ 2U]ROHNS[ EXWDUHDVWDUWLQJSRLQW
for potentially foregrounding various, and possibly unconscious, traditions, beliefs and
other contextually relevant issues and stimulating further exploration, discussion and
critical examination (e.g. Ferm Thorgensen et al., 2016). Indeed, visions have been
VHHQWRR൵HU³DPHDQVIRUHGXFDWRUVDQGVFKRROIDFXOWLHVWRKHOSLGHQWLI\GLVFXVVDQG
sustain attention to the larger purposes of education” (Hammerness, 2010, p. 1046).

3.3 The capacity to aspire
As has already been stated, the move to extend teachers’ visions through Appadurai’s
notion of the capacity to aspire  ZDV¿UVWmade in recognition that the
concept of teachers’ visions had been developed in western contexts and countries with
established teacher education programs. Beyond this initial motivation, Appadurai’s
notion of the capacity to aspire  KDVEHHQDQLQÀXHQWLDOOHQVWKURXJKRXWWKLV
UHVHDUFKSURMHFW,QSDUWLFXODULWKDVDGGHGWKUHHVLJQL¿FDQWSHUVSHFWLYHV)LUVWZKLOH
Appadurai (2004) describes aspirations, like teachers’ visions, as being related to
desires, his notion emphasises the idea that aspiring is a capacity. He (2006) thus
GH¿QHVWKHFDSDFLW\WRDVSLUHDV³WKHVRFLDODQGFXOWXUDOFDSDFLW\WRSODQKRSHGHVLUH
and achieve socially valuable goals” (p. 176). Second, his notion also emphasises the
culturally embedded nature of aspirations. He asserts that although aspirations are
related to seemingly individual “wants, preferences, choices, and calculations” (2004,
p. 67), aspirations are “never simply individual” (p. 67). Rather, they are always
formed through social interaction and located within the “larger map of local ideas
and beliefs” (p. 68). The norms within which they are developed, however, often
remain obscured. Third, he draws connections between the capacity to aspire and other
capacities central for participation in democracy, including the capacity for voice and
the capacity to research. The latter supports the notion that musician-teachers in the
Kathmandu Valley, and teachers more generally, ought to engage in research as part of
their work.
Appadurai’s (2004) argument for the capacity to aspire emerges from the need
to move past perceptions of culture related only to pastness, encompassed for example
LQQRWLRQVRIWUDGLWLRQKHULWDJHFXVWRPVDQGKDELWV&RQFHLYLQJFXOWXUHVDV³VSHFL¿F
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and multiple designs for social life” (2004, p. 61)13, Appadurai recognizes that values,
norms and beliefs, all considered central to cultures, do in fact relate to the future,
however, most approaches to culture fail to elaborate on the implications of their
futurity. In arguing that “futurity, rather than pastness” must be placed “at the heart of
our thinking about culture” (Appadurai, 2004, p. 84), Appadurai leans on three pivotal
developments in the anthropological debate over culture. First, that cultural coherence
is a matter of systematic and generative relationality of the cultural system’s elements.
Second, that dissensus is an integral attribute of culture. Third, that cultural systems
have weak and permeable ERXQGDULHV2XWVLGHRIDQWKURSRORJ\KHEXLOGVRQ&KDUOHV
Taylor’s (1972) concept of recognition, Albert Hirschman’s (1970) ideas of loyalty,
H[LWDQGYRLFHUHJDUGLQJIRUPVRIFROOHFWLYHLGHQWL¿FDWLRQDQGVDWLVIDFWLRQDQG6HQ¶V
(e.g. 1984; 1999) contribution to welfare and economics that centres freedom, dignity
and moral well-being. Sen’s idea of justice (2009), whereby questions of justice focus
on assessments of social realizations and comparisons of individual advantage or
deprivation, also became a relevant theoretical lens in Article V.
The capacity to aspire, Appadurai (2004) contends, is an essential social and
cultural capacity that supports the exploration of alternative, credible futures. However,
he (2004, 2013) explains that it is an unevenly distributed navigational capacity
that is more developed amongst the more privileged in any society. This is because
“the capacity to aspire, like any complex cultural capacity, thrives and survives on
practice, repetition, exploration, conjecture, and refutation” (2004, p. 69), and it is
the more privileged who have more opportunities to practice navigating the relations
and pathways between ends and means, or aspirations and outcomes–the “pathways
from concrete wants to intermediate contexts to general norms and back again” (2004,
p. 69)–and to share their complex and diverse experiences doing so with each other
(Appadurai, 2004). Indeed, the main fuel of this capacity “lies in credible stories
(from one’s own life-world) of the possibility to move forward, outward, and upward”
(2013, p. 214), and the archive of such experiences and stories with which to imagine
possibilities is greater amongst the more privileged (2004, 2013). The more privileged
are thus “PRUHDEOHWRSURGXFHMXVWL¿FDWLRQVQDUUDWLYHVPHWDSKRUVDQGSDWKZD\V
through which bundles of goods and services are actually tied to wider social scenes
and contexts, and to still more abstract norms and beliefs” (2004, p. 68). The assertion
that strengthening this capacity requires the sharing of experiences with others, further

์๎ Appadurai (1996) also advocates for regarding culture less as a noun or substance, and more usefully as
DQDGMHFWLYHRUGLPHQVLRQ±FXOWXUDO±ZKLFKHQDEOHVDWWHQGLQJWRGL൵HUHQFHVFRQWUDVWVDQGFRPSDULVRQV VHH
e.g. pp. 12-13).
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supports the idea in this research project of engaging musician-teachers in workshops,
rather than only in one-on-one interviews. Appadurai (2013) contends, “Imagining
possible futures, concrete in their immediacy as well as expansive in their long-term
horizons, inevitably thrives on communicative practices that extend one’s own cultural
horizons” (p. 213). Thus, learning from and with each other in the workshops provided
a space for extending horizons through the sharing of stories and experiences of both
accomplishment and adversity, which enabled expanding archives and adding “speed
and depth to the strengthening of the capacity to aspire” (Appadurai, 2013, p. 214).
As an unevenly distributed capacity, the capacity to aspire is both a symptom
and measure of poverty, but something that can be changed by politics and policy
(Appadurai 2006; 2013). Thus, its strengthening should be a priority in developmental
H൵RUWVDVGRLQJVRPD\DOVRDFFHOHUDWHWKHEXLOGLQJRIRWKHUFDSDFLWLHV $SSDGXUDL
2004), and thus the co-developing of music teacher education in Nepal. According to
Appadurai (2004), what Sen refers to as capabilities are “clearly linked” to the capacity
to aspire. He (2004) argues that
The capacity to aspire provides an ethical horizon within which more concrete
capabilities can be given meaning, substance, and sustainability. Conversely, the
H[HUFLVHDQGQXUWXUHRIWKHVHFDSDELOLWLHVYHUL¿HVDQGDXWKRUL]HVWKHFDSDFLW\WR
aspire and moves it away from wishful thinking to thoughtful wishing. Freedom,
the anchoring good in Sen’s approach to capabilities and development, has no
lasting meaning apart from a collective, dense, and supple horizon of hopes and
wants. Absent such a horizon, freedom descends to choice, rational or otherwise,
informed or not. (p. 82)
$SSDGXUDL  LGHQWL¿HVWZRRWKHUNH\FDSDFLWLHVWKDWDUHLQWHUUHODWHGZLWK
the capacity to aspire. Both have implications for this research project and, according
to Appadurai (2004), are integral for participating in democratic society more broadly.
First, and growing out of the work of Hirschman, is the capacity for voice. Appadurai
 GH¿QHVWKLVDVWKHFDSDFLW\³to debate, contest, and oppose vital directions for
collective social life” (p. 66). Like the capacity to aspire, the capacity for voice is also
a cultural capacity, “EHFDXVHIRUYRLFHWRWDNHH൵HFWLWPXVWHQJDJHVRFLDOSROLWLFDO
and economic issues in terms of ideologies, doctrines, and norms which are widely
shared and credible” (p. 66). Moreover, it must “be expressed in terms of actions and
performances which have local cultural force” (p. 67). Appadurai (2004) argues that it
is through strengthening the capacity for voice that the poor, excluded, disadvantaged,
DQGPDUJLQDOJURXSVLQVRFLHW\³PLJKW¿QGORFDOO\SODXVLEOHZD\VWRDOWHU«WKHWHUPV
of recognition in any particular cultural regime” (p. 66). By terms of recognition, he
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is leaning on Taylor and underscoring the “conditions and constraints under which the
poor negotiate with the very norms that frame their social lives” (p. 66), norms that
RIWHQDGYHUVHO\D൵HFWGLJQLW\HTXDOLW\DQGDFFHVVWRJRRGVDQGVHUYLFHV $SSDGXUDL
 +RZHYHU$SSDGXUDL  DVVHUWVWKDWWKHUHJXODUDQGH൵HFWLYHH[HUFLVH
of voice requires enhancing the capacity to aspire, as strengthening the latter better
enables negotiating with the norms that frame social lives and thus the “terms of
recognition” (Appadurai, 2004, p. 67).
6HFRQGLVWKHFDSDFLW\WRGRUHVHDUFK7KLVKH  GH¿QHVEURDGO\DV³WKH
capacity to systematically increase the horizons of one’s current knowledge, in relation
to some task, goal or aspiration” (p. 176) and the capacity “to make independent
inquiries about [one’s] own li[fe] and worl[d]” (p. 173). Thus, he is not necessarily
referring to research in the academic sense–or excluding academic research either–
EXWUHIHUULQJWRWKHFDSDFLW\WRV\VWHPDWLFDOO\¿JXUHWKLQJVRXWDQGXVHWKHUHVXOWLQJ
knowledge to improve one’s situation. He (2006) argues that “Without aspiration, there
is no pressure to know more. And without systematic tools for gaining relevant new
knowledge, aspiration degenerates into fantasy or despair (pp. 176-177). Moreover,
he (2006) contends that this capacity is also essential for participating in democratic
society, as doing so requires one to be informed.

3.4 The continuum of ends-means
Particularly in Article II, John Dewey’s Theory of Valuation was used as an additional
theoretical lens. Considering teachers’ visions or aspirations in relation to Dewey’s
continuum of ends-means (LW13: 226-36) supports this research project in two key
and related ways.
)LUVWLWR൵HUVVXSSRUWIRUZKDWERWK+DPPHUQHVVDQG$SSDGXUDLLGHQWLI\DVD
need for thinking of envisioning in relation to a navigational capacity. For Hammerness
(e.g. 2006) this involves supporting teachers in learning to navigate the gap between
their vision and what is possible in their context, and for Appadurai (2004) this
involves developing the ability to navigate the relations and pathways between ends
and means. Considering visions in terms of Dewey’s “temporal continuum of activities
in which each successive stage is equally end and means” (LW13: 234), thus suggests
that rather than viewing visions as ends-in-themselves, they could be viewed as endsin-view, and thus a stepping stone along this continuum to the next end-in-view.
Returning to the discussion in Section 3.2 above, this idea thus emphasises that the
co-constructed visions resulting from this research project are not and should not be
VHHQDV¿[HGHQGVEXWDVSRLQWVDORQJWKLVFRQWLQXXPDQGSDUWRIDQRQJRLQJSURFHVV
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Moreover, although Hammerness (2006) uses words such as “vivid and concrete” (p. 1)
or “substantial” (p. 2) to describe teachers’ visions, in my reading she does not perceive
WKHPWREHHQGVLQWKHPVHOYHVRU¿[HG(YLGHQFHRIWKLVFDQEHVHHQIRUH[DPSOHDV
she (2006) also speaks of “developing and stretching vision” and “even reshap[ing]
it” (p. 82). Returning to Dewey, his notion of ends-in-view also helps focus ethical
deliberations on the relationships between means and ends in learning processes, which
is particularly important for considering the quality of student experience.
The second key way Dewey’s continuum of ends-means supports this research
project, is through his assertion that valuation is the result of ongoing critical inquiry,
WKURXJKZKLFKHQGVLQYLHZDULVHDQGDUHUHYLVHGWKURXJKFRQWLQXDOUHÀHFWLRQXSRQ
past experiences and valuation of means. This process takes place through
FDUHIXOREVHUYDWLRQRIGL൵HUHQFHVIRXQGEHWZHHQGHVLUHGDQGSURSRVHGHQGV
(ends-in-view) and attained ends or actual consequences. Agreement between
ZKDWLVZDQWHGDQGDQWLFLSDWHGDQGZKDWLVDFWXDOO\REWDLQHGFRQ¿UPVWKH
selection of conditions which operate as means to the desired end; discrepancies,
which are experienced as frustrations and defeats, lead to an inquiry to discover
the causes of failure. (LW13: 218; emphasis in original)
,PSRUWDQWO\WKLVSURFHVVRIYDOXDWLRQLV³FDSDEOHRIUHFWL¿FDWLRQDQGGHYHORSPHQW´
(LW13: 241). Combined with Appadurai’s argument above for the right to research,
Dewey’s focus on inquiry supports the argument I present in the articles for the
importance of ongoing teacher inquiry.
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4 Methodology and implementation of the research project
This chapter presents the methodology of the research project. It outlines how
considering issues of power, ethnocentrism and coloniality was integral to my attempt
to engage in ethical, responsible, anticolonial research. Moreover, it provides the
rationale for building a methodological framework inspired by appreciative inquiry
(e.g. Cooperrider & Srivastva, 1987/201314) and permeated by critical (Kuntz, 2015)
DQGUHÀH[LYH $OYHVVRQ 6N|OGEHUJ ZRUN
7KH¿UVWVHFWLRQRIWKLVFKDSWHU  SUHVHQWVWKHRYHUDUFKLQJPHWKRGRORJLFDO
framework of the research project. In striving toward “methodological responsibility”
(Kuntz, 2015, p. 14), the chapter begins with an examination of the values and
beliefs informing these approaches and addresses the philosophical considerations
and material implications of employing them in the Kathmandu Valley. Such an
examination is necessary, as “through our assumptions and choice of method we
largely create the world we later discover” (Cooperrider & Srivastva, 1987/2013, p.
63). The subsequent three sections are structured according to the three stages of the
research project and detail how the research process unfolded within this framework.
6WDJH2QH  IRFXVHGRQH[SORULQJWKHFRQWH[WXDOLVVXHVSRWHQWLDOO\IUDPLQJPXVLF
education in Kathmandu Valley schools primarily through school observations and
interviews with practitioners (Research sub-question 1). In Stage Two (4.3) the focus
shifted to the more formative aim of co-constructing visions of music education in
Nepal with musician-teachers during a series of workshops that I facilitated (Research
sub-question 2). Finally, Stage Three (4.4) was concentrated on analysis, interpretation
and reporting (Research sub-questions 1-3).
The research project was designed in stages to allow for alternating time
LPPHUVHGLQWKH¿HOGZLWKWLPHDZD\IRUDQDO\VLQJLQWHUSUHWLQJDQGUHÀHFWLQJRQWKH
empirical material in order to plan the following visit or stage. Thus, the three stages
UHSUHVHQWGL൵HUHQWFKURQRORJLFDOSHULRGVDQGZHUHSULPDULO\JXLGHGE\WKHGL൵HUHQW
research sub-questions mentioned above. Although the stages were carefully planned
ahead, each school observation, interview, and visit to Nepal necessarily informed and
shaped the research project’s subsequent design. Moreover, there were limitations to
how much I was able to plan from Helsinki. For example, while I could plan to observe
PXVLFWHDFKLQJLQVFKRROVDQGFUHDWHP\LQWHUYLHZJXLGHVDKHDGRIWLPHIRU6WDJH2QH

์๏ This original article has been reprinted a number of times. In this text, I have chosen to refer to the 2013
reprint which also includes Cooperrider’s “contemporary commentary” on the original article.
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I could not make plans regarding which schools or individuals would participate until I
was in Kathmandu and in collaboration with NMC. In addition, school observations led
WRVRPHUH¿QHPHQWRIWKHLQWHUYLHZJXLGHV
Ethical deliberations have been at the heart of this research project from its
inception. This goes beyond the institutional ethical guidelines to which I am bound as
a researcher in Finland (Finnish Advisory Board on Research Integrity, 2012; National
Advisory Board on Research Ethics, 2009); or even the heightened ethical and moral
responsibility called for in cross-cultural research (Liamputtong, 2010). Rather, the
entire Global Visions project has required careful attention to issues of power and
ethnocentrism (e.g. Karlsen, Westerlund, & Miettinen, 2016). In addition to detailing
the series of steps and procedures taken, my presentation of the stages thus aims to
highlight “questions of responsibility and ethics” (Kuntz, 2015, p. 16), since ethical
considerations were not separate but entangled and constantly renegotiated in practice.
That said, the ethical guidelines of the Finnish Advisory Board on Research Integrity
(2012) were followed in all stages of the research project and a statement from the
ethical board of the University of the Arts Helsinki regarding the ethical integrity of the
project was received in March 201615 (Appendix 6).

4.1 Methodological framework
Teachers are often excluded from policy processes (Burnard, 2013a), however,
engaging teachers as experts has been recognized as central to the development of
curriculum and pedagogy (e.g. Elbaz-Luwisch, 2007). Although Nepal’s National
Curriculum Framework recognizes that “Teachers are at the forefront in the process
of educational reform.… [Their] role is important in [curricular] development and
implementation” (Government of Nepal, 2007, p. 60), as has already been mentioned,
practitioners teaching music in schools were not included in the development
of Nepal’s music curricula. This research project was thus designed as a way of
potentially including the expertise of local musician-teachers in the development of
1HSDO¶V¿UVWJRYHUQPHQWUHFRJQL]HGPXVLFWHDFKHUHGXFDWLRQSURJUDP
The value of listening to teachers for understanding teaching has already been
stressed (e.g., Clandinin & Connelly, 1988; Connelly & Clandinin, 1990; ElbazLuwisch, 2007). Recent scholarship in music education has suggested “rethinking
the role of practising music teachers and their students in the creation, application

์๐ It only became possible to apply for this statement in the interim between stages one and two. The
statement read, “According to the Committee, the project can be granted the research permit on the basis
of ethical review.”
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and dissemination of professional knowledge about what works in their schools and
classrooms” (Burnard, 2013a, p. 13) and asking how music teachers “can participate
more actively as subjects and agents for change to enhance their professionalism”
%XUQDUGDS 7KLVSHUVSHFWLYHLVLQOLQHZLWKWKH¿HOGRIGHYHORSPHQW
studies which emphasizes the importance of active participation of social actors in
processes of development or change (de Sardan, 2005; Sen, 1999). In music education
research, considering participatory action research and participatory activist research
has also been put forth as “ways to address the complexities and colonial potential
of researching vulnerable populations” (Hess, 2018, p. 582). However, participatory
approaches come with their own set of challenges. Leaning on Spivak, Kapoor (2004)
describes the participatory space as panoptic, warning that those who speak may
perform roles and alter their speech according to what they believe is expected of them
by for example their community, the facilitator, or the funders (p. 636). Moreover, the
FRQVHQVXVUHDFKLQJSURFHVVLVQRWDWDPHDQGKDUPRQLRXVD൵DLUEXWLQIXVHGZLWKSRZHU
imbalances. Kapoor (2004) also argues that with marginal, vulnerable or subaltern
populations, “attempts at speaking for the subaltern, enabling the subaltern to speak,
or indeed listening to the subaltern, can all too easily do the opposite—silence the
VXEDOWHUQ´ S 7KXVVKHDUJXHVWKDWOHDUQLQJIURPEHORZUHTXLUHVWKDWRQH¿UVW
learns how to learn (Kapoor, 2004).
With these challenges in mind, I sought out a participatory approach that
would value the musician-teachers’ voices and expertise. To this end, I chose to
test appreciative inquiry (henceforth AI). This was both an ethical and a pragmatic
decision. Beginning with appreciation appeared to address my desire to learn from
and with those participating in the research project. Moreover, it also appeared to
address my concerns that as a foreign researcher I could be positioned as a critic
or expert (e.g. Hammersley & Atkinson, 2007). Indeed, Patel (2016) warns of
“the long-standing deference to whiteness as intellect, capacity, and even more
fundamentally, humanness” (p. 61). Beginning with appreciation was also in line
with Davis (2015) who, in his proposal for an Asian humanities, asserts that learning
IURPEHJLQVIURP¿UVWVHHNLQJWKHEHDXWLIXOLQWKH2WKHU3UDJPDWLFDOO\with my role
in the Global Visions project being to facilitate a process of co-constructing visions
of music education in Nepal with musician-teachers in the Kathmandu Valley, AI
R൵HUHGVXSSRUWDVLWV'PRGHOHQFRPSDVVHVFRFRQVWUXFWLQJYLVLRQV0RUHRYHUDV
the AI literature supports its potential for community building and developing deep
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connections with others (e.g. Bushe, 2013; Cooperrider & Whitney, 2001; Dematteo &
Reeves, 2011), I thought the use of AI in the workshops might also support community
building and networking among musician-teachers in the Kathmandu Valley.

4.1.1 Implications and possibilities of AI
7KHH[WHQVLYHOLWHUDWXUHRQ$,R൵HUVP\ULDGDQGLQWHUUHODWHGFRQFHSWXDOLVDWLRQV
DQGGH¿QLWLRQV )LW]JHUDOG2OLYHU +R[VH\S ,QVWULYLQJWRZDUG
methodological responsibility (Kuntz, 2015), I here present its philosophical
underpinnings and historical emergence.
AI was introduced in a 1987 article by David Cooperrider and Suresh Srivastva,
as a reaction to the dominant “logical positivist frame” of the time (1987/2013, p.
14). Drawing greatly from the social constructionist writings of Kenneth Gergen
HJ &RRSHUULGHUDQG6ULYDVWYDSURSRVHG³DFRQFHSWXDOUHFRQ¿JXUDWLRQRI
action research” (1987/2013, p. 10) that emerged from two points of contention.
First, they argued that the prevailing focus on action in action research, rather than
the development of theoretical knowledge, was detrimental to the potential of action
research “as a vehicle for social innovation” (p. 63). They encouraged a shift in focus
to the generative capacity of theory, arguing that “Theory is agential in character…. a
powerful means whereby norms, beliefs, and cultural practices may be altered” (p. 38).
Second, they challenged the prevailing problem-solving approach to action-research,
which they argued to be “inherently conservative” tying research to the “already
known,” and thereby constraining the imagination and the potential for generating new
knowledge and theory (p. 46). In response to these points of contention Cooperrider
DQG6ULYDVWYDR൵HUHG$,DV
a research perspective that is uniquely intended for discovering, understanding,
and fostering innovations in social-organizational arrangements and processes.
…. appreciative inquiry refers to both a search for knowledge and a theory of
intentional collective action which are designed to help evolve the normative
vision and will of a group, organization, or society as a whole. It is an inquiry
SURFHVVWKDWD൶UPVRXUV\PEROLFFDSDFLWLHVRILPDJLQDWLRQDQGPLQGDVZHOODV
our social capacity for conscious choice and cultural evolution. (1987/2013, p.
53)
They argued that “the appreciative mode of inquiry” is “more than a method or
technique… [but] a way of living with, being with, and directly participating in the
varieties of social organization we are compelled to study” (Cooperrider & Srivastva,
1987/2013, p. 12).
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Since this 1987 article, AI has had over three decades of “theoretical, empirical,
and practical development” (Fitzgerald et al., 2010, p. 220). Part of this development
can be seen in AI’s evolving guiding principles. The 1987 article introduced four
principles that formed the basis of AI practitioners’ approaches for approximately
¿IWHHQ\HDUV %XVKHD 7KHVHIRXUSULQFLSOHVZHUHWKDW$,VKRXOG EHJLQZLWK
appreciation for the current state of what is, 2) should generate applicable theoretical
knowledge, 3) should provoke realistic developmental opportunities of what might be,
and 4) should be collaborative (Cooperrider & Srivastva, 1987/2013, pp. 54-55). The
PRVWLQÀXHQWLDODQGZLGHO\DFFHSWHG %XVKHD SULQFLSOHVKRZHYHUZHUHODWHU
LGHQWL¿HGE\&RRSHUULGHUDQG:KLWQH\(2001). These principles are:
1. The Constructionist Principle, meaning that AI is theoretically grounded in
social constructionism;
2. The Principle of Simultaneity that recognizes that inquiry is intervention,
thus inquiry and change are not separate but simultaneous;
3. The Poetic Principle that values telling and hearing stories in the inquiry
and change processes;
4.

The Anticipatory Principle that asserts that current behaviour is guided by
images, particularly positive images, of the future. It therefore recognizes
the importance of the collective imagination and discourse about the future
as mobilizing agents for generating constructive organizational change;
and

5. 7KH3RVLWLYH3ULQFLSOHZKLFKHPSKDVLVHVWKHLPSRUWDQFHRISRVLWLYHD൵HFW
and social bonding for supporting and sustaining change (Cooperrider &
Whitney, 2001).
Much of the critique of AI is related to its emphasis on the positive, with which
it has become increasingly equated (Fitzgerald et al., 2010). Although conceptualizing
AI as “an inquiry into ‘the positive’” is a simplistic misunderstanding (Bushe, 2012a,
p. 94), some have privileged the positive, using it as a strict frame, sometimes even
maintaining “an H[FOXVLYHQRQUHÀH[LYHIRFXVRQWKHSRVLWLYH” (Fitzgerald et al.,
2010, p. 228). In order to avoid this in my work, a number of concerns raised in
the literature informed my approach to AI. First, there have been concerns about
AI devaluing or disqualifying the local and grounded knowledge of participants,
potentially invalidating negative experiences, repressing important, meaningful, and
necessary conversations (Bushe, 2012b; Grant & Humphries, 2006) or promoting
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the censoring of self and others’ emotional and cognitive content (Fitzgerald et al.,
2010). Thus, not only can the possibility of engaging in participant-directed research
be limited, but rather than deepening trust, openness and disclosure, feelings of anger
or frustration may arise among participants (Grant & Humphries, 2006). Second, the
potential imposition of normalized and polarized notions of positive and negative has
DOVRUHFHLYHGFULWLFLVP )LW]JHUDOGHWDOVHHDOVR2OLYHU DQGLWKDVEHHQ
recognized that feelings of sadness, despair and anger, for example, can be evoked
through a focus on the positive or remembering past high points (e.g. Bushe, 2012b).
Third, concerns have been raised that privileging a positive narrative may contribute
to power imbalances. Fitzgerald and colleagues (2010), for example, note how the
promotion of the positive or use of positive stories may be used to reify and sustain
existing organizational power structures “in spite of the best conscious intentions of
those who hold the center of such structures” (p. 228), while Grant and Humphries
(2006) note that “transformation may be limited to the enhancement of organizational
practices which may not necessarily be contributing to human emancipation or justice”
(pp. 405-6). Indeed, AI has been applied both to empower and liberate (bottom up),
and also as a change management tool to discipline and control (top down) (Dematteo
& Reeves, 2011, p. 203). Considering these concerns, I interpreted appreciation as a
starting point for generative inquiry (e.g. Bushe, 2013), following those with expanded
or holistic understandings of appreciation as knowing, being conscious of and taking
full account (Grant & Humphries; 2006), respecting and acknowledging the impact of
what is meaningful for participants (5LGOH\'X൵ 'XQFDQ DQGKRQRXULQJ the
full range of their lived experiences (Fitzgerald et al., 2010). At no point did I try to
maintain a focus on ‘the positive’.

$SSO\LQJ$,UHÀH[LYHO\DQGFULWLFDOO\
7KURXJKRXWWKLVUHVHDUFKSURMHFW,KDYHDLPHGWRDSSO\$,UHÀH[LYHO\DQGFULWLFDOO\DV
DZD\RIIRUHJURXQGLQJWKHHWKLFDO%\HQJDJLQJUHÀH[LYHO\LQWKLVUHVHDUFKSURMHFW
,PHDQPRUHWKDQWKHVHOIUHÀH[LYLW\WKDWIRUH[DPSOHKDVORQJEHHQDGYRFDWHGIRU
in ethnography (e.g. Hammersley & Atkinson, 2007; Lincoln & Guba, 1985; Mills
& Morton, 2013; Pole & Morrison, 2003) although this is one important layer. I also
mean that I aimed to engage in ongoing “critical questioning and deeper debate around
WDNHQIRUJUDQWHGLVVXHVWKDWKDYHSRWHQWLDOPRUDODQGHWKLFDOLPSOLFDWLRQV´ &XQOL൵H
S ZKLOHDWWHQGLQJ³WRWKHZD\GL൵HUHQWNLQGVRIOLQJXLVWLFVRFLDOSROLWLFDO
and theoretical elements are woven together in the process of knowledge development,
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during which empirical material is constructed, interpreted and written” (Alvesson &
6N|OGEHUJS 7KXVIRU$OYHVVRQDQG6N|OGEHUJ  UHÀH[LYLW\LQYROYHV
multiple levels of interpretation, one of which is the critical.
Although the combination of critical work and AI may appear paradoxical, there
have already been a number of calls for such work (e.g. Bushe, 2012b; Dematteo &
5HHYHV'XQFDQ 5LGOH\'X൵2OLYHU5LGOH\'X൵ 'XQFDQ
 7KLV³FULWLFDOWXUQ´ 5LGOH\'X൵ 'XQFDQS FDQEHVHHQIRU
example, in the journal AI Practitioner which devoted issues in 2012 to inclusive
spaces (McArthur-Blair & Cockell, 2012a) and “shadow” (Fitzgerald &2OLYHU
2012). In particular proposals have been made to integrate critical approaches with
AI, resulting in what has been called Critical Appreciative Processes (Grant &
Humphries, 2006, leaning on the ideas of Habermas) and Critical Appreciative Inquiry
HJ0F$UWKXU%ODLU &RFNHOOE2OLYHU )URPWKLVFULWLFDOSHUVSHFWLYH
applying AI requires consideration of the broader social, cultural, economic, and
political context and howLVVXHVRISRZHUSULYLOHJHDQGGL൵HUHQFHDUHQHJRWLDWHG
DQGLQÀXHQFHSDUWLFLSDQWV¶H[SHULHQFHVWKURXJKRXWWKH$,SURFHVVIURPWRSLFFUHDWLRQ
through to its outcomes (Dematteo & Reeves, 2011; Grant & Humphries, 2006;
0F$UWKXU%ODLU &RFNHOOE2OLYHU  My attention to these broader issues
LVHYLGHQWWKURXJKRXWWKHSURMHFWDQGFDQEHVHHQIRUH[DPSOHLQP\¿UVWUHVHDUFKVXE
question (see Section 1.2), the workshop discussions, the interpretation of empirical
material (see Section 4.4.1) and the reporting of this project (see e.g. Section 1.1 and
Articles I-V).
In my application of AI, I also engaged in ongoing ethical deliberations related
to cross-cultural (Liamputtong, 2010) and anticolonial (Patel, 2014) research. Just as
problems can arise when music education strategies are transplanted in, rather than
transformed for, new contexts (e.g. Kertz-Welzel, 2015, see also Chapter 2), I attended
to the possible ethnocentrism of applying methodologies developed in the United
States in Nepal. I explored other applications of AI in Nepal, where it has been used
VLQFHE\RUJDQLVDWLRQVVXFKDV*RYHUQPHQW2UJDQL]DWLRQV1*2VDQGYDULRXV
projects (e.g. Doty, 2016;0HVVHUVFKPLGW1$,11QG2GHOO 0RKU
:RUOG+HDOWK2UJDQL]DWLRQQG ,WZDVHYHQXVHGIRUSHDFHEXLOGLQJGXULQJ1HSDO¶V
transition from monarchy to democracy after the Maoist insurgency (see e.g. Fry,
SYLL2GHOO 0RKU DQG.DWKPDQGXZDVWKHVLWHRIWKH:RUOG
$SSUHFLDWLYH,QTXLU\&RQIHUHQFH,DOVRUHÀHFWHGRQDQGDGMXVWHGP\DSSOLFDWLRQ
of AI according to what I was learning about the local context–from small details
such as word choice to bigger issues related to participation and how to facilitate
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WKHGL൵HUHQWSKDVHV)RUWKLVHQJDJLQJLQGLDORJXHDQGVHHNLQJDGYLFHIURPIRU
example, the Nepali co-facilitator with whom I worked (see Section 4.3) was crucial.
Regarding coloniality, my initial ethical deliberations led to my choice to use AI as
a way of appreciating local knowledge, traditions, and educational approaches, as I
ZDVFRQFHUQHGDERXWWKHLQÀXHQFHRIP\SUHVHQFHDQGWKHSURGXFWLYHSRZHURIP\
position as a white researcher from the Sibelius Academy. As I engaged in dialogue
with Nepali musician-teachers my understandings became more complex, and perhaps
more balanced, as these discussions also emphasised local responsibility and agency.
Moreover, my experiences throughout the project highlighted the need to better balance
DSSUHFLDWLYHDQGFULWLFDODSSURDFKHV VHH6HFWLRQ 5HÀHFWLQJRQFRORQLDOLW\DOVR
SXVKHGPHWRFRQWLQXRXVO\FRQVLGHUZKRZDVEHQH¿WLQJIURPWKLVUHVHDUFKSURMHFW
WKXVP\GHFLVLRQWRR൵HUFHUWL¿FDWHVRISDUWLFLSDWLRQDQGFRQVLGHUKRZWKHZRUNVKRSV
could be useful professional development for the participating musician-teachers (see
Section 4.3.1). This project also provided some employment for the research assistant
and co-facilitator, and renumeration for local co-authors. Finally, I considered ways
to regularly report back and share knowledge (see Section 4.4.2). Further ethical
deliberations related to these issues are interwoven below throughout the descriptions
of the stages of the research project (see Sections 4.2, 4.3 and 4.4) and attended to in
Section 6.3.
&ULWLFDODSSURDFKHVWRUHVHDUFKLQJHQHUDODQG$,PRUHVSHFL¿FDOO\DUHVHHQ
to enable change through discovering new possibilities. Indeed, Kuntz (2015) argues
that “critique [is] endlessly optimistic [in] that we might locate where dominant
perspectives of the world fall short and thereby make available new, previously
XQDUWLFXODWHGSUDFWLFHVRIHYHU\GD\OLIH´ S 7KLVVHQWLPHQWLVUHÀHFWHGE\*UDQW
and Humphries (2006) who defend the combination of critical theory and AI as
both share a “commitment to change” that aims to facilitate and encourage human
ÀRXULVKLQJ *UDQW +XPSKULHVS Kuntz (2015), leaning on the work
of David Harvey (2001), suggests that “the critical scholar has two interwoven tasks:
(1) to understand the means by which otherwise common-sensical rationales develop,
producing a host of legitimated practices; and (2) to imagine or enable new practices
that extend from newly possible forms of knowing” (p. 25). I thus sought to use the
empirical material generated in the research project not just for the exploratory aim
of describing, but also toward a formative aim of challenging and pointing toward
new possibilities (Kuntz, 2015, p. 26). Such possibilities are suggested, for example,
in the articles comprising this dissertation. I interpret this as being in line with the
generativity to which AI strives through considerations of “what might be” and
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how this knowledge could “be used to generate images of realistic developmental
opportunities that can be experimented with on a wider scale” (Cooperrider &
Srivastva, 1987/2013, p. 55). These notions are also similar to Alvesson and
6N|OGEHUJ¶V  VXJJHVWLRQWKDWUHÀH[LYHUHVHDUFKHUV³HQJDJHLQSUDFWLFHVWKDW
FUHDWHDGLDOHFWLF´ S EHWZHHQWZRIRUPVRIUHÀH[LYLW\'UHÀH[LYLW\DVLQ
deconstruction, defence, declaiming, destabilizing and danger-warner, which aims to
challenge and question to avoid the intellectually, politically or ethically problematic
RUGDQJHURXVDQG5UHÀH[LYLW\DVLQUHFRQVWUXFWLRQUHIUDPLQJUHFODLPLQJDQGUH
presentation, which tries to produce new insights. My engagement with these forms of
UHÀH[LYLW\LVSHUKDSVPRVWHYLGHQWLQ6WDJH7KUHH

4.2 Stage One: Developing understandings of a new context through
observations and interviews
7KH¿UVWVWDJHRIWKLVUHVHDUFKSURMHFWWRRNSODFHSULRUWRWKH*OREDO9LVLRQVSURMHFW
As part of the Music Teacher Education Development Project in Nepal (KWWSPFDX¿
nepal/), however, it contributed to the Global Visions project by laying the groundwork
IRU6WDJH7ZR'XULQJ6WDJH2QH,YLVLWHGthe Kathmandu Valley on two occasions
for three weeks each in the Autumn of 2014. This stage was primarily exploratory,
DGGUHVVLQJWKH¿UVWUHVHDUFKVXETXHVWLRQRIWKLVSURMHFWWKURXJKDQH[SORUDWLRQRI
the contextual issues that contribute to practitioners’ envisioning of music education
practices in Kathmandu Valley schools. Thus, although this research project does not
FRQVWLWXWHDQHWKQRJUDSK\LQ6WDJH2QH,VRXJKWJXLGDQFHIURPeducational (Pole &
Morrison, 2003) and collaborative (Lassiter, 2005) ethnography in planning my school
visits and interviews.
(WKQRJUDSK\KDVORQJEHHQXVHGIRUVWXG\LQJFXOWXUHDQGWKXVR൵HUVSRWHQWLDO
for learning about music teaching in its cultural context. In support of the research
SURMHFW¶V¿UVWUHVHDUFKVXETXHVWLRQHWKQRJUDSK\FDQHQDEOHDYLHZRIHGXFDWLRQWKDWLV
not isolated from but embedded in “the wider social and economic context of which it
LVDSDUWZKLOHDWWKHVDPHWLPHKROGLQJRQWRWKHGHWDLORIWKHVSHFL¿FORFDWLRQHYHQWRU
setting” (Pole & Morrison, 2003, p. 160). In addition, pursuing cultural knowledge also
supported the development of cultural sensitivity, which is essential for engaging in
cross-cultural research (Liamputtong, 2010). As the observations and interviews were
to take place in educational settings, educational ethnography (Pole & Morrision, 2003)
FRQWULEXWHGWRP\LQLWLDOPHWKRGRORJLFDODQGHWKLFDOWKLQNLQJSDUWLFXODUO\R൵HULQJ
support in regard to the process and methods. In my attempt to ethically engage in
cross-cultural research, however, I was particularly inspired by collaborative
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ethnography (Lassiter, 2005). Lassiter (2005) writes from the Americanist tradition of
anthropology situating collaborative ethnography within its historical and theoretical
development, including its relationships with colonialism, power, hierarchy, and the
politics of representation. He describes collaborative ethnography as deliberately
and explicitly emphasising collaboration at all stages of the process, from the
conceptualization of a research project through to writing. For him, the quality of
research can even be measured against the degree to which it “inspires community
involvement, cocitizenships, and collaborative modes of local and community-based
change” (Lassiter & Campbell, 2010, p. 765). Although my particular research project
was not conceptualized in collaboration with Nepali partners, the larger project to
ZKLFKLWEHORQJVZDVLQLWLDWHGE\10&0\FROODERUDWLRQLQ6WDJH2QHZDVSULPDULO\
with NMC and a Nepali research assistant (see below). While research approaches
inspired by ethnography took a diminished role in the later stages of this research
project, collaboration increased. Moreover, the four main commitments of a deliberate
and explicit collaborative ethnography presented by Lassiter (2005) guided me
throughout all stages of this research project. Shortly these commitments are related to
ethical and moral responsibility, honesty, accessible writing, and collaborative reading,
writing and co-interpretation.
7KHDFWLYLWLHVDQGHPSLULFDOPDWHULDOIURP6WDJH2QHDUHVXPPDUL]HGLQ7DEOH
DQGWKHUHVXOWVRI6WDJH2QHDUHSUHVHQWHGSULPDULO\LQ$UWLFOHV,DQG,, VHH6HFWLRQV
5.1, 5.2, and Appendices 1 and 2). In addition to the ethical issues interwoven in the
text below in relation to observations and interviewing6WDJH2QHLQYROYHGthree
meetings with representatives of Nepali government institutions to ensure I had
government-level permission, and that there was awareness of my project and how it
might be of use at a governmental level. These three meetings took place during my
second visit.

4.2.1 Research collaboration facilitating participation
Schools and interviewees for this research project were initially invited to participate
through my relationship with NMC. Knowing that only a small number of schools
LQWKH.DWKPDQGX9DOOH\R൵HUHLWKHUFXUULFXODURUH[WUDFXUULFXODUPXVLFHGXFDWLRQ,
asked NMC to help me visit schools that were known to them to have music teachers,
and to interview administrators and music teachers from these schools. NMC and the
people working there can therefore be seen as gatekeepers in this research project
+DPPHUVOH\ $WNLQVRQ 2QRFFDVLRQVFKRROYLVLWVOHGWRQHZLQIRUPDWLRQ
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Table 1 6XPPDU\RIDFWLYLWLHVDQGHPSLULFDOPDWHULDOLQ6WDJH2QH
Visit
I)
August 30September 20,
2014

School Visits
6 private schools:
S1a-S5 and one
that chose not
to participate

Interviews
3 administrators:
A1 (~40 m)
A2 (~42 m)
A3 (~32 m)

Project introduced
as part of a
larger workshop
presented by the
visiting Sibelius
Academy team for
musiian-teachers
at NMC

7 administrators:
A4 (~100m)
A5 (~30m)
A6a & A6b
(~35m)

2 pilot AI
workshops:
I (2.5 hours,
n=13)
II (2.5 hours,
n=6)

1 university

II)
November 23December 15,
2014

5 private schools:
S2-S6
1 women’s choir
rehearsal
%DFKHORUV
instituteb
1 concert at NMC

Workshops

School song only
with co-author:
A2 (~24 min)
A3 (~25min)
school founder
(~70 min)

Other

Meetings with:
Joint Secretary,
Ministry of
Education
Director
General,
Department of
Education
Executive
Director,
National Centre
for Educational
Development

7 musicianteachers
(~30m-75m)
a

)ROORZLQJP\¿UVWYLVLWZHZHUHXQDEOHWRFRQWDFW6FKRRO
*UDGHDQGDUHORFDOO\UHIHUUHGWRDV

b

DQGVXJJHVWLRQVWRYLVLWVFKRROVR൵HULQJPXVLFWKDWZHGLGQRW\HWNQRZDERXW7KH
RQO\VFKRROVLGHQWL¿HGZHUHSULYDWHVFKRROV
2QH10&HPSOR\HHZDVKLUHGE\WKH0XVLF7HDFKHU(GXFDWLRQ'HYHORSPHQW
Project and received a salary to work with me as a research assistant. All of my
appointments, including school visits and interviews, were arranged by her through
her role in NMC. Inspired by Liamputtong’s (2010) description of a bicultural research
assistant, hiring her was considered an ethical decision as she could not only help
negotiate language issues and build rapport and trust, but also contribute to cultural
sensitivity, for example through advising me on various norms of interaction so that I
FRXOGDFWLQDQDSSURSULDWHPDQQHULQGL൵HUHQWVLWXDWLRQVDQGJXLGLQJPHWRFRQGXFW
the research in a respectful manner. I considered our research collaboration to be
SDUWLFXODUO\LPSRUWDQWVLQFHKDUPLVFXOWXUHVSHFL¿FDQGFRQWH[WUHODWHG /LDPSXWWRQJ
 7KLVUHVHDUFKDVVLVWDQWVLJQHGDFRQ¿GHQWLDOLW\DJUHHPHQWDQGZDVSUHVHQW
IRUDOOVFKRROYLVLWVLQWHUYLHZVDQGZRUNVKRSVWKURXJKRXW6WDJH2QHDFWLQJDVD
translator whenever needed.
52

4.2.2 Observations at schools
6FKRROYLVLWVZHUHHVVHQWLDOLQ6WDJH2QHIRULQLWLDWLQJDQGEXLOGLQJUHODWLRQVKLSVDQG
for learning about the context. My observations, however, were not explicitly used
as empirical material when writing the articles. Instead, they helped me to better
understand what interviewees were describing, and in Stage Two, the workshop
GLVFXVVLRQV2EVHUYDWLRQVLQVFKRROVIRFXVHGRQGHVFULELQJZKDWPXVLFHGXFDWLRQLQ
Kathmandu Valley schools was like. I therefore observed music lessons and student
performances such as Parents Day and Foundation Day. Despite my desire to observe
WKHVHDFWLYLWLHVZLWKDVOLWWOHLQÀXHQFHXSRQWKHPDVSRVVLEOHWHDFKHUVDQGVWXGHQWV
were very aware of my presence, and I did not observe enough times with the same
WHDFKHURUJURXSRIVWXGHQWVWRKDYHWKLVLQÀXHQFHGLPLQLVK,ZDVDOZD\VDFFRPSDQLHG
by the research assistant with whom I worked, and in some cases, especially during
P\¿UVWYLVLWVWRVFKRROVE\RWKHUPHPEHUVRIWKHODUJHUUHVHDUFKSURMHFW)LUVWYLVLWV
to schools usually involved a tour of the school, and in some cases, performances were
VSHFLDOO\DUUDQJHG'XULQJWKHVHYLVLWV,WRRNGHWDLOHGQRWHVLQP\¿HOGGLDU\RQ
x The space (e.g. the location, arrangement of people and materials)
x The participants (e.g. number of students, gender)
x The activities (e.g. activities, repertoire)
x Questions that arose during the observation
In considering the ethical issues related to using observations at schools as a
method, I took inspiration from educational ethnography (Pole & Morrison, 2003).
Pole and Morrison (2003) present four ethical implications of educational ethnography
which are equally valid for other forms of qualitative approaches: informed consent;
negotiating “degrees of overtness” (p. 149); avoiding harm while recognising multiple
perspectives; and recognizing that ethical issues permeate all stages of the research
SURFHVVDQGQHHGWREHFRQVWDQWO\UHQHJRWLDWHG'XULQJP\¿UVWYLVLWWRHDFKVFKRRO,
met with school administrators and musician-teachers to provide information about
my research project and to request informed school-level consent to observe music
lessons. Whenever I observed in schools, I sought informed consent verbally and
informally from all teachers whose classes I visited. Moreover, since during Stage
2QHREVHUYDWLRQLQVFKRROVZDVSODQQHGWRWDNHDODUJHUUROHLQWKHUHVHDUFKSURMHFW
as a whole, I also prepared a Research Permission Contract (see Appendix 7)16 for
schools that was checked by the Sibelius Academy legal counsel and translated into
Nepali. With the exception of School 7, all of the schools I visited signed this Research

์๑$OWKRXJKWKHRYHUDUFKLQJSURMHFWQDPHFKDQJHGEHWZHHQ6WDJHV2QHDQG7ZRQRQHZFRQVHQWIRUPV
were issued.
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Permission Contract (Appendix 7). In the case of School 7, I did not seek consent
to conduct research as I was not doing so there. Instead, I was visiting in the role of
co-teacher and received verbal permission from the school administrator to do so.
My observations during music lessons were always overt, however, while attending
public performances, such as Parents’ Day, my attendance as a researcher was not
known to all in attendance. I continuously attended to issues of harm, relying on the
research assistant with whom I worked to guide me towards culturally respectful
and appropriate behaviour. To this end, I also emphasised my appreciative lens in
interactions with administrators and musician-teachers. Finally, I was prepared to
renegotiate ethical issues as they arose. Pole and Morrison (2003) also discuss the
emotionally challenging nature of ethnography, although separately from presenting
its ethical implications. I would argue, however, that their recognition of ethnography
DV³DKXPDQSURFHVVZKLFKUHOLHVRQ¿UVWKDQGH[SHULHQFHRIRWKHUSHRSOH¶VOLYHV´DQG
one that may elicit “feelings of vulnerability and insecurity for all parties” (Pole &
0RUULVRQS LVRIHWKLFDOFRQFHUQDQGLQQHHGRIUHÀHFWLRQWKURXJKRXWWKH
process.
The participating schools and their music programs
Interviewed administrators were from six diverse private schools known by NMC to
R൵HUPXVLF3ULYDWHVFKRROVDFFRXQWIRUDSSUR[LPDWHO\RIWKHVFKRROVDQG
of the student population in the Kathmandu Valley (Ministry of Education, personal
communication, December 14, 2018)–which consists of Kathmandu, Bhaktapur and
Lalitpur and was the site of this research project–and 19% of the country’s education
system (Ghimire, 2018). These schools are characterized by English as the language of
both instruction and communication, high fees, and better student results in the School
/HDYLQJ&HUWL¿FDWH(Bhatta, 2009)$VDSUHVHQWDWLRQRIWKHVSHFL¿FFKDUDFWHULVWLFVRI
each participating school would compromise anonymity, the schools and their music
programs are presented together in as much detail as possible.
The schools ranged in age, and had diverse philosophies focussing on or
including Progressive Education, child-centred education, holistic development, value
education and intercultural understanding. The main language of instruction in all six
of the schools was English. They served student populations ranging from as few as
150 students to over 3500 in preschool to class 10, class 1-12, or preschool to class
12. Entrance tests combined with interviews were described as a common practice
for determining admissions. The majority of students served by these schools came
from the Kathmandu Valley, however some schools also had a small student boarding
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population. All administrators described the gender balance in their schools as fairly
equal, sometimes tipping towards more male than female students (e.g. up to 60:40).
Student populations were also described as being ethnically diverse, one school also
having a small population of non-Nepali students. School populations also varied
socio-economically. Communicated basic tuition fees varied from approximately
1000 npr/month to 10,000 npr/month, with fees also varying within individual
schools by age level, and some having additional costs such as lunch, transportation,
VSHFLDOHGXFDWLRQRUERDUGLQJIHHV6RPHRIWKHVFKRROVR൵HUHGVFKRODUVKLSV2QH
administrator explained that tuition fees were stipulated by the government.
The music programs were equally varied, with music having been taught for
over 20 years in at least three of the schools. In two of the schools there was an explicit
IRFXVRQSURPRWLQJ1HSDOLIRONPXVLFDQGGDQFH$OOVL[VFKRROVR൵HUHGPXVLFDVD
FRFXUULFXODUDFWLYLW\PHDQLQJWKDWGXULQJDVSHFL¿HGWLPHRIWKHZHHNRIWHQWKHODVW
hour to hour and a half of the school day (e.g. 2:45-4:00) once or twice a week all
of the students participated in an activity they had chosen. Co-curricular activities in
music included bansuri DWUDQVYHUVHEDPERRÀXWH GDQFHJXLWDUSHUFXVVLRQ 1HSDOL
percussion, cajon, western drums), piano/keyboards/melodica17, violin, and vocal/
FKRLU7KHDGPLQLVWUDWRUVH[SUHVVHGGL൵HUHQWSKLORVRSKLHVUHJDUGLQJZKHWKHURUQRWWKH
students were encouraged to remain with one activity over the years or were able to
change activities each year. In addition, one school had music as a compulsory subject
(2nd optional) from class 6 to 10. In this school the theory component was taught by one
WHDFKHUGXULQJWKHVFKRROGD\DQGWKHSUDFWLFDOFRPSRQHQWZDVWDXJKWE\VL[GL൵HUHQW
teachers (2 dance and 4 music) during the co-curricular activity time. Two other
schools had full-time music teachers teaching compulsory music during the school day.
The classes I observed in these schools included one that resembled what is sometimes
called general music in other countries, and the other teaching Nepali folk dance from
class 1 to 6. In the latter school, music then continued as co-curricular activities from
class 6-10.

4.2.3 Interviewing practitioners
Semi-structured interviews (Kvale & Brinkmann, 2009) were used to include
administrators’ and musician-teachers’ experienced meanings and perspectives. This
was done with the understanding that knowledge was socially constructed through the

์๒ It was explained to me that although the piano is a western instrument, even in the schools promoting
Nepali folk music, piano/keyboard/melodica is taught due to its relationship to the harmonium.
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interactions between myself as interviewer and the interviewee (Kvale & Brinkmann,
2009), and the others participating in the interview, such as the research assistant who
acted as a translator during musician-teacher interviews or the co-author of Article I.
I conducted semi-structured interviews with eight school administrators (e.g.
founders, chairmen, directors or principals) from the six private schools in which I was
observing music teaching and described above. The primary intent of interviewing
administrators from these schools was to inquire into the general background of the
schools and the role of music within them (see Interview Guide in Appendix 10).
0RUHRYHUDIWHUWKHVFKRROVSHFL¿FVRQJSUDFWLFHHPHUJHGDVWKHIRFXVRI$UWLFOH
I, administrators’ knowledge of the history of the song in their school and their
perspectives on the song were essential. As this practice had not been a focus during
P\¿UVWYLVLWWZRRIWKHWKUHHDGPLQLVWUDWRUV18 interviewed then were re-interviewed
during my second visit exclusively about this practice. In addition, one school founder
and one composer who was suggested to us as he was known to have composed
VFKRROVSHFL¿FVRQJVZHUHDOVRLQWHUYLHZHGH[FOXVLYHO\DERXWWKHVFKRROVSHFL¿FVRQJ
practice. 7KHIRXULQWHUYLHZVH[FOXVLYHO\DERXWWKHVFKRROVSHFL¿FVRQJSUDFWLFHZHUH
conducted with the co-author of Article I, Professor Heidi Westerlund. Administrator
interviews were conducted in English in a location of the administrators’ choice in their
schools.
I also held semi-structured interviews with seven musician-teachers19 from
three of the private schools I had been visiting. Time restraints during my second visit
were the cause of this restricted school representation. However, all of the interviewed
PXVLFLDQWHDFKHUVKDGH[SHULHQFHWHDFKLQJPXVLFLQRWKHUVFKRROV2QHKDGWDXJKWLQ
DWOHDVWGL൵HUHQWVFKRROVDQGRWKHUVPHQWLRQHGWKDWDWWKHWLPHRIWKHLQWHUYLHZ
they were teaching part-time in four or seven other schools. Some also taught in
homes. In addition, musician-teacher interviews began to demonstrate saturation
UHJDUGLQJWKHVFKRROVSHFL¿FVRQJSUDFWLFH $UWLFOH, DQGDVVHVVPHQW $UWLFOH,, 
DQGZHUHWKXVGHHPHGVX൶FLHQW7KHLQWHUYLHZHGPXVLFLDQWHDFKHUVKDGDUDQJHRI
teaching experience, with at least four mentioning having taught 12 to 16 years prior
to the interview. They taught compulsory or optional (extra- and co-curricular) music
lessons and their teaching included classroom music, singing, folk dance, bansuri,

์๓:HZHUHXQDEOHWRFRQWDFWRQHRIWKHVFKRROVDJDLQDIWHUP\¿UVWYLVLWVRWKHDGPLQLVWUDWRUIURPWKLV
VFKRROZDVQRWUHLQWHUYLHZHGUHJDUGLQJWKHVFKRROVSHFL¿FVRQJSUDFWLFH7KLVDOVRSDUWO\H[SODLQVWKH
GL൵HUHQFHLQWKHQXPEHURIDGPLQLVWUDWRULQWHUYLHZVFRQWULEXWLQJWR$UWLFOHV,DQG,, VHH)LJXUH 
์๔ In an attempt to maintain anonymity, information about the teachers is combined here rather than
presented individually. For the same reason, the schools in which they taught at the time of the interview
DUHQRWVSHFL¿HG
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pianica, sarangi (a bowed chordophone), and Nepali percussion. In addition to their
WHDFKLQJDOORIWKHPZRUNHGDVSHUIRUPHUVVRPHKDYLQJUHOHDVHGDOEXPV2QHDOVR
LGHQWL¿HGDVDFRPSRVHU0DQ\DOVRGHVFULEHGKDYLQJZRQYDULRXVFRPSHWLWLRQVHLWKHU
as a performer or director/teacher working with students. At least three noted how
their work as musicians had provided them with opportunities to travel and perform
RXWVLGHRI1HSDO7KHVWRULHVRIKRZWKH\EHFDPHPXVLFLDQVGL൵HUHG6RPHFDPHIURP
families of musicians–one identifying at least 5 generations of musicians in his family–
and began learning music in childhood. These musician-teachers described informal
OHDUQLQJVLWXDWLRQVVXFKDVRQH¶VIDWKHUDVD¿UVWPXVLFWHDFKHUOHDUQLQJDQLQVWUXPHQW
by listening to the radio as no one in the family or village played it, and participating in
the community bhajan events. They also described more formal instruction like taking
daily lessons during school holidays and on Saturdays while school was in session,
studying with a classical singing teacher, or studying music in India. The musicianteachers who did not have other musicians in their families described primarily formal
approaches to learning music, such as lessons, or pursuing a diploma or bachelor’s
degree. Some also described informal learning. All of the musician-teachers were
asked to teach based on their success as performers, and with the exception of one
musician-teacher none described having had any music teacher education. The one
H[FHSWLRQKDGSDUWLFLSDWHGLQPXVLFWHDFKHUWUDLQLQJR൵HUHGE\RQHRIWKHPXVLF
LQVWLWXWHVLQ.DWKPDQGX2QHRIWKHPXVLFLDQWHDFKHUVKDGEHHQWHDFKLQJDGL൵HUHQW
subject in schools prior to beginning to teach music. Most, however, were performers
ZKROHDUQHGRQWKHMRE2QHPXVLFLDQWHDFKHUWKXVXQGHUVFRUHGWKHLPSRUWDQFHRIWKH
mentoring received from the person who asked him to start teaching. In addition to
teaching in private schools, at least one of the interviewed musician-teachers said he
had worked in 3 or 4 government schools on a short-term basis, for example, being
hired for two months to prepare students for a competition.
Interviews with musician-teachers from the schools in which I had been
observing deepened the understandings being developed through observation, allowing
me to ask questions about themes not always easily observable. In line with the
methodological framework of this research project, the interview guide for musicianteacher interviews was created by adapting the generic AI questions (Cooperrider et al.,
2005, p. 25; Watkins, Mohr, & Kelly, 2011, pp. 155–156), with additional positivelyframed questions related to the themes of the research project such as diversity, the
VFKRROVSHFL¿FVRQJSUDFWLFHDQGDVVHVVPHQWSUDFWLFHV VHH$SSHQGL[ 0\GHFLVLRQ
to frame musician-teacher interviews using AI was also related to my attempt to
emphasize my stance, which regards the musician-teachers as experts, and to counter
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any feelings that this cross-cultural research project involved foreign evaluation.
The interviews were semi-structured in the sense that I followed the interview guide
ÀH[LEO\IUHHO\SXUVXLQJDGGLWLRQDOWKHPHVDQGIROORZXSTXHVWLRQVDVQHHGHG7KH
¿UVWPXVLFLDQWHDFKHULQWHUYLHZVHUYHGDVDSLORW,QDGGLWLRQWRWKHSLORWOHDGLQJPH
to revise the interview questions, it also reinforced the need to encourage musicianteachers to speak Nepali, rather than English, so that they could express themselves
with greater detail and ease. Interviews with musician-teachers took place in a location
agreed upon by the musician-teacher and research assistant, either at their school or in
my hotel lobby. They ranged from approximately 30 to 75 minutes.
Transcription
Transcription varied for administrator and musician-teacher interviews, due to the
ODQJXDJHLQZKLFKWKHLQWHUYLHZVZHUHFRQGXFWHG$GPLQLVWUDWRULQWHUYLHZVZHUH¿UVW
WUDQVFULEHGE\H[WHUQDOWUDQVFULEHUVLQ)LQODQGZLWKZKRP,KDGDFRQ¿GHQWLDOLW\
DJUHHPHQWDQGWKHQYHUL¿HGE\PHE\FDUHIXOO\UHOLVWHQLQJWRWKHDXGLRUHFRUGLQJV
while reading and, when necessary, correcting the transcripts. The transcripts were then
sent to the administrators to provide them with the opportunity to read, comment on,
and make changes or elaborations to their individual transcripts (Bresler, 1996). My
LQVWUXFWLRQVZKHQVKDULQJWKHVHWUDQVFULSWVKRZHYHUPD\KDYHEHHQLQVX൶FLHQWDV
one of the administrators also corrected the wording of my questions in a few instances
when the questions and responses did not clearly match. In total there were 102 pages
of transcriptions with the 8 administrators.
%HFDXVHWKHPXVLFLDQWHDFKHULQWHUYLHZVZHUHLQ1HSDOLWKH\ZHUH¿UVW
transcribed and then translated by the research assistant. In instances where words or
FRQFHSWVZHUHGL൶FXOWWRWUDQVODWHLQWR(QJOLVK,DVNHGKHUWRUHWDLQWKHRULJLQDO1HSDOL
DQGSURYLGHVRPHH[SODQDWLRQRIWKHLUPHDQLQJVLQ(QJOLVK /LDPSXWWRQJ 2QFH
the interviews were transcribed and translated, we met to discuss them, including her
perspectives and interpretations, as well as the transcription process (Liamputtong,
2010). As this research assistant was not a musician or a teacher, I decided to have
WKHWUDQVFULSWLRQVDQGWUDQVODWLRQVYHUL¿HGE\3UHP*XUXQJ20, the musician-teacher
who was hired in 2016 to work with me as a co-facilitator (see Section 4.3). Like the
UHVHDUFKDVVLVWDQWKHDOVRVLJQHGDFRQ¿GHQWLDOLW\DJUHHPHQWEHIRUHFRPPHQFLQJRXU
work together. In addition to verifying the translations, this process provided him the

ํ๋ Prem Gurung’s name is used with his permission, and to give him credit for his immense contribution to
this work.
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opportunity to familiarise himself with my earlier work and prepare for his work in
the research project. There were also 102 pages of transcriptions in total from the 7
musician-teacher interviews and 1 composer interview.
Analysis
Interview transcripts served two purposes in this research project: preparation for
later stages and reporting. Rereading the transcripts helped me prepare for Stage
Two, by revisiting the various themes or issues that had arisen. Moreover, I selected
a number of anonymous quotes from the musician-teacher interviews to share during
WKH¿UVWZRUNVKRSVLQ6WDJH7ZRDVDZD\RIUHSRUWLQJEDFNWRWKHFRPPXQLW\DQGRI
stimulating discussion. In preparing Articles I and II, interview transcripts were read
DQGFRGHGIRUUHODWHGWKHPHV7KHFRGLQJFRXOGEHFRQVLGHUHG¿UVWFRQFHSWGULYHQ
(Kvale & Brinkmann, 2009) in that certain themes were selected ahead of time based
on the planned articles. Thus, close attention was given to interview excerpts related to
DVVHVVPHQWSUDFWLFHVWKHYDOXDWLRQRIPXVLFLQVFKRROVDQGWKHVFKRROVSHFL¿FVRQJ
practice. Data-driven coding (Kvale & Brinkmann, 2009) was then used to further
develop the codes through careful re-readings of the interview transcripts. While I was
the author primarily responsible for the initial analysis and interpretation, having been
the main interviewer in all the interviews, relevant and extended interview excerpts
were anonymized and shared with co-authors to enable co-interpretation. All of this
was done with awareness that the knowledge produced during the interviews was
further coloured by the transcription, analysis, and reporting that followed (Kvale &
Brinkmann, 2009).
Ethical considerations
Some of the ethical issues attended to in relation to conducting these interviews
ZHUHLQIRUPHGFRQVHQWFRQ¿GHQWLDOLW\FRQVLGHULQJWKHSRVVLEOHFRQVHTXHQFHVRI
participation, and the researcher’s role (Kvale & Brinkmann, 2009). Information letters
and consent forms were provided for and signed by all interviewees in both English
and Nepali (Liamputtong, 2010, see Appendices 8 and 921). I did not discuss the names
of the schools I was visiting or individuals I was interviewing with anyone not present
in the interviews. The only exception was co-facilitator Prem Gurung (see Section 4.3)
who checked the musician-teacher interview transcriptions. Prior to doing so, however,

ํ์7KHFRQVHQWIRUPVIRUPXVLFLDQWHDFKHUVFKDQJHGEHWZHHQ6WDJHV2QHDQG7ZRDVDUHVXOWRIWKH
application process to the university’s ethical board. I felt that the recommendations in their application
form were better than those I had followed previously.
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ZHGLVFXVVHGFRQ¿GHQWLDOLW\DQGDVDOUHDG\PHQWLRQHGKHVLJQHGDFRQ¿GHQWLDOLW\
agreement. Although there were no foreseen negative consequences for participation
in the interviews, I aimed to ensure that all interviewees were presented respectfully
when reporting on the research project, and to protect their anonymity to the extent
possible, considering the small size of the music community in Kathmandu. For
this reason, as described above, the schools and musician-teachers are not presented
individually, nor are associations made between musician-teachers and schools. I also
aimed for the interviews to be a positive experience for the interviewees, being aware
WKDWIRUPDQ\WKLVZDVWKH¿UVWWLPHWKH\KDGEHHQLQWHUYLHZHGDVSDUWRIDUHVHDUFK
project, and using AI to frame the musician-teacher interviews as one way of doing
so. I also remained aware of the power asymmetry of interview situations (Kvale &
Brinkmann, 2009). The interviews were primarily one-way and instrumental dialogue,
and I and my co-authors had monopoly over the interpretation. At the same time, I was
aware of the interviewees’ power in choosing how and what to share, acknowledging
also the potential for being told what interviewees believed I wanted to hear (Kvale &
Brinkmann, 2009). Moreover, in at least one case the interviewee spoke at great length
with few pauses, making it challenging for me to guide the conversation towards my
interview questions. Due to the cross-cultural nature of the interviewes, ethical issues
also arose from the process of translation. To address these, I had Prem Gurung verify
the translations, and whenever quoting a musician-teacher the words were always
taken from the translation of their words in the transcript, not the transcription of
the translators in the moment translation. Finally, one unforeseen ethical issue that
arose was that without my prior knowledge, one of the interviews occurred at a very
challenging time emotionally for the interviewee. Due to personal issues, rather than
the content of the interview, the interviewee began to cry. This was very challenging
for me as a researcher as I felt unprepared for the situation. All I could think to do was
R൵HUWRVWRSWKHLQWHUYLHZKRZHYHUWKHLQWHUYLHZHHZLVKHGWRFRQWLQXH

4.2.4 Documentation
In addition to observations and interviews, policy documents were also used as
empirical material. In particular, in Article II government policy documents including
the National Curriculum Framework for School Education in Nepal (NCF, Government
of Nepal, 2007) and the Nepali Music Curricula documents for grades 1-5, 6-8, and
9-10 were used. These documents were not analysed in any systematic way, rather they
were read thoroughly with particular attention to the article’s themes.
60

4.2.5 Pilot AI workshops
'XULQJ6WDJH2QHRQP\VHFRQGYLVLW,IDFLOLWDWHGWZRSLORW$,ZRUNVKRSVDW10&
titled “We Create What We Imagine”. The purpose of these workshops was to test the
potential of AI to guide the process of co-constructing visions of music education with
local musician-teachers. Although I had planned to facilitate only one pilot Discovery
(see Section 4.3) workshop, due to the enthusiasm of the musician-teachers who
participated we agreed to meet a second time before I left Kathmandu to continue
our work. Empirical material from these workshops is not included in this research
project, however the workshops contributed to the planning of the workshops that
took place in Stage Two. We also created a Facebook group to facilitate our continued
communication to which other interested musician-teachers were invited.

4.2.6 Researcher diary
7KURXJKRXW6WDJH2QH,NHSWDKDQGZULWWHQUHVHDUFKHUGLDU\ZKLFK,XVHG WRWDNH
QRWHVGXULQJVFKRROYLVLWVZKLOHREVHUYLQJOHVVRQVDQGSHUIRUPDQFHV IRUUHÀHFWLYH
writing following these visits, the interviews, and any other relevant experiences, and
 IRUSODQQLQJDQGFRQWHPSODWLQJIROORZXSTXHVWLRQV7KLVGLDU\¿OOHGDSDJH$
sized notebook. When I returned to Finland, I reread the diary in its entirety and typed
it to create a secure and searchable backup copy.

4.3 Stage Two: Facilitating the co-construction of visions through
appreciative inquiry
Stage Two of this research project was carried out as part of the Global Visions project,
which received funding from the Academy of Finland for the years 2015-2020. During
this stage I had one eleven-week visit to the Kathmandu Valley in 201622. This stage
contributed primarily to Research Sub-Question 2, which is addressed in Articles
III, IV and V (see Sections 5.3, 5.4, 5.5 and Appendices 3, 4, and 5). The processes
and resulting empirical material from Stage Two are described in this section and
summarized in Tables 2 and 4.
Stage Two moved beyond listening to practitioners individually and sought
to facilitate spaces for local musician-teachers to meet and discuss as a community
of experts. Although I continued the exploratory tasks of visiting private schools
and music institutes, and conducted a small number of interviews, these activities

ํํ 7KHORQJLQWHUOXGHEHWZHHQ6WDJH2QHDQG7ZRLVGXHWRODWHSUHJQDQF\±ZKLFKFDQFHOOHGP\VFKHGXOHG
April 2015 visit–and a maternity leave during the Summer and Autumn of 2015.
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were intended to support the primary task of facilitating workshops in which to
FRSURGXFHNQRZOHGJHWKDWFRXOGSRWHQWLDOO\EHXVHGWRGHYHORS1HSDO¶V¿UVW
government-recognized music teacher education program. This task rested on the
social constructionist notion that argues that knowledge is socially constructed (e.g.
Gergen, 1978; 2015). As knowledge emerges from relations, “the emphasis shifts
from individual knowers to the collaborative construction of knowledge” and “draws
attention to the quality of relationships” (Gergen, 2015, p. 148).
It was also hoped that the workshops would potentially support the participants’
professional development, through fostering community building and collaborative
networked learning (e.g. Davidson & Goldberg, 2010). Globally, there is a recognized
need for music teachers’ associations (Burnard, 2013a), as music teachers often work
in relative isolation, with limited possibilities for professional collaboration and
mutual learning (see e.g. Bates, 2011; Burnard, 2013a; Sindberg, 2011; Schmidt &
Robbins, 2011). It was therefore expected that this might also be the case in Nepal,
especially as music education is limited to private schools, music institutions and
private homes. Music teacher communities and collaboration, however, can prevent
alienation and isolation (Burnard, 2013a). Through fostering moral support and mutual
learning, they can stimulate and sustain teachers–which also strengthens new music
teacher retention–and contribute to student success (Burnard, 2013a). They are also
important for developing the profession and for professional knowledge creation
%XUQDUGD+ROJHUVHQ %XUQDUG ,QGHHGLQWKH¿HOGRIHGXFDWLRQWKH
DELOLW\WROHDUQIURPRWKHUVKDVEHHQLGHQWL¿HGDV³DQHVSHFLDOO\LPSRUWDQWDVSHFWRI
adaptive expertise” (Hammerness et al., 2005, p. 365). Moreover, Cochran-Smith and
Lytle (1999) stress the value of inquiry communities for teachers, students and the
intellectual climate of schooling more generally. They assert that “teachers learn when
they generate local knowledge of practice by working within the contexts of inquiry
communities to theorize and construct their work and to connect it to larger social,
cultural, and political issues” (p. 250).
Research collaboration in Stage Two took place primarily through engaging a
local musician-teacher as co-facilitator. The need to work with someone local who had
H[SHULHQFHDVDPXVLFLDQDQGWHDFKHUKDGDULVHQGXULQJ6WDJH2QH$VDUHVXOWLQVWHDG
of continuing to work with the same research assistant, in Stage Two I worked in close
collaboration with Prem Gurung. Gurung was recommended to this position by the
team of NMC teachers my colleague was working with intensely in another Global
Visions doctoral project and received a salary for his work with me. As has already
EHHQVWDWHGKHDOVRVLJQHGDFRQ¿GHQWLDOLW\DJUHHPHQW
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6WDJH7ZRWRRNSODFHDWDGL൶FXOWWLPHEHJLQQLQJOHVVWKDQD\HDUDIWHUWKH
severe earthquakes that struck Nepal in April and May 2015, and resulted in 9000
deaths, around 22,000 injuries, and the destruction of numerous homes and other
buildings, including the Kathmandu University department of music. Frequent
aftershocks continued and much visible earthquake damage remained, as did areas in
ZKLFKSHRSOHFRQWLQXHGWROLYHLQWHPSRUDU\GZHOOLQJV2QHRIWKHVFKRROV,YLVLWHG
in Stage Two had a new two-room building in the yard that had been built after the
earthquake as the children were scared to go upstairs, even though the building was
¿QH$QRWKHUVFKRROKDGEXLOGLQJVQRWLQXVHEHFDXVHRIHDUWKTXDNHGDPDJH7KH
earthquakes also served to mobilize people to come together and support each other,
and a number of musicians were active in contributing to post-earthquake recovery
(e.g. Johnson, 2018, Maharjan, 2018).
Table 2 Summary of activities and empirical material in Stage Two
Visit
III)
March 22-June 8, 2016

School Visits
4 private schools:
S2, S4, S5 & S7b
4 music schools/
institutes

Interviewsa

Workshops

1 school song composer 17 AI workshops
(n=53):
(with co-author, ~40
min)
Group A, tenc 3-hour
workshops
1 employee at the
Group B, four 2-hour
Embassy of Finland in
workshops
Kathmandu regarding
Group C, two
Finland’s role in
workshops ranging
the development of
from 1-1.5 hours
assessment practices in
each
Nepal (~47 min)
2QHIHPDOHRQO\
1 interview with 2
1.5-hour workshop
musician-teachers
together (~50 min)
1 interactive interview
(Ellis, 2004) with cofacilitator Prem Gurung
at the conclusion of the
workshops (~75 min)

a
In the end, only one of these interview ended up being used as emprical material in the articles, while the others just
contributed by shaping my thinking.
b
2EVHUYHGVFKRROPXVLFOHVVRQVLQFOXGHGYRFDOJUDGHFKRLU1HSDOLSHUFXVVLRQcajon, keyboards/piano/melodica,
guitar, sitar, bansuri and violin. I visited S2, S5 and S7 on multiple occasions but S4 only once as its music lessons
overlapped with Group B’s workshops. I contacted S6 and planned to visit but was unable to do so due to time
restraints.
c
*URXS$KDGWKUHHKRXUZRUNVKRSVKRZHYHUWKH¿UVWWZRRIWKHVHZHUHUHSHDWHGZLWKGL൵HUHQWJURXSVRIWHDFKHUV
RQGL൵HUHQWGD\VWRLQFUHDVHSDUWLFLSDWLRQ7KXVWKHUHZDVDWRWDORIWHQZRUNVKRSV
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4.3.1 Workshops
:KLOH$,ZDVXVHGLQ6WDJH2QHSULPDULO\WREXLOGUHODWLRQVKLSVDQGGHYHORSWKH
interview guide for musician-teachers, in Stage Two its 4D model guided the workshop
design. In this section, I therefore begin by outlining this model, after which I present
WKHSURFHVVRIIRUPLQJWKHGL൵HUHQWZRUNVKRSJURXSVDQGWKHQWKHSURFHVVWKDWWRRN
place in the workshops.
Applying the appreciative inquiry 4D model
The AI 4D model (e.g. Cooperrider et al., 2005, p. 7) was selected to guide the
workshops as co-constructing visions is built into the process. While AI literature refers
both to a 4D cycle and model, the term model best suits my approach in this project,
as I applied each of its phases only once without repeating the entire process. This was
a decision that emerged once the workshops began, when I discovered the challenges
of some of its phases. Thus, although Cooperrider and Whitney (2001) assert that a
4D cycle can occur in a rapid and informal conversation, the process I designed was
more extended and formal. The 4D model has also sometimes been referred to as a 5D
PRGHODGGLQJ'H¿QHDVD¿UVWVWHS %XVKHDE WRIRFXVRQDQD൶UPDWLYH
&RRSHUULGHU :KLWQH\ DQGJHQHUDWLYH HJ%XVKH5LGOH\'X൵ 
Duncan, 2015) topic choice. In the case of these workshops, the chosen topic was
excellent music education in Nepal.
Based on this topic, the workshops followed the four phases of the 4D model:
'LVFRYHU\'UHDP'HVLJQDQG'HVWLQ\ VHH)LJXUH 7KH¿UVWSKDVH'LVFRYHU\
IRFXVVHGRQPXVLFLDQWHDFKHUVUHÀHFWLQJRQDQGGLVFXVVLQJZKDWWKH\GHHPWREH³WKH
best of ‘what is’” now (Cooperrider et al., 2005, p. 6), in order to discover positive
capacity (Cooperrider & Whitney, 2001). The second phase, Dream, then built upon the
best moments and experiences highlighted during the Discovery phase–the “discovered
potential” (Cooperrider & Whitney, 2001, p. 5)–as a resource for envisioning “what
might be” (Cooperrider et al., 2005, p. 6) if this potential were to occur more regularly.
In the Design phase musician-teachers co-constructed an ideal future (Cooperrider et
al., 2005, p. 7) to “bridge the best of ‘what is’ with collective speculation or aspiration
of ‘what might be” (Cooperrider & Whitney, 2001, p. 10). This phase was thus based
on the images of possible futures that emerged from the sharing of examples of past
experiences (Bushe, 2012a, Cooperrider & Whitney, 2001), and invited participants
“to challenge the status quo as well as common assumptions” (Cooperrider & Whitney,
2001, p. 10). Finally, in the Destiny phase musician-teachers innovated ways to move
64

Figure 1 The 4D model (adapted from Cooperrider, Whitney and Stavros, 2005)

DISCOVERY
Appreciating
the best of what is
њ

DESTINY
Finding innovative
ways to move
towards the ideal

ќ

THE 4D
CYCLE

ћ

DREAM
Envisioning
what might be

ѝ
DESIGN
Constructing
an ideal future

toward their ideal future (Cooperrider et al., 2005, p. 7). Descriptions of this phase in
the literature are often vague, provoking confusion and a lack of consensus amongst AI
practitioners (Bushe, 2012a). Cooperrider and Whitney (2001), for example described
“giving Ai [sic] away, to everyone, and then stepping back” (p. 12) rather than
focussing on things like implementation strategies or progress monitoring.
Forming the groups
Planning workshop participation began prior to my arrival in Kathmandu for Stage
Two. In the months leading up to my visit, I exchanged regular email correspondence
with Iman Bikram Shah (the principal of NMC), Sapna Thapa (the Nepali member of
the Global Visions advisory board), and Prem Gurung, with whom I also met online via
6N\SH7KLVFROODERUDWLYHSODQQLQJZDVSDUWLFXODUO\FRQFHUQHGZLWK¿QGLQJPXVLFLDQ
teachers who would be interested in and motivated to work with me. I was very aware
that musician-teachers in the Kathmandu Valley are very busy, and many work several
jobs to make a living. Thus, I did not want to make the workshops too long or ask for
too much time from their limited holidays. Moreover, I aspired to design the workshops
in negotiation with the musician-teachers who chose to participate and facilitate them
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in a way that considered their needs as teachers, “avoid[ing] imposing my needs on
them” and wondering “Where can we go together?” (Researcher Diary, March 17th,
2016). Thus, the beginning of Stage Two was characterised by my nervousness, doubt,
uncertainty and vulnerability, as I asked myself “Can I give in to improvisation?”
(Researcher Diary, March 17th, 2016).
Initial considerations
Participation in the workshops was open to all musician-teachers. The choice not to
restrict participation to those teaching in private schools emerged as I learned that
many musician-teachers work in combinations of private schools, music institutions,
and homes, and from my desire to contribute to building an inclusive music teacher
network. Moreover, although AI often aims to initiate change in one organisation
and thus strives to engage all stakeholders (e.g. Bushe, 2012a), the focus of these
workshops was on co-constructing visions of music education in Nepal through
the AI process. Thus, participation was not limited to one music institution, private
school or music teacher association. Rather, I began with the aim of working with a
dedicated, small core group of approximately 6 to 8 musician-teachers and supporting
the generation of knowledge in the workshops with observations in their schools
and follow-up interviews. In considering ways to show my gratitude to those who
chose to participate, in dialogue with Iman Bikram Shah, Sapna Thapa, and Prem
Gurung, I planned to provide lunch or snacks depending on the time and duration of
WKHZRUNVKRSVDQGDFHUWL¿FDWHRISDUWLFLSDWLRQIURPWKH6LEHOLXV$FDGHP\,GLGVR
KRZHYHUZLWKDZDUHQHVVRIWKHHWKLFDOLVVXHVLQYROYHGLQR൵HULQJVXFKLQFHQWLYHV
Early challenges
$IXUWKHUFKDOOHQJHWR¿QGLQJSDUWLFLSDQWVZDVWKDWDOWKRXJK,KDGUHDGH[WHQVLYHO\
about AI and had a vision for how the workshops could proceed, I was only able to
articulate what we would do in the workshops, not what we would learn. Thus, rather
than beginning with an information and planning meeting for potential participants,
I planned to begin with a Discovery workshop. In this way, musician-teachers could
meet Prem Gurung and me, experience what would happen in the workshops, and then
decide for themselves if they wished to continue.
I announced this initial workshop in the Facebook group created in 2014, and
sent personal invitations via Facebook or email to the teachers I had met in 2014 and
who had shared such contact information with me. In addition, Prem Gurung phoned
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the private schools and musician-teachers on our contact list from 2014, and noted how
everyone had sounded very positive about the workshop on the phone. Despite careful
and collaborative planning, and what Gurung and I perceived to be adequate publicity,
WKH¿UVWSODQQHGZRUNVKRSIRXQGXVVLWWLQJDORQHLQDODUJHURRPZDLWLQJDVQRRQH
came. Together with Iman Bikram Shah, Sapna Thapa, Prem Gurung, the research
DVVLVWDQWZLWKZKRP,ZRUNHGLQ6WDJH2QHDQGDPXVLFLDQWHDFKHUSDUWLFLSDWLQJLQ
another Global Visions sub-project, we brainstormed and planned to try again. This
WLPHWKHUHVHDUFKDVVLVWDQWZLWKZKRP,ZRUNHGLQ6WDJH2QHFDOOHGWKHVFKRROVDQG
WHDFKHUVLQKHUR൶FLDO10&UROHZLWKWKHLQLWLDOLQYLWDWLRQDQGLQIRUPDWLRQDQG
Gurung called again the day before the workshop with a follow-up reminder23. Due
WRWKHGL൶FXOW\¿QGLQJRQHWLPHWKDWZRUNHGIRUHYHU\RQHZHSODQQHGWRUXQWKH
VDPHZRUNVKRSWZLFH7KHVHUHYLVHGH൵RUWVUHVXOWHGLQDWRWDORIPXVLFLDQWHDFKHUV
DWWHQGLQJWKHVH¿UVWZRUNVKRSV:HDOVRIDFLOLWDWHGWKHVHFRQGZRUNVKRSWZLFHEXW
as the school holiday had ended, we only had 3 participants on each of the two days.
Thus, we decided to combine them and meet one day a week only, even though this
decision unfortunately meant that at least one of the musician-teachers who wished to
continue participation could not.
Together with this group of musician-teachers–who in the articles are referred
to as Group A–we decided to meet weekly for 3 hours each workshop, and did not set
D¿[HGHQGLQJGDWHLQVWHDGDJUHHLQJWRFRQWLQXHPHHWLQJDVORQJDVWKH\UHPDLQHG
interested in doing so. The workshops followed the phases of the AI 4D model,
while also considering how this process could support participants’ professional
development. Participation dwindled over time (see Table 5), for various stated–such
as family illness and work schedules–or unstated reasons. After spending so much time
together with this group of musician-teachers, I felt emotional as the workshops came
to an end. During our last workshops, the musician-teachers surprised me by bringing
GL൵HUHQWWUHDWVWKH\ZDQWHGPHWRWDVWHJLYLQJRXUODVWPHHWLQJDIHVWLYHIHHO
Expanding participation and perspectives
2QFHWKH*URXS$ZRUNVKRSVZHUHUXQQLQJZHHNO\,EHJDQWRFRQVLGHUZD\VRI
expanding participation and perspectives in this research project. While searching
RQOLQHIRURWKHUSULYDWHVFKRROVLQWKH.DWKPDQGX9DOOH\R൵HULQJPXVLF,FDPHDFURVV
what appeared to be an inactive website for a music teacher association. I quickly
received a reply to my introductory email from the director of the music institute

ํ๎ In addition, both the musician-teacher from the other Global Visions sub-study and Prem Gurung
invited their friends.
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connected to this association and during a 2.5-hour meeting we agreed that this music
institute could host a shorter series of workshops. We decided on four two-hour
meetings–one for each of the phases of the AI 4D model–on Saturday mornings, the
SULYDWHVFKRROV¶GD\R൵DVPRVWKDYLQJDVL[GD\ZHHN3UHP*XUXQJDQGWKH*URXS$
musician-teachers helped me write a description of the workshops, and administrators
from the music institute contacted teachers in their network. As a result of this
LQVWLWXWLRQDOVXSSRUWWKH¿UVW*URXS%ZRUNVKRSKDGSDUWLFLSDQWV±PDQ\PRUH
than we had prepared for, causing us to scramble for extra chairs and photocopies as
WKHZRUNVKRSEHJDQ:KLOHSDUWLFLSDWLRQGURSSHGVLJQL¿FDQWO\EHWZHHQWKH¿UVWDQG
second workshop24, I was not too surprised as I understood from my own experiences
participating in teacher professional development that many teachers want practical
ideas and resources they can immediately take back to their classes, which was not
the nature of these particular workshops. While hosting workshops at a second music
institute contributed to the research project by increasing collaboration and widening
participation, there appeared to be some competition between the two music institutes.
Thus, I strove to be transparent and keep the administrators of both aware of my work
with the other.
A second strategy for expanding participation and perspectives was through
R൵HULQJZRUNVKRSVLQWKHSULYDWHVFKRROV,KDGEHHQYLVLWLQJ:KLOHR൵HULQJZRUNVKRSV
at all of the schools was not feasible, I chose one school that had several music
teachers and perhaps more diversity than Groups A and B in terms of instruments/
musical genres, age of the teachers, and comfort communicating in English25. This
school’s Extracurricular Activities Coordinator supported me, seeing my work not only
as professional development for the teachers but also as a way of bringing the teachers
FORVHUWRJHWKHU$V,DVSLUHGWREULQJPXVLFLDQWHDFKHUVWRJHWKHUIURPGL൵HUHQWVFKRROV
and institutes, and as this group began meeting the same week as Group B, however,
,GHFLGHGWRJHWWKHZRUNVKRSVHULHVVWDUWHGDWWKHVFKRROE\R൵HULQJWKH¿UVWWZR
workshops there, and hoped that this would inspire the teachers to later join Group B
which met in a music institute not too far away from the private school. This was also
a pragmatic decision, as planning and running three workshops a week each on its own
day, in addition to my other work and the involved travel time, was much too draining.
7KH¿UVW*URXS&ZRUNVKRSZDVKRXUVDQGLPPHGLDWHO\IROORZLQJWKHLUWHDFKLQJ

ํ๏,Q*URXS%WKHUHZHUHQLQHPXVLFLDQWHDFKHUVZKRRQO\DWWHQGHGWKH¿UVWVHVVLRQDQGWKHQGLVFRQWLQXHG
participation.
ํ๐ Prem Gurung attended all workshops with all groups and did much more translating in this group.
Music lessons in this school included, for example, bansuri, guitar, keyboard, Nepali percussion, sitar,
violin, and vocal.
68

This proved challenging for me as it got me back to where I was staying very late, so
we agreed to meet before their teaching for the second workshop. Unfortunately, when
we met the second time some of the teachers were late, so we only had 1 hour together.
Although the Group C teachers requested that we continue in a third workshop, due
to the abovementioned pragmatic issues, I unfortunately needed to remain with my
RULJLQDOSODQRIRQO\R൵HULQJWZRZRUNVKRSVDWWKHVFKRROEXWZDUPO\LQYLWHGWKHPWR
*URXS%7KLVZDVDGL൶FXOWGHFLVLRQDVWKHWHDFKHUVZHUHHQWKXVLDVWLFLQVLJKWIXODQG
engaged during the workshops. None of the teachers, however, chose to continue.
My third strategy for expanding participation and perspectives can also be
understood as an intervention (Kuntz, 2015). As gender issues, namely the increased
challenges females face in studying music or pursuing a career in music, arose as an
important topic during the main workshops, I chose to provide a female-only space.
This was done not as an attempt to “‘give voice’ to individuals from underrepresented
or marginalized groups” (Kuntz, 2015, p. 59). Rather it was an attempt to create a
relational space for discussion “in which individuals [could] tell and re-tell, live and
re-live, their stories. And, in the process of doing so… make evident to those who
listen (and themselves) their interpretations of lived experience and their situated
FRQVWUXFWLRQVRIUHDOLW\´ 6WDX൵HU %DUUHWWSHPSKDVLVRULJLQDO 7KLV
separate workshop for female musicians and musician-teachers working in the
Kathmandu Valley was titled, Encouraging girls’ participation in music in Nepal.
Although it was widely advertised during the main workshops, both orally and in
the handouts, by word of mouth, and on various Kathmandu Valley music education
related Facebook pages, all of the participants were women who had been participating
in the Group A or B workshops. The workshop lasted 1.5 hours and took place
IROORZLQJRQHRIWKHPDLQZRUNVKRSVLQDQHDUE\FDIpRYHUWHDFR൵HHDQGVQDFNVWKDW
I provided. The aim of this workshop was admittedly rather narrow. It was not designed
to contribute directly to the co-constructing of visions taking place with Groups A,
B and C, but rather as a parallel explorative space to develop understandings of the
contextual issues framing practitioners’ envisioning of music education practices in the
Kathmandu Valley. Thus, it focussed primarily on the Discovery phase of the AI 4D
model and included partner interviews focussed on sharing stories of best experiences
learning music and overcoming challenges encountered along the way, followed by a
full group discussion in which we freely followed the themes that arose. Moreover, at
the time of planning and facilitating the workshop, there was no plan for this workshop
to contribute to a separate article. Rather, the need to write Article V (Appendix 5)
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emerged during Stage Three, at which point the participants were contacted again to
UHTXHVWLQIRUPHGFRQVHQWWRZULWHPRUHVSHFL¿FDOO\DERXWWKHH[SHULHQFHVWKH\VKDUHG
during the workshop.
$VDUHVXOWRIWKHVHH൵RUWVE\WKHHQGRI6WDJH7ZR,KDGIDFLOLWDWHGDWRWDORI
17 workshops: 10 with Group A, 4 with Group B, 2 with Group C and 1 female-only
workshop. In total 53 musician-teachers participated in at least one of the workshops,
9 of whom were women (see Table 3). All workshop participants gave informed
consent to participate, with information letters and consent forms being provided in
both English and Nepali (Liamputtong, 2010), read aloud in Nepali at the beginning
RIWKH¿UVWZRUNVKRSZLWKHDFKJURXSDQGVLJQHGE\DOOZRUNVKRSSDUWLFLSDQWV VHH
Appendices 8 and 9).
Table 3 Summary of workshop participation
Number of participants

53 musician-teachers participated in at least one of the workshops:
Group A total 16, each workshop 3-9
Group B total 29, each workshop 16-23
Group C total 8, each workshop 5-7

Gender

44 men
9 women

The participating musician-teachers
$VWKHHQGRIWKHZRUNVKRSVDSSURDFKHG,UHDOLVHGWKDW,GLGQRWKDYHVX൶FLHQW
background information on all of the participating musician-teachers for reporting this
project. Instead, I was limited to what they may have said during the workshops. For
example, from our discussions I knew that they were mostly teachers of popular musics
and teaching in music institutions or extra- or co-curricular music in private schools.
,WKHUHIRUHGHFLGHGWRLQFOXGHDVKRUWTXHVWLRQQDLUHGXULQJWKH¿QDOZRUNVKRSZLWK
Groups A and B. From this questionnaire I created Table 4, a more detailed version
of the table that appears in Article III (Appendix 3), to provide some context for the
reader. As in the article, this is done with the understanding that “backstories are as
limited as all the data excerpts that appear” (Jackson & Mazzei, 2012, p. xii) – even
more so as it is limited to musician-teachers from Groups A and B and only those
SUHVHQWGXULQJWKH¿QDOZRUNVKRS26 who returned the questionnaire. Thus, rather than
providing background information on all 53 workshop participants, it only includes
18 (Group A n=3, Group B n=15). It is further limited as some of my questions were

ํ๑ For example, it is missing one participant who attended all but the last session for a total of 19 hours.
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QRWVX൶FLHQWO\VSHFL¿FVRIRUH[DPSOHZKHQ,DVNHGZKDWWKH\WDXJKW¿YHWHDFKHUV
simply wrote “instrument”, without specifying which one, and though I asked about
VPDOODQGODUJHJURXSV,GLGQRWGH¿QHVPDOODQGODUJHVRLWZRXOGKDYHEHHQEHWWHUWR
ask for class size. Moreover, as with all of the written responses, at times there were
some challenges reading some of the handwriting. In retrospect, a questionnaire of this
VRUWFRXOGKDYHEHHQLQFOXGHGGXULQJRXU¿UVWZRUNVKRSRUHYHQDIHZEDVLFTXHVWLRQV
related to teacher background could have been included on the information letter and
consent form.
Table 4 2YHUYLHZRIRIWKHPXVLFLDQWHDFKHUVLQYROYHGLQWKHZRUNVKRSV
Age

20-25 (n=4)
26-30 (n=8)
31-40 (n=3)
>40 (n=2)
No response (n=1)

Where they teach

Private schools (n=10), music institutes (n=5), homes (n=7)
Number of places in which they teach:
5 (n=1), 2-3 (n=7), 1 (n=9), currently not teaching (n=1)

What they teach

Guitar (n=6), vocals (n=2), piano (n=1), melodica (n=1), saxophone (n=1),
XQVSHFL¿HGLQVWUXPHQW Q 
Basic music theory (western/eastern) (n=1)
1RWVSHFL¿HG Q 
Private, small and large groups, mixed ensembles

Types of lessons
Teaching experience

< 1 year (n=4)
1-4 years (n=11)
7-16 years (n=3)

How they learned

formal only (n=7), informal only (n=4), both formal and informal (n=7)
forms of formal learning: private and group/ensemble lessons in music
institutes and universities
forms of informal learning: self-teaching, learning with or from a friend or
family member, making use of the internet, video lessons and reference books

Workshop processes
7KHSURFHVVHVWKDWWRRNSODFHLQWKHZRUNVKRSV±LQFOXGLQJUHÀHFWLRQRQP\QHHGWR
FRQVWDQWO\UHWKLQNP\DSSURDFKDQGUHPDLQÀH[LEOH±DUHGHVFULEHGLQGHWDLOLQ$UWLFOH
III (Appendix 3), which attends to Research Sub-Question 2. To avoid repetition this
information along with the empirical material generated in each phase is summarised in
Table 5.
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Table 5 Summary of the workshop activities and empirical material in Stage Three
AI Phase
Discover
Group A
Session 1 (n= 9, 6)
Group B
Session 1 (n=23)
Group C
Session 1 (n=5)
Women’s workshop

Dream
Group A
Sessions 2 (n=3, 3), 3 (n=7),
4 (n=5), 5 (n=3) & 6 (n=4)
Group B
Session 2 (n=19)
Group C
Session 2 (n=7)d
Design
Group A
Sessions 6 (n=4) & 7 (n=3)
Group B
Session 3 (n=16)
Destiny
Group A
Session 8 (n=3)
Group B
Session 4 (n=18)

Workshop activities

Empirical Material

Partner interviews
(see Appendix 3, Article III,
Table 2 for interview guides)a

Workshop recordings

Group discussion reviewing the
Session 1 summary of themes

Group aspiration statements
sheet (Group B n=3)

Written responsesb:
Interview guides and/or
summary sheetsc
Small group discussions (n= ~ 6)
Sharing stories or highlights
Group A n=13
from partner interviews
Group B n=15
Interview guides
Selecting 3-5 topics or themes
to pursue
Group C n=2
Interview summary sheets
Group C n=6

Partner interviews (Group A)
Brainstorming opportunities
Selecting themes with the
greatest potential impact

Brainstorming the key elements
of their ideal version of the
selected themes

Group worksheet (Group B n=3)

Creating an action plan to realize
this ideal
5HDGLQJUHÀHFWLQJRQDQG
UH¿QLQJFRFRQVWUXFWHGYLVLRQV

Anonymous feedback (Group A
n=3, Group B n= 15)e

Individual Actions
(see Watkins et al., 2011, pp.
241–242)

Co-constructed visions
comments and suggestions
(Group B n=13)
Individual actions (n=7)f

7KHXVHDQGDGDSWDWLRQRIWKH$,JHQHULFTXHVWLRQVZDVSLORWHGLQ6WDJH2QHGXULQJWKH$,SLORWZRUNVKRSVDQG
musician-teacher interviews.
b
Written responses in Nepali were translated by co-facilitator Gurung as soon as possible following the workshops.
c
The interview guide was marked “This sheet is for you to keep” and the interview summary sheet “This sheet will
be collected from everyone willing to share. It will be used to compile the ideas and share them during the next
session”.
d
7ZRPXVLFLDQWHDFKHUVIURPWKLVVFKRROKDGDWWHQGHGWKH¿UVW*URXS$ZRUNVKRSZKLOHWKHLUVFKRROZDVRQ
KROLGD\VRWKH\GLGQRWDWWHQG*URXS&¶V¿UVWZRUNVKRS
e
As there was not enough time to interview participants about their experiences in the workshops, I created an
anonymous feedback form for the last workshop. In keeping with the workshop design, the feedback form was also
structured based on the AI generic questions. I hesitated to use only these questions because I was worried that they
did not give any space for criticism, but in the end thought that the ‘Three wishes’ could provide this space.
f
It was suggested that participants keep this sheet however 7 were handed in.
a
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The phases of the AI 4D model described above were followed in the workshops
with Groups A, B and C to co-construct visions for excellent music education in
Nepal. I used the material generated in each workshop to plan the following one.
This involved compiling, analysing, thematising and interpreting the material after
each workshop27. As much as possible, I preserved the musician-teachers’ original
words, including in the resulting co-constructed visions (see Section 5.3). This process
was aided by the notes I had taken during the workshop, and carefully listening
to the recordings of the workshop discussions. Even with the musician-teachers’
permission to record the workshops, I always felt uneasy pressing the record button
in the workshops, as though this action infringed on our developing relationships.
This uneasiness could, perhaps, be related to what Kuntz (2015) refers to as the
logics of extraction or through Patel’s (2016) discussion of interview data in terms
of the settler-slave relation. It could also be related to my position in the workshops,
where I was more teacher than researcher (see below), and as a teacher I have rarely
recorded my lessons. Nonetheless, listening to recordings of the discussions helped me
clarify and expand on the participants’ written responses and deepen my developing
understandings. Each workshop then began with discussions of the themes and my
LQWHUSUHWDWLRQV±WRFRQ¿UPFRQWUDGLFWFODULI\UH¿QHDQGVHHNDOWHUQDWLYHRSLQLRQV
During this process, Prem Gurung translated orally into Nepali. In Group B, which
was much larger, I also allowed time to discuss with someone nearby before discussing
with the full group. In this way, meaning in the workshops developed “within
UHODWLRQV´ .XQW]S DQGDWWKHVDPHWLPHP\RQJRLQJ¿QGLQJVZHUH
regularly shared in the community “so that they [could] serve and be interrogated”
(Patel, 2014, p. 369).
7KHDPRXQWRIWLPHDYDLODEOHLQWKHWKUHHGL൵HUHQWJURXSVKDGFRQVHTXHQFHV
for the nature of the workshops. The 3-hour duration of the Group A workshops, for
H[DPSOHDOORZHGIRUPXFKÀH[LELOLW\DQGWKHDELOLW\WRIUHHO\IROORZDQGGLVFXVVWRSLFV
of interest to the musician-teachers in depth. In Group B and C, however,
our limited time, both each session and in the total number of meetings, created
restrictions for our activities and discussions. The number of questions for the partner
LQWHUYLHZVLQWKH¿UVWVHVVLRQIRUH[DPSOHZHUHWRRPDQ\IRUWKHPLQXWHVDYDLODEOH
IRUWKHWDVN7KHGL൵HUHQWJURXSVL]HVDOVRD൵HFWHGWKHZRUNVKRSV,QRQHRIWKH
early Group A workshops, I recall feeling worried when I discovered that only three
musician-teachers were attending that day. This workshop, however, had very fruitful

ํ๒ For example, I typed out all of the participant’s written responses that had been shared with me after
each workshop and organized them into themes for the next workshop’s handout.
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discussions, also touching on topics I had assumed would be challenging to address
VXFKDVFDVWHHWKQLFLW\DQGJHQGHU2QWKHRWKHUKDQGKDYLQJIHZHUSDUWLFLSDQWVPDGH
the Dream activities more challenging. To address this challenge, I also brought the
topics and themes from Groups B and C to Group A to stimulate further discussion.
7KLVDOORZHGWKHGLVFXVVLRQVIURPWKHWKUHHGL൵HUHQWJURXSVWRLQÀXHQFHDOORIWKH
ZRUNVKRSVHYHQWKRXJKWKHWKUHHJURXSVQHYHUPHW$QRWKHUGL൵HUHQFHUHODWHGWR
size was that since Group A was usually fairly small, we all participated in the group
GLVFXVVLRQV±ZKLFKÀRZHGLQDQGRXWRI(QJOLVKDQG1HSDOL±ZLWKRXWWKHQHHGWREUHDN
into smaller groups, except when interviewing a partner. By contrast, Group B was
much larger, so discussions were often held in smaller groups of about six to eight. The
use of partner interviews and small group discussions allowed participants to speak in
the language of their choice, and during these times I chose not to go around and listen
in on the discussions to encourage everyone to speak freely.
Stewarding spaces answerable to learning
The workshops were not only about co-constructing visions. They were also formative,
as I had been informed by musician-teachers I had met and individuals at NMC of the
limited availability of professional development opportunities or active music teacher
associations in Nepal, and thus envisioned the workshops as a community of inquirers
in which participants could develop their teaching through learning from and with
each other. Thus, the workshops were not only intended to serve this research project,
EXWDOVRDGGUHVVVRPHRIWKHQHHGVWKDWKDGEHHQLGHQWL¿HGE\WKHPXVLFLDQWHDFKHUV
,QGHHGUHDVRQVUHODWHGWR³WHDFKHUWUDLQLQJ´ZHUHLGHQWL¿HGE\WHDFKHUVDVPRWLYDWLRQ
IRU¿UVWFRPLQJWRWKHZRUNVKRSV7KXV,YLHZHGWKHZRUNVKRSVDV³SURGXFWLYHDQG
JHQHUDWLYHVSDFHVWKDWDOORZIRU¿QGLQJNQRZOHGJH´ 3DWHOS DQGP\VHOIDV
“a means of knowledge – without transmitting any knowledge” (Rancière, 2010, p. 2).
By this, I mean that I did not position myself, nor wish to be positioned, as a “master
explicator”– a superior intelligence who would explain to those who did not know–
or someone who possessed skills and knowledge to be transmitted to the workshop
participants who were seen to lack them. Rather, I started from the assumption that
all intelligences, mine and the workshop participants, were equal. Thus, the aim was
not to explain or transmit knowledge, but rather for us to co-construct it together, as
equals, through our interactions. To nurture a practice of learning from and with each
other, every workshop with Group A and B also began with sharing teaching practices.
I did this for a number of reasons, including to try to create a positive atmosphere, to
position myself as a musician and music teacher, and to keep music making close to
74

our discussions about music teaching. In Group A, we used this opportunity to develop
a practice of peer teaching and learning, thereby highlighting the already existing
expertise within the group. To this end, we took turns teaching each other so that a
GL൵HUHQWPXVLFLDQWHDFKHUEHJLQQLQJZLWKPHYROXQWHHUHGHDFKZHHN:HWDXJKWHDFK
other things like songs, games, and drumming patterns. These sharing sessions lasted
XSWRPLQXWHVZHUHIROORZHGE\JURXSUHÀHFWLRQDQGZHUHSDUWLFXODUO\LPSRUWDQW
for building rapport in the group and strengthening my position as one of the learners
within the group, especially for example as I struggled to learn the Nepali words to a
song. With Group B, where we had much fewer and shorter meetings, I tried to select
a short musical activity to lead based on the questions that had arisen in our previous
ZRUNVKRS2XUWLPHZLWK*URXS&ZDVYHU\OLPLWHGVRZHXQIRUWXQDWHO\GLGQRWPDNH
music together or share teaching practices, except through discussion. In creating these
spaces for musician-teachers to meet and discuss in the workshops, I also envisioned
the possibility of a network of musician-teachers emerging from the process, and
potentially outliving the research project, if that was something the musician-teachers
valued or desired.
Researcher position
8QOLNHLQWKHLQWHUYLHZVDQGVFKRROREVHUYDWLRQVRI6WDJH2QHP\SRVLWLRQLQWKH
workshops was more that of a researching teacher than researcher. Throughout the
workshops, I aimed to work in-relation with the musician-teachers. I made no attempt
at being “an impartial bystander or dispassionate spectator” but saw myself as “an
active agent, an invested participant” (Cooperrider & Srivastva, 1987/2013, p. 26).
When the teachers asked me questions about what I do in my teaching I responded
openly and honestly, sometimes with some kind of demonstration rather than
GHVFULSWLRQ2YHUWHDIROORZLQJP\¿UVWYLVLWWR6FKRRORQHRIWKHPXVLFLDQWHDFKHUV
even asked to interview me about my teaching and approach to planning. In response
WRDTXHVWLRQSRVHGWRPHDERXWGL൵HUHQWLDWLQJLQVWUXFWLRQZKHQWHDFKLQJODUJHJURXSV
of students at varying degrees of ability–a challenge that had come up repeatedly in
both the workshops and my school visits–I also asked the violin teacher at one of the
schools I had been visiting if I could teach one of his lessons28 to try one possible
DSSURDFKIRUHQJDJLQJDOORIWKHVWXGHQWVDWWKHVDPHWLPH,WKHQUHÀHFWHGRQP\
lesson plan and teaching process not only with this violin teacher, but also in a Group A
workshop to which I had asked all of the participants to bring something they teach in

ํ๓ The violin teacher also asked me to come back and teach a second group of his students, which I did the
next time I visited his school.
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groups to stimulate our discussion and sharing of ideas. Thus, some of the workshops
with Group A especially, were very practical and included a lot of sharing of ideas and
strategies to improve teaching.
Research collaboration
Throughout the workshops I worked closely with Prem Gurung as a co-facilitator.
As I had been reading the AI literature extensively, I took responsibility for planning
the workshops, however I often asked him for advice. He took responsibility for the
administrative tasks such as contacting the teachers and making the photocopies – as
he knew which places would have electricity and when. During the workshops, he
also took an active role participating in the discussions, helping to stimulate or extend
discussions and including those who may not yet have spoken, for example asking
questions like “Does anyone else have that kind of experience?” When the group broke
into partner discussions or small groups, he would circulate to ensure that the activity I
had suggested or questions I had proposed were clear.
Language usage in the workshops
Participants were always encouraged to express themselves both verbally and in
ZULWWHQUHVSRQVHVXVLQJWKHODQJXDJHRIWKHLUFKRLFH$OOPDWHULDOVIRUWKH¿UVW
workshops were prepared in both English and Nepali, however the participants
expressed that this was not necessary so future handouts were in English only. While
Prem Gurung was available to translate when needed, in practice, translation was
XVXDOO\FDUULHGRXWÀXLGO\E\WKHZKROHJURXS$WWLPHVWKH*URXS$ZRUNVKRSV
DOVRLQFOXGHGORQJHUGLVFXVVLRQVRQO\LQ1HSDOL2QVXFKRFFDVLRQV,ZDLWHGIRUWKH
musician-teachers to feel it was time to return to English, as Nepali was sometimes
used strategically, for example one musician-teacher said in English that he did not
want to tell me something personal before switching to Nepali to tell the others.
Negotiating voluntary participation
2QHRIWKHHWKLFDOLVVXHVWKDWUHTXLUHGUHQHJRWLDWLRQGXULQJ6WDJH7ZRUHODWHGWRZKDW
ZDVIRUPHDQXQIRUHVHHQFRQÀLFWEHWZHHQWKHSULQFLSOHVRIYROXQWDU\SDUWLFLSDWLRQ
and giving something back to the participants. As is common practice, my consent
form stated that “Participation in this study is completely voluntary and participants
have the right to end their participation for any reason, at any time without explanation
and without consequences” (Appendix 9). At the same time, Liamputtong (2010) says
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that it is “essential that the researchers give something back to participants for their
time and valuable knowledge” (p. 80), relating this to reducing power inequalities
between the participants and the researcher, and so that “the participants will be able
to see that the researchers have genuine concerns about their lives and well-being” (p.
80-81). This attention to ‘giving back’, however, also aided my personal investment
in this research project and my dependency upon musician-teachers attending and
participating in the workshops for my own professional gain (Patel, 2014). While
,ZDVDZDUHRIWKHHWKLFDOLVVXHVUHODWHGWRR൵HULQJLQFHQWLYHVLQUHVHDUFKSURMHFWV
and thus the risk that teachers might only participate in the workshops to get the
FHUWL¿FDWHWKHUHZHUHWKUHHLVVXHVWKDW,GLGQRWDQWLFLSDWH)LUVWLQWKHPXVLFLQVWLWXWH
ZKHUH*URXS%ZDVEDVHGWKHDGPLQLVWUDWRUVR൵HUHGWRWDNHFDUHRIWKHFHUWL¿FDWHV
EXWZDQWHGWRR൵HUWKHPRQO\IRUSDUWLFLSDWLRQLQall workshops. This, however, led to
teachers paying attention to each other’s attendance, and expressing concerns about
WKHIDLUQHVVRIVRPHJHWWLQJDFHUWL¿FDWHIRUSDUWLFLSDWLQJIHZHUKRXUVWKDQWKH\KDG
To ensure that participants maintained and developed positive feelings toward each
other, I needed to renegotiate with the institute so that anyone participating in at least
WKUHH*URXS%ZRUNVKRSVFRXOGUHFHLYHDFHUWL¿FDWHWKDWVWDWHGWKHLUWRWDOQXPEHURI
KRXUVRISDUWLFLSDWLRQ6HFRQGDQGUHODWHGWRWKH¿UVWP\SODQWRWUDFNWKHQXPEHURI
workshops and hours musician-teachers in Groups A, B and C participated and include
WKLVLQIRUPDWLRQRQWKHLUFHUWL¿FDWH29 caused me some uneasiness as I felt that such
GHWDLOHGDWWHQGDQFHWDNLQJDQGQRWLQJRIZKRFDPHODWHRUOHIWHDUO\FRQÀLFWHGZLWK
the principle of voluntary participation. Still, I believed that it was more important to
ensure positive relationships between the participants and thus continued to discreetly
QRWHWKHVHGHWDLOV7KLUG,GLGQRWIRUHVHHWKHFHUWL¿FDWHVDVDSRWHQWLDOWKUHDWWR
anonymity. In the later stages of the project, however, I realised that musician-teachers
ZKRFKRRVHWRXVHWKHFHUWL¿FDWHIRUH[DPSOHZKHQDSSO\LQJIRUDMREFDQEHWUDFHG
back to this research project. Moreover, some of the institutions, seeing the workshops
equally as professional development for their teachers as part of a research project,
wished to promote and publicise their teachers’ participation, for example by posting
photos on Facebook. This too posed an ethical complication that required discussions
and renegotiations with the institutions.

ํ๔ In the end 8 participants from Group A (including Prem Gurung) and 16 participants from Group B
PHWWKHVHUHTXLUHPHQWVDQG,LQFOXGHGWKHQXPEHURIKRXUVRISDUWLFLSDWLRQRQWKHLUFHUWL¿FDWHV$VRI
$XJXVWWKWKUHHRIWKH*URXS%WHDFKHUVKDGQRWSLFNHGXSWKHLUFHUWL¿FDWHVVRWKHFHUWL¿FDWH
ZDVQRWHYHU\RQH¶VSULPDU\PRWLYDWLRQIRUSDUWLFLSDWLRQ,QDGGLWLRQWRWKHFHUWL¿FDWHV,DOVRFKRVHWRJLYH
letters of appreciation to the music institutes related to Groups A and B, the teachers and extra-curricular
coordinator in Group C, the administrators at the schools I visited and the full-time music teacher whose
class I visited a number of times to thank them for their support of my work.
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4.3.2 Observation and interviewing during Stage Two
During Stage Two, I continued to conduct interviews (see Table 2) and observations
in private schools and music institutes following the same approaches described in
6WDJH2QH VHH6HFWLRQ 7ZRRIWKHLQWHUYLHZV HJWKHFRPSRVHUDQGemployee
at the Embassy of Finland) DQGVRPHRIREVHUYDWLRQVZHUHVSHFL¿FDOO\UHODWHGWR
addressing Research Sub-Question 1 in Articles I and II. In the end, the interview
with the employee at the Embassy of Finland was not used as empirical material for
$UWLFOH,,DVWKHDUWLFOHWRRNDGL൵HUHQWGLUHFWLRQ,QDGGLWLRQWRFRPSXOVRU\DQGH[WUD
FXUULFXODUPXVLFOHVVRQV,DOVRREVHUYHGWKHVLQJLQJRIWKHVFKRROVSHFL¿FVRQJ HJ
during morning assembly) and performances to which parents were invited, such
as Parents’ Day and an afterschool assembly on the theme of cultural diversity. The
musician-teacher interview and all observations were primarily integral for deepening
my understandings of the context more broadly and thus my ability to facilitate
workshop discussions. These observations also included three music institutions I had
not previously visited: one became the host for Group B’s workshops (see above), one
upon invitation of a workshop participant to observe his semi-private piano lesson, and
one with the Nepali member of the Global Visions advisory board to meet the founder.
This founder invited us to a student performance which we later attended.
7KHELJJHVWGL൵HUHQFHGXULQJP\REVHUYDWLRQVGXULQJ6WDJH2QHDQG6WDJH
7ZRZDVWKDW,EHJDQWREHSRVLWLRQHGGL൵HUHQWO\:KLOHLQ6WDJH2QH,KDGSRVLWLRQHG
P\VHOILQWKHUROHRISDUWLFLSDQWDVREVHUYHURQO\DWWHPSWLQJWRKDYHDVOLWWOHLQÀXHQFH
on the situation as possible, in Stage Two musician-teachers began asking me to teach.
2QDIHZVFKRROYLVLWV,ZDVDVNHGWRWHDFKVRPHWKLQJRQWKHVSRWGXULQJDFODVV,
was observing. I was also invited to teach with some of the musician-teachers who
participated in the workshops in a school I had not previously visited (S7). In this
school they co-taught extra-curricular music lessons as volunteers in exchange for
free tuition for approximately forty underprivileged children. I gladly accepted their
LQYLWDWLRQDQGZHWDXJKWWRJHWKHURQWKUHHGL൵HUHQWRFFDVLRQV:LWKWHDFKLQJEHFRPLQJ
a regular activity during my school visits, as described above I also asked one of the
musician-teachers whose class I had observed if I could teach a lesson. My teaching
ZDVDOZD\VIROORZHGE\GLDORJXHUHÀHFWLQJZLWKWKHPXVLFLDQWHDFKHU V RQZK\,
had selected the activities and on the teaching itself. More than just deepening my
understandings during workshop discussions, being invited into workshop participants’
teaching environments deepened our relationships, and co-teaching became a way
of extending our developing practice of learning from and with each other in the
workshops (see below).
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7RHQVXUHWKDW,ZDVUHÀHFWLQJLQP\UHVHDUFKHUGLDU\UHJXODUO\WKURXJKRXWWKH
very busy period of Stage Two, I made a habit of, at minimum, starting each day with
10 minutes of free writing and following each school visit or workshop as soon as
possible with another 10 minutes of free writing. My computer-based researcher diary
from this stage is 69 pages.

4.4 Stage Three: Analysis and interpretation in relation
Stage Three of this research project can be considered the processes that took place
once I returned to Finland after Stage Two in June 2016 until its completion. The
main work of Stage Three involved UHÀH[LYHLQWHUSUHWDWLRQ (Alvesson & Sköldberg,
2009) and critical work .XQW] 5HÀH[LYHLQWHUSUHWDWLRQJXLGHGPHWRHQJDJH
in interpretation at multiple levels, for example “contact with the empirical material,
DZDUHQHVVRIWKHLQWHUSUHWDWLYHDFWFODUL¿FDWLRQRISROLWLFDOLGHRORJLFDOFRQWH[WVDQG
the handling of the question of representation and authority” (Alvesson & Sköldberg,
S (QJDJLQJLQFULWLFDOZRUNJXLGHGPHWRXVHWKHUHÀH[LYHLQWHUSUHWDWLRQ
to “point to possibilities beyond our current constructions” (Kuntz, 2015, p. 25)
and “to imagine or enable new practices that extend from newly possible forms of
knowing” (Kuntz, 2015, p. 25). Together these approaches supported me as, having
co-constructed visions for excellent music education in Nepal with local musicianteachers during Stage Two, in Stage Three I sought to consider what lessons these
visions might mean or make possible for music teacher education both in Nepal and
globally. I understand critical work (Kuntz, 2015) to be in line with AI’s generative
principle, since considering “what might be” allows for the generation of “images
of realistic developmental opportunities that can be experimented with on a wider
scale” (Cooperrider & Srivastva, 1987/2013, p. 55). Indeed, Kuntz (2015) argues
that “critique [is] endlessly optimistic [in] that we might locate where dominant
perspectives of the world fall short and thereby make available new, previously
unarticulated practices of everyday life” (p. 26). This work was further supported as
Stage Three also allowed for pause after the hectic pace of Stage Two, during which I
had attempted to balance answerability to the Nepali participants, the research project
leaders and funders, and my own self-imposed expectations. The importance of pause
has also been underscored, for example, by Patel (2016) who discusses “paus[ing] in
order to reach beyond” asserting that “without that stoppage it is actually impossible to
LPDJLQHKRZWRGRGL൵HUHQWO\´ S 
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4.4.1 Interpretive levels
In crafting the articles, interpretation took place at various levels. These include, for
example, against the larger project and its empirical material, the co-authors’ lived
experiences and individual research projects, the complex context of Nepal and other
diversifying societies worldwide, and thinking with theory (Jackson & Mazzei, 2012).
The details of this interpretation are discussed below.
Working with the empirical material
7KH¿UVWOHYHORILQWHUSUHWDWLRQIRUFUDIWLQJWKHDUWLFOHVLQYROYHGWKHUHODWHGHPSLULFDO
material itself (see Tables 1, 2 and 5; Figure 2). This empirical material is understood
as a construction already imbued with interpretation (Alvesson & Sköldberg, 2009).
Indeed, Kvale and Brinkmann (2009) describe interviewees’ statements as being
co-authored with the interviewer (p. 192) and identify three of six steps of interview
analysis already taking place during the interview situation (pp. 195-6; see also Mills
& Morton, 2013). In this research project, this was true both for the interviews and the
workshop discussions.
Interpretation of the empirical material in earlier stages of this research project
facilitated my ways of being and ways of being a researcher in Kathmandu. Part of
my preparation for Stage Two involved re-reading all of the interview transcripts from
6WDJH2QH'RLQJVRKHOSHGPHSUHSDUHIRU6WDJH7ZRDQGLQSDUWLFXODUWKHSODQQLQJ
and facilitating of the workshops. During Stage Two, the empirical material from the
workshops was integral to their facilitation and the co-construction of the visions,
and this has already been described above (see Section 4.3.1, Workshop processes).
In addition, the interviews and workshop discussions were interpreted against my
observations and informal discussions during school visits on an ongoing basis to
support my developing understandings.
Interpretation of the empirical material in later stages facilitated the writing of
the articles and dissemination. Due to the extensive amount of empirical material in
the research project as a whole, relevant material was selected for each of the articles
(see Figure 2), and, when co-authoring, this reduced material was anonymized and
shared with co-authors. In the case of Articles I and II this involved working with the
interview recordings and interview transcripts to pull out the related sections to share
with co-authors and organizing them thematically. When using English language
quotes for the articles from transcriptions, I always double checked the transcription
EHIRUHXVLQJLWLQWKH¿QDOWH[W,QWKHFDVHRI$UWLFOHV,,,,9DQG9WKLVLQYROYHG
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working with the recordings of the workshops, which were re-listened to in their
entirety and transcribed and translated as needed. In addition, the co-constructed
visions – a result of interpretation during Stage Two – became workshop artefacts and
impetus for further interpretation during Stage Three. The visions themselves were also
WKXVUHÀHFWHGXSRQDQGLQWHUSUHWHGDWPXOWLSOHOHYHOV:KLOHLQWHUYLHZWUDQVFULSWVZHUH
worked with primarily as text documents, NVivo was used as a tool for organizing
the large amount of material, and in particular facilitated listening directly to and
DQQRWDWLQJWKHDXGLRUHFRUGLQJVRIWKHZRUNVKRSGLVFXVVLRQVPDNLQJLWHDVLHUWR¿QG
selected sections for re-listening. A separate document was also created to keep track of
all of the workshop recordings, and the timings of the various topics, themes or issues
discussed. Shorter sections were then later selected for transcription for reporting or
further interpretation (see e.g. Kvale and Brinkmann, 2009).
Figure 2 The relationships between the empirical material and the articles
Composer
interview

School
founder
interview

1

1

Administrator
interviews
6

5

Article I

Article II
7

School song
lyrics from
5 schools

7

Musicianteacher
interviews

Main mixed-gender workshops

16

16

1

Article III

Article IV

Article V
1

Government
policy
documents

Female-only
workshop

When interpreting the empirical material, no particular method or technique was
used (Kvale & Brinkmann, 2009). Rather the process could be described as a kind of
“post-coding analysis” (St. Pierre & Jackson, 2014) or following Jackson and Mazzei
(2012) who “argue that qualitative data interpretation and analysis does not happen via
mechanistic coding, reducing data to themes, and writing up transparent narratives that
do little to critique the complexities of social life; such simplistic approaches preclude
dense and multi-layered treatment of data” (p. vii). In the case of Article V, poetic
transcription (Leavy, 2009) was used as an additional tool for interpretation. I was
compelled to use poetic transcription for this article due to the depth of emotion with
which the women shared and discussed their stories. An example of how these poems
81

were created using this approach is presented in Appendix 14. Moreover, throughout
the research project, thinking with theory (Jackson & Mazzei, 2012) – and primarily
WKDWRI$SSDGXUDL VHH&KDSWHU ±KDVEHHQDQLPSRUWDQWUHÀH[LYHOHYHOGHVFULEHGDV
³DYLHZLQJWKDWRSHQVXSDQGGL൵UDFWVUDWKHUWKDQFU\VWDOL]HVUHSUHVHQWDWLRQ´ -DFNVRQ
& Mazzei, 2012, p. ix). Finally, the actual process of writing itself was part of the
interpretation (e.g. Pole & Morrison, 2003).
Working collaboratively
$OWKRXJKLQ6WDJH2QHFROODERUDWLRQKDGIHOWOLNHDIDUUHDFKE\6WDJH7KUHHLWKDG
become normalised and played a central role. During Stage Three I visited Kathmandu
three times for only approximately one week each time. Thus, when not physically
in Nepal, I sought ways to continue collaboration and interpretation in relation. This
collaboration and interpretation took place predominantly online. To communicate with
the musician-teachers I had worked with, I made use of an unsearchable, membersonly Facebook group30. We had already created this group while I was in Kathmandu,
and during Stage Three it provided a platform for continued communication with
musician-teachers and for the sharing of ongoing results. For example, I used it as a
space to ask for feedback on the version of the co-constructed visions published in the
DUWLFOHVDQGWKHQUH¿QHGWKHYLVLRQVDFFRUGLQJO\
To continue collaboration with Prem Gurung, we created what we called a
dialogic researcher diary. After returning to Finland, he was motivated to continue the
work we had started together. As he arranged meetings with local teachers, I suggested
that he keep a researcher diary that we could use in the writing of our upcoming coauthored CDIME 2017 conference paper. After doing so for a month, he emailed it to
PH$V,UHDG,QRWLFHGP\GHVLUHWRHQJDJHPRUHGLDORJLFDOO\ZLWKKLVUHÀHFWLRQV,
suggested that we experiment with using a shared diary, and we planned to take turns
ZULWLQJDQGUHVSRQGLQJWRHDFKRWKHU¶VUHÀHFWLRQV:HVWDUWHGZLWKDSODQWRZULWHWZLFH
DZHHN2QHGD\,ZRXOGZULWHDQGKHZRXOGUHVSRQGDQGWKHRWKHUGD\KHZRXOGZULWH
¿UVWDQG,ZRXOGUHVSRQG:HFRQWLQXHGGRLQJVRIRUVL[PRQWKVIURPWKHEHJLQQLQJRI
September 2016 to the end of February 2017, when our attention turned to crafting the
conference paper. This 32-page dialogic researcher diary became particularly important
QRWRQO\IRURXUFRQIHUHQFHSDSHUEXWDOVRIRUP\UHÀHFWLRQVDQGLQWHUSUHWDWLRQVIRU
$UWLFOH,,, $SSHQGL[ ZKLFK,ZURWHGXULQJWKLVSHULRG$VZHZHUHLQGL൵HUHQW

๎๋)DFHERRNR൵HUVWKUHHFKRLFHVZKHQFUHDWLQJDJURXS)RUWKLVUHVHDUFKSURMHFW,XVHGD³6HFUHW*URXS´
which is the one that can only be found by members, meaning that it is not publicly searchable, and only
members can read and write posts.
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geographic locations and not meeting each other regularly, the diary provided a place
WRUHÀHFWRQRXUGHYHORSLQJWKRXJKWVDQGLQWHUSUHWDWLRQVLQGLDORJXHZLWKHDFKRWKHU
asking questions and challenging our own and each other’s thinking.
A third key tool for collaborative interpretation was the process of coauthoring. Despite the challenges, co-authoring was an important practice in
ongoing dialogue and shared analysis and interpretation. Furthermore, it widened the
professional gains (see e.g. Patel, 2014; 2016) of this research project, not only in
terms of publications but also by providing a salary for Neupane for his co-authoring
work (see below), and provided opportunities for co-authors without or with limited
academic experience to develop their capacity to do research (e.g. Appadurai, 2006).
0\¿UVWH[SHULHQFHZLWKFRDXWKRULQJZDVIRUDFRQIHUHQFHSDSHUIRU&',0(
with Vilma Timonen, another doctoral researcher working in the Global Visions project
in Nepal, and Iman Bikram Shah, principal of NMC. Professor Heidi Westerlund had
suggested this collaboration, as one of the aims stated in the Global Visions research
plan was to include intense collaboration and co-authoring with research participants
without academic training. This conference paper later grew into Article II (Appendix
2), which we worked on particularly intensely in the winter of 2016 to 2017, and
which also included postdoctoral Global Visions researcher Alexis Kallio as coauthor. Following this initial collaboration, co-authoring developed into both a natural
extension of my work and an ethical choice. Moreover, discussing with co-authors
SURYHGWREHDSRZHUIXOPHDQVRIUHFRJQL]LQJDUWLFXODWLQJDQGUHÀHFWLQJRQZKDW,KDG
been learning throughout the process, which was sometimes challenging due to its long
duration. I prepared two co-authored conference presentations for CDIME 2017, one
ZLWK3UHP*XUXQJDV¿UVWDXWKRUDQGWKHRWKHUZLWK6DSQD7KDSD±WKH1HSDOLPHPEHU
of the Global Visions advisory board and the founder of a school and preschool in the
Kathmandu Valley–and Suyash Kumar Neupane–a Nepali musician-teacher who had
participated in the workshops31. My co-authoring experiences were dialogic in nature
and this had implications for the resulting interpretations (see also Bresler, Wasser,
Hertzog, & Lemons, 1996; Wasser & Bresler, 1996). For example, the impetus for the
conference paper with Thapa and Neupane came primarily from Thapa who became
interested in my description of how many of the participating musician-teachers
KDGDWWULEXWHGGL൵HUHQWIRUPVRIFKDQJHRULQQRYDWLRQLQPXVLFDQGPXVLFHGXFDWLRQ
SUDFWLFHVLQ1HSDOWRVRPHNLQGRIIRUHLJQLQÀXHQFH7KHZULWLQJRIWKHFRQIHUHQFH

๎์ The disclosure of Suyash Kumar Neupane as one of the 53 workshop participants is done with
his permission, with the understanding that his position as a workshop participant is relevant to his
positionality as a co-author in Article IV.
83

paper and my appreciative lens, however, underscored the various local actions driving
change, which then became the focus of Article IV (Appendix 4). Neupane’s position
as a self-employed music teacher and performer, workshop participant, and student of
ethnomusicology contributed to framing our interpretations within the socio-historical
DQGPXVLFDOFRQWH[WV0RUHRYHUKHUHÀHFWHGRQKRZWKHFRDXWKRULQJSURFHVV
VWLPXODWHGUHÀH[LYLW\UHODWHGWRKLVSULYLOHJHGSRVLWLRQLQ1HSDODQGPLQRULW\SRVLWLRQ
as a graduate student in the United States.

4.4.2 Dissemination
Throughout the research project, I aimed to ensure that the researched communities
ZHUHEHQH¿WLQJIURPWKLVUHVHDUFKSURMHFW /LDPSXWWRQJ 7KLVZDVPXFKHDVLHU
to do while I was in Kathmandu than while I was in Helsinki. For example, during
WKH¿UVWZRUNVKRSVLQ6WDJH7ZRZLWK*URXS$,LQFOXGHGDVKRUWSUHVHQWDWLRQRIWKH
SUHOLPLQDU\¿QGLQJVRIWKH6WDJH2QHLQWHUYLHZV7KLVZDVSDUWLFXODUO\LPSRUWDQW
because, historically, one risk of cross-cultural research has been that knowledge has
EHHQWDNHQIURPWKHFRPPXQLW\DQGR൵HUHGWRVFLHQWLVWVDQGRUJDQL]DWLRQVZLWKOLWWOHLI
DQ\EHQH¿WWRWKHFRPPXQLW\ /LDPSXWWRQJ 6KDULQJ¿QGLQJVZLWKSDUWLFLSDQWV
and their communities is also important for continuing the process of building trust and
knowledge (Liamputtong, 2010).
In 2017, the Cultural Diversity in Music Education conference took place in
Kathmandu. I took this opportunity to invite musician-teachers who had participated
in the workshops or interviews to the conference, both as a whole, and to my
conference presentations in particular. In addition, before the conference I had the
RSSRUWXQLW\WRSUHVHQWP\RQJRLQJ¿QGLQJVLQDQKRXUORQJSUHVHQWDWLRQWRJRYHUQPHQW
R൶FLDOVLQFOXGLQJWKUHHUHSUHVHQWDWLYHVRIWKH0LQLVWU\RI(GXFDWLRQRQHIURPWKH
National Information Commission, and two from Tribhuvan University as well as
representatives of the NMC leadership team. In this way, my preliminary results
were disseminated to wider audiences, including those with authority or power to
change policies and practices, so that the results might be used in meaningful ways
(Liamputtong, 2010). In 2018, I had another opportunity to share my ongoing results
locally. I presented during a Global Visions project seminar to representatives of the
government, Tribhuvan University and the Nepal Music Center. During this visit, I
DOVRRUJDQL]HGRQHZRUNVKRSIRUPXVLFLDQWHDFKHUV$W¿UVW,FRQVLGHUHGR൵HULQJD
workshop in each of the institutions that had hosted the workshops in 2016, however,
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recalling the visions for collaboration in the co-constructed visions32 I chose to
have only one workshop to which all were invited33. The resulting workshop was
attended by approximately 25 musician-teachers and included both teachers who
had participated in 2016 and new participants. In this two-hour workshop, I was able
to present my results in dialogue, as those present participated actively by adding
FRPPHQWVDQGDVNLQJTXHVWLRQV,EURXJKWFRSLHVRIWKHGUDIWVRIDOO¿YHDUWLFOHVWRWKLV
workshop and made them available for anyone interested. Several musician-teachers
chose to stay after the workshop to read these drafts and to continue discussions.
Following the workshop, the slides from this presentation were shared on our Facebook
page, in English and translated into Nepali, for those who were unable to attend. In
2019 I had the opportunity to share my work locally once again as part of the ISME
6RXWK$VLDUHJLRQDOFRQIHUHQFHLQ.DWKPDQGXIRUZKLFK,DOVRFKDLUHGWKHVFLHQWL¿F
committee and helped organise. Finally, I continue to aspire toward accessible writing
so that the articles and synthesizing text that comprise this dissertation can be as much
for the community who contributed to it as it is for the academic community (Lassiter,
2005).
Table 6 Summary of visits in Stage Three
Visit
IV) March 25-April 2, 2017

Primary activities

3UHVHQWHGWRJRYHUQPHQWR൶FLDOVIURPWKH0LQLVWU\RI(GXFDWLRQ
(n=3), National Information Commission (n=1), and Tribhuvan
University (n=2) as well as NMC leadership
Presented two co-authored papers at the Cultural Diversity in
Music Education conference

9 2FWREHU1RYHPEHU

Presented as part of the Global Visions project seminar to
representatives of the government, Tribhuvan University and NMC
2UJDQLVHGDZRUNVKRSIRUPXVLFLDQWHDFKHUV

9, 2FWREHU1RYHPEHU &KDLUHGWKHVFLHQWL¿FFRPPLWWHHSUHVHQWHGRQHSDSHUDQGZDVSDUW
of one keynote address at the ISME South Asia regional conference

๎ํ “To create a music community that brings all music lovers to work together and create professionalism”
and “To develop unity between the major music institutions in Nepal so that activities become more
FRQWUROOHGH൶FLHQW´ 7UHDF\S 
๎๎ Invitations were sent through the abovementioned Facebook group, two other Facebook pages, and the
two music institutes’ networks. I also sent 29 personal Facebook messages to those for whom I had contact
information.
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4.4.3 Ethical considerations
7KURXJKRXW6WDJH7KUHH,FRQWLQXHGWRWDNHPHDVXUHVWRSURWHFWWKHFRQ¿GHQWLDOLW\
and anonymity of the participants and institutions. This was especially important since
the music community and number of musician-teachers in the Kathmandu Valley is so
VPDOOWKDWLQGLYLGXDOVFRXOGEHLGHQWL¿DEOHWRSHRSOHZLWKLQWKHORFDOPXVLFFRPPXQLW\
(see e.g. Bresler, 1996). Some steps that I took, for example, included having an
outside transcriber transcribe the women’s workshops, rather than Prem Gurung, and
anonymizing excerpts of the empirical material before sharing it with co-authors. I
also took care when writing about interviewees and workshop participants to maintain
FRQ¿GHQWLDOLW\%H\RQGFRQFHUQVRIDQRQ\PLW\DQGFRQ¿GHQWLDOLW\WKHORQJGXUDWLRQ
of this project, the personal relationships I had developed with those involved, and my
NQRZOHGJHRIWKHLUH൵RUWVDVPXVLFHGXFDWRUVKHLJKWHQHGP\GULYHWRHQVXUHWKDWP\
interpretations were ethically sound from their perspective. Drafts of all articles were
thus shared with musician-teachers, administrators and musicologists so that they could
EHUH¿QHGEDVHGRQWKHLUFRPPHQWV
$QHWKLFDOLVVXHZKLFK,FRQWLQXHGWRUHQHJRWLDWHWKURXJKWRWKHYHU\¿QDO
stages of reporting this project related to me learning to use language in a way that
remained loyal to the underlying ethos guiding the project. As an example, I thought
YHU\FDUHIXOO\DERXWKRZWRUHIHUWRWKHGL൵HUHQWSHRSOHLQYROYHGLQWKHSURMHFW
and chose to present people descriptively in relation to their roles. However, I felt
that referring to “the co-facilitator”, for example, suggested distance and failed to
express the close working relationship Prem Gurung and I developed. To signify this
UHODWLRQVKLS,¿UVWUHIHUUHGWRKLPDV³P\FRIDFLOLWDWRU´XVLQJWKHZRUG³P\´LQWKH
sense of “relating to me” and familiarity, in the same way I might describe “my friend”
or “my professor.” Because the word “my” is also used to signal ownership, however,
and considering the complex power relations involved in this project, this was not a
satisfactory solution. I thus chose to use the phrase “the co-facilitator with whom I
worked” in this synthesizing text to describe his role, and when appropriate and with
permission use his name to highlight his immense contribution to this project. At times,
I have added the word “co-facilitator” in front of his name to remind the reader of his
role. Similar deliberations were made when referring to other individuals involved in
this project.
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5 Published results of the research project
7KHUHVXOWVRIWKLVUHVHDUFKSURMHFWDUHSUHVHQWHGLQ¿YHSHHUUHYLHZHGMRXUQDODUWLFOHV
and book chapters. These journal articles and book chapters have been published
separately and can be found in their entirety in Appendices 1-5. For clarity, throughout
this synthesizing text they are referred to as Articles I-V. This chapter summarises
each of the articles in turn, with particular attention to how the article contributes to
enlightening the research sub-questions of this project. The three sub-questions were
operationalised into related questions to guide the articles, and the relationship between
the research sub-questions and the guiding questions is depicted in Table 7. While most
of the guiding questions are presented in Table 7, two are omitted. This is because
they were used in Articles I and II to steer their discussion and were thus extensions of
the articles’ primary guiding question. The order of presentation of the articles in this
Table 7 Relationship between the research project’s sub-questions and the questions
guiding the articles
Research project sub-question

1. What contextual issues frame

practitioners’ envisioning of music
education practices in Kathmandu
Valley schools?

Related questions guiding the articles

a) How and why are imagined communities created Article I
in Kathmandu Valley schools through the schoolVSHFL¿FVRQJSUDFWLFH"
b) What institutional visions frame the valuation of
music education in Nepali schools?

Article II

c) What challenges do female musician-teachers

Article V

LGHQWLI\DVEHLQJLQFRQÀLFWZLWKWKHLUDVSLUDWLRQVWR
pursue music?

2. How might the process of coconstructing visions with musicianteachers in the Kathmandu Valley
contribute to music teacher education
in Nepal and beyond?

Article

a) How might the process of co-constructing visions Article III
engage practitioners as inquirers in a majority world
context?
b) In what ways might co-constructing visions be the Article III
fuel for action in a majority world context?
c) What actions do musician-teachers in the
Article IV
Kathmandu Valley imagine that might hold
potential for contesting and altering processes of
marginalisation and stigmatisation in Nepali society?

3. How might the process of coconstructing visions with musicianteachers in the Kathmandu Valley
contribute to understandings of
cross-cultural music education
research?

a) What are the characteristics of the processes that
take place when co-constructing visions?

Article III

b) In what ways did the processes that took place
Article V
while co-constructing visions in the main workshops
UHÀHFWDQGREVFXUHWKHFKDOOHQJHVIHPDOHPXVLFLDQ
WHDFKHUVLGHQWLI\DVEHLQJLQFRQÀLFWZLWKWKHLU
aspirations to pursue music?
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chapter is related to the research sub-questions, not to a chronological order. Although
WKHZRUNLQVSLULQJ$UWLFOHV,DQG,,EHJDQLQ6WDJH2QHSULRUWRWKHZRUNVKRSVLQ6WDJH
7ZRWKDWVWLPXODWHG$UWLFOHV,,,WR9DOO¿YHDUWLFOHVZHUHLQWHUSUHWHGDQGUH¿QHG
against each other. In this chapter each article is considered independently. They will
be brought into discussion with each other in the chapter that follows (Chapter 6).

5.1 Article I
7KH¿UVWDUWLFOHRIWKLVGLVVHUWDWLRQLVDFRDXWKRUHGSHHUUHYLHZHGMRXUQDODUWLFOHWKDW
LQWHUURJDWHVWKHVLQJLQJRIµVFKRROVSHFL¿FVRQJV¶±VRPHWLPHVUHIHUUHGWRDVVFKRRO
anthems or alma mater songs. The article was a result of both co-authors encountering
VFKRROVSHFL¿FVRQJVIRUWKH¿UVWWLPHGXULQJRXUYLVLWVWR.DWKPDQGX9DOOH\SULYDWH
schools and becoming curious about the practice. It was designed to contribute to the
¿UVWUHVHDUFKVXETXHVWLRQRIWKLVUHVHDUFKSURMHFWWKURXJKDQH[SORUDWLRQRIVRPHRI
the contextual issues framing practitioners’ envisioning of music education practices in
Kathmandu Valley schools. In particular, it focusses on how music is used deliberately
in education, even when the practices are not considered part of the school’s formal
PXVLFHGXFDWLRQ2XULQLWLDOREVHUYDWLRQVDQGLQIRUPDOFRQYHUVDWLRQVGXULQJVFKRRO
YLVLWVVXJJHVWHGWKDWVFKRROVSHFL¿FVRQJVZHUHDPRQJWKHVFKRROV¶ULWXDOVDQGWKDW
they were being used intentionally by the schools for shaping the schools’ imagined
communities (Anderson, 1983/2006). Based on this assumption, the article was guided
by the question: How and why are imagined communities created in Kathmandu Valley
VFKRROVWKURXJKWKHVFKRROVSHFL¿FVRQJSUDFWLFH"7KLVTXHVWLRQZDVLQWHQGHGWR
address the explorative research interest of this research project as a sub-question to the
UHVHDUFKSURMHFW¶V¿UVWUHVHDUFKVXETXHVWLRQ$VHFRQGTXHVWLRQDSSHDUVLQWKHDUWLFOH
which was intended to address the research project’s formative research interest and
JXLGHWKHDUWLFOH¶VGLVFXVVLRQ:KDWJOREDOOHVVRQVPLJKWHPHUJHWKURXJKDUHÀH[LYH
LQWHUSUHWDWLRQRIWKHVFKRROVSHFL¿FVRQJSUDFWLFHLQWKH.DWKPDQGX9DOOH\"7KHQRWLRQ
of ‘global lessons’ in this question was related to the aim of the Global Visions project
of co-producing knowledge for the development of music teacher education globally.
$GKHULQJWRWKHHWKRVRI$,ZH¿UVWVRXJKWDSSUHFLDWLYHNQRZOHGJHRIWKH
VFKRROVSHFL¿FVRQJSUDFWLFHDVLWZDVDSUDFWLFHWKDWZDVXQIDPLOLDUWRXV:HGLG
so through an analysis of individual interviews with six school administrators from
¿YHSULYDWHVFKRROVRQHVFKRROIRXQGHURQHFRPSRVHUDQGVHYHQPXVLFLDQWHDFKHUV
VHH)LJXUH 7KLVPDWHULDOZDVVXSSRUWHGE\VFKRROVRQJO\ULFVIURP¿YHVFKRROV
observations and recordings of school song performances, and informal conversations.
The results of our analysis suggested that, despite the diverse missions, visions and
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music programs of Kathmandu Valley private schools, there were similarities in how
SULYDWHVFKRROVXVHGWKHLUVFKRROVSHFL¿FVRQJVWRFRQVWUXFWDQLPDJLQHGFRPPXQLW\
7RGHPRQVWUDWHWKLVSRLQWLQWKHDUWLFOHZHKLJKOLJKWHGWKUHHGL൵HUHQWWKHPHV)LUVW
WKHVRQJVZHUHWDLORUPDGHPHDQLQJWKDWHDFKVRQJZDVFUHDWHGVSHFL¿FDOO\IRULWV
school and was therefore unique. The creation of the song often followed a similar
SDWWHUQRIO\ULFV¿UVWEHLQJZULWWHQRIWHQEXWQRWDOZD\VE\VRPHRQHLQWKHVFKRRO¶V
community, such as school founders, administrators, teachers or students. Music
was then composed by one of the school’s music teachers or an outside musician/
composer. This process supported the second theme, that the songs canonise the
unique vision and mission of each school–vision in terms of the schools’ desires for
the future, and mission in terms of their present activities aimed at this future. This
was particularly evident in the lyrics. In using the idea of canonising we were referring
WRKRZRQFHZULWWHQWKHVFKRROVSHFL¿FVRQJVLQWKHSULYDWHVFKRROVZHYLVLWHG
remained unchanged, as did their visions and missions. This was further supported by
educational researcher and postcolonial theorist Cameron McCarthy (1999) who in his
FULWLFDOVWXG\VLPLODUO\GHVFULEHGWKHVFKRROVSHFL¿FVRQJVLQ%DUEDGLDQSXEOLFVFKRROV
as “canonical texts” (p. 156), and by Nikkanen and Westerlund (2017) who warned of
the risks of school rituals and their music being canonised. The third theme was that
WKHVRQJVSHFL¿FVRQJVZHUHXVHGIRUFRQVFLRXVO\WHDFKLQJYDOXHVDQGFKDUDFWHUEDVHG
RQWKHLQWHUYLHZHHV¶H[SUHVVHGHYDOXDWLRQRIWKHSDUWLFXODUH൵HFWLYHQHVVRIVLQJLQJ
for socialising students into school values. Some of the values and character traits
SURPRWHGE\WKHVFKRROVSHFL¿FVRQJVLQWKHVFKRROVZHYLVLWHGDUHSUHVHQWHGLQWKH
article, and include things like a citizenship, creativity, education, hard work, respect
IRURWKHUVDQGXQLW\6FKRROVSHFL¿FVRQJVZHUHWKHUHIRUHFRQVLGHUHGWREHORQJWRWKH
category of ‘value songs’, a category of songs that build local and national collectivity
and include patriotic songs, house songs, and class34JUDGHVSHFL¿FVRQJV8QOLNHWKH
VFKRROVSHFL¿FVRQJVKRZHYHURWKHUYDOXHVRQJVDQGHYHQWKH1HSDOLQDWLRQDODQWKHP
KDYHFKDQJHGDORQJVLGHWKHUDSLGFKDQJHVLQ1HSDOLVRFLHW\2YHUDOOWKHVHUHVXOWVDUH
UHOHYDQWWRFRQVLGHUDWLRQVRIWKHVFKRROVSHFL¿FVRQJLQUHODWLRQWRFRQWH[WXDOLVVXHV
framing practitioners’ envisioning of music education practices in Kathmandu Valley
schools, because the songs were not considered part of the school’s formal music
education yet involved regular, often daily, and intentional music making, consciously
being used to crystallise the values of the school.

๎๏ In Nepal the level of schooling is referred to as class. The word ‘class’ here is therefore a synonym
for the word ‘grade’ which is common, for example, in North America or ‘year’ which is common, for
example, in the UK. In Article II we also referred to these songs as year-level songs.
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As the deliberate use of music in schools to instil values is not exclusive to
Nepal, nor is the use of songs to create imagined communities, the article’s discussion
FRQVLGHUHGVRPH³JOREDOOHVVRQV´WKDWHPHUJHIURPWKHVFKRROVSHFL¿FVRQJSUDFWLFH
:HWKHUHIRUHUHÀH[LYHO\LQWHUSUHWHG $OYHVVRQ 6N|OGEHUJ WKHHPSLULFDO
material at several levels, including the contexts of Nepal and diversifying societies
worldwide, the empirical material from the entire research project, and against theory,
including that of Appadurai (1996, 2004). Through this interpretation we aimed “to
imagine or enable new practices that extend from newly possible forms of knowing”
.XQW]S 7KHGLVFXVVLRQWKXVKLJKOLJKWHG¿YHSHUVSHFWLYHV. Although four
of these lessons relate to the second research sub-question, as contributions to music
teacher education, and one to the third research sub-question, as a contribution to
cross-cultural music education research, they are presented here in the same order as in
the article for ease of comparison between the two texts.
)LUVWDOWKRXJKZHEHJDQE\FRQVLGHULQJWKHVFKRROVSHFL¿FVRQJSUDFWLFH
which originates outside of Nepal, through a critical postcolonial lens (e.g. McCarthy,
1999), according to our interviewees it was a local and value-based practice. Thus, the
practice can be seen to have become ‘vernacularized’ (Appadurai, 1996) in the same
way as cricket has become a characteristically Indian sport. This recalls Grandin’s
(1989/2011) assertion cited above, that borrowing foreign music resources develops,
rather than deprives, Nepali musics of their Nepaliness. This observation served as a
reminder of the universal right to aspire. In other words, leaning on Appadurai (2004)
educators in all music education contexts, including those in the majority world, have
WKHULJKWWRDVSLUHDQGEHLQÀXHQFHGE\FXOWXUDOÀRZVVRWKDWPXVLFHGXFDWLRQQHHG
not focus only on preservation, but also encourage change through cultural interaction
DQGH[FKDQJHDQGWKHGHYHORSPHQWRIQHZSUDFWLFHVOLNHWKHVFKRROVSHFL¿FVRQJWKDW
aim to nurture more democratic, inclusive, and collective musical meanings. Second,
our experiences conducting the research for this article reinforced the potential of
UHVHDUFKIRUGHYHORSLQJUHÀH[LYLW\LQERWKUHVHDUFKHUVDQGUHVHDUFKSDUWLFLSDQWV2XU
DSSUHFLDWLRQRIWKHVFKRROVSHFL¿FVRQJSUDFWLFHXQH[SHFWHGO\DQGXQLQWHQWLRQDOO\OHG
school administrators at one of the schools, where the song had gone out of practice,
to consider reviving it. Thus, our presence, our questions, and the phenomena that
GUHZRXUDWWHQWLRQVWLPXODWHGUHÀH[LYLW\LQERWKRXUVHOYHVDQGWKHLQWHUYLHZHHVLQ
this case particularly considering the nature of inquiry as intervention (e.g. Watkins
et al., 2011) in relation to the power associated with our position as white, universityEDVHGUHVHDUFKHUVDQGWKHLGHQWL¿HGSRWHQWLDOYDOXHRIJOREDONQRZOHGJHDQGOLVWHQLQJ
to “distant voices” in local debates (Sen, 2009, p. 407). Third, while recognizing
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the importance and potential of rituals in Nepali schools and schooling in general
(e.g. Nikkanen & Westerlund, 2017; Wulf et al., 2010), the article also highlights the
pedagogical paradox of rituals. This paradox suggests that, as rituals both conserve
and transform society (e.g. Appadurai, 2004; Nikkanen & Westerlund, 2017), in the
context of schooling they ought to be subject to ongoing critical re-evaluation of, for
example, their underlying values (Nikkanen & Westerlund, 2017). Fourth, the article
encourages problematizing the dichotomy between the individual and collective, and
building music education on a continuum from individual to collective goals. In this
way, music education could be viewed as a site for fostering individual growth and for
shaping a sense of community and collective values in and through music. Fifth, the
article suggests that consciously using the collective power of music for community
EXLOGLQJDVLQWKHFDVHRIWKHVFKRROVSHFL¿FVRQJSUDFWLFHUHTXLUHVFULWLFDOUHÀHFWLRQ
RQWKHYLVLRQVPLVVLRQVDQGYDOXHVJXLGLQJPXVLFHGXFDWLRQ6XFKUHÀHFWLRQPD\
require broadening conceptions of community to not only what already exists but
what the members wish to become part of and develop together with others (Dewey,
LW2; Westerlund, 2002). This is especially important considering that schooling is
not neutral, but political. Thus, faced with increasingly diverse and complex societies,
communities could best be understood as fostering a constantly changing “we”.
7KHDUWLFOHFRQFOXGHVE\VXJJHVWLQJWKDWWKHVFKRROVSHFL¿FVRQJSUDFWLFH
XQGHUVFRUHVWKHQHHGIRURQJRLQJFULWLFDOUHÀHFWLRQDQGUHÀH[LYHUHWKLQNLQJRI
potentially taken-for-granted practices, long-standing or recent, in classrooms and
schools. To this end, we propose that music teachers and music teacher educators
constantly engage their capacities to aspire and inquire. In this way, music education
SUDFWLFHVZKHWKHUSUHVHQWLQSROLF\GRFXPHQWVRUQRWPD\EHDSSOLHGUHÀH[LYHO\DQG
open to constant revision, welcoming community-wide participation and dialogue in
the process.

5.2 Article II
The second article is a co-authored, peer-reviewed book chapter that examines tensions
that arise between vision and context through the case of assessment. In attending
to assessment, we broaden our understanding of assessment to include not only the
processes and practices used for monitoring, measuring, and providing feedback on
student learning, and the related processes of evaluation such as assigning a grade
RUPDUNEXWDOVRWKHSURFHVVHVRIYDOXDWLRQLQÀXHQFLQJPXVLFHGXFDWLRQLQ1HSDOL
VFKRROV7KHDUWLFOHZDVLQWHQGHGWRFRQWULEXWHWRWKH¿UVWUHVHDUFKVXETXHVWLRQRI
WKLVUHVHDUFKSURMHFWDVWKHVHDUHVLJQL¿FDQWFRQWH[WXDOLVVXHVIUDPLQJSUDFWLWLRQHUV¶
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envisioning of music education practices in Kathmandu Valley schools. It was coauthored with three other researchers from the Global Visions project: doctoral
researcher Vilma Timonen, post-doctoral researcher Alexis Anja Kallio, and principal
of NMC Iman Bikram Shah. It emerged from our repeated encounters with the
FKDOOHQJHVRIEDODQFLQJWKHMXVWL¿FDWLRQVIRULQFOXGLQJPXVLFLQVFKRROLQJLQDFRQWH[W
where assessment practices are a form of legitimation driving education. In interviews,
for example, school administrators frequently discussed assessment practices although
I did not ask any questions about these. Moreover, questions of organizing student
and program assessment became central to Vilma Timonen and Iman Bikram Shah’s
collaborative work designing an advanced-level music education program at NMC.
The article was thus guided by the question: What institutional visions frame the
valuation of music education in Nepali schools? As with Article I, a second question
is presented in the article to guide its discussion: How might these visions be explored
and reframed through ethical deliberations on the quality of student experience and
against the fast-changing sociocultural climate of Nepal? To address these questions,
we analysed government policy documents – including the National Curriculum
Framework for School Education in Nepal (Government of Nepal, 2007) and the
Nepali Music Curricula documents for grades 1-5, 6-8, and 9-10. We also analysed
WKLUWHHQLQWHUYLHZV±VL[ZLWKVHYHQVFKRRODGPLQLVWUDWRUVIURPVL[GL൵HUHQWSULYDWH
schools and seven with musician-teachers (see Figure 2). This material was interpreted
in collaboration with all co-authors and at various levels, including the contexts of
Nepal and other diversifying societies more generally, our experiences from our own
individual research projects, and thinking with theory (Jackson & Mazzei, 2012).
,QDWWHQGLQJWRWKHH[SORUDWLYHUHVHDUFKLQWHUHVWRIWKLVDUWLFOHDQGWKXVWKH¿UVW
research sub-question of this research project, we read the school curricula documents
and interview transcripts with Dewey’s Theory of Valuation (LW13). This led us to
identify four interrelated visions framing the valuation of music education in Nepali
schools. First, music and music education were evaluated as potential means to create
socially unifying practices amid Nepal’s intense sociocultural diversity. This vision
ZDVVLPLODUO\LGHQWL¿HGLQ$UWLFOH,ZKHUHWKHVFKRROVSHFL¿FVRQJSUDFWLFHZDVXVHG
with the intention of creating imagined communities. In Article II, this vision was
evident in the Music Curricula, which direct teachers to include patriotic songs and
DFRPPRQUHSHUWRLUHRIFODVVJUDGHVSHFL¿FVRQJV0RUHRYHUVFKRRODGPLQLVWUDWRUV
described the use of music to engage with issues of diversity and education for mutual
respect and solidarity through, for example, the learning of songs and dances from
GL൵HUHQWHWKQLFJURXSV6HFRQGPXVLFHGXFDWLRQZDVYDOXHGDVRQHPHDQVIRUPRYLQJ
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from traditional to progressive education. In the interviews progressive education
was referred to by administrators more generally as part of the shift from teacher- to
child-centred pedagogies, and of widening the focus of education beyond academics
DQGH[DPSUHSDUDWLRQWREURDGHUXQGHUVWDQGLQJVRIVWXGHQWGHYHORSPHQW2QHVFKRRO
however, was explicitly rooted in the philosophies of Progressive Education. From
both perspectives, interviewed administers described the inclusion of music in their
VFKRROVDVSDUWRIWKLVVKLIW$WKLUGYLVLRQLGHQWL¿HGDVIUDPLQJWKHYDOXDWLRQRIPXVLF
education in Nepali schools was including public performances in schooling, with
public performances being felt as a need to legitimize the place of music in many
schools. Performance was featured at all grade levels in the Music Curricula and
was often constructed as an assessment of students. Moreover, public performances
also served as an assessment of the work of the music teachers and the standards and
values of the school. The fourth vision framing the valuation of music education in
Nepali schools was achieving success in externally administered examinations. The
LPPHQVHZHLJKWSODFHGRQ6FKRRO/HDYLQJ&HUWL¿FDWH 6/& UHVXOWVFDXVHVPXVLF
and any other subject not examined by the SLC to be abandoned–both as a curricular
and extracurricular– in grades 9 and 10, thus both limiting the schools’ ability to
provide the kind of education to which they aspired and limiting the students’ agency
FRQFHUQLQJZKDWWKH\FDQVWXG\2XUH[SORUDWLRQUHJDUGLQJWKHVHODVWWZRYLVLRQV
suggested that the assessment practices of public performances and the SLC were often
seen by interviewees as obstructing not only the potential of music education to realize
a wider range of desired ends, but its very inclusion in schools.
7KHDUWLFOH¶VGLVFXVVLRQLVLQWZRSDUWVDQGR൵HUVFRQWULEXWLRQVWRWKHVHFRQG
research sub-question of this project. 7KH¿UVWSDUWRIWKHGLVFXVVLRQH[WHQGVour
interpretation leaning on Dewey (LW13) to consider imagining students’ ends-in-view.
:HGLVFXVVKRZIUDPLQJDVVHVVPHQWSUDFWLFHVDV¿[HGHQGVRUHQGVLQWKHPVHOYHV
rather than ends-in-view–or “means to future ends” (LW13: 229)–as may be the case
with public student performances and standardized testing in Kathmandu Valley
schools–risks failing to give adequate importance to the quality of student experience.
We suggest that such inattention to students’ ends-in-view is an ethical problem that
may hinder further learning and continued engagements with music making. When
public performances serve as assessments of students, teachers and schools, for
example, teaching and learning may focus more on musical outcomes and achieving
predetermined standards of “excellence” than on ensuring that the means of achieving
these ends supports the creation of positive student experiences. Public performances
as assessments may also justify exclusionary practices, making music education for the
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select few, and not for all. In democratizing the performance aspect of music teaching
and learning, we thus propose imaging beyond ends that construct music as a product,
considering instead how performances could function as qualitatively good ends-inview in the students’ lives. Moreover, rather than reach for predetermined standards,
RU¿[HGHQGVWKHSXUVXLWRIH[FHOOHQFHFRXOGLWVHOIEHFRQFHLYHGDVDQHQGQRW\HWLQ
YLHZRUHYHQQRW\HWGH¿QHG&RQVLGHULQJVWDQGDUGL]HGWHVWLQJWKHDUWLFOHSURSRVHVWKDW
it is imperative to imagine beyond success in standardized examinations if assessment
is to ethically work for, and not against, such curricular ideals as supporting healthy
citizens and inclusive education. Although the SLC may be viewed as an end-in-view
to success in life, its position as the most important end-in-view and its externally
¿[HGQDWXUHIDLOVWRFRQVLGHUVWXGHQWGLYHUVLW\DQGVWXGHQWDJHQF\0RUHRYHUDVZKDW
is assessed is deemed valuable for young people to study and to what ends, music’s
DEVHQFHIURPDOOEXWDYHU\IHZVFKRRO¶V6/&R൵HULQJVVHUYHVWRGHOHJLWLPL]HPXVLFDV
a subject worth studying and career worth pursuing.
The second part of the discussion leans on Appadurai (1996, 2004) to suggest
that to ethically navigate intensifying diversity and the rapid pace of societal change,
administrators and teachers require the ability to imagine the unforeseen. Focussing
RQWKH¿UVWRIWKHLGHQWL¿HGYLVLRQVWKHGHVLUHWRFUHDWHVRFLDOO\XQLI\LQJSUDFWLFHV
we suggest that there is a need in Nepal to imagine beyond creating unity through
multiculturalism as part of the guiding paradigm of music education. Rather than
SUHVHUYLQJFXOWXUDOGL൵HUHQFHZKLFKPD\VHUYHWRSHUSHWXDWHV\VWHPVRILQHTXLW\ZH
refer to Appadurai’s (1996) description of culture as “an arena for conscious choice,
MXVWL¿FDWLRQDQGUHSUHVHQWDWLRQ´ $SSDGXUDLS WRSURSRVHFRQVWUXFWLQJ
practices that engage with musics as dynamic and changing social activities. Focussing
RQWKHVHFRQGRIWKHLGHQWL¿HGYLVLRQVPRYLQJIURPWUDGLWLRQDOWRSURJUHVVLYH
education, we suggest that there is a need to imagine beyond conceptualizing teaching
and learning only as preparation for life. This is not merely because rapidly changing
societies are characterized by uncertainty regarding for what exactly schools should
prepare students. Leaning on Dewey (LW9) we propose that school classrooms be
understood as critical microcosms of society (Allsup & Westerlund, 2012; Westerlund,
2002), and thus that rather than focus on preparing students for participation in a
democratic society, music teaching and learning ought to already be democratic in and
of itself.
We conclude the article by suggesting the need for the imagination, capacity
to aspire and capacity to inquire for envisioning an ethical future for and through
assessment and school music education more broadly. The visions guiding music
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education in the Kathmandu Valley summarised above were often in tension with
each other, with assessment practices often obstructing the capability of schools,
administrators, and teachers to realize other aims. Moreover, the visions appeared
to inhibit teachers’ and students’ capacities to ethically navigate the conditions of
intensifying diversity and fast-paced social change. Thus, we suggest that engaging
the imagination may enable ongoing shaping and reshaping of assessment practices
– as well as other educational practices and values – through creative small steps:
HQGVLQYLHZUDWKHUWKDQ¿[HGHQGVWKDWIXQFWLRQDVHQGVLQWKHPVHOYHVWKHUHE\
promoting understandings of assessment as dynamic. This also requires music teachers
to be positioned as critical inquirers, rather than as transmitters of knowledge only
responsible for the implementation of a prescribed curriculum. At the same time, it is
LPSRUWDQWWRUHFRJQL]HWKHSUREOHPDWLFQDWXUHRI¿[HGDVVHVVPHQWSUDFWLFHVWKDWSODFH
constraints on schools and teachers from engaging their imagination in terms of endsin-view and ends-not-yet-in-view. If assessment practices – and indeed the goals and
aspirations of music education more generally – are allowed to be viewed as not-yet-inYLHZPXVLFWHDFKHUVFDQEHHQFRXUDJHGWRHQJDJHLQFRQVWDQWUHÀHFWLRQ²ORRNLQJERWK
EDFNZDUGDQGIRUZDUGLQDUHÀH[LYHFLUFOLQJDQGGHOLEHUDWLRQRIZKDWUROHDVVHVVPHQW
plays in evaluating and enabling learning.

5.3 Article III
The third article is a single-authored, peer-reviewed, book chapter that presents a
UHÀHFWLRQRQP\H[SHULHQFHVIDFLOLWDWLQJWKHSURFHVVRIFRFRQVWUXFWLQJYLVLRQVRI
music education in Nepal with musician-teachers in the Kathmandu Valley. It was
primarily intended to address the second research sub-question of this research project,
through an exploration of how the process of co-constructing visions with musicianteachers in the Kathmandu Valley might contribute to understandings of music teacher
education in Nepal and beyond. Building upon not only Appadurai’s (2006) assertion
of the intimate connection between the capacity to aspire and the right to research, but
also the work of Cochran-Smith and Lytle (2009) who argue for “inquiry as stance”
whereby inquiry is considered “a critical habit of mind that informs professional work
in all its aspects” (p. 121), the article is guided by the following questions:
1. How might the process of co-constructing visions engage practitioners as
inquirers in a majority world context?
a. What are the characteristics of the processes that take place when coconstructing visions?
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b. In what ways might co-constructing visions be the fuel for action in a
majority world context?
Although not immediately evident, questions a and b listed here and in the article were
seen to be sub-questions to the main guiding question, as exploring the characteristics
of the processes was a way of opening up the ways in which inquiry took place in
the workshops, and, in the case of question b, I was leaning on the abovementioned
connection Appadurai draws between the capacity to aspire and the right to research, as
well as between the imagination – which is a requirement of aspiring – and action. To
UHÀHFWRQWKHDUWLFOH¶VJXLGLQJTXHVWLRQV,DQDO\VHGWKHDXGLRUHFRUGLQJVIURPVL[WHHQ
workshops, the participants’ individual and group written responses, the workshop
handouts, the notes I took during the workshops, my researcher diary, and the dialogic
researcher diary shared with Prem Gurung. As the resulting article has implications
for all three of the research project’s research sub-questions, it is here summarized in
relation to these, rather than the article’s structure.
The article addresses a number of contextual issues framing practitioners’
envisioning of music education practices in Kathmandu Valley schools. These are most
evident in the co-constructed visions that resulted from the process and were presented
in the chapter. These co-constructed visions are understood to be “temporally located”
3DWHOS DQGDSDUWRIDSURFHVVUDWKHUWKDQD¿QDOSURGXFW0RUHRYHU
WKH\ZHUHFRFRQVWUXFWHGZLWKDVSHFL¿FJURXSRIPXVLFLDQWHDFKHUVZKRDUHKLUHG
primarily as extra-curricular music teachers in private schools or music teachers in
music institutions and are therefore often excluded from the schools’ decision-making
processes (see Section 4.3), and who participated in a limited number of workshops.
They are thus, “incomplete, partial, contextually created, and perspectival” (Patel,
S DQGFRXOGKDYHEHHQGL൵HUHQWLIWKHVDPHRUVLPLODUSURFHVVZDVUHSHDWHG
DWDQRWKHUWLPHRUZLWKDGL൵HUHQWJURXSRIPXVLFLDQWHDFKHUV7KH\GRKRZHYHUR൵HU
insights into some contextual issues and are thus further elaborated upon here. This
elaboration is done in order of their presentation in the article, from the macro to micro
level.
7KH¿UVWFRQWH[WXDOLVVXHUHODWHVWRWKHYDOXDWLRQRIPXVLFDQGPXVLFLDQVLQ
society, as seen in the vision, “To live in a society where music is valued including,
where people recognise that music is vital, where the social stigma has been overcome
and where music is for all.” This vision is the starting point for Article IV and is
therefore not further elaborated upon here. The second contextual issue relates to
VFKRROPXVLFWHDFKHUDVDQHZO\HPHUJLQJSURIHVVLRQLQ1HSDO7KLVLVVXHZDVUHÀHFWHG
in two visions, “To create a music community that brings all music lovers to work
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together and create professionalism” and “To develop unity between the major music
LQVWLWXWLRQVLQ1HSDOVRWKDWDFWLYLWLHVEHFRPHPRUHFRQWUROOHGH൶FLHQW´7KHVHWZR
YLVLRQVUHÀHFWWKHFXUUHQWODFNRISURIHVVLRQDOFROODERUDWLRQ±GHVFULEHGLQWKHVHFRQG
vision as “unity”–at both the individual and institutional level. Due to the political
situation in Nepal, however, in an informal conversation it was stressed that this
community should not be portrayed as something that may develop into a union.
7KHVHWZRYLVLRQVDOVRUHÀHFWDGHVLUHIRUWKHSURIHVVLRQDOLVPRIPXVLFWHDFKLQJ
7KHXVHRIWKHZRUGVFRQWUROOHGDQGH൶FLHQWE\WKHPXVLFLDQWHDFKHUVPD\VHHP
surprising to those from other contexts. However, these highlight how, in the absence
of formal music teacher education, challenges exist for musician-teachers to prove
WKHLUFRPSHWHQFHZKHQDSSO\LQJIRUMREVDQGIRUVFKRROVWRGHWHUPLQHZKRLVTXDOL¿HG
to teach music, often relying on artistic ability. As a result, concerns were expressed
E\WKHPXVLFLDQWHDFKHUVWKDWVRPHVFKRROVZHUHKLULQJWHDFKHUVZLWKLQVX൶FLHQW
musical knowledge and skill, or teachers who lacked ‘professional behaviour’ in
terms of, for example, sending assistants, or assistants of assistants to teach their
FODVVHV$QRWKHULVVXHUHÀHFWHGLQWKHQRWLRQRIWHDFKLQJEHFRPLQJPRUHFRQWUROOHGRU
H൶FLHQWZDVWKDWDOWKRXJKPXVLFKDVORQJEHHQLQFOXGHGLQWKH1HSDOLSULPDU\VFKRRO
curriculum (grades 1-5, ages six to eleven) as part of the subject Social Studies under
“Creative and Performance Arts,” and although curricula for music education have
been written (see Section 2.3), the musician-teachers I met throughout this research
project generally had no knowledge of these. This points to an issue regarding a lack
of information dissemination. The musician-teachers did, however, express a desire
for curricula that could provide guidance to music teachers, and prevent the content of
teaching being left solely to individuals and resulting in potentially haphazard teaching.
,QOLJKWRIWKHVHFRQFHUQVDYLVLRQHQFRPSDVVLQJZRUGVOLNHFRQWUROOHGRUH൶FLHQW
becomes more understandable.
7KUHHYLVLRQVUHODWHGVSHFL¿FDOO\WRFRQWH[WXDOLVVXHVDWWKHLQVWLWXWLRQDOOHYHO
First, the vision “To develop an internationally recognised music and music education
PXVLFWHDFKHUWUDLQLQJ FRXUVHLQ1HSDOWKURXJKD൶OLDWLRQVZLWKDQRXWVLGHXQLYHUVLW\
IRU1HSDOLHDVWHUQDQGZHVWHUQPXVLFV´UHÀHFWHGQRWRQO\DGHVLUHIRUPXVLFHGXFDWLRQ
of an international standard, but also education that would facilitate international
mobility. Second, the vision “That music would be an included (and valued) subject
in schools”, again returns back to the issue of valuation. While in Article II this
was attended to through the four interrelated visions framing the valuation of music
education in Nepali schools from the perspective of policy and school administration,
in this article, and thus from the perspective of the musician-teachers, including music
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as a compulsory subject in schooling was perceived both a means to and sign of its
valuation by society. Third, the vision “To have properly designed music organisations
ZLWKHQRXJKLQVWUXPHQWVSURSHUFODVVHVHWF´UHÀHFWVWKHUHDOLW\WKDWVRPHVFKRROV
DQGLQVWLWXWLRQVR൵HULQJPXVLFOHVVRQVGRQRWKDYHVX൶FLHQWUHVRXUFHVIRUGRLQJ
so. The musician-teachers described how some schools did not necessarily have an
appropriate space available for the lessons or a safe place to store the instruments, and
children are often required to take turns sharing a very limited number of instruments.
Finally, the last vision presented in the article related to the pedagogical abilities
of music teachers. It stated that “Music teachers would use a variety of teaching and
learning techniques in the classroom to make learning easier for students because no
one method will work for every teacher or every student.” Perhaps the intention behind
this one may have been better represented by “a variety of teaching techniques and
strategies to facilitate learning”, but as has already been said these visions were the
UHVXOWRIDSURFHVVDQGWKHRSSRUWXQLWLHVWRUHYLVLWUH¿QHRUUHYLVLRQZHUHOLPLWHG
by the time available. Contextual issues addressed in the article, but not directly
UHÀHFWHGLQWKHYLVLRQVDOVRUHODWHGWRWKHFXUUHQWQDWXUHRIWKHZRUNRIWKHPXVLFLDQ
teachers, which is often characterised by part-time teaching in a number of private
schools, institutions and homes. The article also drew attention to issues related to
VRFLDOVWUDWL¿FDWLRQLQ1HSDODQGDSRVVLEOHODFNRIWUXVWUHJDUGLQJSROLWLFDOO\D൶OLDWHG
individuals.
In elaborating upon the contextual issues highlighted in the article, some of
the article’s contributions to the second research sub-question also begin to emerge.
In addition to the potential contribution to music teacher education in Nepal that the
visions themselves may suggest, this article’s major contribution to understandings
of music teacher education in Nepal arises from what was discussed in the article
as the experiences in the workshops leading the musician-teachers to imagine
continued collaboration. As stated in the article, engaging in collaborative learning and
UHÀHFWLRQUHODWHGWRWKHLUWHDFKLQJSUDFWLFHZDVDQHZH[SHULHQFHIRUWKHSDUWLFLSDWLQJ
musician-teachers. Having had this new experience, they indicated that further teacher
FROODERUDWLRQDQGFRPPXQLW\EXLOGLQJZDVQHFHVVDU\7KLVUHÀHFWVQRWRQO\WKHFXUUHQW
lack of music teacher education in the country, but also the more global issue of
music teachers often working in relative isolation (e.g. Bates, 2011; Burnard, 2013a;
Sindberg, 2011; Schmidt & Robbins, 2011) that in part motivated this project’s design
(see Section 4.3). It therefore suggests that as music teacher education is developed
LQ1HSDOLWZRXOGEHEHQH¿FLDOWRFRQVLGHUQRWRQO\KRZFROODERUDWLYHOHDUQLQJDQG
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UHÀHFWLRQFRXOGEHLQWHJUDOFRPSRQHQWVRILQLWLDOPXVLFWHDFKHUHGXFDWLRQEXWDOVR
WKHVWUXFWXUHVWKDWPLJKWVXSSRUWRQJRLQJFROODERUDWLYHOHDUQLQJDQGUHÀHFWLRQIRULQ
service music teachers.
Another contribution of this article to music teacher education in Nepal,
is through providing support for Appadurai’s (1996) assertion of the collective
imagination being potential “fuel for action” (Appadurai 1996, p. 7). Based on this,
in the article I proposed that music teacher education could aim to develop future
teachers’ capacities to imagine, aspire, inquire and take action, all capacities that were
engaged during the workshops. Following the workshops, two initiatives were taken
independent of this research project: the organization of an all-female concert to raise
awareness and enhance female participation in music in Nepal; and the organization
RIVHYHUDOIROORZXSZRUNVKRSV7KH¿UVWRIWKHVHLQLWLDWLYHVJUHZSDUWLFXODUO\IURP
the women’s workshop, which is the focus of Article V. The second relates to the
discussion above regarding the structures that might support ongoing collaborative
OHDUQLQJDQGUHÀHFWLRQIRULQVHUYLFHPXVLFWHDFKHUV7KLVLVEHFDXVHGHVSLWHWKHH൵RUWV
and plans of some musician-teachers to sustain the teacher interaction that began in
the initial workshops, attendance in this new series of workshops continued to decline
VRVLJQL¿FDQWO\WKDWQRWDOORIWKHLUSODQQHGZRUNVKRSVWRRNSODFH7KHFKDOOHQJHV
sustaining this continued collaboration and reasons for it failing warrant further
research. During the initial workshops, the participating musician-teachers expressed
concern with contextual challenges to building and sustaining a community of music
WHDFKHUVSDUWLFXODUO\UHODWHGWRVRFLDOVWUDWL¿FDWLRQLQ1HSDOZKLFKFRXOGSRWHQWLDOO\
lead to divisions in the community. They therefore emphasised the importance of
EXLOGLQJDFRPPXQLW\WKURXJKDSSUHFLDWLQJDQGOHDUQLQJWKURXJKGL൵HUHQFHDQG
providing equal opportunities. Based on my experiences getting this research project’s
ZRUNVKRSVVWDUWHGLQWKUHHGL൵HUHQWLQVWLWXWLRQVWKHOHYHORILQVWLWXWLRQDOVXSSRUWIRU
such activities may also be a critical factor. Indeed, in their discussion of “creat[ing]
and sustain[ing] the conditions for critical inquiry communities within and across
settings” (p. 154), Cochran-Smith and Lytle (2009) identify the need for schools
WRDOORZIRUDQGSURWHFWVX൶FLHQWWLPHIRUVXEVWDQWLYHFROODERUDWLRQDQGWKHQHHG
for institutional and district level valuing of such collaboration “as vital sources of
knowledge and action on behalf of democratic and just education” (p. 154). Similarly,
in their consideration of music teacher professional development through the formation
of teacher communities and networks, Schmidt and Robbins (2011) argue that “success
will be more likely if the work of such communities is systematically structured as
part of a school- or district-wide educational mission” (p. 99). The suggestion for
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institutional support made here and in the article, however, should not be understood
as the only solution to this problem, as there are certainly risks involved when teachers
are required to engage in additional mandatory activities.
This article also contributes to the third research sub-question of the project as
LWSURYLGHVDGHWDLOHGGHVFULSWLRQRIDQGUHÀHFWLRQRQWKHSURFHVVRIFRFRQVWUXFWLQJ
WKHYLVLRQV7KLVLQFOXGHVDSUHVHQWDWLRQRIWKHVSHFL¿FDFWLYLWLHVWKDWWRRNSODFH
GXULQJHDFKSKDVHRIWKH$,'PRGHOLQWRZKLFKP\RZQUHÀHFWLRQVDQGWKRVHRI
participating musician-teachers are interwoven. In particular, I illustrate how the
Discovery phase involved discovering the potential for learning from and with each
other, and how the Dream phase proved challenging and involved an ongoing search
IRUGL൵HUHQWDSSURDFKHV7KLVGL൶FXOW\FRQ¿UPHG$SSDGXUDL¶V  DVVHUWLRQWKDW
the imagination is “a form of work” (p. 31) and that the capacity to aspire is indeed
DFDSDFLW\WKDWUHTXLUHVQXUWXULQJ  ,DOVRUHÀHFWHGRQKRZP\RZQOHDUQLQJV
from the experience of facilitating these workshops, and therefore being in the role of
practitioner-researcher, arose from the challenges I faced during the process, which
reinforced for me the need for music teacher educators and researchers to remain
UHÀH[LYHDQGÀH[LEOHRSHQWRVHHNLQJDOWHUQDWLYHVDQGJXLGHGE\RQJRLQJGLDORJXH
both with those participating in the research, and in cross-cultural studies such as
this, those in a position to share advice. Finally, this article also hints at the central
issue of Article V, namely that as the focus of the 4D model was on co-constructing
and coming to consensus, there was a loss of multiple voices. In this article I describe
experimenting with allowing time for individual written responses prior to group
discussion in an attempt to capture some of this plurality.

5.4 Article IV
The fourth article is an exploration of how the politics of legitimation intersect with
music education and schooling in a context characterised by extremely diverse musics,
ways of being and becoming a musician, and forces imposing stigma. It is presented
as a peer-reviewed book chapter, co-authored with Sapna Thapa, who is a member of
the Global Visions international advisory board, and Suyash Kumar Neupane, who
was a participant in the workshops. This article thus realises the aim of collaborative
ethnography, to closely involve research participants in the conceptualization and
writing processes (Lassiter, 2005). The article emerged from the observation that the
desire for legitimation – of music (in general and the vast diversity of musics in Nepal),
music education, and both being and becoming a musician or music teacher – appeared
as a theme cutting across all of the co-constructed visions (see Section 5.3). Moreover,
101

beyond merely envisioning legitimation and desired societal changes, the musicianteachers also envisioned actions for achieving these changes. Thus, although not
explicitly stated in the article, it was guided by the question: What actions do musicianteachers in the Kathmandu Valley imagine that might hold potential for contesting
and altering processes of marginalisation and stigmatisation in Nepali society? The
empirical material for the article consisted of the audio recordings from all sixteen
main workshops supported by workshop participants’ individual and group written
UHVSRQVHV7KLVPDWHULDOZDVUHÀH[LYHO\interpreted (Alvesson & Sköldberg, 2009)
against the whole research project, the complex context of Nepal, the co-authors’ lived
experiences, and Appadurai’s notions of the imagination (1996) and the social and
cultural capacity to aspire (2004).
Through this interpretation we identified¿YHactions discussed by the musicianteachers related to contesting and altering the marginalised position of musicians
in society, and thus moving towards professional legitimation. While each of these
actions are related to the contextual issues framing the envisioning of music education
LQ1HSDODQGWKXVWKHUHVHDUFKSURMHFW¶V¿UVWVXETXHVWLRQ,KHUHFRQVLGHUWKHP
primarily in terms of the second sub-question, because they emerged from the process
of co-constructing visions with musician-teachers and contribute to understandings
RIWKHHPHUJLQJPXVLFWHDFKLQJSURIHVVLRQLQ1HSDO7KH¿UVWDFWLRQGHVFULEHGE\WKH
musician-teachers was challenging stigmatised identities. This was said to include
both cultural musicians changing their surnames to names related to higher castes and
abandoning their instruments, as well as individuals from higher castes starting to play
the instruments and musics of lower castes (see also Grandin, 1989/2011). In addition,
institutions and local initiatives are challenging stigma as they work to preserve and
raise appreciation for musics perceived to be undervalued or at risk (see also e.g.
Maharjan, Maharjan, & Maharjan, 2019; Tuladhar, Uprety, & Kansakar, 2019). The
second action, engaging foreignness, has long been associated with social distinction
in Nepal (see e.g. Liechty, 1997). As music education in Nepal remains a privilege
IRUWKRVHZKRFDQD൵RUGWKHUHODWHGIHHVSDUHQWVVWLOORIWHQSUHIHUWKHLUFKLOGUHQWR
learn foreign, rather than local, instruments. At the same time, however, foreigners’
appreciation for and interest in learning Nepali musics was also seen to elevate the
status of local instruments and musics. The third action, which emerged from the
recognition of the important role of institutions for repositioning music in schooling
and society, was advocating the institutionalisation and academization of music. Thus,
the musician-teachers envisioned music as a valued core subject in schools, with
learning structured through syllabi, lesson plans and assessments, in the same way
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as other valued subjects in Nepal. This action was also perceived to be crucial for
providing employment opportunities and preserving Nepali folk musics. The fourth
action musician-teachers envisioned was countering groupism through encouraging
ERXQGDU\FURVVLQJH[FKDQJHDQGFRPPXQLW\EXLOGLQJEHWZHHQGL൵HUHQWLQVWLWXWLRQV
DQGPXVLFDOJHQUHVFXOWXUHV)LQDOO\WKH¿IWKDFWLRQZDVSURPRWLQJSURIHVVLRQDOL]DWLRQ
This action was seen to be required for careers in music to be regarded as legitimate
in a society where being a musician is generally not regarded as a respectable or
secure career path. Part of this included the need for recognized training programs, not
only for developing the required skills, but also for demonstrating competence when
applying for jobs, universities outside Nepal, and scholarships.
The article’s discussion extends its contributions to the second research subquestion. In considering some of the tensions musician-teachers in the Kathmandu
9DOOH\PXVWQDYLJDWHKLJKOLJKWHGLQWKH¿YHDFWLRQVZHVXJJHVWWKDWFRQFHSWXDOLVDWLRQV
of professionalism in music education be extended to include considerations of
professional responsibility (Solbrekke & Sugrue, 2011). Solbrekke and Sugrue
(2011) trace the roots of professional responsibility from professions being bestowed
certain responsibilities by the state to an increasing focus on specialisation and expert
knowledge (Solbrekke & Sugrue, 2011). They argue, however, that professional
responsibility not only be a matter of competence and expertise, but that it ought to
encompass wider conceptions of social commitments, responsibilities and ethical
standards. In considering what professional responsibility might entail in music
education, we suggest that, among other things, music teachers and music teacher
educators require the capacity to ethically and agentively navigate both the dynamic
nature of culture (e.g. Appadurai, 1996, 2004) and questions of legitimate knowledge
(Apple, 2004). While educational objectives call for the preservation and promotion
of Nepali art forms, for example, musician-teachers expressed uncertainty regarding
exactly what Nepali music has been, is, and may become in such a diverse, postFRQÀLFWDQGVWUDWL¿HGFRXQWU\H[SHULHQFLQJUDSLGJOREDOLVDWLRQ)XUWKHUPRUHDVPXVLF
enters schools, those working in such institutions must engage in ongoing critical
UHÀHFWLRQRQWKHOHJLWLPDWLQJUROHRILQVWLWXWLRQVDQGWKHLUPXVLFHGXFDWLRQSURJUDPV
if they are to work towards dismantling rather than reproducing social hierarchies. We
further suggest that nurturing future teachers’ imaginations and capacities to aspire
during music teacher education may contribute to the development of professional
responsibility. In this way music educators could be encouraged to envision not only
their ideal future classrooms and what good teaching could be, but also the place of
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their teaching and subject in shaping more just future societies, and then take actions
towards such a future. This, however, would also require music teacher education to
LQFOXGHFULWLFDOUHÀHFWLRQRQVRFLHWDOVWUXFWXUHVDQGSRZHULVVXHVVKDSLQJWKH¿HOG

5.5 Article V
7KH¿IWKDUWLFOHLVDVLQJOHDXWKRUHGSHHUUHYLHZHGMRXUQDODUWLFOHWKDWSUREOHPDWL]HV
the notion of shared visions for music education, raising questions about whose visions
shape XQL¿HG and shared visions, and whose remain absent, unspoken, or silenced in
the margins. Already aware from the literature (e.g. GESI, 2017; Henderson, 2002;
Moisala, 1999; Stirr, 2010; 2018; Tingey, 1992; 1993; Widdess et al., 2001; see also
Section 1.1) and my previous visits to Nepal that gender inequality was an issue, this
article emerged from an additional 1.5-hour female-only workshop (see Section 4.3.1)
WKDW,GHFLGHGWRR൵HUDIWHUJHQGHULVVXHVDURVHLQRQHRIWKHPDLQZRUNVKRSVDQG
RQHRIWKHSDUWLFLSDWLQJPDOHPXVLFLDQWHDFKHUVH[SUHVVHGGL൶FXOW\WHDFKLQJJLUOV
Although it contributes to all three of the research project’s sub-questions, its primary
contribution was intended for the third research sub-question. This is because, although
the main workshops included discussions of the various challenges female35 musicianteachers encounter in their pursuit of music, and although the women who participated
in the female-only workshop also participated in the main workshops, reference to
the challenges the women encountered in their pursuit of music were absent from the
visions that resulted from the main workshops. Thus, although not explicitly stated in
the article, it was guided by the following questions:
1. :KDWFKDOOHQJHVGRIHPDOHPXVLFLDQWHDFKHUVLGHQWLI\DVEHLQJLQFRQÀLFW
with their aspirations to pursue music?
2. In what ways did the processes that took place while co-constructing
YLVLRQVLQWKHPDLQZRUNVKRSVUHÀHFWDQGREVFXUHWKHVHFKDOOHQJHV"
The summary presented here follows the logic of the article, therefore attending to the
UHVHDUFKSURMHFW¶V¿UVWDQGWKLUGUHVHDUFKVXETXHVWLRQVEHIRUHFRQVLGHULQJLWVVHFRQG
research sub-question.
The empirical material for the article is drawn primarily from two workshops:
the female-only workshop attended by a small number of women, and to a lesser
H[WHQWWKHPDLQZRUNVKRSLQZKLFKJHQGHULVVXHVZHUH¿UVWGLVFXVVHG VHH)LJXUH

๎๐ While this article focusses on the experiences of female musician-teachers, I acknowledge the many
RWKHUYLVLRQVDQGYRLFHVVXFKDVWKRVHIURPGL൵HUHQWPXVLFDOJHQUHVFDVWHHWKQLFJURXSVDQGDJHJURXSV
that likely remained silent or marginalized without me noticing or because of my presence.
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 ,QDWWHQGLQJWRWKHUHVHDUFKSURMHFW¶V¿UVWVXETXHVWLRQWKHDUWLFOHSUHVHQWVVL[
poems that were created following a process of poetic transcription (Leavy, 2009;
see Appendix 14 for an example of how the poems were created). Poetry was used
in an attempt to preserve the depth of emotion with which the women shared and
discussed their stories. As many of the challenges were perceived to result from being
a woman, they were interpreted following Sen’s (2009) idea of justice. Thus, questions
of justice and injustice were assessed based on what the women were actually able to
do in comparison to what others were actually able to do, and writing about perceived
injustices was undertaken with the goal of understanding their nature and sources so
that they could potentially be remedied. The resulting poems thus depict a number
of challenges, or injustices, described by the women that relate to the challenges of
being a female performing musician, particularly in regards to audience intimidation;
the challenges posed by prescribed gender roles and responsibilities; the challenges of
GL൵HUHQWLDOWUHDWPHQWRIPDOHDQGIHPDOHVWXGHQWVLQFOXGLQJEHKDYLRXUDOH[SHFWDWLRQV
and special care; and the challenges of music not being perceived by society as a
proper career path, which was also an issue addressed in Article IV. Interestingly, in
Article V, the social control hindering women’s participation in music was coming
also from other women, for example mothers and mothers-in-law not permitting
participation in certain activities, or other female musicians who did not want to play
with other women. Despite the observations of some musician-teachers with whom I
discussed gender issues during this research project that improvements have been made
resulting in increased participation of women and girls in music, society as a whole
continues to recognize musicians as male, leaving female musicians in a marginalized
SRVLWLRQ$WWKHVDPHWLPHDVWKHDUWLFOHSUHVHQWVFKDOOHQJHVLGHQWL¿HGE\WKHZRPHQLW
also recognizes the women’s resistance, and the steps they were taking to change their
“terms of recognition” (Appadurai, 2004, p. 66) and provide the role models they said
they never had.
In attending to the research project’s third research sub-question, the article
scrutinizes the content and limitations of AI as applied in the main workshops. Here
it is important to recall that the women’s workshop was not designed to contribute
to the co-constructing of visions, which was an activity only in the main workshops.
Rather, the women’s workshop was designed as an exploratory workshop to deepen
understandings of the contextual issues presented above. As these issues also arose
and were discussed in the main workshops, however, it is necessary to consider their
DEVHQFHIURPWKHUHVXOWLQJFRFRQVWUXFWHGYLVLRQV7KLVUHÀHFWLRQLVHVSHFLDOO\FUXFLDO
as, despite having devoted considerable attention to methodological and ethical issues
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when planning the workshops, and despite having had over a decade of experience
teaching in intercultural settings prior to this research project, the main workshops that
I facilitated marginalized some of the participants. I thus engaged in critical (Kuntz,
 DQGUHÀH[LYH $OYHVVRQ 6N|OGEHUJ ZRUNZKLFKOHGPHWRVXJJHVWWKDW
WKHFKDOOHQJHVLGHQWL¿HGE\WKHZRPHQZHUHERWKUHÀHFWHGDQGREVFXUHGLQWKH$,
process during the main mixed-gender workshops. :KLOH,¿UVWTXHVWLRQHGZKHWKHU
this was a result of AI’s positive orientation, and that framing the workshop discussions
ZLWKSRVLWLYHTXHVWLRQVIRUH[DPSOHOHGWRRQO\SRVLWLYH¿QGLQJVLWDSSHDUHGWKDW
the focus on appreciation actually contributed to creating a positive atmosphere
and building rapport that made talking about challenging or sensitive issues more
comfortable. This can be seen for example, as the resulting co-constructed visions
(see Section 5.3) addressed a number of challenges such as the lack of resources and
professional collaboration, and injustices such as social stigma. I also considered if
the starting point of AI of appreciating “the best of what is” (Cooperrider et al., 2005,
p. 5), may have led me to inadvertently welcome social norms and hierarchies into
the workshops, rather than provide a space to counter them. In the end, however, I
SURSRVHGWKDWWKHDEVHQFHRIWKHFKDOOHQJHVLGHQWL¿HGE\WKHZRPHQIURPWKHVKDUHG
visions may have been due to the need to come to consensus. Thus, only those
experiences inside common experience were attended to in the mixed-gender main
workshops in which the visions were co-constructed. At the same time, I recognized
that the women’s marginalized position in society as a whole, as musicians, and thus
possibly also in these mixed-gender workshops may have impeded their capacity for
voice (Appadurai, 2004), leading any gender issues raised to be dismissed, disregarded
or undervalued. This is further supported by Appadurai’s (2004) assertion of the
culturally embedded nature of aspirations, which “derive from larger cultural norms”
(p. 67).
$OWKRXJKVPDOOHULVVXHVWKHDUWLFOHDOVRR൵HUVWKUHHRWKHUFRQVLGHUDWLRQVIRU
cross-cultural music education research. First, despite the use of AI guiding the
ZRPHQ¶VZRUNVKRSVZHGLGQRWGLVFXVVWKHZD\VLQZKLFKWKHSDUWLFLSDQWVLGHQWL¿HG
EHLQJDZRPDQWREHDQDGYDQWDJHZKLFKZRXOGKDYHSRWHQWLDOO\R൵HUHGDQLQWHUHVWLQJ
counter-perspective to balance the one presented in the article. Instead, this remains
only slightly hinted at in the poem at the article’s conclusion. This adds to the results
from Article I calling for paying attention to providing a balanced perspective in
H[SORUDWRU\UHVHDUFK6HFRQGUHODWHGWRWKHXVHRIODQJXDJHLQWKHDUWLFOHLQP\H൵RUWV
to preserve the words of the women while creating the poems, I inadvertently also
did so when extending the interpretation begun in the poems, in this case, making use
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of their words, “non-musical boyfriends” and “musical husbands”, rather than more
FOHDUO\GH¿QLQJWKHLULQWHQGHGPHDQLQJZKLFKZDVER\IULHQGVRUKXVEDQGVZKRZHUH
musicians. This calls for paying closer attention to how language is used throughout
the reporting stage of research studies. Finally, while I approached this research project
from an anti-colonial stance (Patel, 2014), facilitating the women’s workshop can also
be understood as an intervention (Kuntz, 2015) in which I exercised “the productive
possibilities of [my] power” (Kuntz, 2015, p. 131) to draw attention to an injustice
LGHQWL¿HGE\VRPHRIWKHZRUNVKRSSDUWLFLSDQWV,QGRLQJVRKRZHYHU,IRXQGVXSSRUW
in Sen’s (2009) argument that public reasoning about justice be open to outside
perspectives in order to avoid bias and broaden perspectives. This issue was also
addressed in Article I.
In attending to the second research sub-question of this project, the article
FRQFOXGHVE\R൵HULQJVRPHLQVLJKWVIRUPXVLFWHDFKHUHGXFDWLRQ,QFRQVLGHULQJWKH
article’s contributions to understandings of music teacher education in Nepal, the
article draws attention to the need to consider ways to attend to the marginal position
of girls and women in music in Nepal when developing music teacher education.
As suggested in the article, however, this is not a straightforward task, as “woman”,
³JLUO´RU³IHPDOH´DUHQRW¿[HGRUKRPRJHQHRXVFDWHJRULHVEXWLQWHUVHFWZLWKRWKHU
identities such as caste/ethnicity, class, religion, languages, and age (e.g. Crenshaw,
1989). Moreover, identities are “are not objects but processes constituted in and
through power relations” (Brah & Pheonix, 2004, p. 77). Thus, it appears that the
female identity currently obstructs the musician identity, leading to complex situations
that are simultaneously positive and negative, centring and marginalizing, empowering
and disempowering. Moreover, consideration ought to be given to how to equip future
music teachers to not only better support female students, but to support the full range
of diversity of students in their future classrooms. Indeed, this is a theme recognised
in the National Curriculum Framework (Government of Nepal, 2007), with one of the
objectives of Basic Education, for example, being to “Develop a strong sense of nondiscrimination towards others despite their caste, ethnicity, religion, language, gender,
class, and disability” (p. 41).
Extending the article’s implications, I suggest that as teaching environments
globally become increasingly diverse, it is not enough for music teachers and music
teacher educators to merely recognize and appreciate the presence of minority or
marginalized students in their classes and ensembles; rather, these educators need
to imagine ways to nurture broader participation and strengthen the capacity for
voice (Appadurai, 2004) among all their students if they are to facilitate collaboration
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DQGFROOHFWLYHUHÀHFWLRQLQDQHWKLFDOZD\2QHPHDQVWRZDUGWKLVHQGFRXOGEHWR
GHYHORSPXVLFWHDFKHUHGXFDWLRQWKDWQXUWXUHVIXWXUHWHDFKHUV¶UHÀH[LYLW\DQGFDSDFLWLHV
WRLQTXLUHVRWKDWWHDFKHUVKDYHWKHFDSDFLW\WRUHÀHFWRQWKHLQFOXVLYHDQGH[FOXVLYH
processes at work in, for example, their societies, their classrooms or ensembles, and
HYHQWKHPXVLFWHDFKHUHGXFDWLRQSURJUDPIURPZKLFKWKH\JUDGXDWHG6XFKUHÀHFWLRQ
could enable action toward challenging and disrupting these inequities and the status
quo. At the same time, music teacher education could develop the understandings in
future teachers that this work towards a more ethical and equitable future will always
EHLQFRPSOHWHDQGWKHUHIRUHUHTXLUHVDQRSHQQHVVWRFRQWLQXRXVO\DQGSXEOLFO\UHÀHFW
on, critique, and reform teaching practice.
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6 Discussion
7KLVFKDSWHUR൵HUVDIXUWKHUOD\HURILQWHUSUHWDWLRQRIWKH¿YHDUWLFOHVFRPSULVLQJWKLV
dissertation. It thus aims “to reinterpret earlier descriptions and ideas and to put them
in a new context, thereby developing new knowledge” (Alvesson & Sköldberg, 2009,
S +DYLQJVXPPDUL]HGWKH¿YHDUWLFOHVVHSDUDWHO\LQUHODWLRQWRWKHUHVHDUFK
project’s research sub-questions in the previous chapter, this chapter continues by
GUDZLQJWKH¿YHDUWLFOHVLQWRGLVFXVVLRQZLWKHDFKRWKHU7KHFKDSWHULVSUHVHQWHGLQ
three parts, which attend in turn to one of the three research sub-questions guiding the
research project.

6.1 Contextual issues framing the envisioning of music education
7KH¿UVWUHVHDUFKVXETXHVWLRQRIWKLVUHVHDUFKSURMHFWDVNHGWhat contextual issues
frame practitioners’ envisioning of music education practices in Kathmandu Valley
schools?7KHTXHVWLRQZDVRULJLQDOO\IRUPXODWHGWRJXLGH6WDJH2QHDQG$UWLFOHV,DQG
II. That this research sub-question became equally relevant throughout all stages and
articles of the research project, attests to the “inescapably political and ideological”
nature of teaching and teacher education (Cochran-Smith, 2010, p. 447). Indeed, in
exploring contextual issues framing the envisioning of music education practices
in Kathmandu Valley schools, the research project has underscored how music
education is not neutral, but entangled with various historical, political, economic
and socio-cultural complexities. In revisiting some of the contextual issues described
in the articles and summarised in Chapter 5, this section considers two tensions that
became apparent when analysing and reinterpreting contextual issues: developing
professionalism in the absence of music teacher education and navigating past, present
and future musical practices in a changing society.

6.1.1 Developing professionalism in the absence of music teacher education
A major contextual issue framing practitioners’ envisioning of music education
practices in Kathmandu Valley schools is that the music teaching profession is itself
in its infancy. The discussion in the music education literature varies in regards to
considering teaching as “a semi-profession, striving to become a profession” (GeorgiiHemming, 2013, p. 204) or considering music teaching as a profession on the basis
of its organisational and performative sides and its relation to society and knowledge
%U¡VNH'DQLHOVHQ -RKDQVHQDS ,QWKHLUGLVFXVVLRQRISURIHVVLRQDO
responsibility, however, Solbrekke and Sugrue (2011) focus on the completion of a
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professional preparation program in higher education, or its equivalent, for entry into
DSURIHVVLRQ6LPLODUO\%U¡VNH'DQLHOVHQDQG-RKDQVHQ E LGHQWLI\WKHPXVLF
education profession as politically constructed, with “the right to teach music” being
regulated on the basis of passing music teacher education (p. 34).
If this is the criteria for a profession, however, how could music teaching be
considered, or even become, a profession in a context where there is no such higher
education available and where the development of such a program is likely to still take
some time? This constitutes a central contextual issue as without formal music teacher
education in Nepal the participating musician-teachers expressed challenges proving
their competence, and described administrators being uncertain how to determine a
PXVLFWHDFKHU¶VTXDOL¿FDWLRQUHVXOWLQJLQWKHFXUUHQWVLWXDWLRQZKHUHPXVLFWHDFKHUV
are often hired on the basis on artistic merit only. It is therefore not surprising that the
PXVLFLDQWHDFKHUVHQYLVLRQHGVRPHNLQGRIWHDFKHUFHUWL¿FDWLRQRUTXDOL¿FDWLRQLQ
the co-constructed vision “To develop an internationally recognised music and music
HGXFDWLRQ PXVLFWHDFKHUWUDLQLQJ FRXUVHLQ1HSDOWKURXJKD൶OLDWLRQVZLWKDQRXWVLGH
university for Nepali, eastern and western musics” (Treacy, 2020, p. 208). This vision
was not only held by the participating musician-teachers, in initiating the co-operation
with the Sibelius Academy that led to the Global Visions project, the Nepal Music
&HQWHUFRXOGDOVREHVHHQDVVKDULQJWKLVYLVLRQ,QWKHDEVHQFHRIVXFKFHUWL¿FDWLRQLW
seems that the participating musician-teachers envisioned music institutions taking a
potential regulatory role through providing guidance to music teachers, as represented
in the vision “To develop unity between the major music institutions in Nepal so that
DFWLYLWLHVEHFRPHPRUHFRQWUROOHGH൶FLHQW´ (Treacy, 2020, p. 208) and discussed in
Section 5.3 above.
From the perspective of musician-teachers in the Kathmandu Valley,
most of whom started their careers as musicians and later also became teachers,
SURIHVVLRQDOLVPUHTXLUHV¿UVWDQGIRUHPRVWDVWURQJPXVLFDOEDFNJURXQG *XUXQJ 
Treacy, 2017). This perspective can also be seen outside of Nepal, particularly among
conservatory music teachers, who have long considered being a good musician to be
the most important, or only, prerequisite for being a good music teacher, believing
that mimicry is the pathway to learning (Holgersen & Burnard, 2013). In one of
WKHZRUNVKRSGLVFXVVLRQVKRZHYHUPXFKWLPHZDVVSHQWDGGUHVVLQJWKHFRQÀLFW
between being a good artist and a good music teacher, particularly in regard to the time
required for self-practice to maintain one’s skills as a performer. Indeed, that music
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teachers need more than just performance ability has been widely recognized by music
HGXFDWLRQVFKRODUV%U¡VNH'DQLHOVHQDQG-RKDQVHQ E IRUH[DPSOHUHIHUWR³WKH
misguided belief that if you know music, you also know how to teach it” (p. 39).
The participating musician-teachers also recognized the need for enhanced
pedagogical abilities of music teachers expressed in the vision “Music teachers
would use a variety of teaching and learning techniques in the classroom to make
learning easier for students because no one method will work for every teacher or
every student” (Treacy, 2020, p. 208). This vision could be seen also in relation to
teaching practice supporting justice, as Cochran-Smith (2010) asserts “a theory of
WHDFKLQJSUDFWLFHWKDWVXSSRUWVMXVWLFHLVQRWDERXWVSHFL¿FWHFKQLTXHVRUEHVWSUDFWLFHV
but about guiding principles that play out in a variety of methods and strategies,
depending on the particular circumstances, students, content, and communities” (p.
456). Such enhanced pedagogical abilities could also address one of the challenges
LGHQWL¿HGLQ$UWLFOH,,ZKHUHLQFOXGLQJSXEOLFSHUIRUPDQFHVLQVFKRROLQJZDVSDUWRI
WKHMXVWL¿FDWLRQIRUWHDFKLQJPXVLFLQWKHVFKRROV:KLOHWKLVZDVSHUFHLYHGE\VRPH
musician-teachers and administrators to divert attention away from a quality music
education, rather than just having the competence to prepare students to perform
successfully in a concert or competition, professional music teacher competence could
also involve a philosophical grounding and strategies to develop such performances
and the preparations for them “as an integral part of teaching learning activities”
(Government of Nepal, 2007, p. 27). Recent literature has explored professional
NQRZOHGJHLQPXVLFWHDFKHUHGXFDWLRQ HJ*HRUJLL+HPPLQJHWDO GH¿QLQJ
professional knowledge as “the ability to perform work with competence and skill”
(Georgii-Hemming, 2013, p. 203) and identifying a range of dimensions and levels
of music teacher’s professional knowledge (Georgii-Hemming, 2013). Burnard
D IRUH[DPSOHLGHQWL¿HVWKHQHHGIRU³FRQWHQWNQRZOHGJHJHQHUDOSHGDJRJLFDO
knowledge, curriculum knowledge, pedagogical content knowledge, knowledge of
learners and their characteristics, knowledge of educational contexts and knowledge
of educational ends” (p. 2). The ability to integrate various kinds of knowledge has
also been described as central to professionalism in music teaching (Holgersen &
+ROVWS SDUWLFXODUO\WKHLQWHJUDWLRQRISUDFWLFHNQRZOHGJHDQGVFLHQWL¿F
knowledge, which has also been recognized as being particularly important for
GHYHORSLQJUHÀHFWLYHSUDFWLFH +ROJHUVHQ %XUQDUGVHHDOVRHJ%U¡VNH
Danielsen & Johansen, 2012b).
As music teacher education programs do not yet exist in Nepal, however, the
question remains of how music teachers could develop the required professional
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knowledge. In this regard, thinking, as the participating musician-teachers did, in
terms of professionalism and professionalization also holds potential. Burnard (2013a)
OHDQLQJRQ-RKQVRQ  VXJJHVWVVKLIWLQJWKHIRFXVIURPZKDWTXDOL¿HVDVD
profession to a focus on “‘professionalism’ as an ideology and ‘professionalization’ as
the process by which an occupation–in this case, music teaching–seeks to advance its
status and progress towards full recognition within that ideology” (Burnard, 2013a, p.
5). Similarly, Georgii-Hemming (2013) describes professionalization as “The social
process that takes place when an occupational group, through collective mobilization,
raises its status and achieves a higher position in society” (p. 204). Indeed, the vision
above for music teacher education can also be interpreted in relation to its potential for
elevating the status of music teachers in society. This could also be said for the vision,
“To create a music community that brings all music lovers to work together and create
professionalism” (Treacy, 2020, p. 208) as organising into professional organisations
is one way music teachers globally have worked to legitimize their professional claims
%U¡VNH'DQLHOVHQ -RKDQVHQES .
Based on the workshop discussions, however, I interpret the vision for creating a
music community more in relation to its potential for contributing to the development
professional knowledge. Not only is there no initial music teacher education in Nepal,
there is also a lack of professional development opportunities. Many individuals are
already working as music teachers in private schools, music institutes and private
homes, and while some have had opportunities to participate in music teacher
ZRUNVKRSVRUWUDLQLQJSURJUDPVVXFKDVWKHSURJUDPSUHYLRXVO\R൵HUHGE\WKH
Nepal Music Educators’ Society, most have had to learn to teach on the job. In such a
context, in-service or ongoing professional development is of heightened importance.
Thus, the vision can be interpreted as arising from the experience in the workshops of
learning from and with each other. This interpretation is further supported as one of
the envisioned tasks for this community was facilitating collaborative learning, thus
R൵HULQJDPHDQVRIRQJRLQJSURIHVVLRQDOGHYHORSPHQW0RUHRYHUDVWKHQDWXUHRIWKH
work of music teachers in the Kathmandu Valley is often characterised by part-time
teaching in a number of private schools, institutions and homes, with few opportunities
for collaborating with colleagues, this vision is also related to the relative isolation of
music teachers common not only in Nepal but also in many parts of the world (see e.g.
Bates, 2011; Burnard, 2013a; Sindberg, 2011; Schmidt & Robbins, 2011).
Sustaining such a music teacher community itself, however, appears to have
a number of contextual challenges. As reported in Article III and Section 5.3 above
H൵RUWVZHUHPDGHWRVXVWDLQWKHQHWZRUNLQLWLDWHGLQWKLVUHVHDUFKSURMHFWDQG\HW
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participation continued to decline. Possible contextual challenges were suggested
by the musician-teachers already when envisioning a music community and, based
on my experiences facilitating these workshops, I have also suggested the need
for institutional support. In addition, based also on my experiences in this project
collaboration across institutional boundaries proved challenging. Though I aspired
WR¿QGZD\VWREULQJPXVLFLDQWHDFKHUVIURPGL൵HUHQWLQWXLWLRQVWRJHWKHULQWKH
workshops, the groups remained quite separate throughout Stage Two, with their
interaction being limited to me sharing ideas that arose in across the groups. However,
the desire for institutional collaboration was evident in the musician-teachers’ coconstructed visions.

6.1.2 Navigating past, present and future musical practices in a changing
society
Another major contextual issue framing practitioners’ envisioning of music education
practices in Kathmandu Valley schools is related to Nepal’s extreme sociocultural
diversity and intense rate of societal change. In Article I, Westerlund and I referred to
John Dewey’s (LW9) argument that school is a critical microcosm of society. This was
part of our discussion of the pedagogical paradox of rituals, where we argued, leaning
on Dewey’s idea, that if daily life in Nepal revolves around rituals, it is logical that
ULWXDOVVXFKDVWKHVLQJLQJRIVFKRROVSHFL¿FVRQJVDQGWKHDFWLYLWLHVWRZKLFKWKH\
are a part, should be central in Nepali schools. As presented in Article IV, however,
music itself is integral to daily life in Nepal and yet it is generally not a valued subject
RIVWXG\LQ1HSDOLVFKRROV$WOHDVWWKLVZDVWKHVHQWLPHQWUHÀHFWHGLQRQHRIWKH
musician-teachers’ co-constructed visions.
$VGLVFXVVHGLQWKHDUWLFOHVVRFLDOVWUDWL¿FDWLRQLQ1HSDOLVRFLHW\LVHQWDQJOHG
with the valuation of music, musicians and music education. Due to the association
of musicians with lower castes, and present-day concerns related to career choice, the
musician-teachers perceived themselves to be in a marginalised position in society.
This is not necessarily unique to Nepal as Burnard (2013a) asserts that globally “Music
teachers and music educators continually strive to achieve improved social status and
OHJLWLPDF\´ S +RZHYHUVRFLDOVWUDWL¿FDWLRQLQ1HSDOLQFOXGLQJDFDVWHV\VWHP
that positions musician castes at the bottom of the social hierarchy, and the perception
that “music cannot make your life” (Treacy, 2019, p. 8, see also Appendix 5) perhaps
exacerbate the situation. Thus, for the participating musician-teachers the inclusion of
music as a compulsory subject in schools was perceived as both a means to and sign
of the legitimation of being and becoming a musician. Indeed, Article II, highlighted
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how the study of music was perceived as a distraction from preparation for the School
/HDYLQJ&HUWL¿FDWHH[DPLQDWLRQVDQGWKXVHYHQH[WUDFXUULFXODUPXVLF±DVZHOODVDQ\
other subjects and extracurricular activities not legitimised by the examinations–are
QRWR൵HUHGLQJUDGHVDQG6LPLODUFKDOOHQJHVDQGFRQVHTXHQFHV±VXFKDVWHDFKLQJ
to the test, school competition, and parental attitudes–related to standardised testing
FDQEHVHHQEH\RQGWKH1HSDOLFRQWH[W7KXVLWLVQRWRQO\1HSDOWKDWPD\EHQH¿WIURP
envisioning beyond success in such examinations.
When music is valued in Nepali schools, it is often for instrumental purposes,
a means towards other ends. Interviewed school administrators discussed social
VWUDWL¿FDWLRQSULPDULO\LQWHUPVRI1HSDO¶VH[WUHPHVRFLRFXOWXUDOGLYHUVLW\In both
Article I and II, school administrators described music being used to engage with
this diversity, for educating students for mutual respect and solidarity. The singing of
VFKRROVSHFL¿FVRQJVwas an example of music being used deliberately to crystallise
the values of the school and create a sense of belonging in the imagined community–
even though such singing was not considered part of the school’s formal music
education. 6XFKLQWHQWLRQDOXVHRIPXVLFLQ1HSDOLVQRWOLPLWHGWRWKHVFKRROVSHFL¿F
song, or to private schools, but can also be seen in the larger category of ‘value songs,’
ZKLFKLQFOXGHSDWULRWLFVRQJVKRXVHVRQJVDQGFODVVJUDGHVSHFL¿FVRQJVDOOLQWHQGHG
to build local and national collectivity. In his analysis of children’s songs and the
content of a Parents’ Day program during the panchayat period (1962-1990), Grandin
(2005) argued that despite being a “seemingly marginal musical genre” children’s
songs maintained a “culturally and politically central position” (p. 31), supporting
nation building and development. In Article II creating socially unifying practices was
RQHRIWKHIRXUYLVLRQVLGHQWL¿HGDVIUDPLQJWKHYDOXDWLRQRIPXVLFHGXFDWLRQLQ1HSDOL
private schools. Music–whether part of the curriculum or not–was thus seen by school
administrators to contribute to educational objectives related to diminishing ethnic and
caste-related inequalities, as represented by the national education objective to “Be
insightful to social equality and justice and develop conduct accordingly to help create
an inclusive society” (Government of Nepal, 2007, p. 31).
Amid such sociocultural diversity and rapid social change, musicians and
musician-teachers are constantly navigating tensions arising between preservation
and innovation, reproduction and transformation. This is not a challenge exclusive
to Nepal, nor to recent times, as education in general has long been caught between
reproduction and transformation. Similarly, returning to the previous discussion,
professions are also both expected to contribute to social stability and social change
HJ%U¡VNH'DQLHOVHQ -RKDQVHQE (GXFDWLRQDOREMHFWLYHVRIWHQUHIHUWRWKH
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need for preservation as seen in the Nepali educational objectives to conserve “national
resources/heritages” (Government of Nepal, 2007, p. 31) and “conserve and promote
Nepali art, aesthetic values, ideals and other specialities” (p. 32). In considering such
objectives, it must be remembered that culture is “an arena for conscious choice,
MXVWL¿FDWLRQDQGUHSUHVHQWDWLRQ´ $SSDGXUDLS As argued in Article II,
there is a need in Nepal to imagine beyond creating unity through multiculturalism
as part of the guiding paradigm of music education, as a focus on preserving cultural
GL൵HUHQFHPD\VHUYHWRSHUSHWXDWHV\VWHPVRILQHTXLW\0RUHRYHUWKHJHQGHUVSHFL¿F
challenges in music education in Nepal highlighted in Article V invite further questions
about which other groups, for example caste/ethnic groups, socioeconomic classes,
and religious groups, may face challenges in relation to music education, the nature of
these challenges, and the role of music education in contesting rather than reproducing
them. Clammer (2015) asserts that “culture contains and often conceals inequalities,
hierarchies of power and domination, and often itself attempts to justify patterns of age,
gender, class or ethnic discrimination” (p. 5). Moreover, Sen (2004) recognizes how
local and minority cultures may “need positive assistance to compete in even terms”
(pp. 53-54). For musician-teachers teaching extra- and co-curricular music lessons in
the Kathmandu Valley, and the administrators in their schools, this suggests that more
UHÀHFWLRQPD\EHQHHGHGUHJDUGLQJZKRFKRRVHVWRDWWHQGWKHVHRSWLRQDOFODVVHVLQWKH
¿UVWSODFHDQGZKRPLJKWDOVRZLVKWRDWWHQGEXWDUHHQFRXQWHULQJEDUULHUVWRFRPLQJ
or continuing. Moreover, in the few cases where music education has moved from the
domain of extra- or co-curricular activity to compulsory school subject, the challenges
RIQDYLJDWLQJDQGUHÀHFWLQJRQUHODWHGLVVXHVRIHTXLW\DUHDPSOL¿HGThus, the need to
safeguard intangible cultural heritage is entangled with ethically navigating tensions
that arise between preservation and innovation.
The articles comprising this dissertation emphasize that music and music
education are not neutral but framed by the socio-cultural and political context. Adding
to the discussion of professionalism above, I therefore argue that conceptualisations of
professionalism in music education ought to encompass considerations of professional
responsibility, and thus wider conceptions of social service and ethical standards
(Solbrekke & Sugrue, 2011). My observations and encounters in the Kathmandu
Valley suggest that many musician-teachers, in addition to their performance and
teaching work, are already engaged in activist work. This was apparent, for example,
in the group of musician-teachers who were volunteering in a private school in
exchange for free tuition for underprivileged children, or during an interview when
a musician-teacher described his band as a social endeavour that contributes 50%
116

of their earnings to music education for underprivileged children. This level of
professional responsibility is something that music teachers in other contexts might
WDNHDVLQVSLUDWLRQIURP1HSDO2XWVLGHRI1HSDO*HRUJLL+HPPLQJ  UHFRJQL]HV
that music teaching is an ethical activity, and both Burnard (2013a) and GeorgiiHemming (2013) call for music teacher educators to attend to socio-cultural politics
and issues related to gender, cultural diversity and power. However, in my reading,
these calls appear to focus such work on music teacher educators. Music teachers
also need professional responsibility. In ethically navigating past, present and future
musical practices, musician-teachers can strive to construct practices that engage with
musics as dynamic and changing social activities, and envision ways to more equitably
support the full range of diversity of students in their classrooms, thereby supporting
educational objectives such as “Develop[ing] a strong sense of non-discrimination

towards others despite their caste, ethnicity, religion, language, gender, class, and
disability” (Government of Nepal, 2007, p. 41). Through embracing music teaching
as an ethically and socially engaged practice, music teachers could take seriously
the notion of school as a critical microcosm of society (Dewey, LW9). These ideas
will be returned to throughout Sections 6.2 and 6.3 below.

6.2 Contributions for developing music teacher education
The second research sub-question of this project asked, How might the process of
co-constructing visions with musician-teachers in the Kathmandu Valley contribute to
music teacher education in Nepal and beyond? Throughout this project, music teacher
education has been conceived as both preservice or initial music teacher education, and
in-service or ongoing professional development. This question was primarily intended
WRJXLGHP\UHÀHFWLRQRQ6WDJH7ZRRIWKHUHVHDUFKSURMHFWDQGWKHZULWLQJRI$UWLFOHV
,,,,9DQG9 VHH7DEOH KRZHYHUWKHUHVXOWVIURP$UWLFOHV,DQG,,DOVRR൵HU
contributions to understandings of music teacher education. Moreover, the workshops
were planned in relation to AI’s 4D model, which was selected for the purpose of
facilitating spaces for local musician-teachers to meet and discuss as experts based
on the importance of listening to teachers; the potential of co-constructing knowledge
in teacher communities; and the need to engage with and nurture the development
of teachers’ visions. Thus, although they were not planned in relation to literature on
high-quality music teacher professional development (e.g. Bautista et al., 2017), based
on discussions with participating musician-teachers, the workshops can be viewed as
a form of in-service professional learning and development. Through reinterpreting
117

DOO¿YHDUWLFOHVDJDLQVWHDFKRWKHUIRXUFDSDFLWLHVHPHUJHGWKDW,KHUHLQYLWHDQ\RQH
developing music teacher education–whether pre- or in-service–to consider. These
interconnected capacities were all central in the workshops, and although they emerged
from a research project in the Kathmandu Valley, I suggest that they may be equally
relevant for those developing music teacher education in other contexts. These four
FDSDFLWLHVDUHHQYLVLRQLQJUHÀHFWLQJLQTXLULQJDQGOHDUQLQJFROODERUDWLYHO\

6.2.1 Envisioning
During the workshops, as mentioned above, the Dream phase of the AI 4D model
was probably my biggest challenge as a facilitator. My readings of the literature
on teachers’ visions (see e.g. Hammerness 2004; 2015), suggested that visions are
something that teachers have and just need to be asked about; and my readings of
the AI literature suggested that images of an ideal future naturally emerge out of the
positive examples shared in the Discovery phase. While Hammerness (2006) suggests
WKDWVRPHWHDFKHUVPD\KDYH³OHVVIXOO\DUWLFXODWHGYLVLRQV´DQGWKHUHIRUHEHQH¿W
from a focus on “developing and stretching vision” (p. 82), Article III addressed
how I was unprepared for the challenges posed by the process of envisioning in the
ZRUNVKRSVDQGKRZWKHVHFKDOOHQJHVUHTXLUHGPHWRVHHNRXWDQXPEHURIGL൵HUHQW
questions and approaches to support the musician-teachers’ dreaming. This experience
strongly resonates with Appadurai when he describes the imagination as “a form
of work” (1996, p. 31) and contends that “the capacity to aspire, like any complex
cultural capacity, thrives and survives on practice, repetition, exploration, conjecture,
DQGUHIXWDWLRQ´ S :KLOHPXVLFWHDFKHUVLQGL൵HUHQWFRQWH[WVPD\KDYH
practiced engaging their imaginations and aspiring to varying degrees, this research
project has emphasised the importance of regarding the imagination and aspiring or
envisioning as capacities when developing music teacher education across contexts.
This research project has further emphasised that the imagination and capacity to
aspire or envision ought to be developed and nurtured during music teacher education.
As underscored in the articles, developing these capacities can help music teachers
not only better envision their ideal teaching and classrooms. Recognizing that music
and music education are not neutral (see Section 6.1), these capacities can also help
music teachers envision the place of music education and their music teaching in
shaping future societies. This is particularly important considering that Nepal is an
extremely diverse country navigating rapid societal change and ongoing globalization.
Developing these capacities may therefore help educators navigate this diversity
and rapid change, engage with culture and music as dynamic social activities, and
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challenge the status quo. Indeed, Article IV, for example, reported that practicing the
capacity to aspire during the workshops in Kathmandu led musician-teachers to use
their imaginations to envision actions for dismantling discriminatory social structures,
such as the social stigma related to being a musician. Their imaginations also became
the “fuel for action” (Appadurai, 1996, p. 7) in the form of working to sustain a music
teacher network and organizing an all-female concert.
An essential part of developing and nurturing the imagination and capacity to
aspire in music teacher education is supporting teachers in learning how to navigate
the tensions between their visions and the contexts in which they work. This was
highlighted, for example, in Article II. American music education scholar Conkling
(2015b) argues that music teacher educators must “acknowledge contemporary policies
and practices that constrain [preservice teachers’] teaching selves” even as they “teach
envisioning greater equity, inclusion, creativity, and joy for the children who will be in
[their] preservice teachers’ future classrooms” (p. 191). Failing to attend to the capacity
to aspire as a navigational capacity (Appadurai, 2004; 2013) could have detrimental
H൵HFWVas Hammerness (2006) recognizes how large gaps between vision and what
teachers are actually able to do within their broader educational contexts may cause
feelings of failure or decisions to leave the profession. In supporting music teachers
as they learn to navigate these gaps and develop strategies for bridging them, Dewey’s
notion of the continuum of ends-means (LW13: 226-36) is valuable. If visions are
thought of as ends-in-view – as “means to future ends” (LW13: 229) – rather than
¿[HGHQGVWHDFKHUVFRXOGEHHQFRXUDJHGWRHQYLVLRQPHGLDWLQJHQGVWKURXJKFUHDWLYH
small steps. According to Dewey mediating ends are important, as ends that might be
too distant cannot function as guides in action (MW14). Moreover, as discussed in
Article II (Treacy et al., 2019), through ongoing critical inquiry ends-in-view arise and
DUHUHYLVHGWKURXJKFRQWLQXDOUHÀHFWLRQXSRQSDVWH[SHULHQFHVDQGYDOXDWLRQRIPHDQV
Dewey illustrates how this process takes place through
FDUHIXOREVHUYDWLRQRIGL൵HUHQFHVIRXQGEHWZHHQGHVLUHGDQGSURSRVHGHQGV
(ends-in-view) and attained ends or actual consequences. Agreement between
ZKDWLVZDQWHGDQGDQWLFLSDWHGDQGZKDWLVDFWXDOO\REWDLQHGFRQ¿UPVWKH
selection of conditions which operate as means to the desired end; discrepancies,
which are experienced as frustrations and defeats, lead to an inquiry to discover
the causes of failure” (LW13: 218; emphasis in original).
7KLVSURFHVVWKDWLV³FDSDEOHRIUHFWL¿FDWLRQDQGGHYHORSPHQW´ /: OHDGVWR
WKHVHFRQGDQGWKLUGFDSDFLWLHVKLJKOLJKWHGLQWKLVVHFWLRQUHÀHFWLQJDQGLQTXLULQJ
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5HÀHFWLQJ
Music education scholars Talbot and Mantie (2015) describe WKH³WUXO\UHÀHFWLYH
practice required for visioning” (p. 176). This was also apparent in the workshops as
the process of co-constructing visions of music education in Nepal both stimulated and
UHTXLUHGUHÀHFWLRQRQPXOWLSOHOHYHOV$WWKHPLFUROHYHO$UWLFOHV,DQGII highlighted
WKHQHHGIRURQJRLQJUHÀHFWLRQRQWKHSUDFWLFHVZLWKLQVFKRROV±LQFOXGLQJWKRVHLQVLGH
individual teachers’ classrooms and those in place in the school community more
widely– and the visions, missions and values driving them, so that such practices could
be continually re-evaluated, revised, and re-negotiated. Moreover, the articles also
VXJJHVWHGWKDWVXFKUHÀHFWLRQFRXOGLQYROYHFRPPXQLW\ZLGHGLDORJXHAt the mesoOHYHO$UWLFOH,,VXJJHVWHGWKDWUHÀHFWLRQRQWKHFRQWH[WDQGSROLF\IUDPLQJVFKRROLQJ
could help teachers navigate the gaps between their visions and the contexts in which
they work and develop strategies for bridging these gaps. At the macro-level, Articles
,9DQG9XQGHUVFRUHGWKHQHHGIRURQJRLQJUHÀHFWLRQRQVRFLHWDOVWUXFWXUHVDQGSRZHU
LVVXHVVKDSLQJWKH¿HOGRIPXVLFHGXFDWLRQAs the examples from the articles illustrate,
GHYHORSLQJWKHKDELWRIRQJRLQJUHÀHFWLRQLVLPSRUWDQWQRWRQO\LQUHODWLRQWRWHDFKHUV¶
YLVLRQV7KXVWKLVUHVHDUFKSURMHFWVXSSRUWVHDUOLHUOLWHUDWXUHRQWKHQHHGIRUUHÀHFWLYH
music teachers (e.g. Georgii-Hemming, 2013) and the value of developing student
PXVLFWHDFKHUV¶DELOLWLHVWRUHÀHFWLQDQGRQWKHLUWHDFKLQJSUDFWLFH HJ+ROJHUVHQ 
%XUQDUG 7KDWWHDFKHUUHÀHFWLRQLVSDUWRIWKHRYHUDOOSURIHVVLRQDOLVPRIPXVLF
WHDFKHUV +ROJHUVHQ %XUQDUG LVQRWDQHZLGHD2YHUWZHQW\\HDUVDJR6FK|Q
(1995) wrote that “the professional cannot legitimately claim to be expert, but only to
EHHVSHFLDOO\ZHOOSUHSDUHGWRUHÀHFWLQDFWLRQ´ S 
:KLOHUHÀHFWLYHGLVFXVVLRQKDVEHHQR൵HUHGDVDIHDWXUHRIKLJKTXDOLW\PXVLF
teacher professional development (e.g. Bautista et al., 2017), Article V highlights how
HQJDJLQJLQFROOHFWLYHUHÀHFWLRQZKHWKHULQWHDFKHUQHWZRUNVRULQPXVLFFODVVURRPV
requires “awareness of the inclusive and exclusive processes at work in our societies”,
profession, and classrooms–“processes that frame who speaks, who listens, and who
is heard, when and how, and who and what remains in the silences” (Treacy, 2019,
p. 14)–with the goal of disrupting and dismantling these processes. Moreover, it is
imperative that music teacher education make explicit how music and music education
DUHQRWQHXWUDO VHHDOVR6HFWLRQ DQGHQFRXUDJHPXVLFWHDFKHUVWRFULWLFDOO\UHÀHFW
on the consequences of socio-cultural, historical, and political issues on schools and
education (e.g. Georgii-Hemming, 2013, p. 210). 5HÀHFWLQJRQVXFKTXHVWLRQVFDQ
be seen to be part of music teacher professionalism, “Since the music-pedagogical
choices will enable a particular production of knowledge, and hence exclude others,
120

it is vital for the professionalism of music pedagogy to develop a critical view of
music” (Georgii-Hemming, 2013, p. 209). Such questioning of dominant discourses
can contribute to the development of “a conscious responsiveness to the wider society”
ZKLFKKDVEHHQLGHQWL¿HGDV³DQXUJHQWRQJRLQJQHFHVVLW\´DQGIHDWXUHRISURIHVVLRQDO
responsibility (Solbrekke & Sugrue, 2011, p. 21). Article IV, for example, suggested
that considering the intensifying diversity and complexity of contemporary societies,
music educators require the capacity to ethically and agentively navigate the dynamic
nature of culture (e.g. Appadurai, 1996, 2004) and questions of legitimate knowledge
$SSOH $SSOH  DVVHUWVWKDW³RQHRIWKHPRVWVLJQL¿FDQWTXHVWLRQVWKDW
should be asked in our schools” is “What and whose knowledge should we teach?”
(p. 11). Cochran-Smith and Lytle (2009) similarly suggest the need for deliberating on
questions like “what to get done, why to get it done, who decides, and whose interests
are served” (p. 121; see also Cochran-Smith, 2010). Taken together, this research
SURMHFWWKHUHIRUHVXSSRUWVWKHQHHGWRQXUWXUHPXVLFWHDFKHUUHÀHFWLRQLQDQGRQ
practice (e.g. Schön, 1995) not only to improve practice but to consider the intended
and unintended consequences of such practice in relation to aspirations for democratic
practice and social justice (e.g. Cochran-Smith & Lytle, 2009).
,QWKLVUHVHDUFKSURMHFWDQLPSRUWDQWHQDEOHURIUHÀHFWLRQZDVSDXVLQJDVLWZDV
only when I had the time to pause following the intense research period in Kathmandu,
that I was able to notice these absences. In the words of Patel (2016), pausing requires
“sit[ing] still long enough to see clearly what we need to reach beyond” (p. 88). Thus,
although shared visions are necessary for communities to function, these also need to
EHVXEMHFWWRRQJRLQJFULWLFDOUHÀHFWLRQPDNLQJVSDFHIRU³DFRQVWDQWO\FKDQJLQJµZH¶´
(Vision Europe Summit, 2016, p. 65).

6.2.3 Inquiring
-XVWDV'HZH\LGHQWL¿HGWKHQHHGIRUongoing critical inquiry in relation to endsin-view (LW13), the participating musician-teachers engaged in inquiry as they coconstructed visions. This also supports Appadurai’s (2006) description of the intimate
connection between the capacity to aspire and what he calls the right to research,
whereby aspiration stimulates a pressure to know more, while systematic tools for
gaining relevant new knowledge prevents aspiration from breaking down into fantasy
or despair. In the articles, I therefore underscored the importance of positioning
music teachers as inquirers, developing their capacities to inquire, and nurturing what
Cochran-Smith and Lytle (2009) refer to as “inquiry as stance”. In Article III, for
example, I argued against the view that teachers are merely transmitters of knowledge
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or responsible for implementing a prescribed curriculum and suggested that at this
early stage of developing music teacher education in Nepal decision makers could aim
to educate teachers with the capacity to inquire. This is relevant not only in Nepal.
As the period available for initial teacher education is relatively short and the
pace of societal change is high, it has been recognized that it is not possible to fully
develop all of the knowledge and skills teachers will require during their careers (e.g.
Hammerness et al., 2005; Holgersen & Burnard, 2013). Hammerness and colleagues
(2005) thus argue that lifelong learning must be more than a “cliché” (p. 359), and
teacher education needs to set the foundation for teachers “to be able to learn from their
own practice, as well as the insights of other teachers and researchers” (Hammerness
et al., 2005, p. 359)6LPLODUO\LQWKH¿HOGRIPXVLFWHDFKHUHGXFDWLRQ+ROJHUVHQDQG
Burnard (2013) have called for laying a foundation for lifelong learning in music
teacher education, and for the continuous development of professional knowledge
and self-renewal throughout one’s career. Being a lifelong learner and an “adaptive
H[SHUW´UHTXLUHVGHFLGLQJRQZKDWSUDFWLFHVDQGEHOLHIVQHHGWREHNHSWPRGL¿HG
or abandoned, and therefore viewing change as “an inevitable, continuous aspect of
H൵HFWLYHWHDFKLQJ´(Hammerness et al., 2005, p. 363). This resonates with Appadurai’s
understanding of culture as a dialogue between past and present (2004) and an arena
IRUFRQVFLRXVFKRLFHDQGMXVWL¿FDWLRQ 1996). Engaging in inquiry is one way of
making these decisions.
The value of engaging student music teachers in research and promoting a
teacher-as-researcher perspective has therefore been emphasized for developing
professionalism (e.g. Fink-Jensen, 2013; Holgersen & Burnard, 2013). Engaging
in research has also been recognized as a feature of high-quality music teacher
SURIHVVLRQDOGHYHORSPHQWEXWRQHWKDWKDVQRWEHHQVX൶FLHQWO\DWWHQGHGWR %DXWLVWD
et al., 2017). Appadurai (2006) takes this argument even further, arguing for “the
ULJKWWRUHVHDUFKDVDKXPDQULJKW´ S 'H¿QLQJUHVHDUFKDVWKHFDSDFLW\WR
systematically increase one’s current knowledge relative to a task, goal, or aspiration,
KH  DUJXHVWKDWLQDZRUOGRIUDSLGFKDQJHDQGJOREDOÀRZVWKHDELOLW\WRFRQGXFW
research is necessary for taking part in democratic society. In addition to supporting
music teachers in improving teaching and developing their professional knowledge,
OLNHHQYLVLRQLQJDQGUHÀHFWLQJGDLO\DFWVRILQTXLU\FDQEULQJDERXWFKDQJH .XQW]
2015), and help teachers challenge inequities and the status quo (Cochran-Smith &
Lytle, 2009; Cochran-Smith, 2010). As the change resulting from inquiry is not always
predictable or intended, as was the case in Article I when one school began considering
reviving their school-song following our apparent appreciation of the practice,
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developing future teachers’ capacities to inquire during music teacher education is
DQRWKHUDUHDLQZKLFKWRQXUWXUHWKHKDELWVRIRQJRLQJUHÀHFWLRQDQGUHÀH[LYLW\,QGHHG
the capacity to inquire requires attention to the “productive power” (Kuntz, 2015, p.
 RILQTXLU\DQGKRZUHVHDUFKDQGUHVHDUFKHUVD൵HFWWKHFRQWH[WXQGHUVWXG\VLPSO\
by their presence, the phenomena that draw their attention, and the questions they ask.
This theme will be returned to in Section 6.3 below.

6.2.4 Learning collaboratively
The process of co-constructing visions in the workshops was also a form of
FROODERUDWLYHOHDUQLQJ0DQ\RIWKHSDUWLFLSDWLQJPXVLFLDQWHDFKHUVUHÀHFWHGRQ
how necessary it had been for them to come together and discuss their teaching with
others. Some even described how their motivation for continuing to participate in
the workshops was related to the discovery that others have similar challenges, and
EHFDXVHWKHZRUNVKRSVZHUHDVSDFHWR¿QGVROXWLRQVWRWKHVHFKDOOHQJHVWRJHWKHU
This led to one of the co-constructed visions being “to create a music community…
to work together and create professionalism” (Treacy, 2020, p. 208). Thus, more than
just contributing to building the music teacher profession in Nepal, the participating
musician-teachers suggested that such a professional community or network could
DOVREHEHQH¿FLDOIRULPSURYLQJWKHWHDFKLQJRIPXVLFDPRQJLWVPHPEHUVDQG
thereby developing music teacher professionalism. This relationship between learning
collaboratively and developing professionalism has already been recognized in the
¿HOGRIHGXFDWLRQ+DPPHUQHVVDQGFROOHDJXHV  IRUH[DPSOHSURSRVHKHOSLQJ
future teachers see that “being a professional involves…having the skills and will to
work with others in evaluating their own performances and searching for new answers
when needed, both at the classroom level and the school level. Helping teachers learn
to work in teams where they learn from one another is therefore extremely important”
(p. 365). Teacher collaboration has also been recognized as a component of music
teachers’ overall professionalism (Holgersen & Burnard, 2013), and as perhaps the
most prominent feature of high-quality music teacher professional development,
EHQH¿FLDOIRULPSURYLQJPXVLFWHDFKHUV¶SHGDJRJ\DVZHOODVIRUGHYHORSLQJDVKDUHG
professional culture, common understandings, and improving feelings and attitudes
toward colleagues (Bautista et al., 2017).
2QHRIWKHUHFRJQL]HGEHQH¿WVRIWHDFKHUFROODERUDWLRQLVWKHSRWHQWLDOWRH[SDQG
one’s perspectives through encounters with diverse perspectives. As already discussed,
visions or aspirations are culturally embedded (e.g. Appadurai, 2004) and are grounded
in past and present practices (Hammerness, 2006). They can therefore be culturally
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biased, exclusionary, perpetuate stereotypes and suppress alternative possibilities
(Hammerness, 2006, p. 4). Similarly, music teachers’ values, actions, and professional
knowledge are also shaped by the social norms and values of the educational context
(Mateiro & Westvall, 2013). Thus, in the case of this research project envisioning
only based on previous knowledge and experiences, “how it has always been” or even
“the best” of what is and has been (as in the Discovery phase of AI), is potentially
limiting and may risk re-centring the status quo. Comparing and critically scrutinizing
diverse experiences and perspectives, however, such as what sometimes occurred in
the workshops, is one way of enriching perspectives, ideas, and the ability to adopt an
informed position is through sharing (Georgii-Hemming, 2013). Indeed, confrontation
with other perspectives may help music teachers overcome the familiarity that comes
ZLWKH[SHULHQFHZKLFKPD\KLQGHUDUHÀHFWLYHPXVLFWHDFKHUIURPEHLQJDEOHWRVHH
educational problems (Fink-Jensen, 2013). Moreover, networked learning communities
KDYHEHHQLGHQWL¿HGDVSRWHQWLDOO\³SOD\>LQJ@DFULWLFDOUROHLQSURYLGLQJRSSRUWXQLWLHV
for the exploration and implementation of alternative forms and view [sic] of what
constitutes musical knowledges” (Burnard, 2013b, p. 106). Thus, teacher collaboration
KDVWKHSRWHQWLDOWRR൵HURSSRUWXQLWLHVWRSDXVHDQGUHÀHFWIURPPXOWLSOHSHUVSHFWLYHV
including understanding the ways in which teachers are constrained by their contexts.
Indeed, while expressing a desire for continued networking, the musician-teachers also
LGHQWL¿HGFRQWH[WUHODWHGFKDOOHQJHVWREXLOGLQJDQGVXVWDLQLQJVXFKFROODERUDWLRQ
Facilitating diverse spaces for collaborative learning, and supporting minority
positions, however, is challenging. The workshops I facilitated in the Kathmandu
Valley and the diversity of perspectives contributing to the process of co-constructing
YLVLRQVZHUH¿UVWOLPLWHGE\WKRVHZKRFKRVHWRSDUWLFLSDWHIRUH[DPSOHWKHPXVLFLDQ
teachers did not represent the full diversity of musics and musicians in the Kathmandu
Valley, let alone Nepal. Furthermore, Article V–which troubled the notion of shared
visions–also demonstrated the need to look beyond participation as criteria for
successful inclusion and imagine ways to strengthen the capacity for voice (Appadurai,
2004) among all participants. Perhaps the most confronting moment as a researcher
was the moment I realized that the processes that took place in the main workshops
ERWKUHÀHFWHGDQGREVFXUHGWKHFKDOOHQJHVWKDWKDGEHHQGHVFULEHGE\WKHIHPDOH
musician-teachers–and perhaps those of others too. This is particularly important
as I had aimed to be inclusive. It also emphasises the need for teacher educators,
UHVHDUFKHUVDQGRXUIXWXUHVWXGHQWVWRUHÀHFWDVDOUHDG\GLVFXVVHGDERYH
Finally, one of my personal visions in undertaking this research project was
that it might contribute to a self-sustaining music teacher community or network in
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the Kathmandu Valley. Article III, however, described how after I left Kathmandu, a
number of participating musician-teachers worked to sustain the network by planning
DQGRUJDQL]LQJDQHZVHULHVRIZRUNVKRSV'HVSLWHWKHVHH൵RUWVparticipation
continued to decline until even some of the workshops they had already been
planned were cancelled. This suggests that in addition to music teacher education
supporting collaborative learning and inquiry, the schools and institutions employing
PXVLFWHDFKHUVFRXOGDOVREHHQFRXUDJHGWRVHHWKHYDOXHRIDQGR൵HUVXSSRUWIRU
collaborative learning and inquiry for their in-service music teachers. Indeed, CochranSmith and Lytle (2009) argue that institutions should consider what is essential to
“create and sustain the conditions for critical inquiry communities within and across
settings”, for example by making “inviolable the necessary time for substantive
collaboration” (Cochran-Smith & Lytle, 2009, p. 154), while Schmidt and Robbins
(2011) extend this proposing the need for not only school-level support, but also
district-level support for teacher communities. This could be, for example, through
LQFOXGLQJWLPHIRUFRSODQQLQJDQGFRUHÀHFWLRQLQWKHZRUNRIPXVLFWHDFKHUVRUDV
Burnard (2013b) suggests through grants to support music teacher-led research and the
sharing of such research in networked learning communities.

6.3 Contributions for cross-cultural music education researchers
The third research sub-question of this research project asked, How might the process
of co-constructing visions with musician-teachers in the Kathmandu Valley contribute
to understandings of cross-cultural music education research? This question was
primarily intended to guide the methodological and ethical deliberations throughout the
project towards considerations of coloniality, ethnocentrism and power. It also guided
WKHZULWLQJRI$UWLFOH,,,ZKLFKFRQWULEXWHGDGHWDLOHGH[DPSOHRIDQGGHHSUHÀHFWLRQ
on a process of co-constructing visions for anyone planning to use a similar approach,
DQG$UWLFOH9ZKLFKUHÀHFWHGRQWKHDEVHQFHVDQGVLOHQFHVRIWKHSURFHVVDQGWKHLU
SRVVLEOHFDXVHV,QH[WHQGLQJWKHUHÀHFWLRQRQWKHPHWKRGRORJLFDODQGHWKLFDOLVVXHV
of the project begun in the articles, this section shares four complexities of relevance
to cross-cultural music education research. These include the need to: balance
DSSUHFLDWLYHDQGFULWLFDODSSURDFKHVUHÀHFWRQWKHHWKLFVRILQTXLU\DVLQWHUYHQWLRQ
QDYLJDWHDVSLUDWLRQVDQGREVWDFOHVWRFROODERUDWLRQDQGUHÀHFWRQEHLQJDQGEHFRPLQJ
a cross-cultural researcher.
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6.3.1 Balancing appreciative and critical approaches
Throughout this research project I have argued that the use of appreciative and
critical approaches is not necessarily contradictory. While I have discussed how
taking an appreciative stance when commencing this cross-cultural research project
was an ethical choice, I have also raised the need to carefully balance appreciation
with more critical approaches. Particularly in Article V, I argued that the positive
orientation of AI was not a hinderance to critical discussions in the workshops, but
rather contributed to creating rapport and an atmosphere that enabled talking about
and critiquing challenging or sensitive issues such as discrimination and social
inequalities. However, it appeared that the need to come to consensus meant that only
those experiences shared by all participants were attended to while co-constructing
the visions. This was perhaps further aggravated by some participants’ adverse “terms
of recognition” (Appadurai, 2004, p. 66) which may have impeded their capacity for
voice, causing any gender issues and issues related to other minority perspectives
raised in the workshops to be either dismissed, disregarded, or undervalued. Thus,
in considering ways for the results of similar forms of group research to represent
more diverse perspectives, caution should be used in approaches based on consensus,
and approaches to group inquiry that could invite greater dissensus be explored and
GHYHORSHG0RUHRYHUKDYLQJWLPHLQWKHZRUNVKRSVWRUHÀHFWXSRQWKHVHDEVHQFHVZLWK
participants would greatly add to the workshops’ critical potential.
In this research project, the use of the AI generic questions led to imbalance
and may have contributed to some of the unintended consequences described, for
example, in Article I. That one private school considered re-implementing their
school song as a result of our questions when conducting research for Article I was
very much unintended and unexpected. This unintentional consequence recalls AI’s
Principle of Simultaneity (e.g. Cooperrider & Whitney, 2001), a principle which calls
AI practitioners to attend to the “generative potential of questions” (Bushe, 2012a, p.
 DQG³EHFRPHPRUHUHÀH[LYHO\DZDUHRIKRZRXUWRSLFVFDQIUDPHDQGSURGXFHWKH
world, how our questions and words begin to enable worlds, and how our assumptions
and choice of methods help create the world we later ‘discover’” (Cooperrider &
Srivastva, 1987/2013, p. 17). To this I would add the need not only for ongoing
UHVHDUFKHUUHÀHFWLRQEXW suggest that researchers have a responsibility to engage in
WKLVRQJRLQJUHÀHFWLRQRIWKHLUZRUNwith those participating in the research. This is
especially important in cases, such as this research project, characterised by power
imbalances and the positioning of the researchers as experts. How would the outcomes
RI$UWLFOH,KDYHEHHQGL൵HUHQWLI:HVWHUOXQGDQG,KDGEHHQPRUHH[SOLFLWWKDWLWZDV
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a practice about which we were curious, not something we perceived as either good
or bad–something we tried to do but perhaps did not quite succeed at? How would the
RXWFRPHVKDYHEHHQGL൵HUHQWLIZHKDGEHWWHUEDODQFHGWKHDSSUHFLDWLYHRULHQWDWLRQ
of our questions with questions also concerning any challenges or dissatisfaction
the interviewees had with the practice? This is something I would invite anyone
FRQVLGHULQJXVLQJ$,¶VJHQHULFTXHVWLRQVWRFUHDWHLQWHUYLHZJXLGHVWRUHÀHFWRQVRWKDW
they can introduce greater balance into their questions. It is not just related to using AI,
KRZHYHUDVDOOUHVHDUFKFDQEHQH¿WIURPFDUHIXODWWHQWLRQWREDODQFLQJSHUVSHFWLYHV
Despite the use of AI guiding the women’s workshops, for example, we did not discuss
WKHZD\VLQZKLFKWKHSDUWLFLSDQWVLGHQWL¿HGEHLQJDZRPDQWREHDQDGYDQWDJHZKLFK
ZRXOGKDYHSRWHQWLDOO\R൵HUHGDQLQWHUHVWLQJFRXQWHUSHUVSHFWLYHWREDODQFHWKHRQH
presented in the article.

6.3.2 The ethics of inquiry as intervention in cross-cultural research
Throughout this research project, I have engaged in critical work following Kuntz
(2015) who asserts that the meaning of critical when used in relation to methodology
involves intervention, and that critical work is work towards social justice. Facilitating
the workshops, and in particular the addition of a female-only workshop, can be
viewed as an intended intervention, where I positioned myself within contexts in which
“daily acts of inquiry can bring about change” (Kuntz, 2015, p. 68). This occurred
through facilitating spaces in which to discuss, imagine and aspire to ways to negotiate
WKHGLVFULPLQDWLRQDQGVRFLDOVWUDWL¿FDWLRQLQÀXHQFLQJWKHOLYHVRIWKHPXVLFLDQ
teachers from within (see e.g. Kapoor, 2004). This also became apparent as musicianteachers who participated in the workshops worked to sustain the network after I left
Kathmandu, and as female workshop participants organised an all-female concert to
raise awareness and promote the participation of girls and women in music in Nepal.
Both of these examples were already discussed above as cases where the imagination
became the “fuel for action” (Appadurai, 1996, p. 7), and both were initiatives taken
independent of me or this research project. Central to my research and writing work
was a stance that sought to potentially “incit[e] change in social institutions and
SURFHVVHVQRW«WRFKDQJHLQGLYLGXDOVWR¿WWKRVHLQVWLWXWLRQV´ .XQW]S 
However, one could question, as I have many times, whether my engaging in such
critical work, and indeed this entire research project, was ethical.
:KRDP,WRLQWHUYHQHLQDIRUHLJQFRQWH[W",QUHÀHFWLQJRQWKLVTXHVWLRQ,KDYH
found some support in Sen’s (2009) advancement of listening to distant voices. In
Article I, for example, we discussed how Sen (2009) recognizes how global knowledge
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may be of value in contributing to “the debates on local values and practices” and
in “[making] us reconsider our own understandings and views” (Sen, 2009, p. 407).
Listening to “distant voices”, however, does not require that every argument or
proposal from abroad be accepted or even respected (Sen, 2009, p. 407). Rather,
“Learning from elsewhere involves freedom and judgement, not being overwhelmed
DQGGRPLQDWHGE\RXWVLGHLQÀXHQFHZLWKRXWFKRLFHZLWKRXWVFRSHIRURQH¶VYROLWLRQDO
agency” (Sen, 2004, p. 52). Listening to distant voices may raise concerns, as it did
for me, that the related power asymmetries could destroy or impoverish local cultures
(Sen, 2004). Thus, those engaging in similar work must attend to and be committed to
facilitating democratic spaces for collaboration. Sen (2004) asserts
the deciding issue must be one of democracy. An overarching value must be the
need for participatory decision making on the kind of society people want to live
in, based on open discussion, with adequate opportunity for the expression of
PLQRULW\SRVLWLRQV«WKHSURKLELWLRQRIFXOWXUDOLQÀXHQFHVIURPDEURDGLVQRW
consistent with a commitment to democracy and liberty. (pp. 53-54)
Following Sen (2009) it could thus be argued that cross-cultural research has
the potential to support “public reasoning about justice” by helping to avoid bias and
broaden perspectives (p. 402). Moreover, approaching this work with a presupposition
of equality (Rancière, 1991) has also meant respecting the agency and capabilities of
WKRVHZLWKZKRP,LQWHUDFWHGWRHYDOXDWHP\LQÀXHQFHDQGIUHHO\FKRRVHWRUHVSHFWRU
reject my ideas. At the same time, however, my whiteness and university researcher
status positioned me as a ‘foreign expert’ in a context that does not yet have music
teacher education. Indeed, some musician-teachers stated that their reason for
SDUWLFLSDWLQJZDVUHODWHGWRWKHFHUWL¿FDWH,ZDVR൵HULQJRUWKHIRUHLJQYLVLWLQJWHDFKHU
DQG,DLPHGWRIDFLOLWDWHZRUNVKRSVWKDWZHUHQRWRQO\RIEHQH¿WIRUWKLVUHVHDUFK
project, but also professional development for the participants. The complexities
involved in this practitioner-researcher position further support the need to engage in
RQJRLQJUHÀHFWLRQRQKRZSRZHUPDQLIHVWVDQGZKDWLWHQDEOHV .XQW] DQGWR
do so with those participating in the research.

6.3.3 Aspirations and obstacles to collaboration
Throughout this research project, I have aspired to engage in collaborative research
as an ethical stance. This aspiration arose from my early readings of the work of
Liamputtong (2010) who argues that “ethical research projects need to be conducted
collaboratively” (p. 42). She explains how collaboration is important at all stages of
WKHUHVHDUFKLQFOXGLQJGHYHORSLQJDQGGH¿QLQJWKHUHVHDUFKSUDFWLFHVDQGSURMHFWV
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LQWHUSUHWLQJGDWDFRUUHFWO\HQVXULQJWKDWWKHUHVHDUFKZLOOEHQH¿WWKHORFDOJURXSDQG
avoiding cultural insensitivity. Collaboration was also one way in which I hoped to
address ethnocentrism. I thus engaged in constant dialogue with co-facilitator Prem
Gurung. We even established a dialogic researcher diary to continue our dialogue in the
months following Stage Two.
1RWDOORIP\DVSLUDWLRQVIRUFROODERUDWLRQZHUHIXO¿OOHGKRZHYHUDV
FROODERUDWLYHZRUNSUHVHQWVLWVRZQFKDOOHQJHV2QHRIP\HDUO\DVSLUDWLRQVIRUWKH
ZRUNVKRSVWKDWZHQWXQIXO¿OOHGIRUH[DPSOHZDVWKDWWKH\ZRXOGEHFROODERUDWLYHO\
planned. I had hoped to gather a small group of musician-teachers and plan the
workshops together. In my researcher diary before leaving for Kathmandu in Stage
7ZRIRUH[DPSOH,DVNHG³KRZFDQ,PDNHWKLVUHVHDUFK)25WKH1HSDOLWHDFKHUV"
What do THEY want to get out of my research? Can I truly open myself up and
EHFRPHVRYXOQHUDEOHWKDW,VD\³2ND\,DPKHUHIRUPRQWKVZKDWGR\RXQHHG"
+RZZRXOG<28OLNHWRXVHP\UHVHDUFK":KDWFDQZHGRWRJHWKHU"´$QGKRZ
would one even go about starting such a thing?” (17.3.2016). This ended up not being
possible, however, for what I see as two main reasons. First, there was the pragmatic
restriction, as I only had a limited amount of time in Kathmandu and was answerable
to the Global Visions project, that required me to co-construct visions with musicianteachers. Second, and perhaps the larger reason was that I was positioned locally as
a ‘foreign expert’ and as cited in Article III, I was “supposed to talk all the time….
know all the things” (Musician-teacher). The expectation of being a ‘master-explicator’
(Rancière, 1991) was a role that was hard to separate myself from, especially in the
early days of Stage Two. Thus, instead of collaboratively planning the workshops with
the workshop participants, I planned in dialogue with Prem Gurung and tried my best
to make the workshops relevant and follow themes and questions that the workshop
participants raised, and thus remained open to changing my plans. With more time with
which to build relationships and challenge each other’s expectations, a collaboratively
planned workshop series might have been possible, but during Stage Two of this
research project, it had its limitations.
In terms of co-authoring, Articles II and IV in particular position collaborative
research and co-authoring as an ethical stance, with co-authoring being an integral
part of analysis and interpretation. In this way the developing texts, which both began
as conference papers and evolved over time into articles, became “the centerpiece of
evolving, ongoing conversation” (Lassiter, 2005, p. 7). Co-authoring, however, was
DOVRLQÀXHQFHGE\YDU\LQJOHYHOVRIFRDXWKRULQYHVWPHQWDQGSRZHULPEDODQFHV,
ZDVQRWRQO\¿UVWDXWKRULQERWKFDVHVEXWDOVRWKHRQO\FRDXWKRUIRUZKRPWKHDUWLFOH
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contributed to the dissertation. I therefore took leadership of and was more invested in
the writing process. Moreover, while the article writing was my primary job, my coauthors had other concurrent responsibilities such as their own full-time job, studies, or
research projects to attend to. Both of these articles were thus characterised by greater
collaboration in the initial, formative stages, and less as the articles became more
UH¿QHG7KURXJKRXWWKHSURFHVVKRZHYHU,VWURYHWRPDLQWDLQUHJXODUFRPPXQLFDWLRQ
DQGGLDORJXHDVNVX൶FLHQWTXHVWLRQVDQGJHWUHJXODUIHHGEDFNRQGUDIWUHYLVLRQVVR
WKDWWKHYRLFHVRIDOOFRDXWKRUVUHPDLQHGSUHVHQWLQWKH¿QDOWH[WVDVWKHLUSDUWQHUVKLSV
and contributions were highly valued by me. In addition to varying investments in
the writing process, power imbalances were present while co-authoring, as I worked
with both researchers who were more experienced than me, including my doctoral
supervisor in the case of Article I, and with researchers with less experience and
without an academic background in music education or research. Thus, despite my best
H൵RUWV,FDQQRWEHVXUHWRZKDWH[WHQWWKHVHFROODERUDWLYHO\ZULWWHQWH[WV³KHOSUHVROYH
the problems of class and privilege” (Lassiter, 2005, p. 7), and can only hope that our
writing processes were characterised by honest and open dialogue.

6.3.4 Being and becoming a cross-cultural researcher
This research project represents a journey of personal learning, and in particular of
being and becoming. Striving for cultural sensitivity meant learning which questions
were sensitive, and which were not. While I had believed that it would be inappropriate
to ask people about their caste or ethnicity, I soon learned that this was not so secret:
$\RXQJJLUOFDPHLQWRWKHURRPWRVD\KHOORDIWHUWKHZRUNVKRS2QHRIWKH
¿UVWTXHVWLRQVVKHDVNHGDIWHUP\QDPHDQGWKHFRXQWU\,ZDVIURPZDVZKDW
my caste was. I found this surprising and interesting, and I suppose she did too
because I told her that I didn’t have a caste. When I mentioned this to Prem later
he said that he had just thought that Treacy was my caste. (Researcher Diary,
April 27th, 2016)
As I strove to counter ethnocentrism in this project, I became highly aware of how
deeply ingrained who I am is. At one point in a very early article draft I wrote, “I
don’t know how to be a facilitator or teacher who is not me, and perhaps my methods
are ethnocentric in that they come from my training, background and experience.”
0RUHRYHUDVDOVRUHÀHFWHGXSRQLQ$UWLFOH,,,P\ZRUNLQJPHWKRGVLQWKHZRUNVKRSV
were inspired by studying books, articles and websites on AI, most of which were
from North America. Some of the AI terminology, such as ‘aspiration statements’ and
‘provocative propositions’ even sounded strange to me. Recognizing and challenging
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my own ethnocentrism has been further complicated as the institutions I visited and in
which the workshops took place often felt familiar. Moreover, the musician-teachers
who attended–or were drawn to–the workshops were primarily younger teachers of
western popular musics and jazz. Thus, the colonial history and borrowing involved
in schooling globally, and Kathmandu’s cosmopolitanism led to a familiarity that
VRPHWLPHVKDGPHUHÀHFWLQJWKDW³,W¶VHDV\WRIRUJHW´ 5HVHDUFKHU'LDU\$SULOth,
 RXUGL൵HUHQFHV,WWKXVWRRNPRUHH൵RUWWRFRQVWDQWO\TXHVWLRQDQGFRQVLGHUWKDW
³HYHU\VLPLODULW\KLGHVPRUHWKDQRQHGL൵HUHQFH«VLPLODULWLHVDQGGL൵HUHQFHVFRQFHDO
RQHDQRWKHULQGH¿QLWHO\´ $SSDGXUDLS 
Through this research project, however, I became more aware of how who
I am is constantly changing. This awareness has perhaps been most obvious in the
uncomfortable and unsettling doubts and uncertainties, which have encouraged me to
UHÀHFWDQGVHHNWKHRSLQLRQVRIRWKHUV6XFKGRXEWVDQGXQFHUWDLQWLHVZHUHQRWRQO\
present during my research related interactions in Nepal but continue to be present each
time I present in a conference, share an article draft, and more recently as the articles
are published. I am particularly concerned with how these “products” will be received
by those whose participation in interviews or workshops contributed to them, and the
H൵HFWWKDWWKH\PD\RUPD\QRWKDYH0\GRXEWVDQGXQFHUWDLQWLHVZHUHHTXDOO\UHODWHG
to the entanglements of my personal and researcher self.
In this project my personal-self and researcher-self have been profoundly
entangled. In the days preceding my departure for Stage Two, for example, I wrote in
my researcher diary “I am really nervous about my upcoming trip to Nepal” (March
17th, 2016). In the text that followed, I described various aspects of the trip that were
PDNLQJPHQHUYRXVDQGWKHVHZHUHHTXDOO\SHUVRQDODQGUHVHDUFKUHODWHGÀRZLQJEDFN
and forth between the challenges of moving my family abroad for three months and
the challenges related to the planned research tasks. I continued this diary entry asking,
“Is it the time limit and pressure from funders and project that make me nervous? Are
these pressures that I impose on myself …?” (Researcher Diary, March 17th, 2016). My
researcher diary continued throughout Stage Two to be full of questions about whether
my personal decisions were supporting or hindering the research.
Part of the journey of undertaking a cross-cultural research project in a majority
world country has been the necessary negotiation of my own privilege. The experience
of encountering my privilege was not new to this project, as I have had similar
experiences working in Egypt and a music conservatory’s outreach program in a large
Canadian city and being an exchange student in Kenya. What was new was the need
to balance this privilege with what I felt I needed to actually get the work done, at the
131

VDPHWLPHDV,ZDVFRQFHUQHGDERXWKRZWKHVHGHFLVLRQVPLJKWEHD൵HFWLQJWKHSURMHFW
I was often embarrassed by the privilege of staying in good hotels or concerned about
taking too many taxis, both because doing so set me apart from those with whom I was
working, who mostly relied on local buses or their own motorbikes, and because I did
not want to spend too much of the research project funding. I was also aware that one
of my regular taxi drivers was still living in a tent almost a year after the earthquakes,
DVKLVKRPHKDGVLJQL¿FDQWHDUWKTXDNHGDPDJH:KLOH,ZDVFRQFHUQHGZLWKWKLQJV
like having internet access so that I could do my work, the system of load shedding in
place in Kathmandu meant that most people were going without electricity for about
WZHOYHKRXUVDGD\+DYLQJP\IDPLO\ZLWKPHLQ6WDJH7ZRPDJQL¿HGVRPHRIWKHVH
LVVXHV:HFKRVHWROLYHIXUWKHUDZD\IURPZKHUHZHKDG¿UVWSODQQHGLQDTXLHWHUDUHD
with more greenery and better air quality. We also often chose to eat in the guest house,
rather than always shop for and prepare our own food, to ensure that we were eating
more variety and more nutritiously. This saved time, from shopping and learning new
practices for preparing our food hygienically, and allowed me to spend more time with
my family when not working. While it was common to see whole families, including
babies, on motorbikes around Kathmandu, when travelling as a family we hired a car
with working seatbelts so that our baby could use our car seat. All of these seemingly
personal choices, however, underscored our privilege as they added to our living costs
and set us apart from those living in Kathmandu, and thus I found myself rationalising
even these seemingly personal issues in my researcher diary.
A further entanglement of personal and research was that, as a new mother
having recently returned from maternity leave, I was simultaneously learning to
EDODQFHIDPLO\DQGZRUNLQJOLIH8QOLNHGXULQJ6WDJH2QHZKHQ,ZDVLQ.DWKPDQGX
unaccompanied, during Stage Two my days needed to be more structured and
predictable. I was thus less “eager to run around and do things as on my previous
trips” (Researcher Diary, April 11th, 2016). Sometimes this meant that I “fe[lt] like I
>ZDV@DOZD\VUXVKLQJR൵/LNH,>FRXOG@QHYHUVWD\DQGFRQWLQXHWKHFRQYHUVDWLRQ´
(Researcher Diary, June 2nd DQGRWKHUWLPHVLWD൵HFWHGP\DELOLW\WREH
spontaneous when I was invited places on the spot or with little notice. At the same
WLPHKDYLQJWDNHQP\IDPLO\WR.DWKPDQGXIRU6WDJH7ZRPDJQL¿HGP\LQYHVWPHQW
LQWKHSURMHFWVRWKDWVHWEDFNVVXFKDVQRRQHDWWHQGLQJWKH¿UVWZRUNVKRSZHUH
deeply unsettling.
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)LQDOUHÀHFWLRQV
7KLVFRQFOXGLQJFKDSWHUSUHVHQWVVRPH¿QDOUHÀHFWLRQVRQWKHUHVHDUFKSURMHFW,WLV
SUHVHQWHGLQIRXUVHFWLRQVDQGEHJLQVZLWKDUHÀHFWLRQRQWKHOLPLWDWLRQVRIWKHSURMHFW
(Section 7.1). Building upon these limitations, the next section (Section 7.2) presents
some possible avenues for future research. Section 7.3 follows with an evaluation of
WKHSURMHFWLQUHODWLRQWR6WDX൵HUDQG%DUUHWW¶V  QRWLRQRI³UHVRQDQWZRUN´,QWKH
¿QDOVHFWLRQ 6HFWLRQ 6WDX൵HUDQG%DUUHWW¶V  IRXUWKFULWHULDRIUHVRQDQWZRUN
is used to consider what aspects of this project may be enduring.

$UHÀHFWLRQRQWKHOLPLWDWLRQVRIWKHUHVHDUFKSURMHFW
In relation to the overall research aim of contributing to co-developing contextVSHFL¿FPXVLFWHDFKHUHGXFDWLRQLQ1HSDOWKLVSURMHFWFDQEHVHHQWRKDYHDQXPEHURI
limitations, some of which have already been interwoven into the preceding chapters.
The project was limited, for example, to the perspectives of those musician-teachers
who chose to participate in the workshops, most of whom were young and involved
with popular musics and jazz. Although it was advertised that the workshops would
be bilingual and that a translator would be present at all times, it may still be that the
use of English in the workshops was a constraint to wider participation. Questions
also arise about the kinds of visions that may have been co-constructed by more
experienced musician-teachers or teachers of Nepali folk or eastern musics. Perhaps
an even bigger limitation, however, was that, for a project with a research task of
FRQWULEXWLQJWRFRGHYHORSLQJFRQWH[WVSHFL¿FPXVLFWHDFKHUHGXFDWLRQLQ1HSDODOORI
the research took place in the Kathmandu Valley, where all of my time as a researcher
LQ1HSDOZDVFRQ¿QHGDQGZKHUHRQO\RIWKHWRWDOSRSXODWLRQOLYH *RYHUQPHQW
of Nepal, 2012). Additionally, the majority of the population (83%) live in rural areas
(Government of Nepal, 2012), and the stark contrast between urban and rural areas
LQ1HSDOKDVEHHQLGHQWL¿HGDVWKHVRXUFHRI³WKHPRVWSHUYDVLYHGL൵HUHQFHVDPRQJ
educational outcomes” (Shields & Rappleye, 2008, p. 266). Thus, while Kathmandu
has been described as one of the most literate and cosmopolitan cities in South Asia,
UXUDOOLWHUDF\UDWHVUHPDLQVLJQL¿FDQWO\ORZHU(Shields & Rappleye, 2008), with poverty
rates in rural areas estimated to be ten times higher in rural areas than the Kathmandu
Valley (Parker et al., 2013). The limitations posed to the project by narrow participation
and its focus on the Kathmandu Valley were already recognised by me and the
musician-teachers who participated in the workshops. This project therefore represents
RQO\DEHJLQQLQJWRWKHUHVHDUFKQHFHVVDU\IRUGHYHORSLQJFRQWH[WVSHFL¿FPXVLF
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teacher education across the diverse contexts in Nepal. This emphasises the importance
of the work of groups like Laya’le Shikchya and their research and development work
on music teacher education outside of Kathmandu, in the city of Lamjung, Nepal (see
e.g. Gurung, 2019; Karki, Shrestha, Lama, & Waiba, 2019).
Another limitation of the project is related to my lack of experience in academia
and thus my inability to report back to the participants as quickly as I had originally
SODQQHG$IWHU¿QDOO\FRPSOHWLQJDQGVXEPLWWLQJ$UWLFOH9IRUH[DPSOH,ZDVH[FLWHG
to work with a female Nepali musician-teacher to create a popularised bilingual version
of the article. We planned to get to work immediately, however I soon remembered
that “in the academy…knowledge is property” (Patel, 2014, p. 369) and that I therefore
needed to consider copyright regulations and wait for peer-review, article acceptance,
and publication before we could proceed. From this experience I have learned that
from the outset of future research projects I need to include a plan for popularising my
research work.

$UHÀHFWLRQRQSRVVLELOLWLHVIRUIXWXUHUHVHDUFK
In addition to the above-mentioned need for research outside the Kathmandu Valley,
a number of possibilities for future research have emerged. Considering the overall
UHVHDUFKDLPRIFRQWULEXWLQJWRFRGHYHORSLQJFRQWH[WVSHFL¿FPXVLFWHDFKHUHGXFDWLRQ
in Nepal, at this stage it appears that the development of a government-recognised
music teacher education program in Nepal may still take some time. Thus, I cannot be
VXUHWRZKDWH[WHQWWKLVUHVHDUFKSURMHFWKDVRUZLOOLQÀXHQFHLWVGHYHORSPHQWDQGWKLV
could be an area for future research. This could involve, for example, an evaluation of
WKHH[WHQWWRZKLFKWKHRXWFRPHVRIWKLVSURMHFWPD\RUPD\QRWLQÀXHQFHWKHEXLOGLQJ
of national music education practices and music teacher education, or an investigation
of the kinds of policy work that could emerge from this, or similar, projects.
Second, during the workshops, I relied on AI as a means of facilitating the
SURFHVVRIFRFRQVWUXFWLQJYLVLRQVRIPXVLFHGXFDWLRQLQ1HSDO2QHSRVVLELOLW\IRU
IXWXUHUHVHDUFKFRXOGWKHUHIRUHEHWRH[SORUHDQGHQJDJHLQGL൵HUHQWDSSURDFKHVWR
co-constructing visions, perhaps in the form of teacher educator practitioner research
to explore how working with visions could be integrated into preservice and inservice music teacher education on an ongoing basis, rather than as a one-time series
of workshops. Such work could not only deepen understandings of how processes of
co-constructing visions could be developed but also deepen understandings of music
teachers’ visions. Moreover, as mentioned in Article III, already during the workshops I
began to wonder if and how music could be used as a means of co-constructing visions,
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rather than discussions. Indeed, in the feedback form a number of musician-teachers
expressed wishes for the workshops to have been “more musical” or even include
“some kind of jam[ming]”.
Third, I have been concerned that the co-constructed visions appear more like a
SURGXFWWKDQDSURFHVVVLQFHZHGLGQRWKDYHWLPHDVDJURXSWRUHÀHFWRQDQGUHYLVH
them, perhaps after some time had passed, and thus to truly engage with them as
processual and ever-changing. It had been my intention to facilitate a process that gave
time to revisit and revise the co-constructed visions “and see if the dreams change and
how they change over the course of a few workshops” (Researcher Diary, April 23rd,
2016). Bushe (2012a) also calls for the need in AI for “longitudinal case studies that
are detailed and nuanced” and “comparative studies that track contingencies, mediators
and moderators when AI is used repetitively in the same or similar organizations” (p.
98). In such cases, however, it may be more useful to conceptualise AI’s 4D model
not as a cycle, as is commonly done in the AI literature, but as a spiral, as each cycle
involving previous participants would not start from the beginning but would build
on previous work. However, just going through the process once was challenging
enough that it used all of our available time. Relatedly, this project would also have
EHQH¿WWHGIURPPRUHRSSRUWXQLWLHVWRLQWHUSUHWWKHFRFRQVWUXFWHGYLVLRQVWRJHWKHUZLWK
the workshop participants, rather than just on my own or with co-authors. Doing so,
however, was not possible again due to the limitations of time.
Finally, in addition to having the possibility to work with the same musicianWHDFKHUVRYHUDORQJHUSHULRGRIWLPHIXWXUHUHVHDUFKZRXOGJUHDWO\EHQH¿WIURP
co-constructing with a wider range of groups and musician-teachers to bring in more
diverse perspectives. This could include moving beyond the context of Nepal, and coconstructing visions of music education with music teachers in other global contexts.
Co-constructing visions of music education with children, rather than music teachers
PD\DOVRKDYHWKHSRWHQWLDOWRR൵HUSRZHUIXOLQVLJKWV

$UHÀHFWLRQRQWKHUHVHDUFKSURMHFWDVUHVRQDQWZRUN
There are many approaches that could be taken in evaluating this research
project. It could be evaluated against criteria suggested by scholars from within
LWVPHWKRGRORJLFDOIUDPHZRUNRUDJDLQVWFULWHULDR൵HUHGE\LPSDFWIXOTXDOLWDWLYH
researchers, such as Lincoln and Guba’s (1985) criteria for establishing trustworthiness.
,QWKLVVHFWLRQKRZHYHU,ORRNZLWKLQWKH¿HOGRIPXVLFHGXFDWLRQDQGFRQVLGHU
WKLVSURMHFWLQUHODWLRQWRZKDW%DUUHWWDQG6WDX൵HU  UHIHUWRDV³UHVRQDQW
work.” My motivation for doing so arises not only from a return to methodological
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DSSURDFKHVIURPWKH¿HOGLQZKLFKWKLVSURMHFWLVVLWXDWHGEXWDV,FDQLGHQWLI\LQ
their description of resonant work the aims with which I undertook this project.
5HVRQDQWZRUNDFFRUGLQJWR%DUUHWWDQG6WDX൵HU  LV³GHHSULFKDQGODVWLQJ«
respectful to all those involved, responsible to the public good, rigorous procedurally
and in presentation, and resilient in its ability to speak not only of here and now, but
also across time and place to varying constituencies” (p. 3). The four interdependent
TXDOLWLHVLGHQWL¿HGZLWKLQWKLVTXRWDWLRQDUHWKXVWKHTXDOLWLHVDJDLQVWZKLFK,HYDOXDWH
this project.
My aim to be respectful of all those involved in this project and its context
LVDSSDUHQWLQP\H൵RUWVWRFRQWLQXRXVO\IRUHJURXQGHWKLFDOLVVXHV$VGLVFXVVHG
throughout this dissertation, my attention to engaging in ethical research has gone
beyond attending to various guidelines and procedures related to ethical conduct.
Moreover, my attention to ethical issues is apparent in my choice to take inspiration
from Rancière (1991) and his notion of a presupposition of equality, and from Patel
(2016) who describes that an anticolonial stance requires imagining ways to be in
relation with each other “for survivance: in order to grow and to thrive from lived
agency” (p. 8). Thus, I see my ongoing attention to issues of power, ethnocentrism,
DQGFRORQLDOLW\LQOLQHZLWK6WDX൵HUDQG%DUUHWW¶V  FDOOWRUHFRJQL]HDOOLQYROYHG
in the research process as “‘fully human’ and potentially impacted by the research
process” (p. 21).
The second quality of resonant work is being responsible in terms of how the
UHVHDUFKLVERWKFRQGXFWHGDQGUHSUHVHQWHGLQSUHVHQWDWLRQDQGSXEOLFDWLRQ 6WDX൵HU
%DUUHWW 6WDX൵HUDQG%DUUHWW  LGHQWLI\WKHQHHGWREH³UHVSRQVLEOHWR
the public good, the individuals involved in the inquiry, and the researcher and her
professional community” (p. 23). Importantly, part of being responsible to the research
participants is ensuring that their narratives and meanings are not dominated by the
UHVHDUFKHU¶VDJHQGD6WDX൵HUDQG%DUUHWW  FRQQHFWUHVSRQVLELOLW\WRFULWLFDO
conversations about issues related to those that have been discussed throughout this
project such as ethnicity/caste and gender, and the intersections of these with social
KLHUDUFK\DQGJOREDOLVDWLRQIUHHGRPDQGGHPRFUDF\,QOLQHZLWK6WDX൵HUDQG
Barrett’s (2009) call for responsibility, I have sought guidance from Kuntz’s (2015)
writing on responsible methodology and Patel’s (2016) call for educational research to
be answerable to learning, knowledge and context.
7KHWKLUGTXDOLW\RIUHVRQDQWZRUNLVULJRXU)RU6WDX൵HUDQG%DUUHWW  
rigour is partly “the means through which respect and responsibility are enacted”
(p. 24). 6WDX൵HUDQG%DUUHWW  DVVHUWWKDWLQTXDOLWDWLYHUHVHDUFKULJRXUKLQJHV
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on “transparency, accountability, and an underpinning of ethics” (p. 24), and that it
is related to “acknowledging that multiple ways of understanding and constructing
knowledge exist” (p. 25). They therefore stress, as I did throughout this project,
meticulous planning and careful implementation with attention to “the ethical decisions
made at every step of the process” (p. 24). While I strove, following Lassiter (2005),
for accessible writing, 6WDX൵HUDQG%DUUHWW  FDOOIRUDUWLVWU\DQGFUDIWVPDQVKLS
in writing, and characterise artful writing as “transparent and evocative, connotative
and metaphorical” (p. 25). Perhaps, the biggest evidence of my attempt at artistry and
FUDIWVPDQVKLSLQWKLVSURMHFWLVDZLOOLQJQHVVWRH[SORUHGL൵HUHQWZD\VRIZULWLQJWR
convey meaning, such as poetry in Article V. In relation to rigour, 6WDX൵HUDQG%DUUHWW
(2009) also ask, “How can one construct a research text that represents the lived
experiences and meaning of participants while also being theoretically informed?”
(p. 25). This has also been a central challenge in my work as I considered the risks of
ethnocentrism in representing narratives and meanings through my interpretations and
theories developed in other contexts.
7KHIRXUWKDQG¿QDOTXDOLW\RIUHVRQDQWZRUNR൵HUHGE\6WDX൵HUDQG%DUUHWW
(2009) is that it is resilient. They use this term to convey the idea that experiences may
disappear unless they are written about, shared publicly, and thereby contribute to the
development of knowledge. Resilient work is therefore work that “retains its appeal
and persuasiveness across time and contexts through honest and critical storytelling
GLUHFWHGDWPDWWHUVRIVRFLDOMXVWLFHHGXFDWLRQDOHTXDOLW\DQGKXPDQGLJQLW\´ 6WDX൵HU
& Barrett, 2009, p. 26). It is work that “claim[s] repeated attention” (p. 26) through
its ability to “troubl[e] certainty…. spea[k] to multiple audiences and [be] open to
multiple interpretations” (p. 26). While I hope that this dissertation meets some of these
criteria, perhaps only time will tell if it becomes persuasive or enduring. For now, I
FRQFOXGHWKLVZRUNZLWKD¿QDOUHÀHFWLRQRQWKRVHDVSHFWVZKLFK,UHJDUGDVHQGXULQJ

7.4 Enduring inspiration from Nepal
The overarching research question guiding this project was, “How can musicianteachers’ co-constructing of visions contribute knowledge about the development of
FRQWH[WVSHFL¿FPXVLFWHDFKHUHGXFDWLRQLQDVLWXDWLRQRIIDVWSDFHGVRFLDOFKDQJHDQG
globalization?” This question extends beyond the context of Nepal. Thus, counter to
the positioning of non-western contexts as objects of study and European civilizing
missions (e.g. Dasen & Akkari, 2008), Nepal has been positioned throughout this
project as a source of inspiration for the development of music education globally. This
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has led to contributions to understandings of music and music education in general, to
developing music teacher professionalism, and to music teacher education and music
education research.
Researching music education in Nepal has emphasized how music and music
education are not neutral but entangled with various historical, political, economic,
and socio-cultural complexities. These entanglements have been highlighted by
various globally relevant questions raised in this work. Questions have been raised,
for example, concerning the valuation–and therefore the status and legitimacy– of
musics, musicians, music teachers and music education in all contexts. Similarly,
questions have been raised regarding assessment, and particularly the implications
of standardised testing. Due to Nepal’s extreme diversity and rapid rate of societal
change, the need for music teachers who are able to ethically navigate past, present
and future musical practices has also be highlighted. Moreover, this project has also
raised questions about how to develop music teacher professionalism in contexts with
no government-recognized music teacher education. In such contexts, the necessity
of supporting opportunities for in-service music teacher professional development
KDVEHHQPDJQL¿HG,WLVWKHUHIRUHYLWDOWKDWPXVLFLQVWLWXWLRQVGHYHORSVWUXFWXUHVWR
VXSSRUWRQJRLQJFROODERUDWLYHOHDUQLQJUHÀHFWLRQDQGQHWZRUNLQJIRULQVHUYLFHPXVLF
teachers, perhaps in the form of a music teacher community. For this reason, it is
hoped that the momentum from the International Society for Music Education South
Asia regional conference that took place in November 2019 and brought together
administrators, professors, lecturers, musician-teachers and researchers from a range of
music institutions and innovative projects in the Kathmandu Valley, as well as diverse
global contexts, can be supported and maintained. This conference was particularly
LQÀXHQWLDOIRUPHDV,ZDVIXUWKHULQVSLUHGby the local presenters, and the work
they are doing in their communities. As already mentioned, the level of professional
responsibility (Solbrekke & Sugrue, 2011) demonstrated by these and other musicianteachers in the Kathmandu Valley is something that music teachers in other contexts
could also take inspiration from.
5HVHDUFKLQJPXVLFHGXFDWLRQLQ1HSDOKDVDOVRR൵HUHGLQVSLUDWLRQIRU
music teacher education and music education research. Based primarily on the
workshops I facilitated in the Kathmandu Valley, this dissertation has proposed
WKDWWKHLQWHUFRQQHFWHGFDSDFLWLHVRIHQYLVLRQLQJUHÀHFWLQJLQTXLULQJDQGOHDUQLQJ
collaboratively could be developed and nurtured in pre- and in-service music teacher
education (see Section 6.2). While these capacities emerged as central to workshops
in Nepal, I suggest that they may be equally relevant when developing music teacher
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education in other contexts. Indeed, I suggest that these capacities may have potential
for helping the music teacher education profession globally more successfully face
the challenges of intensifying diversity and uncertainty, and work towards more
transformative and socially just music education. This dissertation has also highlighted
a number of methodological and ethical complexities that may help other crosscultural music education researchers. In addition to those issues raised in the individual
articles, the discussion (see Section 6.3) suggested the need for researchers to balance
DSSUHFLDWLYHDQGFULWLFDODSSURDFKHVUHÀHFWRQWKHHWKLFVRILQTXLU\DVLQWHUYHQWLRQ
in cross-cultural research, navigate aspirations and obstacles to collaboration, and be
prepared to be changed by the process.
2YHUDOOWKLVUHVHDUFKSURMHFWKDVHPSKDVLVHGWKHLPSRUWDQFHRILPDJLQLQJ
GL൵HUHQWSRVVLELOLWLHVIRUZKDWPLJKWEHDQGWKHGL൶FXOWLHVRIGRLQJVR'HVSLWH
WKHLUFKDOOHQJHVHQJDJLQJLQGLDORJXHJURXSUHÀHFWLRQDQGFRFRQVWUXFWLQJYLVLRQV
are valuable tasks for music educators, and despite the risks of absent and silent
voices, shared visions and goals provide necessary guidance when working together
as a community. Thus, making shared and individual visions and goals explicit may
EHDFULWLFDO¿UVWVWHSLQWHDFKHUFRPPXQLWLHVDVKDVDOUHDG\EHHQDUJXHGLQUHJDUG
to ensemble practices in the arts (e.g. Gaunt & Treacy, 2019). In addition, teacher
FRPPXQLWLHVZRXOGEHQH¿WIURPXQGHUVWDQGLQJenvisioning as an ongoing and
incomplete process, considering co-constructing visions, rather than co-constructed
YLVLRQV±YLVLRQVDVHQGVLQYLHZ 'HZH\/: UDWKHUWKDQ¿[HGHQGV±DQGVXEMHFWLQJ
WKHVHYLVLRQVWRRQJRLQJUHÀHFWLRQFULWLFDOLQTXLU\UHQHJRWLDWLRQDQGUHYLVLRQ
:KLOHJURXSUHÀHFWLRQDQGGLDORJXHPD\FRQWULEXWHWRFKDOOHQJLQJELDVHVDQG
LPDJLQLQJGL൵HUHQWSRVVLELOLWLHVRQHRIWKHPRVWVXUSULVLQJDVSHFWVRIWKLVUHVHDUFK
SURMHFWKDVEHHQMXVWKRZGL൶FXOWLWLVWRIDFLOLWDWHVSDFHVWKDWLQFOXGHERWKZLGH
participation and wide representation–rather than spaces that risk strengthening the
status quo. At the project’s outset, I had felt that my experiences growing up in a
very diverse city and living and working abroad in intercultural settings for over a
decade would support me in facilitating inclusive workshops. Moreover, I engaged in
extensive preparation focusing on methodological and ethical deliberations. However,
the workshops that I facilitated still marginalized some of the participants and their
perspectives, and it took me some time to be able to recognize this. It also proved
challenging for me to see what and who might be marginal, especially as I was gaining
cultural knowledge and therefore learning about the societal complexities possibly
H൵HFWLQJRXULQWHUDFWLRQVDWWKHVDPHWLPHDV,ZDVIDFLOLWDWLQJWKHZRUNVKRSV7KXV
although this particular project is approaching its end, I continue to ask myself how
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,FRXOGKDYHIDFLOLWDWHGWKHZRUNVKRSVGL൵HUHQWO\VRWKDWPRUHGLYHUVHSHUVSHFWLYHV
would have been represented in the visions, and how I could have noticed the silences
VRRQHUVRWKDWZHFRXOGKDYHUHÀHFWHGRQWKHPEHIRUHWKHZRUNVKRSVHQGHG7KHVH
are questions that I take with me in my work as a music teacher and teacher educator.
Moreover, since I was not teaching music during this project, it has raised questions
about who I might now be and how I might now teach as an elementary school
music teacher. Equally important has been the reminder of the necessity to pause,
UHÀHFWLQTXLUHDQGHQJDJHLQFROODERUDWLYHGLDORJXHDVDWHDFKHUDQGUHVHDUFKHU
The project has raised my awareness that engaging in this kind of work will always
be an incomplete process full of mistakes, “absences, blind spots, and invisibilities”
(Carducci, Pasque, Kuntz, & Contreras-McGavin, 2013, p. 6). It is only through an
RSHQQHVVWRFRQWLQXRXVO\DQGSXEOLFO\UHÀHFWRQFULWLTXHDQGUHIRUPRXUSUDFWLFH±
DQGHQFRXUDJHVWXGHQWVWRGRWKHVDPH±WKDWRXULQTXLULHVPD\D൵HFW³ERWKZKDWZH
know and how we live our lives” (Kuntz, 2015, p. 12), and thereby our ability to work
together towards greater participation and equality for a more ethical and equitable
future.
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Abstract
This study attends to the global need to rethink how music education could provide
opportunities for shaping imagined communities in times of intensifying societal
FRPSOH[LW\DQGGLYHUVLW\E\H[SORULQJWKHSUDFWLFHRIVLQJLQJµVFKRROVSHFL¿FVRQJV¶
in the Kathmandu Valley, Nepal. The methodology combines educational ethnography
with Appreciative Inquiry, whereby individual interviews with school administrators,
PXVLFLDQWHDFKHUVDVFKRROIRXQGHUDQGDFRPSRVHUZHUHDQDO\VHGDQGUHÀH[LYHO\
LQWHUSUHWHG&RXQWHULQJSUHYLRXVFULWLFDOUHVHDUFKRQVFKRROVSHFL¿FVRQJVWKLV
VWXG\VKRZVWKDWDOWKRXJKWKHVFKRROVSHFL¿FVRQJSUDFWLFHRULJLQDWHVRXWVLGH1HSDO
the songs are tailor-made to canonise each school’s unique vision and mission, and
for teaching values and character, and were thus considered to be local. Through
FRQVLGHULQJWKHQHZLGHDVDQGSUDFWLFHVWKDWHPHUJHWKURXJKDUHÀH[LYHLQWHUSUHWDWLRQ
RIWKHVFKRROVSHFL¿FVRQJSUDFWLFHZHGLVFXVV¿YHSHUVSHFWLYHVWKDWDURVHIURPWKH
$SSUHFLDWLYH,QTXLU\SURFHVVWKHXQLYHUVDOULJKWWRDVSLUHGHYHORSLQJUHÀH[LYLW\
the pedagogical paradox of rituals; a continuum from individual to collective goals;
and a constantly changing ‘we’ in diversifying, complex societies. The study suggests
WKDWULWXDOVLQVFKRROLQJRIZKLFKVFKRROVSHFL¿FVRQJVDUHDSDUWVKRXOGEHDSSOLHG
UHÀH[LYHO\DQGVXEMHFWWRRQJRLQJFULWLFDOUHÀHFWLRQDQGFRQVWDQWUHYLVLRQ

Keywords
collective values, community, imagined community, music education, rituals, school
songs, Nepal
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Introduction
This study attends to the need to rethink how music education could provide
opportunities not only for fostering individual growth, but also for shaping a sense of
community and collective values in times of intensifying diversity and uncertainty.
:HLQWHUURJDWHWKHVLQJLQJRIµVFKRROVSHFL¿FVRQJV¶1 a practice introduced to
us during our visits to Kathmandu Valley private schools, against the previously
well-acknowledged but currently hidden, or randomly recognised, potential of
music in schooling in contemporary western music education research. Hence, we
ask whether the epistemological silence about collective values in the era of postnationalistic contemporary music education has constructed what Bauman calls ‘value
LQGL൵HUHQFH¶DQGµPRUDOEOLQGQHVV¶LQWHUPVRIZKRZHZDQWWREHDQGKRZZHWUHDW
HDFKRWKHU %DXPDQ 'RQVNLV $VVRFLHWLHVIDFHLQFUHDVLQJGLYHUVL¿FDWLRQDQG
‘diasporization’ (Bauman, 2017, p. 16), our educational visions risk pairing ‘a “we”
against a “them”’ (p. 19). We therefore propose that there is a need to re-consider the
kinds of imagined communities and collective identities that are constructed in and
through music in schooling (Westerlund, 2017; Westerlund, Partti & Karlsen, 2017).
/LWWOHLQWHUQDWLRQDOUHVHDUFKRQVFKRROVSHFL¿FVRQJVH[LVWVDQGWKLVOLWHUDWXUH
either provides a description of the songs (e.g. Butcher, 1951 in England) or of
composing them (e.g. Bolden, 2006 in Canada; Edwards & Dendler, 2003 in the USA).
In some instances, literature on other subjects includes reference to the songs (e.g.
/XPLQ6LQJDSRUH2FKLDJKD$FKHYH ,ORHMHLQ1LJHULD 1RQHH[LVWV
LQ1HSDO7KLVOLWHUDWXUHRIWHQSDLUVVFKRROVSHFL¿FVRQJVZLWKFROOHFWLYHSUDFWLFHVLQ
school rituals, such as singing the national anthem. Such songs represent what British
sociologist Basil Bernstein (1977) called the performance ritual of schooling; they
themselves form the ritual, or are part of regular rituals, and thus contribute to the
µPDFURULWXDOV¶RIVFKRROLQJ 0F/DUHQS ,QUHFHQW\HDUVVFKRROVSHFL¿F
practices and ‘methodolatry’ (Regelski, 2002) have received criticism by many music
education researchers.
7KHPRVWSURPLQHQWFULWLFDOVWXG\RQVFKRROVSHFL¿FVRQJVZDVFDUULHGRXWE\
educational researcher and postcolonial theorist Cameron McCarthy in the 1990s. In
KLVDQDO\VLVRIWKH%ULWLVKLQÀXHQFHRQVFKRROLQJLQWKH%DUEDGRV0F&DUWK\  
DUJXHGWKDWVFKRROVSHFL¿FVRQJVDUHµDQDSSDUDWXVRIVRFLDOQRUPDOL]DWLRQ¶ S ±
‘a borrowed or imposed tradition’ (p. 156) that has been ‘handed down … during the
extended period of British colonization’ (p. 153). He further argued that school songs
are ‘a special form of musical high kitsch’ (p. 170) that embody paradoxes. They
QRWRQO\SURPRWHµLQGLYLGXDOVFKRROGH¿QLWLRQ¶ S DQGIRVWHUµVFKRROVROLGDULW\
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consensus, and group identity’ (p. 157), but also ‘a constructed loyalty to empire’ (p.
170). Furthermore, he found that school songs fabricated the class divide. Whilst the
songs of the ‘inferior’ (p. 166) primary and comprehensive schools emphasised hard
work and industry for working-class children, the songs of middle-class grammar
schools promised a better social future with ‘no explicit reference to work’ (p. 166) also
VLWXDWLQJWKHFKLOGµDVDQDXWRQRPRXVDJHQW¶ S &RQVHTXHQWO\VFKRROVSHFL¿F
songs ‘embody ideas of ownership of knowledge, ownership of fate, [and] emancipation
through learning’ (p. 170). This emancipatory purpose of schooling has also been
LGHQWL¿HGE\%HQHGLFW$QGHUVRQ  LQµImagined Communities’, where he argues
WKDWVFKRROLQJLVQRWVLPSO\IRUNQRZOHGJHRIGL൵HUHQWGLVFLSOLQHVEXWDOVRDERXW
character building and learning societal values–ideals of future citizens. In this way,
schools are constructed around particular ideas of imagined communities, community
values and morals.
Research questions
Based on the assumption that school songs as rituals may be used in Nepal to
LQWHQWLRQDOO\VKDSHWKHLPDJLQHGFRPPXQLW\WKLVUHÀH[LYHHGXFDWLRQDOHWKQRJUDSK\
poses the following research questions.
1. How and why are imagined communities created in Kathmandu Valley
VFKRROVWKURXJKWKHVFKRROVSHFL¿FVRQJSUDFWLFH"
2. :KDWJOREDOOHVVRQVPLJKWHPHUJHWKURXJKDUHÀH[LYHLQWHUSUHWDWLRQRIWKH
VFKRROVSHFL¿FVRQJSUDFWLFHLQWKH.DWKPDQGX9DOOH\"
As part of the larger transnational project Global Visions through Mobilizing Networks,
these questions became crucial during our work in the collaborative development of
PXVLFWHDFKHUHGXFDWLRQLQ1HSDOZKHUHVFKRROULWXDOVVXFKDVWKHVFKRROVSHFL¿FVRQJ
SUDFWLFHFRXOGEHVHHQDVUHÀHFWLQJKRZGDLO\OLIHLQ1HSDOUHYROYHVDURXQGULWXDOV

Context
Nepal is characterised by extreme diversity, as it currently recognises 126 caste/
ethnic groups, 123 languages spoken as mother tongue and ten religions (Government
RI1HSDO 1HSDO¶VORQJKLVWRU\RIVRFLDOVWUDWL¿FDWLRQEDVHGRQJHQGHU
caste, ethnicity and race fuelled a decade-long civil war (1996–2006), followed by
widespread interest in ‘social exclusion, inclusion, and inclusive democracy … for
ending the discriminatory social order’ (Bhattachan, 2009, p. 12). This can be seen in
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Nepal’s education policy, where ‘the vision of school education is to prepare citizens
dedicated to promote and protect democracy and human rights’ (Government of Nepal,
2007, p. 32). Moreover, one of the national educational objectives is to ‘be insightful
to social equality and justice and develop conduct accordingly to help create [an]
inclusive society’ (p. 31). In these objectives ‘inclusive education means to understand
and respect others, respond to educational needs and include the experiences, interests
and values of children of all strata’ (p. 34).

Methodology
Beginning with an anticolonial stance (Patel, 2014), we engaged in ‘critical work’
which ‘encourages ethically laden creative alternatives to normative rationalities and
normalizing practices’ (Kuntz, 2015, p. 25). Combining educational ethnography
(Pole & Morrison, 2003) with Appreciative Inquiry (see e.g. Cooperrider, Whitney, &
Stavros, 2005), we sought not to ‘simply describe the world as it is’ but ‘to challenge
it’ and ‘point to possibilities beyond our current constructions’ (Kuntz, 2015, p. 26).
We thus pursued appreciative knowledge of a local practice unfamiliar to us, to apply
to ‘productive critique’ (Kuntz, 2015, p. 109) of a wider, global phenomenon. While the
FRPELQDWLRQRIFULWLFDOUHÀH[LYHZRUNDQG$SSUHFLDWLYH,QTXLU\PD\DSSHDUSDUDGR[LFDO
Kuntz (2015) argues that ‘critique [is] endlessly optimistic [in] that we might locate
where dominant perspectives of the world fall short and thereby make available new,
previously unarticulated practices of everyday life’ (p. 26).
Empirical material
The empirical material for this study was generated primarily through individual
LQWHUYLHZVJXLGHGE\$SSUHFLDWLYH,QTXLU\ZLWKVL[VFKRRODGPLQLVWUDWRUVIURP¿YH
GL൵HUHQWSULYDWHVFKRROVRQHVFKRROIRXQGHURQHFRPSRVHUDQGVHYHQPXVLFLDQ
teachers. As part of a larger research project, schools were initially selected that were
NQRZQE\RXU1HSDOLSDUWQHUVWRR൵HUHLWKHUFXUULFXODURUH[WUDFXUULFXODUPXVLF2Q
RFFDVLRQYLVLWVWRWKHVHVFKRROVOHGWRLQIRUPDWLRQUHJDUGLQJRWKHUVFKRROVR൵HULQJ
music. With music as a curricular subject being in its infancy throughout Nepal, the
RQO\VFKRROVLGHQWL¿HGDVR൵HULQJPXVLFZHUHSULYDWHVFKRROVZKLFKDFFRXQWIRU
approximately 42% of the schools and 39% of the student population in the Kathmandu
Valley (Ministry of Education, personal communication, 14 December 2018) and 19%
of the country’s education system (Ghimire, 2018). It was on these school visits that we
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¿UVWHQFRXQWHUHGDQGEHFDPHFXULRXVDERXWWKHVFKRROVSHFL¿FVRQJSUDFWLFHZKLFK
we were informed is exclusive to private schools in Nepal, and that most, but not all,
SULYDWHVFKRROVKDYHDVFKRROVSHFL¿FVRQJ
Because of the close tie between Nepali names and caste/ethnic identity, we
use A (administrator) or T (teacher) with a number, or C (composer), to represent
interviewees rather than pseudonyms. Some of the interviews were conducted by both
DXWKRUVDQGH[FOXVLYHO\DERXWVFKRROVRQJVZKLOHRWKHUVZHUHFRQGXFWHGE\WKH¿UVW
author only and also addressed other topics related to the larger study. Interviews were
in the language of choice of the interviewee, and an interpreter was used when needed.
No students were interviewed. The 30- to 100-minute interviews were based on open
WKHPHVLQFOXGLQJWKHRULJLQVRIWKHVFKRROVSHFL¿FVRQJSUDFWLFHWKHUDWLRQDOHIRUKDYLQJ
one, and descriptions of the song and its teaching, learning and performance practices.
The audio-recorded and transcribed interviews were translated into English when
QHHGHG$GGLWLRQDOPDWHULDOLQFOXGHVVFKRROVRQJO\ULFVIURP¿YHVFKRROVREVHUYDWLRQV
and recordings of school song performances, and informal conversations between 2013
and 2016.
Analysis
2XU¿UVWVWDJHDQDO\VLVVRXJKWDSSUHFLDWLYHNQRZOHGJHRIZKDWZDVWRXVDQXQIDPLOLDU
SUDFWLFH:HWKHQHQJDJHGLQUHÀH[LYHLQWHUSUHWDWLRQ $OYHVVRQ 6N|OGEHUJ 
leaning on the generative principle of Appreciative Inquiry, to consider ‘what might be’
and how this knowledge could ‘be used to generate images of realistic developmental
opportunities that can be experimented with on a wider scale’ (Cooperrider & Srivastva,
1987/2005, p. 362). As such, we aimed ‘to imagine or enable new practices that extend
from newly possible forms of knowing’ (Kuntz, 2015, p. 25). To this end, the empirical
PDWHULDOZDVUHÀH[LYHO\LQWHUSUHWHGDWVHYHUDOOHYHOVLQFOXGLQJWKHFRPSOH[FRQWH[WRI
Nepal and the wider context of diversifying societies worldwide, the empirical material
from the whole research project, and against theory, including that of socio-cultural
anthropologist Arjun Appadurai (1996, 2004).
Ethical issues
Informed consent was obtained from all interviewees through verbal agreements in
FRPELQDWLRQZLWKVLJQHGFRQVHQWIRUPV,QDGGLWLRQDOO¿YHVFKRROVJUDQWHGSHUPLVVLRQ
via a Research Permission Contract signed by school administrators. As this substudy forms one part of a larger research project in which all participating schools and
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interviewees were promised anonymity, and due to the small number of participating
schools, song examples and long quotations from the lyrics are not included. A
number of school songs from Nepal can, however, be found on YouTube. Interpreters,
WUDQVODWRUVDQGH[WHUQDOWUDQVFULEHUVDOVRVLJQHGFRQ¿GHQWLDOLW\DJUHHPHQWV$ORFDO
PXVLFRORJLVWYHUL¿HGWKHLQWHUSUHWDWLRQV

Creating imagined communities
Although the missions, visions and music programmes of the private schools in the
Kathmandu Valley vary tremendously, there are some similarities in how they use their
VFKRROVSHFL¿FVRQJVWRFRQVWUXFWDQLPDJLQHGFRPPXQLW\DPLGVWH[WUHPHGLYHUVLW\
and aims to diminish ethnic and caste-related inequalities. We here highlight three
WKHPHVWKDWDGGUHVVWKH¿UVWUHVHDUFKTXHVWLRQ7KHVFKRROVSHFL¿FVRQJV D DUHWDLORU
made for each school; (b) canonise the school’s vision and mission; and (c) are means
for teaching values and character.
Tailor-made
(DFKVFKRROVRQJLVXQLTXHDQGFUHDWHGVSHFL¿FDOO\IRULWVVFKRRO$OWKRXJKYHU\IHZ
interviewees could identify the origins of the school song practice in Nepal, many
VXJJHVWHGLWZDVWKHLQÀXHQFHRIWKH,QGLDQHGXFDWLRQV\VWHPLQFOXGLQJWKHPLVVLRQDU\
schools in India, with the school song then coming to Nepal through people, such as
school principals, who had studied in India. While some songs are ‘made in the early
days’ (T2) of the school, new songs are composed all the time, as private schools
without school songs choose to adopt the practice. In each of the interviewees’ schools,
the creation of the song began with writing lyrics, often by, or in close collaboration
with, the principal and/or founder of the school. Lyrics had also been written by
teachers, a famous writer or poet, and, in one of the schools by a student, after ‘many
students wrote and [the current song] was selected’ (A3). School song lyrics were
either in English or Nepali, since the practice is limited to private schools where English
LVXVXDOO\WKHPDLQWHDFKLQJODQJXDJH2QHVFKRROKDGRQHVRQJLQ1HSDOLIRUWKH
younger children and one in English for the older children.
The melody of the school song was usually composed by one of the school’s
PXVLFWHDFKHUVDORFDOPXVLFLDQRUµRQHRIWKHIDPRXVPXVLFLDQVRI1HSDO¶ $ 2QH
musician-teacher explained, ‘some schools have asked me to compose once I started
working there … [The teachers] provided the lyrics. And based on that, I had to come
up with the music’ (T6). Similarly, the composer described being given the lyrics and
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instructions to make an ‘exciting and catchy’ song and then composing according to
the age and capabilities of the students. He then recorded the songs with professional
singers, providing the school with one vocal and one instrumental track. He noted,
however, that most private schools do not have the budget this requires.
Although the school song practice originated outside of Nepal, most
interviewees considered the songs to be local music, ‘not westernized’ (A3). The
composer described using a ‘Nepali style melody,’ and how the songs ‘promote’ and
µUHÀHFW1HSDOLFXOWXUH¶+RZHYHUWKLVZDVQRWDOZD\VWKHFDVHDVRQHPXVLFLDQ
teacher explained, ‘whether [the melody] is to be composed as a western melody or
folk depends on the lyrics’ (T6). Indeed, he perceived some school songs to be clearly
western:
The song that was composed by the previous music teacher is played by a
GL൵HUHQWJURXSRIVWXGHQWVXVLQJ3LDQLFD%DQVXULDQGVDUDQJL2 are not used ….
There is no scale matching bansuri and sarangi. It is played in a very minor scale.
It is based on western melody. It does not touch my heart. So I haven’t given
much attention to it. (T6)
Canonising the vision and mission
The Kathmandu Valley private schools have diverse visions, philosophical foundations,
UHOLJLRXVD൶OLDWLRQVDQGWXLWLRQIHHVDQGWKHVFKRROVRQJO\ULFVH[SUHVVHDFKVFKRRO¶V
unique set of values and principles. School songs describe ‘who we are, what we do, our
PLVVLRQDQGRXUYLVLRQ¶ $ DQGVLQFHµHYHU\VFKRROKDVGL൵HUHQWUXOHVDQGYDOXHV«
>WKHVFKRROVRQJ@LVGL൵HUHQWLQHYHU\VFKRRO¶ 7 ,QGHHGDGPLQLVWUDWRUVIUHTXHQWO\
GLVWLQJXLVKHGWKHLUVFKRROIURPRWKHUVFKRROVDQGWKLVGLVWLQFWLRQZDVUHÀHFWHGLQWKH
VFKRROVRQJV2QHDGPLQLVWUDWRUGHVFULEHGIRUH[DPSOHKRZZKLOVWWKHVRQJDOLJQV
with the school’s explicit philosophy, as it is ‘about students’ experience … in a little
ÀRZHU\PDQQHU¶XQOLNHLQRWKHUVFKRROVWKHO\ULFVDUHµDERXWFKLOGKRRGPHPRULHVRXU
students’ memories’ and do not explicitly ‘include the learning philosophies and the
promises’ (A2).
Although all the interviewees’ schools had a school song, its teaching, learning
and performance practices varied. In some schools it was sung every day in morning
(outdoor) assemblies, whereas in others it was alternated with the national anthem,
patriotic and/or ‘value songs’. Decisions regarding performance practices often
considered emotional factors, such as not wanting the students ‘to feel bored’ (A4),
and health/safety, as ‘[they are performed] every day … but not when the weather is
not suitable’ (T7) and ‘sometimes it’s really sort of unfair to have the kids standing
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up in the assembly with the sun up’(A6). The school song is also sung during other
occasions and events like Parents’ Day, drama shows or sporting events. School songs
were described as being learned not during music lessons, but informally with ‘a trial
DQGHUURUPHWKRG¶ $ 2QHDGPLQLVWUDWRUVWDWHGµ¿UVWZHZLOOVLQJDQGVORZO\«
[new students] will see … and everybody [sings]. In the assembly … everybody does
the same’ (A4). Sometimes, however, the school song was taught by senior students
(T6), or with the help of a music teacher ‘whenever the need arises’ (A3).
Teaching values and character
Whilst earlier research implied that as ‘part of the taken-for-granted life of … schools’
school songs ‘are often dismissed, even by ordinarily insightful school critics, as
mindless school routine’ (McCarthy, 1999, p. 157), in the Kathmandu Valley, school
songs were not simply seen as rituals that implicitly carry values but taken as means
for consciously teaching values and character. Indeed, interviewees articulated the
LPSRUWDQFHDQGH൵HFWLYHQHVVRIVLQJLQJIRUVRFLDOLVLQJVWXGHQWVLQWRVFKRROYDOXHV$
musician-teacher noted how ‘most of the children … really enjoy’ singing the school
song (T1), while a principal described how the music and singing makes students feel
‘energetic’ and ‘awake’ (A4). Another explained that, ‘when I tell the students to ‘love
their neighbour’, they may not. But when we put it in lyrics and sing it every day, it
touches … all the senses … It is more powerful’ (A3).
7KHLQWHUYLHZHHVGHVFULEHGVFKRROVSHFL¿FVRQJVDVEHORQJLQJWRWKHFDWHJRU\RI
value songs, songs that build local and national collectivity, and include patriotic songs,
KRXVHVRQJVDQGFODVVJUDGHVSHFL¿FVRQJV6RPHRIWKHVFKRROVSHFL¿FVRQJVVKRZ
commitment to Nepal with lyrics like becoming educated and obedient will develop
our country and carrying hopes and dreams in honour of our nation. Many praised
HGXFDWLRQLQJHQHUDODQGHQFRXUDJHGDQRYHUDUFKLQJYDOXHµD൵HFWLRQ¶ & DQGSULGH
IRUWKHVFKRROLWVHOI2WKHUYDOXHVSURPRWHGE\WKHVFKRROVRQJVLQFOXGHGNQRZOHGJH
wisdom, intelligence, and excellence; hard work, obedience and respect for teachers;
and morals like ‘the ability to separate good from bad’ (A2), positivity, understanding,
caring, sharing, kindness, strength and creativity. Moreover, unity, inter-religious valueeducation and education into mutual respect and solidarity was central in some schools,
which had created practices, the school song amongst them, to engage with issues of
diversity. As such, school song lyrics used language of belonging such as being united,
brotherhood, linking arms and walking together hand in hand. Some paralleled the
garden discourse that opens the National Anthem, :RYHQIURPKXQGUHGVRIÀRZHUV
we are one garland that’s Nepali2QHDGPLQLVWUDWRUH[SODLQHGKRZWKHVFKRROVRQJ
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‘instills a sense of belongingness’ by describing the school as ‘a garden’ and ‘the
VWXGHQWVDVWKHÀRZHUV¶ $ %\FRQWUDVWRQHDGPLQLVWUDWRUQRWLQIDYRXURIWKHVFKRRO
song practice asserted, ‘You are dealing with so many kinds of people in the school …
how can you put them into that little box through that song?’ (A1).
As Nepali society undergoes rapid change, other value songs have changed.
Class-songs in government schools ‘praising the Royal family,’ for example, have been
‘eliminated’ or replaced by ‘patriotic songs’ (C), and ‘even the national anthem has
changed’ (A2). However, as the school song functions as ‘the logo of the school’ (A2),
this logo cannot be changed without changing the identity of the school. As an accepted
‘apparatus of social normalization’ (McCarthy, 1999, p. 153) that reveals the ‘“deep
grammar” of school culture’ (McLaren, 1999, p. 3), the school song has become an
expected feature of Kathmandu Valley private schools to a degree that those wanting to
GRWKLQJVGL൵HUHQWO\PD\IDFHUHVLVWDQFH

Global lessons
,QFRQVLGHULQJWKHQHZLGHDVDQGSUDFWLFHVWKDWPLJKWHPHUJHWKURXJKUHÀH[LYH
LQWHUSUHWDWLRQRIWKHVFKRROVSHFL¿FVRQJSUDFWLFHLQWKH.DWKPDQGX9DOOH\ZHGLVFXVV
¿YHSHUVSHFWLYHVWKDWDURVHIURPWKH$SSUHFLDWLYH,QTXLU\SURFHVVWKHXQLYHUVDOULJKW
WRDVSLUHGHYHORSLQJUHÀH[LYLW\WKHSHGDJRJLFDOSDUDGR[RIULWXDOVDFRQWLQXXPIURP
individual to collective goals; and a constantly changing ‘we’ in diversifying, complex
societies.
Lesson 1: the universal right to aspire
:KLOVWLWFRXOGEHDUJXHGWKDWWKH.DWKPDQGX9DOOH\VFKRROVSHFL¿FVRQJLVDFRORQLDO
practice (e.g. McCarthy, 1999), our inquiry suggests that it condenses local values, both
national and school level, and has therefore become ‘vernacularized’ (Appadurai, 1996),
in the same way as cricket has become a characteristically Indian sport. As already
GLVFXVVHG.DWKPDQGX9DOOH\VFKRROVRQJVDUHWDLORUHGVSHFL¿FDOO\IRUWKHLUSDUWLFXODU
VFKRRODQGZULWWHQDQGFRPSRVHGORFDOO\7KHVFKRROVSHFL¿FVRQJVLQWKH.DWKPDQGX
Valley therefore remind us that knowledge-creation is always a dynamic play between
what already is and what might be, and thus the social and cultural capacity to aspire
(Appadurai, 2004) should be nurtured in all music education contexts, including the
majority world.3 Indeed, Appadurai (2004) argues that ‘culture is a dialogue between
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aspirations and sedimented traditions’ and thus ‘by looking at aspirations as cultural
capacities, we are surely in a better position to understand how people actually
navigate their social spaces’ (p. 84).
,PSRUWDQWO\WKHVFKRROVSHFL¿FVRQJVDOVRUHPLQGXVWKDWSHRSOHLQWKHPDMRULW\
ZRUOGKDYHWKHVDPHULJKWWREHLQÀXHQFHGE\FXOWXUDOÀRZVDVWKRVHLQWKHZHVW
Appadurai (2004) contends that ‘no culture, past or present, is a conceptual island
unto itself, except in the imagination of the observer’ (p. 62), but rather that ‘the
ERXQGDULHVRIFXOWXUDOV\VWHPVDUHOHDN\DQGWKDWWUD൶FDQGRVPRVLVDUHWKHQRUP
not the exception’ (pp. 61–62). As earlier practices in Nepal strongly aimed to prevent
cultural exchange, internally through the caste system, and externally through ‘a
policy of selective exclusion’ (Liechty, 1997, p. 7), even sharing music with people
of other caste/ethnic groups is a relatively recent phenomenon. Instead of encouraging
change through cultural exchange and interaction, however, music education research
DQGJOREDOSROLF\ VHHHJ81(6&2 FRPPRQO\DQGVRPHWLPHVVROHO\
promote the preservation of the musical practices of traditional communities and
those in the majority world. Rather than focusing only on preservation and imposing
ethnic musical labels on musics and students, music in schooling could also aspire
to nurture inclusive, collective values and imagined communities. Thus, instead of
over-emphasising the importance of knowledge and meanings from the past or from
¿[HGFXOWXUDOV\VWHPVWKHUHRXJKWWREHVSDFHIRUPXVLFHGXFDWLRQLQall contexts to
strengthen visions for novel, perhaps more democratic, collective musical meanings
(Westerlund, 2017); meanings such as those of the Kathmandu Valley school songs,
which are directly related to the local context.
/HVVRQGHYHORSLQJUHÀH[LYLW\
This study, as part of the Global Visions through Mobilizing Networks project, is based
on collaboration across cultures and countries through dialogue. As already mentioned,
we approached our work in Nepal from an anticolonial stance, and aimed not to erase
local knowledge and practices to be replaced by our own (see Patel, 2014). This said,
philosopher Amartya Sen (2009), while acknowledging the ‘undoubted importance
of “local knowledge”’, argues also for the value of global knowledge in contributing
to ‘the debates on local values and practices’ and in ‘[making] us reconsider our own
understandings and views’ (p. 407). Importantly, he stresses that listening to ‘distant
voices’ does not require that we accept or even respect every argument or proposal
IURPDEURDG S +RZHYHUWKLVVWXG\KDVUHD൶UPHGKRZUHVHDUFKHUVWKURXJKWKH
SRZHUDWWULEXWHGWRWKHLUSRVLWLRQPD\D൵HFWWKHFRQWH[WLQTXHVWLRQLQXQH[SHFWHGDQG
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unintended ways. Indeed, Appreciative Inquiry recognises that inquiry is intervention.
As Watkins, Mohr and Kelly (2011) argue, ‘the seeds of change—are implicit in the
YHU\¿UVWTXHVWLRQVZHDVN¶ S ,QRWKHUZRUGVµWKH¿UVWTXHVWLRQZHDVNLVIDWHIXOLQ
WKDWWKHRUJDQLVDWLRQZLOOWXUQLWVHQHUJ\LQWKHGLUHFWLRQRIWKDW¿UVWTXHVWLRQZKHWKHU
positive or negative’ (Watkins et al., 2011, p. 73).
As we met with administrators from the private schools to ask, among other
WKLQJVDERXWWKHVFKRROVRQJSUDFWLFHRXUTXHVWLRQVVWLPXODWHGUHÀH[LYLW\QRWRQO\
LQXVEXWDOVRLQWKHLQWHUYLHZHHV2QHRIWKHVFKRRODGPLQLVWUDWRUVQRWHGWKDWWKH
school song had gone out of practice in their school but that they were thinking of reimplementing it after we raised the topic during our previous visit. Having done their
‘own research here’ following our initial questions, we were told ‘you appreciated it, so
we realised that it’s a good thing to have a school song. So maybe it should be revived’
$ 2XULQLWLDOUHVSRQVHWRWKLVZDVRQHRIFRQFHUQDVZHKDGQRWDLPHGWROHJLWLPDWH
the practice through our work, only to pursue understandings of it. As such, it was a
reminder of not only the productive power of research, and the questions we ask, but
also the power carried with us as white researchers from a foreign university. Similarly,
in another school when we asked if the school song had always been the same, the
SULQFLSDORIWKLVSURJUHVVLYHVFKRROUHÀHFWHGWKDWPD\EHWKH\VKRXOGUHYLVLWWKHLUVFKRRO
song to check if they still agreed with its message. He acknowledged, ‘it’s not that we
never discuss this, but then we don’t have a structured, formal way to talk about it …
But then that’s a good idea’ (A2).
Lesson 3: the pedagogical paradox of rituals
Recalling the centrality of rituals in daily life in Nepal, Kathmandu Valley school
songs remind us to consider contextual matters when envisioning music education. If
school is a critical microcosm of society, as philosopher John Dewey argued (Dewey,
1986), then it is logical to think that rituals should also be central in Nepali schools.
Moreover, if we accept that rituals express emotions and relationships, and that they
create community through playful elements, as anthropologist and education researcher
Christoph Wulf (Wulf et al., 2010) has argued (see also, Nikkanen & Westerlund,
2017), rituals should be seen as quintessentially important in schooling in general.
Wulf contends that through rituals, ‘we enact who we are, how we understand our
relationships to other people and the world and the implicit knowledge that guides
us in an embodied way’ (Wulf et al., 2010, p. 157). Although the songs and rituals in
Kathmandu Valley schools are not part of the curriculum, they are consciously used to
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crystalise the values of the school, and although they are not necessarily considered
part of formal music education, often relying on peer-learning, they involve regular, if
not daily, music making.
As Nikkanen and Westerlund (2017) demonstrate, however, rituals in schooling
involve a ‘pedagogical paradox’ in that they both conserve and transform society (p.
119). Indeed, Appadurai (2004) describes rituals not ‘as the meaningless repetition of
VHWSDWWHUQVRIDFWLRQEXWUDWKHUDVDÀH[LEOHIRUPXODRISHUIRUPDQFHVWKURXJKZKLFK
VRFLDOH൵HFWVDUHSURGXFHGDQGQHZVWDWHVRIIHHOLQJDQGFRQQHFWLRQDUHFUHDWHGQRW
MXVWUHÀHFWHGRUFRPPHPRUDWHG¶ S 1LNNDQHQDQG:HVWHUOXQG  ZDUQWKDW
school rituals and their music ‘are in constant danger of being canonised, unchanged,
DQGXQUHÀHFWHG¶ S ,QGHHGHYHQWKRXJKWKH.DWKPDQGX9DOOH\SULYDWHVFKRROV
often try to transform society by, for example, introducing more progressive teaching
approaches, the school songs do not change over time and thus act to conserve the
schools’ values. In a majority world context such as Nepal, it is perhaps even more
clear than elsewhere that developing schools and music education goes hand in hand
with attending to the fast pace of change, necessarily foregrounding ‘the future in our
understandings of culture’ (Appadurai, 2004, p. 62). Thus, in all contexts, we ought to
‘critically re-evaluate the underlying values of the music in the rituals’ (Nikkanen &
Westerlund, 2017, p. 123).
Lesson 4: a continuum from individual to collective goals
While recognising both the importance of rituals in schooling and the necessity for
their constant reevaluation, the school songs remind us of the need to problematise
the dichotomy between the individual and collective, a recent construction of the
western academic world. Although schools in Nepal do need to think about how to
bring individual knowledge creation into the curriculum and classroom practices,
there is no need to repeat the history of western music education that dramatically
wiped out the goal of imagining communities from academic discussion and interests.
Policy makers in Nepal could avoid making the journey other countries have made to
extreme individualism and the purely musical, only to return decades later to rediscover
the power of communities and peer-learning through socio-constructivism or theories
of informal learning. In Finland, for instance, the new national music curriculum for
general education has seen a return of rituals, festivities and collective experience
with music playing a powerful part. Indeed, music education globally could be built
on a continuum from individual cognitive to collective goals at the same time as it
constructs the collective identity and the school community in and through music.
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Collective performances are one site for rethinking how music education could
provide opportunities not only for fostering individual growth but also for shaping
a sense of community and collective values. Performances in Kathmandu Valley
private schools, for example, were found to contribute to the legitimation of music’s
place in the schools (Treacy, Timonen, Kallio & Shah, in press). In some cases, this
caused concern as one of the interviewed administrators lamented ‘A lot of schools are
not really imparting good music education … it’s always centered either around the
program or some show or event’ (A6). However, considering a ‘good music education’
in terms of a continuum from individual to collective goals means that performances
could be more than ‘pleasant but relatively trivial entertainment’ (Reimer, 2000, p. 26)
to please paying parents or serve as publicity for the school. They could also be more
than opportunities to demonstrate student learning, and teachers’ teaching. Indeed,
FROOHFWLYHSHUIRUPDQFHVFRXOGEHLPDJLQHGDVEHORQJLQJWRWKHPRUHJHQHUDOEHQH¿WV
RIMRLQWDFWLYLWLHVEHQH¿WVWKDWKDYHEHHQODUJHO\RYHUORRNHGLQHGXFDWLRQ %UXQHU
1996, pp. 22–23). As such, these performances, and the preparation for them, could
emphasise peer-learning and the quality of student experience, aiming at music making
that not only develops skills and abilities, but also provides a sense of enjoyment,
pride and identity from participating in community events. The intellectual tradition
that disregards the socially oriented and collective features of music experience on
behalf of extreme individualism may have come to its end, but there is still a need to
acknowledge that there may be a variety of imagined communities that can shape
WRGD\¶VPXVLFHGXFDWLRQDQGYLFHYHUVD$PRUHKROLVWLFYLHZLVQHHGHGIRUUHÀHFWLQJ
critically on educational practices.
Lesson 5: a constantly changing ‘we’
John Dewey argued that a community is not only what we see around us, but also what
we want to become part of and develop together with others (Dewey, 1984; Westerlund,
2002) and that ‘“we” and “our” exist only when the consequences of combined action
DUHSHUFHLYHGDQGEHFRPHDQREMHFWRIGHVLUHDQGH൵RUW¶ 'HZH\S $V
already described, in the school songs we see the collective power of music being used
consciously for building the imagined community, through canonising the school’s
vision and mission, and consciously teaching values and character. The school song thus
reminds us that schooling is not neutral, nor can it morally be just about anything.
Rather music in schools is political, both in and out of music lessons. Acknowledging
WKLVFDQDOORZVFKRROVDQGWHDFKHUVWRFULWLFDOO\UHÀHFWRQWKHYLVLRQVPLVVLRQVDQG
176

values of music education in diverse and complex societies. Furthermore, if rituals
condense the values of societies, then we ought to pause and consider the kinds of rituals
we have and what their underlying values are in relation to societal change.
7KLVNLQGRIUHÀH[LYLW\KDVEHFRPHVRXJKWDIWHUE\SROLF\PDNHUVDVWKH
European Union, for instance, has recently called for action focused on integration
as a response to the current situation of ‘anxiety about rapidly changing communities
DQGWKHSHUFHLYHGH൵HFWVWKLVFKDQJHKDVRQQDWLRQDODQGFXOWXUDOLGHQWLWLHV¶ 9LVLRQ
Europe Summit, 2016, p. 54). EU policy now calls for countries to ‘move away from
narrow concepts of integration and community cohesion, and towards a richer and
more inclusive, yet perhaps more realistic, objective in which a constantly changing
“we” creates ever more robust and resilient communities’ (p. 65). This objective is
HTXDOO\SHUWLQHQWLQ1HSDODSRVWFRQÀLFWVWDWHFKDUDFWHULVHGE\H[WUHPHDQGKLJKO\
complex diversity (Hangen, 2010) and persisting informal discrimination (Lawoti,
2012). It is also highlighted in the inclusive values written into educational policy (see
Context above); inclusive values, which may require that some aspects of tradition be
left behind. In this sense, we might take another look at rituals, and in particular the
µFUHDWLYHSURGXFWLYHJHQHUDWLYHTXDOLW\RIULWXDO¶ZKLFK$SSDGXUDL  LGHQWL¿HV
as ‘crucial to consensus building’ (p. 81).As a whole, this may require ‘a culture of
dialogue as the task of education’ (Bauman, 2017, p. 24).

Concluding thoughts
While our starting point for this study was the need to better understand how contextual
issues in Nepal frame both schooling in general and Nepal’s emerging formal music
teacher education, our curiosity about an unfamiliar phenomenon – the singing of
µVFKRROVSHFL¿FVRQJV¶±OHGXVWRFULWLFDOO\UHWKLQNRXURZQFRQWH[WV+HQFHZHDUHQRW
arguing that this practice is either good or bad, rather that it is one example of a paradox
UHTXLULQJFULWLFDOUHÀHFWLRQ,QGHHGWKLVSDUDGR[UHPLQGVXVWKDWall of our taken-forJUDQWHGSUDFWLFHVRXJKWWREHVXEMHFWHGWRRQJRLQJUHÀH[LYHUHWKLQNLQJ7KLVUHTXLUHV
music teachers and music teacher educators to constantly engage their capacities to
aspire and inquire into not only their own practice, but also the practices, long-standing
or recent, in their schools. This is particularly important as, although various rituals
VXFKDVVFKRROVRQJVPD\EHDEVHQWIURPR൶FLDOSROLF\GRFXPHQWVWKH\OLNHO\UHPDLQ
in practice. While school songs in the Kathmandu Valley demonstrate the use of music
for shaping ‘we’ through community building and creating an imagined community, in
learning from the practice we should also remember that such practices must be applied
UHÀH[LYHO\DQGRSHQWRFRQVWDQWUHYLVLRQSHUKDSVZHOFRPLQJLQFUHDVHGFRPPXQLW\
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wide participation in this process. If music educators are indeed to respond to the
current quest posed by policy makers, we must give space for ongoing dialogue and renegotiation towards ‘a constantly changing “we”’ (Vision Europe Summit, 2016, p. 65)
VRWKDWRXUULWXDOVDQGUHSHUWRLUHGRQRWEHFRPHIRFXVHGRQD¿[HGDQGLPSRVHGYLVLRQ
of who ‘we’ are, or once were.
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Notes
1. :HXVHWKHWHUPµVFKRROVSHFL¿FVRQJV¶WRUHIHUWRWKRVHVRQJVXVHGE\
schools as a school anthem or alma mater song, not to refer to a repertoire
of music used in school music lessons, sometimes also called school music.
2. The bansuri LVDEDPERRÀXWHDQGWKH1HSDOLsarangi is a bowed string
instrument.
3. The majority world is a concept used by Dasen and Akkari (2008) to
challenge western ethnocentrism and recognise that the rich, industrialised
nations of the west and north actually form the minority in terms of global
population.
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Appendix 2: Article II
Imagining ends-not-yet-in-view: The ethics of assessment as
valuation in Nepali music education
Danielle Shannon Treacy, Vilma Timonen, Alexis Anja Kallio, and Iman Bikram Shah
2ULJLQDOO\SXEOLVKHGLQ'-(OOLRWW06LOYHUPDQ *(0F3KHUVRQ (GV The Oxford Handbook
of Philosophical and Qualitative Assessment in Music Education SS 1HZ<RUN1<2[IRUG
University Press. doi: 10.1093/oxfordhb/9780190265182.013.33

Abstract
The intensifying diversity and fast-paced social change characterizing contemporary
societies requires music education policy and practice to contend with various and
DWWLPHVFRQÀLFWLQJPXVLFDODQGFXOWXUDOYDOXHVDQGXQGHUVWDQGLQJV,Q1HSDOWKLV
VLWXDWLRQLVLQWHQVL¿HGZLWKDPXVLFHGXFDWLRQFXUULFXOXPDGRSWHGE\WKH0LQLVWU\
of Education in 2010 guiding music teaching and learning for 77 national districts
and over 125 caste/ ethnic groups within a rapidly globalizing society. In this context
assessment plays a key role in framing the knowledge and pedagogical approaches
deemed useful or desirable for Nepali music students, and contributes to the
legitimation of music as a subject and as a career. Assessment is therefore of ethical
FRQFHUQDQGZDUUDQWVFULWLFDOUHÀHFWLRQLIPXVLFHGXFDWLRQLVWRXSKROGGHPRFUDWLF
ideals, such as participation and equal opportunity. In this chapter we identify four
institutional visions framing music education in Nepali schools. Considering these
visions through John Dewey’s Theory of Valuation (LW13), we suggest that ethical
deliberations regarding assessment focus on the relationships between means and ends
in learning processes and thereby the quality of student experience. Leaning on Arjun
Appadurai’s theories of the imagination (1996) and the capacity to aspire (2004) we
then propose that imagining ends-not-yet-in-view may allow for ethical engagements
ZLWKYDOXHVGL൵HUHQWWRRQH¶VRZQDQGHQFRXUDJHUHÀHFWLRQXSRQWKHLQFOXVLYHDQG
exclusive processes of assessment that frame whose ends-in-view count, when, how,
and what for.

Keywords
assessment, capacity to aspire, ethics, institutional visions, music education, Nepal,
pragmatist ideals, valuation
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Although diversity and change are by no means conditions exclusive to the present,
global economic instabilities, mass migration, political turbulence, the accessibility of
and speed at which information is produced and shared, and developments in media
and technology have characterized the contemporary world as one of uncertainty
DQGLQWHQVL¿HGHQFRXQWHUVZLWKGL൵HUHQFH$PLGVXFKVRFLRFXOWXUDOFRPSOH[LW\DQG
fast-paced change, music education policy and practice are required to contend with
YDULRXVDQGDWWLPHVFRQÀLFWLQJPXVLFDODQGFXOWXUDOYDOXHVDQGXQGHUVWDQGLQJV7KXV
curriculum, teaching and learning practices, and related assessment practices are of
ethical concern. Indeed, as argued in this chapter, assessment can play a key role in
framing knowledge and pedagogical approaches in music education and can therefore
be understood as partially constituting the process of legitimation. It is therefore
important to broaden our understandings of assessment beyond processes and practices
used to monitor, measure, and give feedback on student learning and related processes
of evaluation such as assigning a mark or grade.
In this chapter we discuss assessment in music education in the context of Nepal.
The inquiry framing this chapter became crucial during our research and collaborative
work developing music teacher education there.1 Adopted by the Ministry of Education
in 2010, the Nepali music education curriculum guides music teaching and learning in
77 national districts for 126 caste/ethnic groups, with 123 languages spoken as mother
tongues (including indigenous sign languages), and representing 10 religious groups
(Government of Nepal, 2012), all within a rapidly globalizing society. In the absence of
formal, government-recognized music teacher education, representatives of the Nepal
Music Center—the music institute that lobbied the government to introduce music into
the curriculum and later built that curriculum—approached the Sibelius Academy and
proposed collaboration. During the resulting collaboration, we repeatedly encountered
WHQVLRQVEHWZHHQWKHMXVWL¿FDWLRQVIRULQFOXGLQJIRUPDOPXVLFHGXFDWLRQLQVFKRROLQJ
and assessment as a form of legitimation driving education in Nepal. For example,
assessment frequently arose during early interviews with school administrators as part
of Treacy’s ethnographic work in 2014, even though no questions about assessment
were asked. Similarly, questions of organizing student and program assessment became
central during Shah and Timonen’s collaborative work designing a music education
program for advanced level students at the Nepal Music Center, Kathmandu.
In light of these early observations, we were compelled to engage in
collaborative “critical work” (Kuntz, 2015, p. 25). This work begins with an
anticolonial stance (Patel, 2014) and combines educational (Pole & Morrison,
2003) and collaborative (Lassiter, 2005) ethnography with appreciative inquiry
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(see, e.g., Cooperrider, Whitney, & Stavros, 2005). This chapter is supported by
Nepali curriculum documents and assessment policy for general education and
interviews conducted with school administrators and musician-teachers2 working in
the Kathmandu Valley. Leaning on pragmatist philosopher John Dewey’s Theory of
Valuation, we analyze the institutional visions framing music education in Nepali
schools. In particular, we consider these visions in relation to Dewey’s notion of the
continuum of ends-means (LW133:226–36)–the “temporal continuum of activities in
which each successive stage is equally end and means” (LW13:234). Thus, instead
of viewing these visions as ends-in-themselves, we use Dewey to focus ethical
deliberations on the relationships between means and ends in learning processes and
thereby the quality of student experience. We then apply sociocultural anthropologist
Arjun Appadurai’s theories of the imagination (1996) and the capacity to aspire
(2004)—“the social and cultural capacity to plan, hope, desire, and achieve socially
valuable goals” (Appadurai, 2006, p. 176)—to highlight the need to envision
unforeseen assessment practices and thereby a more ethical engagement with
intensifying diversity and fast-paced social change.

Implementation of the Study
Although music has long been a part of the Nepali primary school curriculum (grades
1–5, students six to eleven years old) through the subject social studies under “creative
and performance art,” it was only introduced into the lower secondary and secondary
school curricula (grades 6–8, students twelve to fourteen years old; grades 9–10,
VWXGHQWV¿IWHHQWRVL[WHHQ\HDUVROG LQ:KLOHWKHVHPXVLFFXUULFXODKDYHEHHQ
prepared and approved for implementation since 2011, there are currently no schools
teaching them, partly because music is just one of many subjects from which the school
can choose only one, and this subject is then taken by all students. Consequently, music
is competing with subjects such as computer science and health and physical education.
As of the writing of this chapter, an elective music curriculum for high school (grades
11–12, students seventeen to eighteen years old) has been approved and adopted but
not widely implemented. Thus, curricula development and assessment strategies for
music continue to be in their formative stages.
The material for this chapter includes translations (from Nepali to English) of
the following government policy documents4:
x The National Curriculum Framework for School Education in Nepal 2007,
published by the Government of Nepal Curriculum Development Centre.
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x The Nepali Music Curriculum for grades 1–5 (2011, currently approved
and adopted as the primary school music subject under the local subject
curriculum, by the Nepal Ministry of Education, but not yet implemented).
x The Nepali Music Curriculum for grades 6–8 (2011, currently approved
and implemented as a possible optional subject by the Nepal Ministry of
Education).
x The Nepali Music as an Elective Curriculum for grades 9–10 (2011,
DZDLWLQJR൶FLDODSSURYDOE\WKH1HSDO0LQLVWU\RI(GXFDWLRQ 
6XSSRUWLQJWKHVHSROLF\GRFXPHQWVDUHWKLUWHHQLQWHUYLHZVFRQGXFWHGE\WKH¿UVW
author in 2014 and guided by appreciative inquiry (see, e.g., Cooperrider et al.,
2005). Six interviews were held with seven school administrators, such as principals
or directors, from six private schools in the Kathmandu Valley, who are largely
UHVSRQVLEOHIRUGHFLGLQJZKLFKVXEMHFWVDUHR൵HUHGE\WKHVFKRRODQGIRUFXUULFXODU
implementation. The primary intent of administrator interviews was to inquire into the
general background of the schools, including the overarching visions and the place
of music in the broader curriculum. As already mentioned, no questions were asked
about assessment. In addition, seven interviews were conducted with private school
musician-teachers. As government schools5 rarely employ music teachers, and music
as a curricular subject is in its infancy throughout the country, private school musicianWHDFKHUVZHUHVHHQWRR൵HULPSRUWDQWLQVLJKWVLQWRPXVLFWHDFKLQJDQGOHDUQLQJ
practices in schools. Musician-teacher interviews were guided by the appreciative
inquiry generic questions (see Cooperrider et al., 2005, p. 25; Watkins, Mohr, & Kelly,
2011, pp. 155–56) with the addition of questions on the themes of diversity, repertoire
VHOHFWLRQDVVHVVPHQWDQGWKHVFKRROVSHFL¿FVRQJSUDFWLFHDVVHVVPHQWKDYLQJEHHQ
added for the purposes of this particular inquiry. All interviewees were contacted and
VHOHFWHGWKURXJKWKH1HSDO0XVLF&HQWHU¶VQHWZRUNRIVFKRROVNQRZQWRR൵HUPXVLFDV
a curricular subject or extracurricular activity. Interviews with administrators were in
English, while musician-teachers were encouraged to speak Nepali, with an interpreter
present for all interviews. The thirty-to one hundred-minute, audio-recorded interviews
were transcribed and translated into English as needed. Excerpts of the transcripts
related to this chapter were then shared with all coauthors.
The material was interpreted in collaboration with all coauthors and at various
levels. These levels include the contexts of Nepal and other diversifying societies more
generally, our experiences from our own individual research projects, and thinking with
WKHRU\ -DFNVRQ 0D]]HL )DFHGZLWKWKHWHQVLRQVEHWZHHQWKHMXVWL¿FDWLRQVRI
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PXVLFLQVFKRROLQJDQGDVVHVVPHQWDVOHJLWLPDWLRQZH¿UVWDVNHG:KDWLQVWLWXWLRQDO
visions frame the valuation of music education in Nepali schools? This led us to
identify four visions: the desire to create socially unifying practices, moving from
traditional to progressive education, including public performances in schooling,
and achieving success in externally administered examinations. Extending this
exploration, we then engaged in “productive critique” (Kuntz, 2015, p. 109), striving
toward “ethically laden creative alternatives to normative rationalities and normalizing
practices” (p. 25). This second stage of inquiry was guided by the question: How might
these visions be explored and reframed through ethical deliberations on the quality of
student experience and against the fast-changing sociocultural climate of Nepal?

Assessment in the Nepali Curriculum
Public education is relatively young in Nepal, with public schooling having been
prohibited by the Rana rulers as a deliberate method of control. Not until the Shah
kings regained power in 1951 was education expanded to the masses, not only as a
means of modernization and economic and social development, but also to promote
loyalty to the nation-state and the one-party system of government (Skinner &
+ROODQG 1HSDODOUHDG\KDGDORQJKLVWRU\RIVRFLDOVWUDWL¿FDWLRQ DORQJWKH
lines of gender, caste, ethnicity, and race) (Manandhar, 2009, p. vii), so the elevation
of “the King, Hinduism, and the Nepali language as the basis of national cohesion”
6KLHOGV 5DSSOH\HS RQO\VHUYHGWRXSKROGVWUDWL¿FDWLRQDQGKHJHPRQ\
Later, despite the 1990 constitution declaring Nepal to be multiethnic, secular,
and democratic, persisting discrimination and inequality led to a decade-long civil
war (1996–2006). In light of this history, the restoration of peace in 2006 and the
publication of the National Curriculum Framework for School Education in Nepal in
2007 may appear to outsiders to coincide; however, in recent decades foreign actors,
VXFKDVWKHLQWHUQDWLRQDOGRQRUFRPPXQLW\KDYHKDGDSRZHUIXOLQÀXHQFHLQVKDSLQJ
educational policy (Shields & Rappleye, 2008). Indeed, Pramod Bhatta (2009) asserts
that changes to educational policy in Nepal are often in “response to the conditions
SXWE\WKHDLGDJHQFLHVVXSSRUWLQJHGXFDWLRQDOUHIRUPV´ S 2QHH[DPSOHRIWKH
“politics of donor interests” (Shields & Rappleye, 2008, p. 271) in Nepal’s assessment
SROLF\LVWKHUHÀHFWLRQRIERWKWKHLQWHUQDWLRQDOGRQRUFRXQWULHVWKDWYDOXHFRQWLQXRXV
assessment and those that value standardized testing, the result being that both have
been adopted to satisfy the respective donors.
The National Curriculum Framework for School Education in Nepal
(Government of Nepal, 2007) is “the main document of school education” and
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“presents the vision, policy and guidelines of school level education” (p. 55). This
GRFXPHQWGH¿QHVVWXGHQWDVVHVVPHQWDV³WKHSURFHVVRIJDWKHULQJLQWHUSUHWLQJ
recording and analyzing data, using information and obtaining feedback for re-planning
educational programmes” (p. 26) and varies assessment according to grade level.
Grades 1–7 outline a school-based continuous assessment system (CAS), meaning that
teachers should “encourage the students to learn by giving due attention to customized
teaching or an individual approach” (Music Curriculum 1–5, p. 13) in order to “assess
the expected learning outcomes, behavioral change, attitudes, competency, skill and the
application of feedback for teaching and learning activities” (Government of Nepal,
2007, p. 47). In addition, assessment strategies suggested in the National Curriculum
Framework include class, project, and community work; unit and achievement tests;
observation; and formative and innovative work (p. 46).
Students in general education in Nepal are also assessed through standardized
external examinations. At the time of study, the “resource centers” that facilitate
government-school policy communication and serve to aid teachers with content
knowledge, pedagogical training, and collecting local school demographic information
for relevant authorities also coordinated an external examination at the end of grade 5.
In addition, there were summative district-level, standardized examinations at the end
of grade 8 and national, standardized examinations at the end of grade 10 (the School
/HDYLQJ&HUWL¿FDWH>6/&@ DVZHOODVDWWKHHQGRIJUDGHIRUWKRVHVWXGHQWVZKR
continued to higher secondary school.6
These assessment strategies evaluate students by assigning a letter grade,
SURYLGHFHUWL¿FDWHVRIDFKLHYHPHQWDQGIDFLOLWDWHWKHSURJUHVVLRQIURPRQH\HDU
level to the next. The National Curriculum Framework (Government of Nepal, 2007),
however, raises ethical concerns that assessment has “not been developed as an integral
part of teaching learning activities nor has it been tied up with student’s intellectual
level, interest, pace, and needs” (pp. 26–27). Rather, the focus on standardized external
examinations has been seen as a way to respond to various international interests
and involvement and also to establish equal standards throughout the country—to
“maintain the quality of [the] education” system (p. 47).
The Nepali Music Curriculum is divided into grades 1–5, 6–8, and 9–10. Each
FXUULFXOXPGRFXPHQWRXWOLQHVVSHFL¿FDVVHVVPHQWVWUDWHJLHVLQFOXGLQJGHVFULSWLRQV
of recommended processes, activities, and methods for tracking student progress and
assigning grades. Similar to the overall school curriculum, in grades 1–5 the focus of
music classes is on learning by doing, evaluated through formative assessment “aimed
at improving the level of students’ learning” (Music Curriculum 1–5, p. 18). More
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standardized approaches to assessment in music are introduced in the curricula for
grades 6–8 and 9–10. Assessment can thus be seen to play an increasingly important
role in school music education as students progress through the grade system; indeed,
the “grading system can be considered as one of the most vital factors in terms
of teaching” (Music Curriculum 6–8, p. 10; Music Curriculum 9–10, p. 14). This
acknowledgment recalls David Boud’s (1995) assertion that while “students can, with
GL൶FXOW\HVFDSHIURPWKHH൵HFWVRISRRUWHDFKLQJWKH\FDQQRW E\GH¿QLWLRQLIWKH\
ZDQWWRJUDGXDWH HVFDSHWKHH൵HFWVRISRRUDVVHVVPHQW´ S ,QGHHGDVVHVVPHQW
GH¿QHVQRWRQO\what is to be learned but how students go about that learning (see,
e.g., Boud, 1995). As such, one way of considering how assessment in Nepali music
education might be developed in a way that ethically engages with intensifying
GLYHUVLW\DQGIDVWSDFHGVRFLDOFKDQJHLVWRUHÀHFWRQWKHXQGHUO\LQJYDOXHVIUDPLQJ
music education in Nepal, the values that assess what is taught and how; for this, we
turn to John Dewey.

Valuation in and of Music Education in Nepal
In his pragmatist Theory of Valuation (LW13), John Dewey asserts that “valuations
are constant phenomena of human behavior” (LW13:241). Indeed, “all deliberate,
DOOSODQQHGKXPDQFRQGXFWSHUVRQDODQGFROOHFWLYHVHHPVWREHLQÀXHQFHGLIQRW
controlled, by estimates of value or worth of ends to be attained” (LW13:192), the only
H[FHSWLRQVEHLQJEOLQGXQUHÀHFWLYHLPSXOVHVDQGPHFKDQLFDOURXWLQHVDQGKDELWV7KH
GL൵HUHQFHEHWZHHQLPSXOVHVDQGGHVLUHVWKHQDFFRUGLQJWR'HZH\LV³WKHSUHVHQFHLQ
desire of an end-in-view, of objects as foreseen consequences” (LW13:217; emphasis
in original). Dewey asserts: “This is the origin and nature of ‘goals’ of action. They
DUHZD\VRIGH¿QLQJDQGGHHSHQLQJWKHPHDQLQJRIDFWLYLW\+DYLQJDQHQGRUDLPLV
thus a characteristic of present activity. It is the means by which an activity becomes
adapted when otherwise it would be blind and disorderly, or by which it gets meaning
when otherwise it would be mechanical. In a strict sense an end-in-view is a means in
present action; present action is not a means to a remote end” (MW14:156; emphasis
LQRULJLQDO 7KXVHQGVLQYLHZDUHQRW¿[HGEXWFUHDWHGLQDFWLRQDNLQGRIPHGLDWLQJ
end, as ends that are too distant cannot function as guides in action. Dewey further
asserts that valuation is the result of ongoing critical inquiry, through which endsLQYLHZDULVHDQGDUHUHYLVHGWKURXJKFRQWLQXDOUHÀHFWLRQXSRQSDVWH[SHULHQFHV
and valuation of means. He illustrates how this process takes place through “careful
REVHUYDWLRQRIGL൵HUHQFHVIRXQGEHWZHHQGHVLUHGDQGSURSRVHGHQGV HQGVinview) and attained ends or actual consequences. Agreement between what is wanted
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DQGDQWLFLSDWHGDQGZKDWLVDFWXDOO\REWDLQHGFRQ¿UPVWKHVHOHFWLRQRIFRQGLWLRQV
which operate as means to the desired end; discrepancies, which are experienced
as frustrations and defeats, lead to an inquiry to discover the causes of failure”
/:HPSKDVLVLQRULJLQDO ,PSRUWDQWO\WKLVSURFHVVLV³FDSDEOHRIUHFWL¿FDWLRQ
and development” (LW13:241).
Reading the school curricula documents and interview transcripts with Dewey’s
Theory of ValuationZHLGHQWL¿HGIRXULQWHUUHODWHGYLVLRQVIUDPLQJWKHYDOXDWLRQRI
music education in Nepali schools:
x The desire to create socially unifying practices,
x Moving from traditional to progressive education,
x Including public performances in schooling, and
x Achieving success in externally administered examinations.
We here illustrate how these visions are in tension with each other, with assessment
practices often obstructing the capability of schools, administrators, and teachers to
realize other aims.
“Woven from Hundreds of Flowers, We Are One Garland”
7KH¿UVWRIWKHLGHQWL¿HGYLVLRQVIUDPLQJWKHYDOXDWLRQRIPXVLFHGXFDWLRQLQ1HSDOL
schools was a desire to create socially unifying practices amid intense sociocultural
GLYHUVLW\:LWKLWVORQJKLVWRU\RIVRFLDOVWUDWL¿FDWLRQDQGUHFHQWFLYLOZDU1HSDO
LVFKDUDFWHUL]HGDVDSRVWFRQÀLFWQDWLRQLQZKLFK³VRFLDOH[FOXVLRQLQFOXVLRQDQG
inclusive democracy” (Bhattachan, 2009, p. 12) are now highlighted as key concerns
for all. These concerns can be seen for example in the garden discourse that opens the
QHZQDWLRQDODQWKHP DGRSWHGLQ ³:RYHQIURPKXQGUHGVRIÀRZHUVZHDUHRQH
garland that’s Nepali.” This perceived need to counter hundreds of years of divisive
policies and practices also constructs unity and cohesion as an aim of general education
in Nepal, with music education being evaluated as a potential means to this end. This
valuation of music and music education can also be seen in our material on various
levels. At the level of government policy, the Nepali Music Curricula for grades 1–5,
±DQG±IRUH[DPSOHUHÀHFWDQH[SOLFLWGHVLUHWREXLOGQDWLRQDOXQLW\WKURXJK
the inclusion of patriotic songs and a common repertoire of class (year-level) songs for
government schools:
Subject matter: Grade 1
Singing:
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… Practice of children’s songs, class songs,7 the national anthem and patriotic
songs.
(Music Curriculum 1–5, p. 7)
In enacting such curricular objectives and constructing assessment strategies, however,
teachers are also required to engage in valuations, for example through repertoire
VHOHFWLRQVEDODQFLQJPRUHRUOHVVVSHFL¿HGLWHUDWLRQVRIWKHORFDOWKURXJKWKHLQFOXVLRQ
of music and dance from particular communities, for instance; and the global, through
the inclusion of “western8 music” and “western musical terminologies” (Music
Curriculum 6–8, p. 2).
School administrators interviewed as part of this research also expressed a desire
to create unifying practices and values within their schools, often evaluating music and
music education as a means to this end. Some administrators described practices that
had been created to engage with issues of diversity and to educate for mutual respect
DQGVROLGDULW\2QHVXFKSUDFWLFHZDVWKHVFKRROVSHFL¿FVRQJ 7UHDF\ :HVWHUOXQG
in press), which sometimes echoed the botanical metaphor in the national anthem
that was said to be related to the need to cultivate a sense of belongingness in the
school community (Administrator 69). In justifying his school’s music program, one
administrator explained, “Nepal is a garden of so many ethnic groups. … And each
ethnic group, has their own culture, they have their own costumes, traditions, folksongs, folk-dance and all” (Administrator 3). As such, learning songs or dances from
GL൵HUHQW1HSDOLHWKQLFJURXSVZDVHYDOXDWHGE\WKHVFKRRODVDPHDQVWR³JHWWKHWDVWH
of” and “learn to respect other cultures … [to] really enrich the students” because “in
the music, you see the whole history of a particular ethnic group … it is an identity of a
culture” (Administrator 3).
To “Prepare Students for Life and Not for Examinations”
7KHVHFRQGRIWKHLGHQWL¿HGYLVLRQVIUDPLQJWKHYDOXDWLRQRIPXVLFHGXFDWLRQLQ1HSDOL
schools was what administrators described as “progressive” (Administrator 2) or
“contemporary” (Administrator 6) education. This vision involved institutional desires
to “break away from the traditional means of teaching and learning” and become
“more student-focused” (Administrator 6). Making this shift was valued not only at
the institutional level, but also at the policy level. Indeed, the National Curriculum
Framework (Government of Nepal, 2007) poses it as a contemporary challenge for
schools and teachers: “Teaching and learning activities are conducted on the basis of
textbooks designed in accordance with the curriculum developed at the central level.
Aspects such as grade teaching, multi grade teaching, subject teaching, community
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work and project work have not been given due importance. The teaching and learning
environment has [thus been] more instruction oriented rather than learning oriented”
(p. 21). As such, teaching approaches that prioritized student participation and agency
were seen as a remedy to the traditional, teacher-centered pedagogies of the past.
Interviewed administrators described valuing music education as a means for
their schools to make this shift toward “more and more child-centric” (Administrator
3) teaching and learning. An important means to this end was perceived to be the
widening of the focus of education in their institutions from only educating students
academically to “developing life-skills … [as schools] should prepare students for
life and not for examinations” (Administrator 2). Indeed, one administrator explained
the importance of helping students identify and build their “potential” and valued
the music lessons in his school as “a platform to explore what they believed they
couldn’t do” (Administrator 2). Music was also valued by administrators as a means
RIGHYHORSLQJVWXGHQWV¶FUHDWLYLW\FRQ¿GHQFHFXULRVLW\DQGFROODERUDWLRQDVZHOODV
fostering their abilities to focus and be patient. These views can be seen to align with
the national objective for general education to “help foster inherent talents and the
possibility of personality development of each individual” (Government of Nepal,
2007, p. 31). Music was also evaluated as important for “break[ing] the monotony” of
the long school days, helping to energize and motivate students (Administrator 3), and
simply as a “meaningful” use of students’ free time (Administrator 2).
The Pressure to Perform
7KHWKLUGYLVLRQLGHQWL¿HGDVIUDPLQJWKHYDOXDWLRQRIPXVLFHGXFDWLRQLQ1HSDOL
schools was including public performances in schooling, a common value of music
education practices in many parts of the world. Performance features in every grade
level of the Music Curricula. For instance, the curricular objectives for students in
grades 1–5 direct teachers to ensure that students have the opportunity to “take part
ZLWKLQWHUHVWLQGL൵HUHQWPXVLFDOSURJUDPV´ S 10 while for grades 6–8 it is stated:
“Student work should always be practice-based, and students should have opportunities
to demonstrate whatever has been learned in the classroom via various concerts,
programs, classroom activities, and also at home” (p. 9). As such, performance is often
constructed as an assessment of sorts, an opportunity for students to present the fruits
of many hours spent rehearsing on their own or together. However, it can also serve
DVDPHDQVRIDQGMXVWL¿FDWLRQIRUGLYLGLQJVWXGHQWVLQWRFDWHJRULHVRIPRUHRUOHVV
capable. As one musician-teacher noted: “The skilled students are allowed to play in
the orchestra and perform during the parents’ day concert. The unskilled students are
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not” (Teacher 6). However, this same teacher noted that performances should not be
the only goals for teaching and learning, as he explained: “Some music teachers are not
very good. They use the rote routine to teach the students … for a long period. During
FRPSHWLWLRQVWKHVWXGHQWVFRPH¿UVWRUVHFRQGEXWLIWKH\DUHJLYHQGL൵HUHQWQRWDWLRQV
WKHVWXGHQWVFDQQRWSOD\´ 7HDFKHU 2QHRIWKHDGPLQLVWUDWRUVH[SUHVVHGZKROO\
GL൵HUHQWYDOXHVLQWHUPVRISHUIRUPDQFHVH[SODLQLQJWKDWWKH\ZHUHQRWQHFHVVDULO\
opportunities to display the most talented students, but rather for all students to
SDUWLFLSDWHLQFRPPXQLW\FHOHEUDWLRQV³2QSDUHQWV¶GD\ZHPDNHVXUHWKDWHYHU\FKLOG
is on the stage” (Administrator 3). Thus, to ensure this in a school of over two thousand
VWXGHQWVWKH\KDYHPRYHGWRJUDGHVSHFL¿FUDWKHUWKDQHQWLUHVFKRROSDUHQWV¶GD\V
This more participatory approach, however, does not necessarily do away with the
evaluative role that performances might assume.
Many musician-teachers noted that more than an assessment of student skills,
performances served as a public assessment of their work as teachers and of the
standards or values of the school more generally. Performances were seen to “prove
my teaching skills” (Teacher 7) or provide “publicity … and positive things about [the
school]” (Administrator 6). Performances were also experienced negatively by teachers
who felt that they could not “teach [students] anything else but prepare them for the
HYHQW´ 7HDFKHU $VDQDGPLQLVWUDWRUUHÀHFWHGWKLVDOVRLPSHGHGVWXGHQWOHDUQLQJ
“A lot of schools are not really, really imparting good music education. … [I]t’s
always centered either around the program or some show or event” (Administrator 6).
Regardless of the impact on pedagogy and learning, the pressure to perform was felt as
a need to legitimize the place of music in many schools. Indeed, one teacher lamented
that “if there are no [performances], the priority given to music is very minimal”
(Teacher 2).
The “Iron Gate”
The fourth and arguably most important vision framing the valuation of music
education in Nepali schools was achieving success in the externally administered
examination, the SLC. The “Iron Gate” of the SLC is seen to determine students’
access to further education and work opportunities and thus their future socioeconomic
well-being. Similar to public performances, SLC examination results also serve as an
assessment of the school’s reputation (Mathema & Bista, 2006) in wider society, and
it is common to see posters adorning schools’ walls featuring the photos and results of
WKHLUKLJKDFKLHYLQJVWXGHQWV&RQVHTXHQWO\WHDFKLQJDQGOHDUQLQJLQWKH¿QDO\HDUVRI
general education, grades 9 and 10, are almost exclusively focused on rote learning the
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content that will be examined. As an optional subject—meaning that it is elective for
the school but then taken by allVWXGHQWV²VFKRROVPD\FKRRVHWRR൵HUPXVLFDVRQHRI
the SLC exam subjects; however, this is extremely rare. As such, music—and any other
subject not examined by the SLC—does not get taught in grades 9 and 10.
Interviewed school administrators described how the SLC limited their school’s
ability to provide the kind of education to which they aspired: “The curriculum, the
syllabus, lesson planning, exams, all the activities that we do are all based around the
SLC, which we have no control over. So even though we try to break away from the
traditional means of teaching and learning, at the end of the day the students have to
appear for the SLC exams, so that’s something we have to keep in mind whilst we are
sort of using a more modern approach of teaching and learning” (Administrator 6).
Furthermore, school administrators expressed concern that the SLC limited students’
agency with regard to what they can study: “There is no choice for them, I’m so
sorry for our students, for our country’s system” (Administrator 4). The SLC did not
only frame curricular choices, however. As a result of the SLC pressures, students
and schools often discontinue extracurricular music programs in order to encourage
students to concentrate exclusively on the studies legitimized by the SLC. This was
summarized by one administrator as “now it’s time to stop playing the guitars, it’s
time to stop playing football. All you’ve got to do is study” (Administrator 6). Parental
expectations were also seen as a major pressure for both schools and students. With
parents having gone through the same SLC process, one administrator expressed
GL൶FXOW\LQ³FRQYLQF>LQJ@WKHSDUHQWVWKDWDFDGHPLFVDUHQRWWKHRQO\LPSRUWDQW
thing.” He said, “It is not only that if you score high marks you will be successful in
OLIH«<HWLWLVYHU\GL൶FXOWWRFRQYLQFHWKHSDUHQWVWKDWPDUNVDUHQRWLPSRUWDQW
They are important, but they are not the important thing” (Administrator 3). Thus, for
students attending private schools, administrators felt “compelled to satisfy the parents
because they are the ones who are investing money for their children’s education”
(Administrator 4).

Imagining Beyond Fixed Ends
,QWKHSUHYLRXVVHFWLRQZHLGHQWL¿HGIRXUYLVLRQVWKDWIUDPHWKHYDOXDWLRQRIPXVLF
education in Nepali schools. We now extend the interpretation, considering these four
visions through the work of John Dewey to imagine students’ ends-in-view and Arjun
Appadurai to imagine the unforeseen.
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Imagining Students’ Ends-in-View
2XUH[SORUDWLRQLQGLFDWHGWKDWWKHDVVHVVPHQWSUDFWLFHVRISXEOLFSHUIRUPDQFHVDQGWKH
SLC were often seen by interviewees as obstructing not only the potential of music
education to realize a wider range of desired ends, but its very inclusion in schools.
If we explore this challenge with Dewey’s theory of means and ends, it could be
that rather than these assessment practices being framed as ends-in-view—that is, as
“means to future ends” (LW13:229)—they are framed as ends-in-themselves. Dewey
asserts that
nothing happens which is ¿QDO in the sense that it is not part of an ongoing
stream of events. … [T]he distinction between ends and means is temporal and
relational. Every condition that has to be brought into existence in order to serve
as means is, in that connection, an object of desire and an end-in-view, while
the end actually reached is a means to future ends as well as a test of valuations
previously made. Since the end attained is a condition of further existential
occurrences, it must be appraised as a potential obstacle and potential resource.
(LW13:229; emphasis in original)
As such, Dewey warns of the risk that “the only problems arising concern the best
means for attaining [ends-in-themselves]” (LW13:229). Alternatively, if these
assessment practices have been framed as ends-in-view, they have been evaluated as
the most important ends-in-view. Dewey’s notion of the continuum of means-ends—
whereby actions are interconnected and an end achieved is also a means to future
ends, while the ultimate end may remain unknown—is thus useful for considering
these assessment practices in terms of student experience. Leaning on Dewey, Heidi
Westerlund (2002) states that “music in education is a mixture of the actual and
potential” (p. 187) and that music students evaluate ends from multiple perspectives:
“The learner will evaluate the value of his or her learning experiences in relation to
his or her personal life which includes past and future events, whether educational
or not. In this process, every good and meaningful experience is suggesting some
consequences on the life goals of the individual” (2008, p. 87). Thus, understanding
DVVHVVPHQWSUDFWLFHVVXFKDVSXEOLFSHUIRUPDQFHVDQG6/&VDV¿[HGHQGVRUHQGVLQ
themselves, without considering the means or how the end could become a means in
WKHPHDQVHQGVFRQWLQXXPLVDQHWKLFDOSUREOHPDVDVVHVVPHQWSUDFWLFHVDV¿[HGHQGV
may hinder, rather than become the means to, further learning.
The opportunity to participate and exercise “voice” through public performance
may be seen as a matter of ethical and democratic concern. When public performances
serve as the primary form of assessment for music students and music teachers
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and as an assessment of the schools themselves, the focus of teaching and learning
may be more on achieving a predetermined standard of “excellence” rather than on
the experiences of students. Westerlund (2008) has emphasized that questions of
valuation in music education are questions of the means—or the “hows”—of music
education and therefore argues for the importance of the quality of the learners’
experiences over musical outcomes such as public performances only. She suggests
that from the student’s perspective, good public performances may risk remaining
ends-in-themselves, rather than ends-in-view to continued engagements with music
PDNLQJLIWKHOHDUQLQJSURFHVVWKHPHDQVIDLOVWRVXSSRUWWKHFUHDWLRQRIVX൶FLHQWO\
positive experiences. Indeed, “the costs of music studies can even become intolerable
SURKLELWLQJWKH¿QDOHQMR\PHQWRIZKDWVKRXOGEHHQMR\DEOHE\LWVYHU\QDWXUH´
(Westerlund, 2008, p. 85). Moreover, when “quality” public performances function
as ends-in-themselves—without considering how they might serve as an end-inYLHZIRUDOOVWXGHQWV²H[FOXVLRQDU\SUDFWLFHVPD\EHMXVWL¿HGWKURXJKWKHVHOHFWLRQ
RIVWXGHQWVZKRDUH³PRVWWDOHQWHG´RU³PRVWSUR¿FLHQW´OHDYLQJWKHSDUWLFLSDWRU\
UHTXLUHPHQWRIGHPRFUDF\XQIXO¿OOHG,QRWKHUZRUGVPXVLFHGXFDWLRQEHFRPHV
only for the select few, and not for all. Thus, the valuation of music performances
in Nepali music education may serve not only as a “potential resource” but also as a
“potential obstacle” (Dewey, LW13:229) for democratic action. In democratizing the
performance aspect of music teaching and learning, we need to imagine beyond those
ends that construct music as product and instead consider how performances could
function as qualitatively good ends-in-view in the students’ lives. As claimed by David
J. Elliott (1995) among others, if music is not a thing, but a social action, the focus
of music education ought to be on the process of doing music. As such, assessment
should not be an evaluation of the performance itself, but of the preparation for it—or
perhaps even more important, of students’ experiences of both the preparation for
and the performance itself. Similarly, with performance serving as an assessment of
the teacher or the school, what is being assessed, rather than the teacher’s ability to
VHOHFWDQGQXUWXUH³WDOHQW´RUGLVSOD\WHFKQLFDOSUR¿FLHQF\FRXOGEHWKHDELOLW\WR
enact democratic ideals of inclusion and participation. As mentioned in the National
Curriculum Framework, performances could illustrate an institution’s, a teacher’s, or
students’ engagement with “social equality and justice … to help create an inclusive
society” (Government of Nepal, 2007, p. 31).
The processes or products of music making in schools that are valued in Nepali
music education are closely linked to the legitimation of the subject as a whole, with
assessment determining what is deemed important for young people to study and
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to what ends. Success in the SLC plays a key role as “part of a selective tradition,
someone’s selection, some group’s vision of legitimate knowledge” (Apple, 1996,
p. 22). As what is assessed is deemed valuable, music’s absence from all but a very
IHZVFKRRO¶V6/&R൵HULQJVVHUYHVWRPDLQWDLQWKHVWLJPDWL]HGSODFHRIPXVLFDVD
subject worth studying and a career worth pursuing more broadly (Treacy, in press;
Treacy, Thapa, & Neupane, in press). Although the SLC may be viewed by schools and
parents, and even by students, as an end-in-view to success in life, its position as the
PRVWLPSRUWDQWHQGLQYLHZDQGWKHH[WHUQDOO\¿[HGQDWXUHRIWKLV³,URQ*DWH´ZKLFK
fails to take into account student diversity and student choice, cause students to pay
³WRRKLJKDSULFHLQH൵RUWDQGLQVDFUL¿FHRIRWKHUHQGV´ /: +RZHYHUWKH
SLC is not implemented unquestioningly and has been subject to “critical examination
of the relation of means and ends” (LW13:230), as illustrated through our interviews
and reports such as the extensive Study on Student Performance in SLC (Mathema
& Bista, 2006). Still, the abandonment of elective courses and hobbies not subject
to the scrutiny of standardized tests, when combined with the enormous pressures
placed on students to focus and achieve academic excellence, continues to come at a
high price associated with assessment as an end in and of itself. As one administrator
H[SODLQHG³7KHUHLVWKLVKXJHVWUHVVRQFKLOGUHQZKLFK,¿UPO\EHOLHYHVKRXOGQRWEH
there. I personally don’t believe in this examination system where everything you learn
throughout the year is just dumped into one [examination] paper. It’s not a judge of
what you’ve learned” (Administrator 6). As such, it is imperative to imagine beyond
success in standardized examinations if assessment is to ethically work for, and not
against, such curricular ideals as producing “healthy citizens” (Government of Nepal,
2007, p. 42) and inclusive education, where “inclusive education means to understand
and respect others, respond to educational needs and include the experiences, interests
and values of children of all strata” (p. 34).
Imagining the Unforeseen
In addition to the need to consider student experience in questions of assessment in
1HSDOLVFKRROLQJWKHIRXUSUHYLRXVO\LGHQWL¿HGYLVLRQVDOVRKLJKOLJKWKRZTXHVWLRQV
of assessment are entangled with the need for schools to contend with the rapid pace
of societal change. As such, we propose that in navigating multiple, fast-changing,
and at times opposing interests and values, the most established ends and related
IRUHVHHQFRQVHTXHQFHVPD\QRWEHVX൶FLHQWIRUHQJDJLQJLQWKHOHYHORIFULWLFDO
LQTXLU\UHTXLUHGLQWKH1HSDOLFRQWH[W,QGHHGZHKDYHDOUHDG\VKRZQKRZD¿[HG
understanding of assessment places constraints on schools and administrators striving
200

to contend with this change. Therefore, we argue that envisioning an ethically engaged
future of assessment, and school music education in Nepal more broadly, requires
imagination and the capacity to aspire. Appadurai (1996) asserts that “lives today are
as much acts of projection and imagination as they are enactments of known scripts
or predictable outcomes” (p. 61). Moreover, he contends that the capacity to aspire is
an essential social and cultural capacity that supports the exploration of “alternative
futures” (Appadurai, 2004, p. 69) and “guarantees an ethical and psychological anchor,
a horizon of credible hopes” (pp. 81– 82). This is especially important in Nepal, a
SRVWFRQÀLFWQDWLRQZLWKPDQ\GLYHUVHFRPPXQLWLHVDQGVRFLDOJURXSVZRUNLQJWRZDUG
equality and democracy while engaging with ever-increasing globalization. Appadurai
(2004) states: “The capacity to aspire provides an ethical horizon within which more
concrete capabilities can be given meaning, substance, and sustainability. Conversely,
WKHH[HUFLVHDQGQXUWXUHRIWKHVHFDSDELOLWLHVYHUL¿HVDQGDXWKRUL]HVWKHFDSDFLW\WR
aspire and moves it away from wishful thinking to thoughtful wishing” (p. 82). Such
³WKRXJKWIXOZLVKLQJ´PD\R൵HURQHPHDQVE\ZKLFKDVVHVVPHQWLQ1HSDOLVFKRROV
could potentially be part of, and enact, more democratic processes. In suggesting that
administrators and teachers need to imagine beyond what is foreseeable, we return to
WKH¿UVWWZRYLVLRQVWKHGHVLUHWRFUHDWHVRFLDOO\XQLI\LQJSUDFWLFHVDQGPRYLQJIURP
traditional to progressive education.
Recalling the garland metaphor in the opening of the Nepali National Anthem,
GL൵HUHQWFXOWXUHVDUHGHVFULEHGDVLQGLYLGXDOXQFKDQJLQJVHSDUDWHÀRZHUVWREH
woven together. As such, creating unity through multiculturalism, as an end-in-itself
in Nepali music education, is not simply a descriptive term but is used to connote
D³VRFLDOLGHDODSROLF\RIVXSSRUWIRUH[FKDQJHDPRQJGL൵HUHQWJURXSVRISHRSOH
to enrich all while respecting and preserving the integrity of each” (Elliott, 1990, p.
151). However, this ideal raises questions about the feasibility and also the ethics of
maintaining distinctions between caste/ethnic groups as part of the guiding paradigm
RIPXVLFHGXFDWLRQ0RUHRYHUWKHSUHVHUYDWLRQRIGL൵HUHQFHDVDQHQGLQLWVHOIRU
taken as an end-in-view in education toward a multicultural society, is symptomatic
of what Dewey (LW4) refers to as a “Quest for Certainty.” This is further complicated
E\WKH³ÀXLGLWLHVRIWUDQVQDWLRQDO´DQGWUDQVFXOWXUDO³FRPPXQLFDWLRQ´WKDWIUDPH
FXOWXUHDV³DQDUHQDIRUFRQVFLRXVFKRLFHMXVWL¿FDWLRQDQGUHSUHVHQWDWLRQ´ $SSDGXUDL
1996, p. 44). As such, Nepali society cannot be adequately represented by a garland,
but is rather a society in which “the appearance of a people as a coherent ethnic group
UHÀHFWVDJURXS¶VSDUWLFXODUKLVWRULFDOUHODWLRQVKLSZLWKWKHVWDWHPRUHWKDQLWVFXOWXUDO
distinctiveness” (Hangen, 2010, p. 27) and “as much variation exists within groups that
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VKDUHDQHWKQLFODEHODVH[LVWVEHWZHHQJURXSVZLWKGL൵HUHQWQDPHV´ S ,QGHHG
6XVDQ,+DQJHQ  DVVHUWVWKDWLGHQWLWLHVLQ1HSDODUHFRQVWDQWO\³LQÀX[´ S
 UHÀHFWLQJ³WKHSROLWLFDOH൵RUWVRIYDULRXVVRFLRFXOWXUDOJURXSVWRUHQHJRWLDWHWKHLU
identities and their place in the state” (p. 28). Cultural identity, also as expressed in and
through music, is not static, with “[discrete] but clear and lasting boundaries between
‘this’ culture and ‘that’ culture” (Gaztambide-Fernández, 2012, p. 44), but an altogether
more complex experience. Accordingly, framing music education and its assessment
strategies with the vision of a Nepali garland of sociocultural unity risks archiving
musics or values as cultural artifacts, rather than constructing practices that engage
with musics as dynamic and changing social activities. Thus, assessment may face
challenges in relating to musicing as something we do and something we already are
(Elliott, 1989, 1995), especially if who we areLVXQGHUVWRRGDVQRW¿[HGEXWUDWKHUDQ
ongoing process of becoming3UHVHUYLQJFXOWXUDOGL൵HUHQFHLVDOVRRIHWKLFDOFRQFHUQ
SDUWLFXODUO\LQDKLJKO\VWUDWL¿HGVRFLHW\OLNH1HSDO:KLOHWKHFDVWHV\VWHPLVR൶FLDOO\
illegal, it is far from obsolete and has left a heavy hangover of inequity and injustice.
Whose criteria then determine success in Nepali school music education? Whose music
is deemed legitimate and valuable? Whose approaches to teaching and learning ought
to inform the development of teacher education? Rather than perpetuating systems
of inequity through multicultural policy, if “culture is a dialogue between aspirations
and sedimented traditions” (Appadurai, 2004, p. 84), there is an ethical imperative
to “bring the future back in” (p. 84). Through this, teachers might imagine a more
equitable, socially just music education and society at large, consistent with curriculum
directives to “help create an inclusive society by focusing upon equality between
GL൵HUHQWUDFHVFDVWHVUHOLJLRQVODQJXDJHVFXOWXUHVDQGUHJLRQV«>DQGWRIRVWHU
students’ awareness of] … human rights, social norms and values, and feel responsible
for the nation and its people” (Music Curriculum 1–5, p. 2). Envisioning schooling
as more than preparation to pass examinations aligns with pragmatist ideas and ideals
of education as more than inculcating students with a priori knowledge or skills.
However, conceptualizing teaching and learning as preparation for life risks isolating
the school from life itself. Education structured in isolation from society contrasts
with the Deweyan understanding of the school as reproducing “within itself, [the]
typical conditions of social life” (MW4:272), whereby school classrooms are already,
and always, a microcosm of society, albeit in a critical mode (Allsup & Westerlund,
2012; Westerlund, 2002). This discourse of preparation also permeates the values
RXWOLQHGLQWKH1DWLRQDO(GXFDWLRQDO2EMHFWLYHV *RYHUQPHQWRI1HSDO ZKLFK
state that schools should “help prepare citizens with good conduct and morals for a
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healthy social and collective lifestyle … help prepare productive and skilled citizens …
develop and prepare human resources to build the nation [through the] modernization
of society. … Prepare citizens respectful to nation, nationality, democracy” (p. 31).
Here too the implication is that schools are detached from “real life,” preparing
VWXGHQWVXQWLOWKH\DUHTXDOL¿HGWRSDUWLFLSDWHLQVRFLHW\UDWKHUWKDQVHHLQJVFKRROVDV
“workplaces, as sites of identity formation, as places that make particular knowledge
and culture legitimate, as arenas of mobilization and learning of tactics, and so much
more” (Apple, 2013, p. 158). Furthermore, in a rapidly changing society such as
Nepal, what it is exactly that school should prepare students for is uncertain, as the
foreseeable future changes on an almost daily basis. Thus, progressive music education
may be better understood not as preparing students for participation in a democratic
society, but as already democratic in and of itself. In this way, music education may be
envisioned as an experimental site “to exercise ‘voice,’ to debate, contest, and oppose
vital directions for collective social life as they wish, not only because this is virtually a
GH¿QLWLRQRILQFOXVLRQDQGSDUWLFLSDWLRQLQDQ\GHPRFUDF\´ $SSDGXUDLS 

Toward an Ethically Engaged Future of Assessment
In this chapter we have illustrated how the visions guiding music education in Nepal
PD\QRWD൵RUGWHDFKHUVDQGVWXGHQWVWKHFDSDFLW\WRHWKLFDOO\QDYLJDWHWKHFRQGLWLRQV
RILQWHQVLI\LQJGLYHUVLW\DQGIDVWSDFHGVRFLDOFKDQJH,QLPDJLQLQJEH\RQG¿[HG
ends, and therefore anticipating the unforeseeable, assessment—as both processes of
YDOXDWLRQDQGVSHFL¿FDVVHVVPHQWSUDFWLFHV²LVLQWULFDWHO\DQGLQH[WULFDEO\HQWZLQHG
whether the teacher acknowledges this or not, with the ethical dimensions of teaching
and learning. The uncertainty about what “personal, social and national challenges”
*RYHUQPHQWRI1HSDOS WKHWZHQW\¿UVWFHQWXU\ZLOOEULQJIRU\RXQJ
people in Nepal, however, means that assessment cannot be “traditional,” relegating
culture to archives and determining students’ future possibilities on the basis of a
single exam. Rather than assessment serving as an “Iron Gate” or end-in-itself, we
propose that it ought to be re-envisioned as integral to enacting the democratic ideals
of participation and equality. This is not so much a way to insure young people against
WKHFKDOOHQJHVWKHIXWXUHKROGVEXWPRUHDPHDQVRIHQDEOLQJFRQ¿GHQWDJHQWLDODQG
meaningful engagements with uncertainty. This requires, from the students themselves,
the ability to form ends-in-view and in this way aspire to change their own lives and
society. Through this, students are enabled “not only [to] adapt [themselves] to the
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changes that are going on, but [to] have power to shape and direct them” (MW4:271).
Through this inquiry, we have argued that this requires the imagination and the
capacity to aspire.
Importantly, teacher education may be one appropriate arena for this work,
which we suggest requires a shift to positioning teachers as critical inquirers rather
than as transmitters of knowledge, only responsible for the implementation of a
prescribed curriculum. This follows Appadurai’s (2013) argument for “research as a
human right” (p. 269), as a way to develop “the capacity to systematically increase
the horizons of one’s current knowledge, in relation to some task, goal or aspiration”
(Appadurai, 2006, p. 176). However, as the goals and aspirations are not-yet-in-view,
WKHWHDFKHUPXVWHQJDJHLQFRQVWDQWUHÀHFWLRQ²ORRNLQJERWKEDFNZDUGDQGIRUZDUG
LQDUHÀH[LYHFLUFOLQJDQGGHOLEHUDWLRQRIZKDWUROHDVVHVVPHQWSOD\VLQHYDOXDWLQJDQG
enabling learning. This “thoughtful wishing” (Appadurai, 2004, p. 82) can thus engage
the imagination in a continual process of shaping and reshaping values, assessment
practices, and other practices in the classroom, through creative small steps: ends-inYLHZUDWKHUWKDQ¿[HGHQGVWKDWIXQFWLRQDVHQGVLQWKHPVHOYHV
In sum, developing the capacity to aspire, and by extension the capacity to
inquire, is crucial for envisioning an ethical future for and through assessment and
school music education more broadly. As such it is important that we understand
assessment as dynamic, allowing space for the imagination and capacity to aspire.
Although administrators interviewed in this study acknowledged the need for such
DG\QDPLFXQGHUVWDQGLQJWKH\GHVFULEHGWKHSUREOHPDWLFQDWXUHRI¿[HGDVVHVVPHQW
practices that place constraints on the school and teachers from engaging their
imagination in terms of ends-in-view and ends-not-yet-in-view. The capacities to aspire
and inquire can support music teachers and students as they engage with the existing
and increasing diversity of contemporary societies such as Nepal and rapid societal
FKDQJHDQGUHÀHFWXSRQWKHLQFOXVLYHDQGH[FOXVLYHSURFHVVHVRIDVVHVVPHQWWKDWIUDPH
whose ends and ends-in-view count, when, how, and what for. Thus, imagining endsQRW\HWLQYLHZLQPXVLFHGXFDWLRQR൵HUVDPHDQVRIHWKLFDOO\HQJDJLQJZLWKYDOXHV
GL൵HUHQWWRRQH¶VRZQDQGHQDFWLQJWKHGHPRFUDWLFLGHDOVRISDUWLFLSDWLRQHTXDOLW\DQG
the capacity to aspire for all.
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Notes:
1. The Global Visions project engages music educators and researchers in
three institutions (the Sibelius Academy, University of the Arts Helsinki,
in Finland; the Nepal Music Center, in Kathmandu, Nepal; and Levinsky
College of Education, in Tel Aviv and Jerusalem, Israel) in collaboration
with the overarching goal to envision how future teachers may be equipped
with the necessary skills and understandings to work within increasingly
diverse environments.
2. We use the term “musician-teachers” to refer to musicians who are
employed to teach music by private schools, music institutes, and private
LQGLYLGXDOV,QWKHDEVHQFHRIIRUPDOPXVLFWHDFKHUTXDOL¿FDWLRQVWKH\
are usually hired on the basis of artistic merit rather than demonstrated
pedagogical competence.
3. References to John Dewey in this chapter appear as MW (middle works)
or LW (later works) followed by the volume number, a colon, and the page
numbers. The edited volumes are listed in the references as Dewey (1977),
Dewey (1983), Dewey (1984), and Dewey (1988).
4. It should be noted that citations to The National Curriculum Framework
for School Education in Nepal refer to the page numbers in the original
Nepali document, and citations to the music curricula refer to the page
QXPEHUVLQWKH¿QDO1HSDOLGRFXPHQWVXEPLWWHGWRWKH0LQLVWU\RI
Education.
5. The term “government school” is used in Nepal to refer to state-funded
and -mandated school education.
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6. Since this inquiry, the external standardized examination system has
changed. The grade 5 examination has been discontinued, the grade
8 examination is now a school-level examination, the grade 10 SLC
examination has been changed to the Secondary Education Examination
(SEE), and the grade 12 examination is now the National Board
Examination (NBE). These changes were made as part of the amendment
to the Education Act, and implementation was begun during the 2016–
2017 school year.
7. Class songs refer to songs in national textbooks published by the Ministry
RI(GXFDWLRQ(DFKJUDGHOHYHOKDVVSHFL¿FFODVVVRQJV
8. In countering the hegemonic centrality of the western world and the
2WKHULQJRIWKHPDMRULW\ZRUOG²ZLWKLQZKLFKWKLVUHVHDUFKLVORFDWHG²ZH
do not capitalize the “west” as a conscious and political decision.
9. $OWKRXJKQRWDQLGHDOPHDQVRIUHIHUULQJWRVSHFL¿FLQGLYLGXDOVDVQDPHV
in Nepal are closely tied to caste/ethnic identity, we have opted to use
numbers to identify interviewees rather than assign pseudonyms.
10. “Programs” in the Nepali context refers to organized performances such as
those during school open days and other events.
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Appendix 3: Article III
Engaging practitioners as inquirers: Co-constructing visions for
music teacher education in Nepal
Danielle Shannon Treacy
2ULJLQDOO\SXEOLVKHGLQH. Westerlund, S. Karlsen, & H. Partti (Eds.), Visions for intercultural music
teacher education (pp. 195–214). Landscapes: the Arts, Aesthetics, and Education, vol 26. Springer.
https://doi.org/10.1007/978-3-030-21029-8_13

Abstract
This chapter explores how co-constructing visions might engage teachers as inquirers
LQDµPDMRULW\ZRUOG¶FRQWH[WE\UHÀHFWLQJRQDVHULHVRI$SSUHFLDWLYH,QTXLU\
workshops involving over 50 musician-teachers in the Kathmandu Valley, Nepal
in 2016. It extends the concept of teachers’ visions (Hammerness, Teach Educ Q
31(Fall):33–43, 2004) through socio-cultural anthropologist Arjun Appadurai’s
notions of the imagination (Modernity at large: Cultural dimensions of globalization.
University of Minnesota Press, Minneapolis, 1996) and the social and cultural
capacity to aspire (Culture and public action. Stanford University Press, Stanford,
 7KHFKDSWHUUHÀHFWVRQWKHSURFHVVHVWKDWWRRNSODFHZKHQFRFRQVWUXFWLQJ
visions, including the ways co-constructing visions may have been the fuel for action,
DQGDQDO\]HVWKHLPSOLFDWLRQVRIWKHUHVXOWLQJFRFRQVWUXFWHGYLVLRQV7KH¿QGLQJV
highlight the importance of developing and supporting collaborative learning for the
development of both preservice and inservice music teacher education.

Keywords
teachers’ visions, co-constructed visions, imagination, capacity to aspire, appreciative
inquiry, majority world, Nepal

Music teacher education today is faced with the challenge of preparing professionals
for an uncertain future; teachers who are capable of ethically engaging in intercultural
settings, and continuously and systematically inquiring to increase their professional
knowledge (see e.g. Cochran-Smith and Lytle 2009; Holgersen and Burnard 2013).
2QHSRVVLEOHZD\RIHQJDJLQJZLWKVXFKDQXQFHUWDLQIXWXUHLVWKURXJKHQYLVLRQLQJ,Q
WKH¿HOGRIHGXFDWLRQ.DUHQ+DPPHUQHVVGH¿QHVWHDFKHUV¶YLVLRQVDVWKHLPDJHVWKDW
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teachers hold of “ideal classroom practices” and that reveal their “hopes and dreams”
(2004, 34). She describes how visions represent a teacher’s aspirations, a reach beyond
their current practice, and she connects them to teacher motivation both to change
teaching practice and curriculum, and in relation to teacher identity and feelings of
success (Hammerness 2015). Visions have also been found to have implications for
WHDFKHUHGXFDWLRQ,WKDVEHHQSURSRVHGIRUH[DPSOHWKDWH൵HFWLYHWHDFKHUHGXFDWLRQ
programs are designed around and promote a clear and shared vision of good teaching,
DUHFRKHUHQWDQGR൵HURSSRUWXQLWLHVWROHDUQWKDWDUHDOLJQHGZLWKWKHYLVLRQDQG
grounded in teaching practice (Darling-Hammond 2006; Hammerness 2013; Klette and
Hammerness 2016). Furthermore, the relationship between a teacher’s vision and the
teacher education program vision has been found to either help or hinder new teachers’
development (Hammerness 2015).
In music teacher education, visions have been recognized as a possible tool
“for critical examination of music teaching traditions and beliefs that so often
(unconsciously) shape ideas and practices” and for “assessing music teaching and
learning” (Ferm Thorgersen et al. 2016, 60). Similarly, Talbot and Mantie describe the
³WUXO\UHÀHFWLYHSUDFWLFHUHTXLUHGIRUYLVLRQLQJ´  ZKLFKWKH\KLJKOLJKWDV
an important way of questioning and resisting a “passive acceptance of the legitimate
order” (2015, 177) in the music teaching profession. Talbot and Mantie stress that “the
IDLOXUHWRDQDO\]HDQGLPDJLQHKRZWKLQJVFRXOGEHGL൵HUHQWKRZHYHU±WRLPDJLQH
GL൵HUHQWUDWLRQDOLWLHV±DOPRVWFHUWDLQO\JXDUDQWHHVWKDWWKLQJVZLOOQRWFKDQJH´ 
 7KLVVDLG&RQNOLQJKDVUHFRJQL]HGWKHFRPSOH[DQGLQWHUUHODWHGLQÀXHQFHVRI
both compliance and utopian thinking on teachers’ visions. She uses examples of the
myths of prediction and control, teacher as expert, and the ability to teach as a natural
talent, to illustrate that “compliance is a powerful force in shaping teachers’ visions”
 DQGWKHUHIRUH³PLJKWEHGL൶FXOWIRUSUHVHUYLFHWHDFKHUVWRDYRLG´ 
191). Thus, she argues that music teacher educators have a responsibility to preservice
teachers to acknowledge the policies and practices that may constrain them as future
music teachers, while designing meaningful and transformative experiences and
teaching “envisioning greater equity, inclusion, creativity, and joy for the children who
will be in our preservice teachers’ future classrooms” (Conkling 2015, 191).
7KHVHXQGHUVWDQGLQJVRIWHDFKHUV¶YLVLRQVPD\EHLQVX൶FLHQWKRZHYHULQD
research study that involves co-constructing visions for the development of music
teacher education in Nepal. First, because visions have been found to be individual
and not necessarily shared by all colleagues, other educators, or other institutions
(Ferm Thorgersen et al. 2016; Hammerness 2013; Juntunen 2014). Second, because
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the research on teacher visions and program visions has so far been limited to western
contexts and countries with established teacher education programs. In a ‘majority
world’1 context, such as Nepal, where music teacher education is only beginning to be
GHYHORSHGWKHVLWXDWLRQPD\EHUDGLFDOO\GL൵HUHQW
Due to these limitations, this chapter extends the concept of teachers’ visions
through the case of music teacher education in Nepal and socio-cultural anthropologist
Arjun Appadurai’s notions of the imagination (1996) and the social and cultural
capacity to aspire (2004). Although a music education curriculum was adopted by the
Nepalese Ministry of Education in 2010, there is currently no formal, governmentrecognized music teacher education. Consequently, the Nepal Music Center (NMC)2
contacted the Sibelius Academy, University of the Arts Helsinki in 2012, which
led to collaborative developmental work and research on music teacher education
between the two institutions. As its name suggests, the resulting research project,
Global Visions Through Mobilizing Networks: Co-Developing Intercultural Music
Teacher Education in Finland, Israel and Nepal, has an overall objective to explore
the negotiation of visions for co-developing intercultural music teacher education
globally through partnerships and collaboration. As Nepal is a country characterized by
extraordinary diversity, currently recognizing 126 caste/ethnic groups, 123 languages
spoken as mother tongue and ten religions (Government of Nepal 2012), and as it is
H[SHULHQFLQJDQLQWHQVL¿HGUDWHRIVRFLHWDOFKDQJHDQGJOREDOL]DWLRQWKHGHYHORSPHQW
of intercultural music teacher education in Nepal may be seen to play an important
UROHLQSRVLWLRQLQJGLYHUVLW\DQGGL൵HUHQFHDVRSSRUWXQLWLHVUDWKHUWKDQSUREOHPVWREH
overcome.
In the absence of music teacher education, musicians in the Kathmandu Valley
are employed to teach music in private schools, music institutions, and private homes,
usually on the basis of artistic merit; thus, I use the term musician-teachers. As part
of the Global Visions project, I facilitated a series of Appreciative Inquiry3 workshops
with musician-teachers to co-construct visions for music education in Nepal over an
11-week period between April and June 2016. The workshops were conceived as one
possible way to address some of the aims of the Global Visions project, including
promoting music teacher agency, creating a network of practitioners, and having
a practical impact on the development of music teacher education by including
practitioners in the process of knowledge building.
My work in the Global Visions project begins with a presupposition of equality
(Ranciere 1991), as I aim to adopt an anti-colonial stance (Patel 2014) in order
to ethically undertake a research project immersed in the complexities of western
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HWKQRFHQWULVP HJ'DVHQDQG$NNDUL ,DPD¿UVWJHQHUDWLRQ&DQDGLDQ &DQDGD
being a settler colony), of parents who emigrated from both colonized and colonizing
European countries, and I now live in Finland as an immigrant. In Nepal, my whiteness
and university-researcher status carry privilege and power, positioning me as a ‘foreign
expert.’ I am simultaneously answerable to the Nepali participants, to the research
project leaders, and to the Sibelius Academy and Academy of Finland who fund my
work. My personal investment in this research project is linked to the successful
completion of my doctoral studies and to my future career, which made me dependent
upon Nepali musician-teachers attending and participating in the workshops, not only
for the co-construction of knowledge but also for my own professional gain (Patel
2014).
Although a primary aim of the workshops was to co-construct visions for
music education in Nepal, I was conscious of the limited availability of professional
development opportunities or active music teacher associations in Nepal.
Consequently, I envisioned the workshops as a community of inquirers in which
participants could develop their teaching through learning from and with each other,
and that this community might support the building of a music teacher network and
thus have value beyond its research beginnings. As such, this chapter addresses the
following research question and sub-questions:
x How might the process of co-constructing visions engage practitioners as
inquirers in a majority world context?
 What are the characteristics of the processes that take place when coconstructing visions?
 In what ways might co-constructing visions be the fuel for action in a
majority world context?

Imagination and the Capacity to Aspire
To push towards an understanding of co-constructed visions, and move beyond the
sphere of North America and Europe, I draw upon the work of Arjun Appadurai,
particularly his notions of the imagination (1996) and the social and cultural capacity
WRDVSLUH  $SSDGXUDLLGHQWL¿HVWKHLPDJLQDWLRQHVSHFLDOO\ZKHQFROOHFWLYHDV
a potential “fuel for action” (1996, 7) and thus “central to all forms of agency” (1996,
31). He describes it as,
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$QRUJDQL]HG¿HOGRIVRFLDOSUDFWLFHVDIRUPRIZRUN LQWKHVHQVHRIERWKODERU
and culturally organized practice), and a form of negotiation between sites of
DJHQF\ LQGLYLGXDOV DQGJOREDOO\GH¿QHG¿HOGVRISRVVLELOLW\ $SSDGXUDL
31)
The imagination informs the daily lives of ordinary people in numerous ways. It is
used both to discipline and control citizens, and for collective dissent and redesigning
ways of being together (Appadurai 2000).
$SSDGXUDL¶VLGHDVRILPDJLQDWLRQÀRZLQWRZKDWKHGHVFULEHVDVWKHFDSDFLW\
to aspire, “the social and cultural capacity to plan, hope, desire, and achieve socially
valuable goals” (Appadurai 2006, 176). He describes aspirations as being related to
“wants, preferences, choices, and calculations” (Appadurai 2004, 67) and being formed
through social interaction and located “in a larger map of local ideas and beliefs”
(2004, 68). As such, co-constructing visions with Nepali musician-teachers could be
understood as engaging their collective imagination in aspiring towards what they
deem to be socially valuable goals.
According to Appadurai (2004), however, the capacity to aspire is unevenly
GLVWULEXWHGLQVRFLHW\$VDQDYLJDWLRQDOFDSDFLW\LWLVWKHEHWWHUR൵RUPRUHSULYLOHJHG
in any society who “have used the map of its norms to explore the future more
frequently and more realistically, and to share this knowledge with one another more
routinely than their poorer and weaker neighbors” (Appadurai 2004, 69). This uneven
distribution may also be linked to opportunities to practice the capacity to aspire,
for instance in educational development globally where practitioner expertise and
participation is often overlooked. This has also been the case with the Nepali musicianteachers who have so far not been included by the government in the planning of music
teacher education. Appadurai (2006) argues that the uneven distribution of the capacity
to aspire is both a sign and gauge of poverty, but something that can be changed by
politics and policy.
Intimately connected to the capacity to aspire is what Appadurai (2006) calls
WKHULJKWWRUHVHDUFKZKLFKKHGH¿QHVDVWKHFDSDFLW\WRV\VWHPDWLFDOO\LQFUHDVHRQH¶V
current knowledge relative to a task, goal, or aspiration (176). The capacity to aspire
and the right to research are intimately connected because “without aspiration, there
is no pressure to know more. And without systematic tools for gaining relevant new
knowledge, aspiration degenerates into fantasy or despair” (Appadurai 2006, 176–177).
Appadurai further argues that the right to research is essential to “claims for democratic
citizenship” (2006, 167), as one needs to be informed in order to participate in
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GHPRFUDWLFVRFLHW\HVSHFLDOO\LQDZRUOGRIUDSLGFKDQJHDQGJOREDOÀRZV  
Hence, aspiring together may also motivate Nepali musician-teachers to learn both
from and with each other and towards increased democratic participation.

Co-constructing Visions for Music Education in Nepal
,QRUGHUWRDGGUHVVWKH¿UVWUHVHDUFKVXETXHVWLRQ,KHUHLQWURGXFH$SSUHFLDWLYH,QTXLU\
and provide a detailed description of how the visions were co-constructed.
Appreciative Inquiry
$QHDUO\FKDOOHQJHLQWKLVVWXG\ZDVWR¿QGDPHWKRGRIFRFRQVWUXFWLQJYLVLRQVIRU
music education in Nepal that would avoid ethnocentrism and coloniality. I chose to
apply Appreciative Inquiry (AI, see e.g. Cooperrider et al. 2005; Watkins et al. 2011),
ZKLFKFRPHVIURPWKH¿HOGRIRUJDQL]DWLRQGHYHORSPHQWDQGWKHSUDFWLFHRIFKDQJH
management, and is grounded in social constructionist theory (e.g. Gergen 1978,
2009). AI appeared to be particularly well suited to this study, as envisioning together
is built into the four phases of its 4D cycle of Discover, Dream, Design and Destiny.
Reminiscent of Appadurai’s notion of imagination, AI strongly connects envisioning to
action, as Cooperrider and Whitney explain that “human systems are forever projecting
ahead of themselves a horizon of expectation (…) that brings the future powerfully
into the present as a mobilizing agent” (2001, 624). Although the participants were
musician-teachers, the workshops were predominantly discussion-based. While we did
make music together at the beginning of most workshops, it was the discussion, not the
PXVLFPDNLQJWKDWDLPHGVSHFL¿FDOO\DWFRFRQVWUXFWLQJYLVLRQV
Throughout the inquiry, I applied AI critically, remembering that it was
developed in the United States of America and that most of the references that
informed my workshop planning were North American (e.g. Cooperrider et al. 2005;
Watkins et al. 2011). AI, however, is not new to Nepal (see e.g. Messerschmidt 2008;
2GHOODQG0RKU ,WKDVEHHQXVHGVLQFH 1$,11QG LQFOXGLQJ,PDJLQH
Nepal (IN), which was launched in 2002. According to the Imagine Nepal website
AI practitioners in Nepal incepted IN to contribute to restore peace and harmony
LQ1HSDOE\XVLQJWKHLUWDOHQWDQGVNLOOVLQPDQDJLQJFRQÀLFWVDQGIRVWHULQJ
equitable development through the process of Appreciative Inquiry.… as a
movement for peace and prosperity in Nepal. (Imagine Nepal, About Us, par. 2)
Cooperrider and colleagues describe this as having involved the mobilization of “more
than 1,000 appreciative leaders throughout Nepal” (Cooperrider et al. 2005, vii).
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In addition to an awareness of possible ethnocentrism, applying AI critically also
meant that I was engaged in ongoing ethical deliberations related to issues of power,
cross-cultural (Liamputtong 2010) and anticolonial (Patel 2014) research, and informed
by a reach for collaborative ethnography (Lassiter 2005) and ongoing dialogue with
my Nepali co-facilitator. In addition, prior to facilitating these workshops in 2016, I
YLVLWHGWKH.DWKPDQGX9DOOH\RQWZRGL൵HUHQWRFFDVLRQVIRUZHHNVHDFKLQ7KH
music lessons I observed during school visits, interviews with seven musician-teachers
DQGVHYHQDGPLQLVWUDWRUVIURPVL[GL൵HUHQWVFKRROVDQGWZRSLORW$,ZRUNVKRSVLQD
music institution during 2014 served to inform the planning of the 2016 workshops,
both in terms of the questions asked as well as ethical, methodological and practical
considerations. For example, although the Global Visions project aims to envision
music teacher education, these workshops focused on music education in general with
a goal of producing knowledge for the development of Nepali music teacher education.
This focus was a result of my interviews with musician-teachers in 2014 because when
I asked questions related to their wishes for music teacher education the responses
were rather limited. In 2016, while planning and facilitating the workshops I continued
to visit schools and music lessons, this time also sometimes teaching.
Building a Network
In the planning stages, the workshops were targeted to musician-teachers teaching
LQ.DWKPDQGX9DOOH\¶VSULYDWHVFKRROVDVPDQ\RIWKHVHVFKRROVR൵HUPXVLFDVDQ
extracurricular activity or school subject. As an outsider, it seemed to make sense to
focus on school-based musician-teachers if music was a new subject in the national
curriculum, and the Nepal Music Center did not have any knowledge of musicianteachers in government schools. However, I came to learn that many musician-teachers
teach in combinations of private schools, music institutions, and homes. Additionally,
if a major aim of the study was to build a network of music teachers then limiting
participation to certain teachers would begin the network from a position of exclusion
rather than inclusion. Thus, I chose to open participation to all musician-teachers.
Invitations were sent via telephone, email and Facebook to the musician-teachers
ZKRKDGSDUWLFLSDWHGLQWKHSLORWZRUNVKRSV,R൵HUHGLQDGPLQLVWUDWRUVIURP
schools I had visited in 2014, and teachers from the Nepal Music Center’s network
and one other music institution’s network. Those invited directly were informed that
WKH\FRXOGLQYLWHRWKHUV7KHZRUNVKRSVWRRNSODFHZLWKWKUHHGL൵HUHQWJURXSVRI
musician-teachers. For clarity and anonymity, they are here named Group A and B,
ZKLFKWRRNSODFHLQWZRGL൵HUHQWPXVLFLQVWLWXWLRQVDQG*URXS&ZKLFKWRRNSODFH
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at a private school. Group C’s workshops began the same week as Group B’s with the
goal of bringing them together, thus the same materials were used in both. In addition,
a separate workshop titled, Encouraging girls’ participation in music in Nepal, was
organized as gender issues, namely the increased challenges females face in studying
music or pursuing a career in music, arose as an important topic during the other
workshops, and I wanted to provide a female-only space for discussion. For the sake of
brevity, this workshop is presented elsewhere (Treacy 2019).
Participation in the workshops and the study as a whole was voluntary and
LQIRUPHGFRQVHQWZDVJLYHQE\DOOSDUWLFLSDQWV7KH¿UVWZRUNVKRSVZHUHELOLQJXDO
ZLWKDOOZULWWHQPDWHULDOVLQERWK(QJOLVKDQG1HSDOLDQGDQH൵RUWWRHQVXUHWKDWDOO
speech was translated between English and Nepali. As the participating musicianteachers were comfortable participating in English, however, workshop materials
from the second workshops onward were only in English. A translator continued
to be present at all times and participants were encouraged to express themselves
both verbally and in written responses using the language of their choice. While
acknowledging that “backstories are as limited as all the data excerpts that appear”
-DFNVRQDQG0D]]HL[LL ,R൵HU7DEOHDVDEULHILQWURGXFWLRQWRWKHPXVLFLDQ
teachers to provide context for the reader.
Co-constructing with Nepali Musician-Teachers
For the purposes of this chapter, the empirical material can be divided into three types.
First are the audio recordings from all 16 workshops, transcribed in part and translated
as needed. Second are participant written responses, both individual and group. Third
are the handouts that I created for the workshops, the notes that I took during the
workshops, my personal researcher diary, and what I have called a dialogic researcher
diary. In September 2016, with the musician-teacher who acted as the co-facilitator
and translator for the workshops, I initiated this dialogic researcher diary, in which we
WRRNWXUQVZULWLQJDQGUHVSRQGLQJWRHDFKRWKHU¶VUHÀHFWLRQVDVDVSDFHIRURQJRLQJ
dialogue.
Throughout the process, meaning developed “within relations” (Kuntz 2015,
69). Following each workshop, I used the written response sheets completed by the
participants and my own notes from the workshops, combined with carefully listening
to the recordings, to compile and thematize the participants’ responses and create a
SODQDQGKDQGRXWVIRUWKHIROORZLQJZRUNVKRS$QH൵RUWZDVPDGHWRSUHVHUYHWKH
musician-teachers’ own words as much as possible. We then began each workshop with
GLDORJLFUHÀHFWLRQRQP\LQWHUSUHWDWLRQVLQJURXSGLVFXVVLRQVLQZKLFK,DOVRDVNHG
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Table 1 2YHUYLHZRIWKHPXVLFLDQWHDFKHUVLQYROYHGLQWKHZRUNVKRSV
Number of participantsa

53 musician-teachers participated in at least one of the workshops:
Group A total 16, each workshop 3–9
Group B total 29, each workshop 16–23, including 2 non-Nepali
Group C total 8, each workshop 5–7

Number of workshops

*URXS$KZRUNVKRSV WKH¿UVWWZRRIZKLFKZHUHUHSHDWHGZLWKGL൵HUHQW
groups of teachers for a total of ten meetingsb)
Group B: 4 2-h workshops
Group C: 2 workshops ranging from 1 to 1.5 h each

Gender

9 women:
Group A total 2, 1 participated throughout
Group B total 7, 5 participated throughout
No female musician-teachers worked at Group C’s school

Where they teach

Private schools, music institutions, homes
6RPHWHDFKLQDVPDQ\DV¿YHGL൵HUHQWSODFHV

Types of lessons

Private, small and large groups, mixed ensembles

Teaching experience

Ranged from a few months to decades

How they learned

Formally: private and group lessons in music institutions and universities
Informally: self-teaching, learning with or from a friend or family member,
making use of the internet, video lessons and reference books

In India: one in a university brass band, and one had 5 years of formal music
studies
a
Numbers do not include me or my Nepali co-facilitator who is also a musician-teacher
b
,QWKHEHJLQQLQJ*URXS$ZRUNVKRSVZHUHR൵HUHGRQGL൵HUHQWGD\VRIWKHZHHNDV¿QGLQJDVLQJOH
time that suited many musician-teachers was challenging

questions to clarify comments or ideas about which I was uncertain, for example, the
social stigma regarding music and musicians, the prevalence of creating or composing
in music lessons, or the ‘right’ music to teach in schools. Drafts of this chapter were
DOVRVKDUHGZLWKZRUNVKRSSDUWLFLSDQWVSULRUWRSXEOLFDWLRQDQGWKHRQJRLQJ¿QGLQJV
of the project as a whole continue to be regularly shared “so that they may serve and be
interrogated by [the] community” (Patel 2014, 369). In the text below, all quotes from
the participants appear in their original English.
Developing the Capacity to Aspire Through the 4D Cycle
Discovering the Potential for Learning from and with Each Other
The Discovery phase of AI aims to appreciate what the participants deem to be “the
best of what is” (Cooperrider et al. 2005, 5). To do so, the musician-teachers began by
LQWHUYLHZLQJDSDUWQHUIROORZLQJDQLQWHUYLHZJXLGHWKDW,KDGFUHDWHG2QHRIWKHFRUH
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SULQFLSOHVXQGHUO\LQJ$,LVWKDW³WKHTXHVWLRQVZHDVNVHWWKHVWDJHIRUZKDWZHµ¿QG¶´
(Watkins et al. 2011, 73) and that “even the most innocent question evokes change”
(Cooperrider and Whitney 2001, 623). Indeed, Cooperrider and Whitney maintain
that “inquiry and change are a simultaneous moment” (Cooperrider and Whitney
 7KXV,SUHVHQWWKHLQLWLDOTXHVWLRQVLQ7DEOHWRDOORZWKHUHDGHUWRUHÀHFW
upon how they may have shaped the resulting co-constructed visions. The questions
ZHUHGL൵HUHQWIRUWKHGL൵HUHQWJURXSVEHFDXVH*URXS$ZDVEDVHGDWWKHVDPHPXVLF
institution as the 2014 pilot workshops and I wanted to respect the time and discussions
of the pilot workshop participants. I did so by using the three themes they had
LGHQWL¿HGDVEHLQJWKHPRVWLPSRUWDQWWRSXUVXHDVDVWDUWLQJSRLQW0DNLQJWHDFKLQJ
and learning fun, encouraging students’ self-expression, and teaching with limited
resources (see Table 2 Group A questions 3, 4 and 5). With Group B and C, however,
we started from the very beginning and I adapted the generic Appreciative Inquiry
questions (Cooperrider et al. 2005, 25; Watkins et al. 2011, 155–156; see Table 2
Group B and C questions 1, 2 and 7), but also added questions based on my developing
understandings from earlier interviews, workshops, and school visits (see Table 2
*URXS%DQG&TXHVWLRQVDQG 8SRQUHÀHFWLRQWKHQXPEHURITXHVWLRQVZHUHWRR
many for the time available, however they served their important role of stimulating
dialogue and thus discovery with fellow musician-teachers.
Following the partner interviews the musician-teachers formed groups of
DSSUR[LPDWHO\VL[WHDFKHUVWRUHÀHFWRQWKHLQWHUYLHZVE\VKDULQJDVWRU\RUKLJKOLJKW
7KHVPDOOJURXSVZHUHWKHQDVNHGWRGHFLGHRQWKUHHWR¿YHWRSLFVRUWKHPHVWKH\
wished to pursue during the next session. The process of interviewing a peer, listening
carefully to their answers, taking notes, and then introducing their partner to a group
took some explanation as to why the teachers should not simply write down their
own answers. This, however, was the beginning of a process aimed at developing a
community for learning from and with each other:
I thought I was the only one who faces problems teaching students but there are
other teachers with the same problems and so we can together overcome these
problems. (Musician-teacher)
At the same time, it provided an opportunity for the musician-teachers themselves to be
inquirers, practice the research skills of interviewing, and impact the direction of our
workshops.
My role in the workshops was that of planner and facilitator. As a facilitator,
I aimed to be for the participants “a means of knowledge – without transmitting any
knowledge” (Rancière 2010, 2), instead highlighting the already existing local
223

Table 2 4XHVWLRQVXVHGIRUSDUWQHULQWHUYLHZVGXULQJWKH¿UVWZRUNVKRSV
Group A discovery interview questions
1. Think about a time when you were really engaged in and excited about your work. Please tell me a
story about that time.
2. Think about a time when you learned something that helped make your teaching even better. Please
tell me a story about that time.
3. Think about a time when students were really motivated and engaged. Please tell me a story about
that time.
4. Think about a time that promoted student self-expression. Please tell me a story about that time.
5. Think about a time when you experienced great music teaching even though there were limited
resources available. Please tell me a story about that time.
Group B and C discovery interview questions
1. Best Experience: Think about a highpoint in your experience as a music teacher. Please share a
story about that time. When and where did it occur? What happened? Who was involved? Why do you
consider it a high point? What made it exciting or engaging?
2. Values: A value is something you consider to be of worth, excellence, usefulness, or importance;
something you regard highly. What do you especially value:
(a) About being a music teacher?
(b) About your strengths as a music teacher?
(c) About the school(s) you teach in?
3HRSOHOHDUQLQGL൵HUHQWZD\VDQGH[SHULHQFHWKHMR\RIOHDUQLQJLQDYDULHW\RIVHWWLQJVERWKLQDQG
out of the classroom.
(a) Describe a learning or mentoring experience that was particularly meaningful for you. When and
ZKHUHGLGLWRFFXU":KRZDVLQYROYHG":K\ZDVWKLVH[SHULHQFHVRH൵HFWLYHDQGPHPRUDEOH"
E ,Q\RXUH[SHULHQFHZKDWDUHRQHRUWZRRI\RXUPRVWH൵HFWLYHWRROVRUWHFKQLTXHVIRUHQKDQFLQJ
student learning and success?
,Q\RXUH[SHULHQFHZKDWDUHWKHEHVWZD\VRIHQJDJLQJVWXGHQWVZKHQWKH\DUHDWGL൵HUHQWOHYHOVRI
ability but in the same class or lesson?
5. What have you found to be the most useful resources or approaches for structuring student learning
throughout the school year?
6. What do you consider to be the most important factor contributing to excellent music education in
your school(s)?
7. Three wishes: What three wishes do you have for enhancing music teaching and learning in
Kathmandu?

expertise as well as the potential for learning from and with each other. This challenged
the musician-teachers’ expectations for a workshop led by a ‘foreign expert.’ In the
anonymous feedback, for example, 3 of the 18 returned response sheets mentioned the
“visiting teacher” or “foreign trainer” “from [an] international university” as part of
WKHLUPRWLYDWLRQIRU¿UVWFRPLQJ2QHRIWKHPXVLFLDQWHDFKHUVHODERUDWHG
224

it was very surprising and some of [the teachers] were confused [about] what
is going on in the workshops. Because, you were supposed to talk all the time.
They thought that you know all the things and will tell to the others…. This is
because also they never had that type of experience and their school also never
asked how school can be made better. (Musician-teacher)
Navigating the Capacity to Aspire
The Dream phase calls for participants to imagine “what might be” (Cooperrider et al.
2005, 5) if the best moments and experiences discovered in the previous phase were
to occur more regularly. My uncertainty about how the process would unravel was
frequently mentioned in my researcher diary:
I have a hard time imagining how the next session will go. It is an experiment
for me too. (Researcher diary)
In all three groups, we began the second workshop by reviewing the summary of
themes that I had compiled and thematized based on the participants’ written response
VKHHWVP\RZQQRWHVWDNHQGXULQJWKH¿UVWZRUNVKRSDQGP\OLVWHQLQJWRWKHDXGLR
recordings. This was followed by a full group discussion of both the themes and my
interpretations.
,Q*URXS$WKH¿UVW'UHDPDFWLYLW\LQYROYHGDJURXSGLVFXVVLRQJXLGHGE\
questions to imagine what outstanding music education, including their own teaching,
could be like 3 years from now. This proved challenging, so for the third workshop I
approached the dream by building upon a comment from one of the musician-teachers
in the previous session, “If we want to change anything then we need to start from
RXUVHOYHV´$JDLQZHWULHGSDUWQHULQWHUYLHZVEXWWKLVWLPHZLWK¿YHTXHVWLRQVUHODWHG
to what they wished to accomplish or what they imagined success would look like for
them this academic year.4 Based upon these interviews they brainstormed opportunities
to improve music teaching and learning in Kathmandu. This brainstorming continued
in workshop four when we also experimented with having 10 min of freewriting to
stimulate the discussion.
0\RQJRLQJVHDUFKIRUGL൵HUHQWDSSURDFKHVWR'UHDPLQJLQWKHZRUNVKRSV
with Group A informed my planning of the second workshops with Groups B and C.
Group B was asked to form small groups and, from the summary of themes, agree
upon three that could have the greatest impact towards excellent music education. For
each theme, they were asked to brainstorm an action plan and aspiration statement (ex.
By May 2017 what we most aspire to in terms of X is Y). In Group C our workshop
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started 30 min late but had to end on time since we met before their music lessons. As a
result, we only got as far as each teacher selecting their personal three, and missed the
opportunity to then engage in discussion to agree upon a shared three.
)RUWKH¿IWKZRUNVKRSZLWK*URXS$,SUHSDUHGDKDQGRXWWKDWFRPELQHGWKH
VXPPDU\RIWKHPHVIURP*URXS%DQG&¶V¿UVWZRUNVKRSVZLWKWKHWKHPHVWKDWKDG
been brainstormed during Group A’s third and fourth workshops to stimulate further
GLVFXVVLRQDQGUHÀHFWLRQIRUWKHFUHDWLRQRIWKHLURZQGUHDPV)URPWKLVHDFKWHDFKHU
selected three themes that they believed could have the greatest impact towards
excellent music education, and during the following workshop Group A agreed on
three shared themes.
Design and Destiny
In the Design phase participants co-construct a future “grounded in the realities of what
has worked in the past combined with what new ideas are envisioned for the future”
(Cooperrider et al. 2005, 7). In both Group A and Group B, brainstorming around the
selected themes led to the formation of the co-constructed visions. In Group A, for each
of the three agreed upon themes, the musician-teachers brainstormed the key elements
RIWKHLULGHDOYHUVLRQRILWDQGLGHDVDERXWVSHFL¿FWKLQJVWKDWFRXOGRFFXUQRZRULQ
WKHQHDUIXWXUHIRULWVUHDOL]DWLRQ,Q*URXS%HDFKPXVLFLDQWHDFKHUZDVDVNHGWR¿UVW
independently select the theme s/he found most compelling to work with and then form
a small group with others who selected the same theme. In these small groups they then
brainstormed to create a provocative proposition, meaning “a statement that bridges
the best of ‘what is’ and ‘what might be’” to convey positive images of the ideal future
(Cooperrider et al. 2005, 168), and an action plan. Time was given at the end of this
ZRUNVKRSWRUHSRUWEDFNWRWKHODUJHUJURXSWRJHWIHHGEDFNEHIRUHUH¿QLQJWKHLULGHDV
DQGVKDULQJWKHPZLWKPHVRWKDW,FRXOGW\SHWKHPIRUWKH¿QDOZRUNVKRSKDQGRXW
This kind of brainstorming was received quite positively:
For me it was really wonderful to have a brainstorming session on various
issues, which I’d never thought of before. (Musician-teacher)
The DestinySKDVHLVDERXW¿QGLQJ³LQQRYDWLYHZD\VWRKHOSPRYHWKH
RUJDQL]DWLRQFORVHUWRWKHLGHDO´ &RRSHUULGHUHWDO 'XULQJWKH¿QDOZRUNVKRS
ZLWK*URXS%ZHUHDGDQGUHÀHFWHGXSRQHDFKRIWKHFRFRQVWUXFWHGYLVLRQVZLWKD
IRFXVRQUH¿QLQJWKHP7KHPXVLFLDQWHDFKHUVZHUHJLYHQWLPHDIWHUZHUHDGWKHGUDIW
RIHDFKYLVLRQWRUHÀHFWRQDQGLQGHSHQGHQWO\ZULWHIHHGEDFNJXLGHGE\TXHVWLRQV
provided on the response sheets. This was followed by a full group discussion. The
process was repeated for each of the co-constructed visions. Allowing time for written
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response prior to the group discussion was an attempt to capture plurality and what
might remain unsaid. Throughout the AI 4D cycle, I was highly aware that its focus on
co-constructing, and thus consensus, resulted in a loss of multiple perspectives. Time
UHVWUDLQWVKRZHYHULQÀXHQFHGERWKWKHQXPEHURITXHVWLRQVIRUZKLFKWHDFKHUVZURWH
responses and how much discussion could be had.
With Group A we took the opportunity to have a group discussion based on the
drafts of Group B’s co-constructed visions as a way of sharing and stimulating ideas,
and because the two groups had some overlapping themes. The group discussion was
JXLGHGE\WKHVDPHTXHVWLRQVDV*URXS%*URXS$¶V¿QDOZRUNVKRSWKHQEHJDQZLWK
UHYLHZLQJUHÀHFWLQJXSRQDQGUH¿QLQJWKHLURZQFRFRQVWUXFWHGYLVLRQV
$VD¿QDODFWLYLW\LQERWKJURXSVZHFUHDWHGDQGVKDUHG,QGLYLGXDO$FWLRQV
based on the parts of the visions each musician-teacher wanted to bring to life. The
Individual Actions were either in the form of a simple commitment (e.g. an action that
FRXOGHDVLO\EHWDNHQZLWKLQWKHQH[WIHZZHHNV DQR൵HU HJVKDULQJDUHVRXUFHRU
expertise, giving a workshop, helping another teacher, collaborating with someone),
or a request (e.g. something needed from another person or group to contribute to one
RIWKHVHGUHDPV  VHH:DWNLQVHWDO± ,FKRVHWKLVDVD¿QDODFWLYLW\
because I noticed that as we became better at imagining an ideal future, the challenge
became pinpointing how to realize it. Individual Actions appeared to be a way for
HDFKSHUVRQWR¿QGVRPHVWHSWKDWWKH\FRXOGWDNH7KHUHVXOWZDVWKDWZHHQGHGWKH
workshops “on an uplifting note” (Researcher diary).
My researcher diary from these last days in Kathmandu reminds me how
exhausting and emotional this process was, and how my uncertainties continued until
the end. Referring to our penultimate workshop with Group A, I wrote:
Monday’s workshop was nice. Maybe it’s because I’ve been feeling tired that I
feel a bit like the momentum is down. Why did [Musician-teacher] stop coming?
Did we go beyond our natural life span? Though, when I said that the following
Monday would be our last it felt sad to me as well. (Researcher diary)
+DYLQJVSHQWVRPXFKWLPHWRJHWKHURXU¿QDO*URXS$ZRUNVKRSKDGDQXQH[SHFWHG
festive feel. In addition to the snacks that I usually provided, the musician-teachers
surprised me by bringing special foods to share with the group that they wanted me to
try.
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The Co-constructed Visions
To address the second research sub-question, here the co-constructed visions are
presented, followed by a focus on how the visions led to both envisioning continued
collaboration and action in the form of an all-female gig and a community of musicianteachers.
The Visions
The visions that resulted from the 4D cycle are summarized in Table 3, organized
from macro to micro levels. I understand these visions to be “temporally located”
(Patel 2014). In another time or with other teachers, the resulting visions may have
EHHQGL൵HUHQW7KHVHYLVLRQVDUHDOVRLPSRUWDQWIRUZKDWWKH\GRQRWLQFOXGHRUWKHLU
silences. For example, despite gender issues being highlighted in workshop discussions
DQGHYHQLQVSLULQJDIHPDOHRQO\ZRUNVKRSWKH\GLGQRW¿QGWKHLUZD\LQWRWKHYLVLRQV
(Treacy 2019). It is also crucial to contemplate the degree to which my questions and
SUHVHQFHLQÀXHQFHGWKHUHVXOWLQJYLVLRQV)RULQVWDQFHLQUHWURVSHFWWKHOHDGLQJQDWXUH
of Group B and C’s third question, which began with the statement “People learn in
GL൵HUHQWZD\VDQGH[SHULHQFHWKHMR\RIOHDUQLQJLQDYDULHW\RIVHWWLQJVERWKLQDQG
out of the classroom” (see Table 2), may have led to the seventh vision, “That music
teachers would use a variety of teaching and learning techniques in the classroom to
make learning easier for students because no one method will work for every teacher
or every student´ VHH7DEOH )LQDOO\WKHVHYLVLRQVVKRXOGEHYLHZHGQRWDVD¿QDO
product, but as the beginning of a process, and not only for the musician-teachers who
co-constructed them. The visions have been shared with decision makers currently
LQYROYHGLQWKHGHYHORSPHQWRI1HSDO¶V¿UVWJRYHUQPHQWUHFRJQL]HGPXVLFWHDFKHU
education program, for example in March 2017 and November 2018 when I presented
P\RQJRLQJUHVHDUFKSURMHFWDQGSUHOLPLQDU\¿QGLQJVWRUHSUHVHQWDWLYHVIURPWKH
Ministry of Education, Tribhuvan University, and the Nepal Music Center.
Imagining Continued Collaboration
As can be seen from the co-constructed visions, the experiences in the workshops led
WRWKHPXVLFLDQWHDFKHUVHQYLVLRQLQJFRQWLQXHGFROODERUDWLRQ7KLVLVUHÀHFWHGLQWKH
vision to “Create a music community that brings all music lovers to work together
and create professionalism.´$OWKRXJKFROODERUDWLQJWRUHÀHFWRQWKHLUWHDFKLQJ
practice and learn from and with each other was a new experience, musician-teachers
overwhelmingly felt that this kind of community building was “necessary.” Such a
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Table 3 Summary of the co-constructed visions (organized from macro to micro levels)
Society
To live in a society where music is valued, including where people recognize that music is vital, where
the social stigma has been overcome and where music is for all
Profession
To create a music community that brings all music lovers to work together and create professionalism
To develop unity between the major music institutions in Nepal so that activities become more
FRQWUROOHGH൶FLHQW
Institutions
To develop an internationally recognized music and music education (music teacher training) course in
1HSDOWKURXJKD൶OLDWLRQVZLWKDQRXWVLGHXQLYHUVLW\IRU1HSDOLHDVWHUQDQGZHVWHUQPXVLFV
That music would be an included (and valued) subject in schools
To have properly designed music organizations with enough instruments, proper classes, etc.
Individuals
That music teachers would use a variety of teaching and learning techniques in the classroom to make
learning easier for students because no one method will work for every teacher or every student

lack of professional collaboration is common not only for Nepali musician-teachers,
but music teachers globally who often work in relative isolation (see e.g. Bates 2011;
Burnard 2013; Sindberg 2011; Schmidt and Robbins 2011).
7KLVYLVLRQZDVHODERUDWHGWKURXJKGLVFXVVLRQVDQGZULWWHQUHVSRQVHV2QH
group’s response captures some of the details:
Build a community so that skills are divided among many and the community
becomes the ‘voice of the voiceless,’ networking is created with other music
ORYHUV WHDFKHUVVWXGHQWVDQGD¿FLRQDGRV DQGOREE\LQJZLWKWKHJRYHUQPHQW
for various things. The community is a bridge between the government and
professionalism. The community works as an advocate to the government
regarding music education policy; a creator of awareness among parents and
students; provides opportunities to students and teachers; regulation/standard
maintenance or monitoring is also what a community for music could do. (Group
written response to dream activity, parenthesis original)
Through engaging their capacity to aspire, the musician-teachers envisioned the music
community exercising voice, for example through “lobbying with the government”
and creating “awareness among parents and students.” This capacity to exercise voice
is crucial to inclusion and participation in democracy (Appadurai 2004). Appadurai
considers voice to be a cultural capacity,
EHFDXVHIRUYRLFHWRWDNHH൵HFWLWPXVWHQJDJHVRFLDOSROLWLFDODQGHFRQRPLF
issues in terms of ideologies, doctrines, and norms which are widely shared and
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credible, even by the rich and powerful. Furthermore, voice must be expressed
in terms of actions and performances which have local cultural force. (2004,
66–67)
In the case of the imagined music community, musician-teachers recognized
FRQWH[WVSHFL¿FFKDOOHQJHV2QHRIWKHJURXSVUDLVHGDFRQFHUQ
even if a community is formed, there will be fractures or factions based
RQQHSRWLVPIDYRXULWLVPGL൵HUHQFHLQFXVWRPVRUHWKQLFLW\RUUHOLJLRQ
RUJURXSLVP WKHVHDUHDOOWKHLOOH൵HFWVRISROLWLFVDQGLWVLQIHFWLRQRQ
professionalism and community). (Group written response to design
brainstorming, parenthesis original)
There was general consensus that “this prevails in our society” and “that’s how it
has always been.” In imagining how it might be avoided, the majority of ideas were
FRQQHFWHGWRDSSUHFLDWLQJDQGOHDUQLQJWKURXJKGL൵HUHQFH
GL൵HUHQFHLQFRPPXQLW\DQGLGHDVVKRXOGEHXVHGWRHQKDQFHHGXFDWLRQLQVWHDG
of making it an issue for ex. instrument, ideas, ethnic music. (Musician-teacher)
$SSUHFLDWLQJGL൵HUHQFHLQYROYHGJHWWLQJWRNQRZRWKHUVIURPGL൵HUHQWEDFNJURXQGV
for example through shared activities like workshops, and accepting and learning “all
forms of music”:
This can be avoided when learning music from other cultures/ethnicities is
encouraged (sarangi and sanai are instruments played by ‘low caste people’,
but if a movement starts where people accept folk instruments/music regardless
of ‘social stigma’ then it’s a positive change). (Musician-teacher, parenthesis
original)
$WWKHVDPHWLPHKRZHYHULQWKLVFRQWH[WLWDSSHDUVWKDWQRWDOOGL൵HUHQFHVDUH
welcome, as ideas including keeping the community “free of politics” and even
H[FOXGLQJ³SROLWLFDOO\D൶OLDWHGSHRSOH´ZHUHR൵HUHGHFKRLQJWKHJURXSUHVSRQVH
above. A musician-teacher explained:
we were talking about creating an open community where we can include
everyone from society because this is the only way of creating sustainable social
development.… In this context, teachers fear that if they allowed any political
party in the community then they would certainly… use [it] for political purpose.
Politicians are always concerned with their party agenda not the teacher’s
EHQH¿W,WLVJRRGWRKDYHSROLWLFLDQVVRWKDWWKH\FDQKHOSXVUDLVHWKHPXVLF
teacher’s agenda to national policy makers. But, they only do so if they are
getting power and position. (Musician-teacher)
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Teachers also stressed ideas related to providing equal opportunities in a society
WKDWLVYHU\VWUDWL¿HGDORQJHWKQLFDQGFDVWHOLQHV0XVLFLDQWHDFKHUVHQYLVLRQHGD
music community in which “each person should be valued equally, treated equally and
IRUH[DPSOHLIZHIDYRXUVRPHRQHWKHQWKHUHVKRXOGEHDVSHFL¿FUHDVRQ´ 0XVLFLDQ
teacher). It was also recognized how these attitudes need to start from within:
Unless music teachers, music learners, and music researchers view one another
with equal respect, we cannot expect the society to view music positively as a
whole & community building isn’t possible. (Musician-teacher)
Fuel for Action
Although we ended the workshops by sharing Individual Actions, my intention was
never to follow up on these. Rather, I saw them as an opportunity for the teachers to
envision small ways that they could create change. This was particularly important,
because as it became easier to envision what the future could look like for music
education in Nepal, it continued to be challenging to envision how and who could help
the visions be realized. Feelings of agency, however, were evident in the musicianWHDFKHUV¶¿QDOUHVSRQVHVIRUH[DPSOHWRWKHTXHVWLRQDERXWZKDWWKH\KDGYDOXHG
about participating in the workshops one teacher wrote:
Having a common dream and working for it, making it possible (changing the
society). (Musician-teacher, parenthesis original)
At the time of writing, the women who attended the Encouraging girls’
participation in music in Nepal workshop initiated a Facebook conversation of over
40 members, which turned into a closed Facebook group with over 30 members.
They held meetings and rehearsals to plan and organize an all-female gig to raise
awareness and enhance female participation in music in Nepal. The gig was held in
January 2017 with six acts and over 20 performers, including performances of new
FRPSRVLWLRQVFUHDWHGVSHFL¿FDOO\IRUWKHHYHQW,QDGGLWLRQLQ1RYHPEHUDJURXS
of 25 people met, including head teachers and musician-teachers, for an event they
titled ‘Strategic Planning for the Future of Music Education in Nepal’ that made use of
the co-constructed visions as a starting point for future work. This group met again in
December 2016 for ‘Planning for Action’ and carefully planned a series of 5 monthly
workshops to be held from February to June 2017. Despite this, attendance continued
WRGURSVRVLJQL¿FDQWO\WKDWQRWDOORIWKHVHPHHWLQJVWRRNSODFHDQGDVRIWKLVZULWLQJ
a small group of committed and enthusiastic musician-teachers are reconsidering
their approach. Their experience highlights the extremely fragile nature of teacher
communities.
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The original enthusiasm for their meetings may have been attributed to their
initiation by a foreign teacher who participated in the workshops and taught at the
prestigious international private school where the meetings took place. Because of
this, the community could be seen as continuing to be organized in cooperation with
a ‘foreign expert’ and therefore possibly related to feelings of “success in a globalised
world” (Appadurai 2006, 172). However, it may be that this foreign teacher has access
WRUHVRXUFHVLQWHUPVRIWLPHDQG¿QDQFLDOVWDELOLW\IRUH[DPSOHWKDWWKHORFDOWHDFKHUV
do not necessarily have. Additionally, it was also suggested that the diminishing
attendance may have been related to the current lack of collaboration between
institutions – a lack of collaboration countered in the vision “To develop unity between
the major music institutions in Nepal so that activities become more controlled,
H৽FLHQW”
Thus, for workshops or meetings such as these to survive, it is not enough
that they are valued by, for example, the musician-teachers. More importantly, they
need to be valued and supported by the educational institutions “as vital sources of
knowledge and action” (Cochran-Smith and Lytle 2009, 154), so that participating
in and organizing workshops is not merely something left to the responsibility of
teachers and relegated to their limited free time. Rather, institutions should consider
what is essential to “create and sustain the conditions for critical inquiry communities
within and across settings,” for example by making “inviolable the necessary time for
substantive collaboration” (Cochran-Smith and Lytle 2009, 154), perhaps by including
such meetings as part of the paid work of a teacher. Such actions would open the right
to research to a wider community. Indeed, Schmidt and Robbins argue that “success
will be more likely if the work of such communities is systematically structured as part
of a school- or district-wide educational mission” (2011, 99; see also Cochran-Smith
and Lytle 2009).

Intercultural Learnings
The overarching research question of this chapter sought to consider how the process
of co-constructing visions might engage teachers as inquirers in a majority world
FRQWH[WE\UHÀHFWLQJXSRQWKH$SSUHFLDWLYH,QTXLU\ZRUNVKRSV,IDFLOLWDWHGZLWK
1HSDOLPXVLFLDQWHDFKHUVGXULQJDQZHHNSHULRG7KLVUHÀHFWLRQVXJJHVWVWKDWDV
1HSDOZRUNVWRGHYHORSLWV¿UVWPXVLFWHDFKHUHGXFDWLRQSURJUDPDSURJUDPWKDW
needs to educate interculturally competent teachers capable of guiding teaching and
learning for students from 126 caste/ethnic groups in 77 national districts in a rapidly
changing and globalizing society, decision makers now need to envision the kind of
232

music teacher education program they wish to develop. Do they merely wish to provide
teachers with “vocational credentials” (Appadurai 2006, 175), or do they wish to
nurture music teachers’ capacities “to make independent inquiries about their own lives
and worlds” (Appadurai 2006, 173) and thus the teaching and learning taking place in
their communities in the face of increasing diversity and an uncertain future? In other
words, teachers who have the capacity to imagine, aspire, inquire and take action, and
who adopt “inquiry as stance” (Cochran-Smith and Lylte 2009).
The process of co-constructing visions presented in this chapter is one example
of potential professional development through engaging in group inquiry. Although
some musician-teachers originally participated in the workshops because of the
FHUWL¿FDWHSDUWLFLSDWLQJOHGIRUVRPHDWOHDVWWRDQDSSUHFLDWLRQIRUERWKOHDUQLQJIURP
and with each other, and for the already existing knowledge and expertise within their
community. At the same time, it fueled a desire to know more and to take action. As
can be seen in the co-constructed visions, the process was also “a valuable mode of
critique of the inequities in schools and society and of knowledge hierarchies, which
have implications within as well as beyond the local context” (Cochran-Smith and
Lytle 2009, ix; see also Treacy et al. in press). Recalling Appadurai (2006), however,
for other musician-teachers, participation in the workshops may have been the ‘cost’ of
gaining some kind of vocational credential to potentially increase their employability
in a country where the current availability of professional development for musicianteachers is extremely limited.
5HÀHFWLQJRQIDFLOLWDWLQJWKLVSURFHVVDOVRKLJKOLJKWVP\RZQOHDUQLQJWKURXJK
WKLVP\¿UVWH[SHULHQFHXVLQJ$,0\UHDGLQJVRIWKHOLWHUDWXUHRQWHDFKHUV¶YLVLRQV
(see e.g. Hammerness 2004, 2015) suggested that visions are something that teachers
have and just need to be asked about, while my readings of the AI literature suggested
that images of an ideal future naturally emerge out of the positive examples shared
in the Discovery phase. My experience in Kathmandu, however, was characterized
E\DQRQJRLQJVHDUFKIRUGL൵HUHQWDQJOHVIURPZKLFKWRDSSURDFKWKH'UHDPLQJRU
envisioning, because it turned out to be a rather challenging process. This strongly
UHVRQDWHVZLWK$SSDGXUDLZKHQKHLGHQWL¿HVWKHLPDJLQDWLRQDV³DIRUPRIZRUN´
(2006, 31) and states that “the capacity to aspire, like any complex cultural capacity,
thrives and survives on practice, repetition, exploration, conjecture, and refutation”
(2004, 69). Thus, these workshops were sites for practicing navigating the capacity to
aspire with other musician-teachers. Still, working with musician-teachers I frequently
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wondered how the workshops, the resulting visions, and our overall experiences
PD\KDYHEHHQGL൵HUHQWLIUDWKHUWKDQVSRNHQGLVFXVVLRQVZHKDGXVHGPXVLFDVRXU
primary tool for navigating the capacity to aspire.
Thus, my biggest intercultural learning did not come from the co-constructed
visions and their related discussions. Rather, it came from the challenges of the
process itself, highlighting the need for intercultural music teacher educators to
UHPDLQUHÀH[LYHDQGÀH[LEOH0\ZRUNUHTXLUHGDQRQJRLQJZLOOLQJQHVVWREHRSHQWR
UHGHVLJQLQJP\SODQVDQG¿QGLQJDOWHUQDWLYHVWRWU\DJDLQDQGDJDLQ DQGDJDLQ ZKHQ
needed, and to acknowledge and embrace the ever present and often uncomfortable
or unsettling uncertainties of the process, for both participants and facilitators.
Throughout, I needed to allow myself to be guided by ongoing dialogue, especially
focused on listening, with my co-facilitator and the musician-teachers. This dialogue,
whether in person or online, spoken or written, continues to serve an important role in
RXURQJRLQJUHÀHFWLRQDQGLQWHUSUHWDWLRQ
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Notes
1. 7KHµPDMRULW\ZRUOG¶LVDFRQFHSWR൵HUHGE\'DVHQDQG$NNDUL  
to challenge western ethnocentrism and to acknowledge that, in terms of
global population, the rich, industrialized nations of the West and North
actually comprise the minority.
2. The Nepal Music Center (NMC) was established in 2005 and is home
WR³1HSDO6DQJHHW9LGK\DOD\D´ 169 WKH¿UVWPXVLFVFKRROLQ1HSDO
established with due permission from the Ministry of Education,
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Government of Nepal. Representatives from NMC were included in the
national panel that collaborated with the Ministry of Education to develop
the national music curricula.
3. For more on Appreciative Inquiry (AI), see e.g. Cooperrider, Whitney and
Stavros (2005) and Watkins, Mohr and Kelly (2011); the workshops will
be described in detail below.
4. The academic year started around April 20, with some variation by school.
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Appendix 4: Article IV
“Where the social stigma has been overcome”: The politics of
professional legitimation in Nepali music education
Danielle Shannon Treacy, Sapna Thapa and Suyash Kumar Neupane
This is a draft of a chapter that has been accepted for publication in A. Kallio, S. Karlsen, K. Marsh,
E. Sæther & H. Westerlund (Eds.), The Politics of Diversity in Music Education. Landscapes: the Arts,
Aesthetics, and Education. Springer.

Abstract
This chapter explores how the politics of legitimation intersect with music education
and schooling, in Kathmandu, Nepal – a context characterised by extreme and highly
complex diversity, wherein categories such as caste/ethnicity are not separate and
¿[HGEXWRYHUODSSLQJDQGLQFRQVWDQWÀX[ZKHUHFDVWHHWKQLFLW\KDVORQJDVFULEHG
social status and profession, and where being a musician is often associated with social
stigma and marginalization. We therefore asked: What actions do musician-teachers
in the Kathmandu Valley imagine that might hold potential for contesting and altering
processes of marginalisation and stigmatisation in Nepali society? The empirical
material was generated through a series of 16 workshops conducted in 2016, involving
53 musician-teachers working in the Kathmandu Valley. These workshops were guided
by the Appreciative Inquiry 4D model (e.g. Cooperrider, Whitney & Stavros, 2005),
and resulted in seven co-constructed visions of music education in Nepal. Applying
a theoretical lens drawing upon the work of Arjun Appadurai, we analysed the ways
in which engaging the collective imagination (1996) and fostering the capacity to
DVSLUH  FDQVXSSRUWPXVLFLDQWHDFKHUVLQ¿QGLQJUHVRXUFHVIRUFKDQJLQJWKHLU
³WHUPVRIUHFRJQLWLRQ´ S 7KLVDQDO\VLVLGHQWL¿HG¿YHDFWLRQVWKDWPXVLFLDQVDQG
musician-teachers take to legitimise their position in Nepali society: 1) challenging
stigmatised identities, 2) engaging foreignness, 3) advocating academisation, 4)
countering groupism, and 5) promoting professionalisation. We argue that these actions
suggest the need for music teachers to be able to ethically and agentively navigate
both the dynamic nature of culture and questions of legitimate knowledge, which may
be fostered through an emphasis on professional responsibility (Solbrekke & Sugrue,
2011) in music teacher education.

Keywords
appreciative inquiry, capacity to aspire, co-constructed visions, imagination, majority
world, music education, Nepal, professional responsibility, teachers’ visions
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It was not until twelfth grade, when one of my music teachers invited me to
teach in her grade nine band class as part of a mandatory Independent Study
Unit that I discovered what I wanted to do after school. When I told my father
that I had decided to apply to university to study music education, he was
LQLWLDOO\GLVDSSRLQWHG+HWKRXJKWWKDWLWZRXOGEHYHU\GL৽FXOWWRPDNHDGHFHQW
OLYLQJWKURXJKPXVLFDQGWKDW,ZRXOGEHEHWWHURৼSXUVXLQJHQJLQHHULQJRUWKH
sciences. – Danielle
I grew up with academic parents who pursued music passionately. My
JUDQGPRWKHU±DVHOIPDGHEXVLQHVVZRPDQDQG¿HUFHPDWULDUFK±EHOLHYHGLQ
hard work and education, and that music was only for people from lower castes,
and a waste of time that ruined families. She would call my parents ‘Kami’ or
‘Damai’ (lower caste people) and chant this “ama maruni, bau madaley, chora
FKRULEKDOGDQJEKXOGXQJGH\QDODWWDOH\´PHDQLQJ³SDUHQWVZKRVSHQGWLPH
playing or performing music and not looking after their children should be
NLFNHG´±6DSQD
Waiting to receive the Nepal Scholar Award from the President of Nepal, I
RYHUKHDUGDIHOORZJUDGXDWHVD\LWZDV³XQIDLU´WKDWDPXVLFJUDGXDWHKDGZRQ
WKH9LFH&KDQFHOORU*ROG0HGDOZKHQVRPHERG\VWXG\LQJDPRUH³GL৽FXOW´
subject actually deserved it. Such experiences have often made me question
the status of music students and musicians. People have a dismissive attitude
towards those who study or play music – a subject they still consider unworthy
of serious academic interest in Nepali society today. – Suyash
Despite the importance of music in daily life in Nepal – not only permeating social
life and festivities, but often expected or mandatory for various occasions – musicians
have generally been positioned in a stigmatized position at the bottom of the social
hierarchy (e.g. Tingey, 1995). It is perhaps not surprising then that during a series of
workshops focussed on co-constructing visions for Nepali music education, musicianteachers aspired To live in a society where music is valued, including where people
recognize that music is vital, where the social stigma has been overcome and where
music is for all. Indeed, a desire for legitimation pervaded the workshop discussions
and resulting visions (see Table 1), as the musician-teachers envisioned not only
music and music education, but themselves as musicians and music teachers, and their
choice to be musicians and music teachers, as legitimate and valuable. The musician243

teachers, however, did not merely envision their desired societal changes. They also
envisioned actions for achieving these changes. As stories of musics and musicians
being devalued, discriminated against, or stigmatised can be found both inside and
outside of Nepal, the actions envisioned by the musician-teachers not only have direct
implications in Nepal, but also suggest some of the challenges and ethical dilemmas
music teachers and music teacher educators may face globally while negotiating a
world of intensifying diversity and uncertainty.
In this chapter, we explore how the politics of legitimation intersect with music
education and schooling, in a context characterised by extremely diverse musics1, ways
of being and becoming a musician, and forces imposing stigma. Thinking with sociocultural anthropologist Arjun Appadurai, we examine how engaging the collective
imagination (1996) and capacity to aspire  VXSSRUWVPXVLFLDQWHDFKHUVLQ¿QGLQJ
resources for changing their “terms of recognition” (Appadurai, 2004, p. 66). After
contextualising the stigmatised position of musician-teachers in Nepal and describing
RXUPRGHRILQTXLU\WKHFKDSWHUSUHVHQWV¿YHDFWLRQVPXVLFLDQWHDFKHUVLPDJLQHG
that might hold potential for contesting and altering processes of marginalisation and
VWLJPDWLVDWLRQLQ1HSDOLVRFLHW\:HWKHQUHÀH[LYHO\LQWHUSUHWWKHVHDFWLRQVLQUHODWLRQ
to professional responsibility (Solbrekke & Sugrue, 2011).

Music and stigma in Nepal
Nepal is characterised by extreme and highly complex diversity, and a long history
RIVRFLDOVWUDWL¿FDWLRQZKHUHLQFDVWHHWKQLFLW\KDVORQJDVFULEHGVRFLDOVWDWXVDQG
profession. Although currently recognising 126 caste/ethnic groups, 123 languages
spoken as mother tongue, and ten religions (Government of Nepal, 2012, p. 4), these
FDWHJRULHVDUHQRWVHSDUDWHDQG¿[HGEXWRYHUODSSLQJDQGLQFRQVWDQWÀX[DVLGHQWLWLHV
DUHIRUPHGDQGUHFODVVL¿HGE\ERWKVWDWHDQGSHRSOHDVJURXSVZRUNWR³UHQHJRWLDWH
their identities and their place in the state” (Hangen, 2010, p. 28).
Since Nepal’s founding in 1769, the caste hill Hindu elite have dominated
cultural and socio-political life, while marginalized castes/ethnicities, including
indigenous nationalities, Madhesis, and Dalits, have faced linguistic, religious, ethnic,
sociocultural and geographical discrimination and unequal access to state and societal
resources (Lawoti, 2012). This discrimination was formalized and legally enforced
in the 1854 Muluki Ain (Law of the Land D¿YHWLHUHGFDVWHKLHUDUFK\EDVHGRQWKH
Hindu philosophical division of labour and relative purity (Hangen, 2010). The 1962
constitution constructed “a deceptive façade of peace and ethnic harmony” through
WLJKWVWDWHFRQWUROR൶FLDOKLVWRULFDOQDUUDWLYHVHGXFDWLRQDQGWKHPHGLD /DZRWL
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p. 129), and although the 1990 constitution declared multi-ethnicity, secularism and
democracy, persisting inequality and discrimination fuelled a decade-long civil war
(1996-2006). The post-2006 peace process saw inclusion become widespread rhetoric,
however, this rhetoric has yet to manifest in areas of consequence hence informal
discrimination persists (Lawoti, 2012).
In the Muluki Ain musician castes were positioned in the lowest two tiers,
with some musican castes such as the Kusle and KuluFODVVL¿HGDVtouchable, and
others, such as the Badi, Damai, and Gaine as untouchable (Subedi, 2010), meaning
FRQWDFWZLWKWKHPUHTXLUHGULWXDOSXUL¿FDWLRQ 7LQJH\ $GLVSDULW\H[LVWV
however, between caste musicians’ stigmatized position and the auspiciousness and
indispensable nature of the musics, instruments, and musicians themselves (Tingey,
1992; 1995), which are even considered “essential for the well-being” of society
(Tingey, 1992, p. 97). Besides stratifying society, the caste system also prevented
cultural, including musical, exchange between caste/ethnic groups (Moisala, 2013).
While caste-related stigma and restrictions do not apply to those playing western
LQVWUXPHQWV 7LQJH\ WKHVHPXVLFLDQVDUHDOVRD൵HFWHGE\KLHUDUFK\DQGQHJDWLYH
stereotypes, with female musicians in particular experiencing marginalization (e.g.
Treacy, 2019).
'HVSLWHWKHSHUFHLYHGVWLJPDPXVLFHGXFDWLRQLVFXUUHQWO\R൵HUHGLQPXVLF
institutes, and as extra-curricular or curricular studies in some private schools. Music
is included in the primary school national curriculum under Social Studies’ “Creative
and Performance Art”. In addition, music curricula for grades 1-5 (ages 6-11) have
been developed by the Nepal Music Center and approved by the Ministry of Education
as a local subject, meaning schools can develop their own curricula. For grades 6-8
(ages 12-14) music is included as the second of two possible optional subjects wherein
the school selects the subject from a group of possible subjects which is then taken by
all students. For grades 9-12 (ages 15-18), music is implemented under the Technical
and Vocational stream. At the tertiary level, it is possible to study music and dance
at Tribhuwan University and Sirjana College of Fine Arts, and ethnomusicology at
Kathmandu University.

Mode of inquiry
The empirical material for this chapter was generated through a series of 16 workshops
involving 53 musician-teachers working in the Kathmandu Valley in 2016. These
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ZRUNVKRSVZHUHFRIDFLOLWDWHGE\WKH¿UVWDXWKRULQWKUHHJURXSV2, guided by the
Appreciative Inquiry 4D cycle (e.g. Cooperrider, Whitney & Stavros, 2005), and
resulted in seven co-constructed visions (see Table 1).
7KHHPSLULFDOPDWHULDOZDVDQDO\VHGDQGUHÀH[LYHO\LQWHUSUHWHG $OYHVVRQ 
Sköldberg, 2009) in-relation to professional responsibility (Solbrekke & Sugrue, 2011).
7KHSURFHVVRIFURVVFXOWXUDOFRDXWKRULQJZDVSDUWLFXODUO\LQÀXHQWLDO7KHDXWKRUVDUH
Danielle Treacy, a Canadian-born music educator and researcher currently living in
Finland; Sapna Thapa, a Nepali member of the larger research project’s international
advisory board and associate professor in the USA; and Suyash Kumar Neupane, a
1HSDOLZRUNVKRSSDUWLFLSDQWDQGJUDGXDWHVWXGHQWRIHWKQRPXVLFRORJ\LQWKH86$2XU
SUHOLPLQDU\H[SORUDWLRQRIJOREDOLQÀXHQFHVLQ1HSDOLPXVLFHGXFDWLRQKLJKOLJKWHG
GXULQJWKHZRUNVKRSVGUHZRXUDWWHQWLRQWRWKHORFDOZKLOHUHÀH[LYHLQWHUSUHWDWLRQ
against the larger research project, the complex context of Nepal, and the co-authors’
lived experiences underscored the desire for professional legitimation as a theme
cutting across the co-constructed visions. Aiming at “inquiry as productive critique”
.XQW]S RIVWUDWL¿FDWLRQLQVRFLHW\ZHIROORZHGDSURFHVVRIDEGXFWLRQ
(Alvesson & Sköldberg, 2009). Alternating between the empirical material, theory,
DQGGLVFXVVLRQVZHLGHQWL¿HG¿YHDFWLRQVGLVFXVVHGE\WKHPXVLFLDQWHDFKHUVUHODWHG
to contesting marginalisation and overcoming stigma. This involved re-listening to
and re-analysing the approximately 40 hours of workshop discussions, supported by
individual and group written responses, and regularly re-interpreting the analysis with
all co-authors. All direct quotations are of workshop participants and in their original
English. As the focus of the workshops was on co-constructing knowledge, individuals
DUHQRWLGHQWL¿HG

Legitimating actions
2XUDQDO\VLVLGHQWL¿HG¿YHDFWLRQVGHVFULEHGE\WKHSDUWLFLSDWLQJPXVLFLDQWHDFKHUV
as “locally plausible ways” (Appadurai, 2004, p. 66) of contesting and altering their
marginalised position in society. These actions towards professional legitimation
were: 1) challenging stigmatised identities, 2) engaging foreignness, 3) advocating
academisation, 4) countering groupism, and 5) promoting professionalisation.
Challenging stigmatised identities
While workshop participants were musicians by choice, they spoke of the challenges
faced by “cultural musicians,” those “who are doing the ritual duties, who are assigned
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Table 1 Summary of the Co-constructed Visions (organized by order of reference in the
chapter)
To live in a society where music is valued, including where people recognize that music is vital, where
the social stigma has been overcome and where music is for all
To develop an internationally recognized music and music education (music teacher training) course in
1HSDOWKURXJKD൶OLDWLRQVZLWKDQRXWVLGHXQLYHUVLW\IRU1HSDOLHDVWHUQDQGZHVWHUQPXVLFV
That music would be an included (and valued) subject in schools
To have properly designed music organizations with enough instruments, proper classes, etc.
To develop unity between the major music institutions in Nepal so that activities become more
FRQWUROOHGH൶FLHQW
To create a music community that brings all music lovers to work together and create professionalism
That music teachers would use a variety of teaching and learning techniques in the classroom to make
learning easier for students because no one method will work for every teacher or every student

by the society as musician, who have their grandfathers, forefathers… passing on
the legacy to their children.” Because of the desire for “freedom” and to be “socially
accepted by other castes” the participants described how cultural musicians have
been changing their surnames to names related to higher castes (see also Moisala,
2013). This means, however, also abandoning their instruments because “if he is
no longer Damai… he can no longer play damaha3.” The participants generally
SHUFHLYHGFXOWXUDOPXVLFLDQVWREH³VWUXJJOLQJ«¿JKWLQJ«IRUWKHLULGHQWLW\´DQG
1HSDOLPXVLFVWREH³VX൵HULQJ´DQG³LQFULVLV´,WZDVHYHQDVVHUWHGWKDW³:HGRQ¶W
know what Nepali music is.” The music performed by some groups, however, such
as the Damai’s Panchai Baja – a very auspicious ensemble compulsory for festivals
and weddings –is so important that a story was shared of one village, where, after the
Damai abandoned their instruments, “other castes took the initiative and they started
playing the instruments, and they popularised them.” Still, this raised a concern that
“The instrument goes on but it loses its main essence because the context is completely
GL൵HUHQW´7KXVZKLOHWKHVWLJPDDVVRFLDWHGZLWKEHLQJDFXOWXUDOPXVLFLDQFDXVHV
musicians to abandon their names and instruments, individuals, institutions, and local
initiatives such as Project Sarangi are becoming concerned with the preservation
of some musics perceived to be undervalued or at risk of vanishing due to their
association with lower castes.
Accordingly, the musician-teachers envisioned music education in schools to
play a crucial role in countering the crisis of the loss of Nepali cultural musicians
and their musics, and addressing the challenges they encounter. Much resistance
was anticipated, however, as parents do not want their children to play low caste
instruments or even bring them into their homes. Even Kathmandu University
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ethnomusicology students amongst the workshop participants had been questioned or
scolded for playing certain instruments in their home or visiting certain communities
or musicians to research their musics. This stigma, however, was perceived to be
changing as some people from higher castes begin to show interest in lower caste
instruments. Still, there was a perceived need for a movement toward greater
acceptance of folk musics and instruments “regardless of social stigma,” to “respect all
forms of music players, not only the pop stars or rock stars, but also the Panchai Baja
SOD\HUV´2QHPXVLFLDQWHDFKHUHODERUDWHG
If there is respect for individual thought, then I think it will be good for the
people who want to do music, or any other thing that is not what society
wants…. If he is in a higher class but he wants to do something that is in a lower
class, because it is his individual choice, he should be encouraged.
Engaging foreignness
7KHPXVLFLDQWHDFKHUVGHVFULEHGYDULRXVZD\VIRUHLJQLQÀXHQFHVVHUYHGVRFLDO
distinction. As music is not widely taught in government schools, it continues to
be a subject usually taught by private teachers, or at music institutes and private
VFKRROV7KHUHIRUHPXVLFHGXFDWLRQUHPDLQVDSULYLOHJHIRUWKRVHZKRFDQD൵RUGWKH
related fees, and parents still often prefer their children to learn foreign instruments.
Indeed, performing foreign musics was compared to “speak[ing] English properly”
and occupying a “very heightened space.” Lessons in instruments like the piano, for
example, were associated with wealth, and jealousy or competition between families.
Consequently, some families not only encourage their children to learn musics
associated with higher status, but sometimes with “pushing, forcing,” even if “the
student… doesn’t want to play anything.” When one private school hired a famous
Nepali folk ensemble to teach music as an extra-curricular subject, they were teaching
the cajon, not madal4, and guitar, not sarangi5. It was even suggested that students in
private schools, where the primary language of instruction is English, feel embarrassed
WROHDUQ1HSDOLPXVLFV2QHPXVLFLDQWHDFKHUH[SODLQHG³,Q.DWKPDQGXZHDUH
EURXJKWXSLQDUDWKHUZHVWHUQLQÀXHQFHGHQYLURQPHQW$OORIXVZDQWWRSOD\EDVV
guitar and drums and guitars rather than our own instruments.” Thus, it was lamented,
2XUPXVLFLVG\LQJOLWHUDOO\,WZLOOGLHLQWZRWKUHHGHFDGHVDQGDOORIXVZLOO
be in jazz combos, and funk music, and punk music, and rock and roll music....
Even the people who don’t mind...being associated with the lower caste, we’re
just not into that music, I don’t know why. It’s us who are supposed to give a
new direction to that music, to those instruments.
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2WKHUVQRWHGKRZHYHUWKDWSOD\LQJDIRUHLJQLQVWUXPHQWKDGEHHQWKHLUURXWHWR
learning about or performing Nepali musics.
:KLOHIRUHLJQLQÀXHQFHVZHUHGHVFULEHGDVSXOOLQJDWWHQWLRQRXWZDUGWKH\ZHUH
also seen to give power to local instruments and musics. Foreigners’ appreciation for
and interest in learning Nepali instruments like the sarangi was seen to elevate the
instruments from something of untouchables to something people of higher castes were
now willing and interested in learning. Even the desire to preserve Nepali musics was
connected to them being valued by foreigners:
Foreign people came to Nepal, and Nepalese people understood that Nepali
music is something that [foreigners are] interested in. That’s when the clever
people wanted to preserve this thing.
7KXVWKHLQFUHDVLQJLQWHUHVWLQZRUOGPXVLF±GH¿QHGE\6FKLSSHUV  DVPXVLFV
that travel and interact with new contexts (p. 28)–draws international attention and
enthusiasm to local Nepali musics.
The power associated with the foreign was also intimately connected to a
desire for international comparability and mobility, seen in the vision, To develop
an internationally recognized music and music education course in Nepal through
D৽OLDWLRQVZLWKDQRXWVLGHXQLYHUVLW\. Indeed, some of Nepal’s music education
institutions were established with foreign support, and some musicians choose to
SDUWLFLSDWHLQIRUHLJQH[DPVR൵HUHGIRUH[DPSOHE\LQVWLWXWLRQVVXFKDV$%5$60
or Rock School for western musics, or by Kalanidhi Indira Sangeet Mahavidhyalaya–
accredited by Indian institutions–for eastern classical music. Furthermore, as part of
the Global Visions project6, four Nepal Music Center teachers completed pedagogical
VWXGLHVDFFRUGLQJWR)LQQLVKUHTXLUHPHQWVZLWKFRQWH[WVSHFL¿FFRQWHQW
Advocating academisation
The musician-teachers recognized the important role of institutions in repositioning
music in both schooling and society. Included in the co-constructed visions was That
music would be included as a valued subject in schools and To have properly designed
music organisations with enough instruments and proper classes. Valuing music in
schools was often linked to music learning being structured, through syllabi, lesson
plans, and assessments. Indeed, including music as a core school subject was described
DV³WKH¿UVWWKLQJZHFDQGRULJKWQRZ´WROHJLWLPDWHPXVLF6LQFHWKH6FKRRO/HDYLQJ
&HUWL¿FDWH 6/& H[DPLQDWLRQVIUDPHFXUULFXODUFKRLFHVVXEMHFWVDQGH[WUDFXUULFXODU
activities not examined in the SLC are often discontinued in grades 9 and 10. If music
were to be included, however, “parents will have in their mind that the exam is coming
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so [their children] will [be able] to practice.” Moreover, “Having music education in
the schools itself is a big thing because it provides opportunities for the teachers as well
as the students,” as schools “contribute by hiring us as teachers” and “provide a good
salary for musicians to survive.” Academisation was also important for preservation,
and some private schools explicitly try to promote Nepali folk musics. The musicianteachers explained “We have to preserve our tradition” and “We have to create our
own uniqueness, not following randomly the foreign traditions.” Care was required,
however, because “if you force that because it is our tradition, our culture, then…
it’s not gonna work” as students “will lose interest.” Importantly, not only learning to
perform Nepali musics was deemed necessary for preservation, but also how to make
Nepali instruments.
There was criticism, however, towards the perceived lack of value of music in
schools. Music teachers were said to be hired only to teach songs as the schools “just
want the kids to perform,” not “grow in a musical direction…because that takes time.”
In particular, many schools “just want [music] teachers for Parents Day”, where music
is seen as a kind of publicity for the school. Some schools even hire teachers just to
SUHSDUHDSHUIRUPDQFH¿ULQJWKHPVRRQDIWHU$QRWKHUFULWLFLVPZDVWKDWPXVLFDV
an extracurricular activity was “just [to] earn more money from the parents” through
“extra fees.” Accordingly, the musician-teachers frequently discussed the need for what
they called “music awareness,” posing questions such as “Why are there music lessons
in the school?” and “Why do you want your students or your children to learn music in
school?”
Countering groupism
'LVFULPLQDWLRQZDVLGHQWL¿HGDVQRWRQO\FRPLQJIURPQRQPXVLFLDQVLQ1HSDOL
VRFLHW\7KHPXVLFLDQWHDFKHUVLGHQWL¿HG³JURXSLVP´±DNLQGRIGLVFULPLQDWLRQ
depending on “what kind of musical circle you are in”–as an area of concern. The
PXVLFLDQWHDFKHUVIRUH[DPSOHH[SODLQHGKRZPXVLFVWXGHQWVGL൵HUHQWLDWHWKHPVHOYHV
depending on whether they play western or eastern instruments, and do not want
to engage with students of other kinds of music, each group thinking that they are
superior to others. In addition, the musician-teachers discussed how “there is a lot of
GLVWDQFHEHWZHHQ´GL൵HUHQWPXVLFLQVWLWXWHVLQWKH.DWKPDQGX9DOOH\&RQVHTXHQWO\WR
encourage mobility between institutions and musical cultures one of the visions was,
To develop unity between the major music institutions in Nepal. Additionally, “getting
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WRNQRZRWKHUVIURPGL൵HUHQWEDFNJURXQGV´DQG³DSSUHFLDWLQJDQGOHDUQLQJWKURXJK
GL൵HUHQFH´ZHUHVHHQWREHLPSRUWDQWDVZDVOHDUQLQJ³PXVLFIURPDQRWKHUFXOWXUHRU
HWKQLFLW\´2YHUDOOPXVLFLDQV¶UHJDUGIRUHDFKRWKHUZDVYLHZHGDVFUXFLDO
Unless music teachers, music learners, and music researchers view one another
with equal respect, we cannot expect society to view music positively as a whole
and community building isn’t possible.
Groupism appeared to be connected to a larger societal issue. While participants
expressed that “The most important thing is building a community of music teachers
to work together to improve the quality of music education,” they added that “even
if a community is formed, there will be fractures or factions based on nepotism,
IDYRXULWLVPGL൵HUHQFHLQFXVWRPVRUHWKQLFLW\RUUHOLJLRQRUJURXSLVP´7KLVZDV
described as something that “prevails in our society,” “how it has always been,” and
GXHWR³WKHLOOH൵HFWVRISROLWLFVDQGLWVLQIHFWLRQRQSURIHVVLRQDOLVPDQGFRPPXQLW\´
Hence, it was perceived as an issue of equality that provoked the need to,
provide equal opportunities to all music professionals regarding ethnicity,
regarding their caste, regarding their colour, regarding their physical disabilities.
We should not create any barriers. We should have to provide equal opportunities
for their growth and development.
Promoting professionalisation
Professionalisation was seen to be required for careers in music to be regarded as
legitimate. Participants expressed that being “a musician is not regarded as a real
profession” but a pathway to joblessness. Indeed, “the social image of musicians
[is] useless”– even “in the dustbin”– and music is “just for passing your time, for
entertainment.” Workshop discussions addressed the lack of support from parents,
ERWKHPRWLRQDODQG¿QDQFLDODQGWKHDZNZDUGQHVVVXSSRUWLYHSDUHQWVH[SHULHQFHG
when explaining that their child was a musician or studying music, sometimes even
hiding it. A musician-teacher recalled, “my father didn’t tell even my relatives that I
was studying music ... until I received my diploma…. Even parents they support you,
but that’s a secret support.” Thus, convincing parents and grandparents – their own and
their students’ – that music was worth pursuing was felt as both a need and challenge.
Since “most parents think their children are successful when they earn money,”
there was also a “need to make [society] aware that [music] can be a career.” Thus,
the musician-teachers envisioned being “the practical example that anyone who is in
music can have a secure future … And is socially active.” Indeed, many musicianteachers held a sense of social responsibility, for example a small group volunteered
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to co-teach music lessons in a private school in exchange for free tuition for
underprivileged children. Contrary to the beliefs commonly held in society, musicianteachers suggested that studying music helped in potentially “dealing with [the high]
unemployment” rate in Nepal, because “safe career path[s]” like “engineering and
VFLHQFHDQGPHGLFLQH«GRQ¶WKDYHMREVEHFDXVHWKHUHDUHWRRPDQ\>SHRSOHTXDOL¿HG
LQWKHVH¿HOGV@$QGPXVLFLDQVDWOHDVWWKH\FDQSOD\DQGHDUQVRPHPRQH\´RUZRUN
as music teachers. However, an unseen hierarchy regarding teachers of various subjects
and discrimination in salaries were described as challenges to being equally valued.
In addition to securing employment, professionalisation was also associated with
EHLQJWUDLQHGRUTXDOL¿HGZLWKSDUWLFXODULPSRUWDQFHSODFHGRQUHFRJQL]HGFHUWL¿FDWH
courses. This was particularly important in the absence of government-recognized
music teacher education, which caused challenges for participants in proving their
VNLOOVZKHQDSSO\LQJIRUMREV2QHSLDQRWHDFKHUVWUHVVHGWKHLPSRUWDQFHRIKLV
ethnomusicology degree from Kathmandu University, despite not receiving any piano
lessons as part of the degree, and another described how “the principal just asked me
one question, do you know how to read notation?... She didn’t even ask me what you
DUHJRLQJWRWHDFKZLWKWKDWQRWDWLRQ"´&HUWL¿FDWLRQZDVDOVRQHFHVVDU\WR³DSSO\IRUD
university outside, and get a scholarship.” However, it was also suggested that “not all
PXVLFWHDFKHUVVKRXOGKDYHWKDWDFDGHPLFTXDOL¿FDWLRQ´EHFDXVH³LQHDVWHUQDQGIRON
PXVLFZHGRQ¶WKDYHWKDWV\VWHPRIFHUWL¿FDWLRQ´,QVWHDG
if you learn dhimey7SHRSOHNQRZ\RX¶UHTXDOL¿HGDIWHUWKHIXQFWLRQFDOOHG
Pirane Puja… when the music student comes out to the public and plays ….
6RWKDW¶VKRZWKHZKROHVRFLHW\VD\VRND\QRZKHLVTXDOL¿HGWKDW¶VKLV
FHUWL¿FDWH«6RZHQHHGWRFRQVLGHUWKHPEDVHGRQWKHLUH[SHULHQFHV
Finally, sustaining a network of music teachers was also seen as a means to
professionalisation, as in the vision, To create a music community that brings all music
lovers to work together and create professionalism.

Towards professional responsibility
7KH¿YHDFWLRQVDERYHPDNHFOHDUWKDWPXVLFHGXFDWLRQLVQRWQHXWUDOEXWHQWDQJOHG
with various historical, political, economic and socio-cultural complexities. By
highlighting tensions musician-teachers must negotiate, both as individuals and as
an emerging profession in Nepal, the actions also suggest that conceptualisations of
professionalism in music education require a move beyond expertise to considerations
of professional responsibility, encompassing wider conceptions of social service and
ethical standards (Solbrekke & Sugrue, 2011). In particular, the tensions in these
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actions suggest that professional responsibility in music education requires, among
other things, a capacity to ethically and agentively navigate both the dynamic nature of
culture and questions of legitimate knowledge.
The actions of challenging stigmatised identities and engaging foreignness
remind us that culture is not static, but “a dialogue between aspirations and sedimented
WUDGLWLRQV´ $SSDGXUDLS DQG³DQDUHQDIRUFRQVFLRXVFKRLFHMXVWL¿FDWLRQ
and representation” (Appadurai, 1996, p. 44). This challenges national objectives for
education, like “prepar[ing] citizens committed to conserve and promote Nepali art,
aesthetic values, ideals and other specialties” (Government of Nepal, 2007, p. 32), as
workshop discussions indicated both an uncertainty regarding what ‘Nepali music’
LVDQGDQHHGWR¿QGDXQLTXH1HSDOLPXVLFDOLGHQWLW\,QDQH[WUHPHO\GLYHUVHSRVW
FRQÀLFWFRXQWU\ZKHUHHDFKRIWKHRYHUFDVWHHWKQLFJURXSVKDYHXQLTXHPXVLFDO
cultures, whose musics are conserved and promoted as Nepali? Moreover, considering
WKHKLVWRULFDODVVRFLDWLRQRIRXWVLGHLQÀXHQFHVLQ1HSDOZLWKERWKFRQVWUXFWLQJVRFLDO
GLVWLQFWLRQDQG³GDQJHURXVGH¿OHPHQW´ /LHFKW\S ZKDW1HSDOLPXVLFV
have been and what they may become is shaped not only by the past and local, but also
by the future and global. In aspiring to a more equitable future, therefore, professional
responsibility could also encompass the sense of agency, even activism, demonstrated
by the workshop participants in countering societal resistance – by raising awareness
and respect for individual choice – and dismantling societal and musical boundaries
and hierarchies. However, as recognized by the participants “changing the attitude of
society” is “a very long process.”
It is not only individual music teachers and the music teaching profession who
are required to contend with such dilemmas. The actions advocating academisation
and promoting professionalisation, remind us of the legitimating function of academic
institutions. Indeed, the musician-teachers envisioned music as legitimate knowledge
(Apple, 2004), legitimating music not only as a subject of study, but also as a career
more broadly. Consequently, as music enters schools, professional responsibility
DOVRLQYROYHVRQJRLQJFULWLFDOUHÀHFWLRQRQWKLVOHJLWLPDWLQJIXQFWLRQDV³VFKRROV
confer cultural legitimacy on the knowledge of VSHFL¿F groups” (Apple, 2004, p. 61,
our italics) rather than all groups. Thus, intense debates about which musics should
be studied, researched, and performed in academic institutions, such as those that
took place in the workshops, are profoundly complicated and ethical debates. This
demands that institutions examine their visions for music education, and their role in
re-producing and dismantling hierarchies, as – contrary to the place of schooling in the
public imagination as enabling social mobility – education has long been “the primary
253

sorting mechanism in society” (Patel, 2016, p. 30). An explicit vision to promote
Nepali folk musics was held by some of the schools in this study. Such a vision
enables musics that have traditionally held lower status to enter schools. This musical
JHQWUL¿FDWLRQ '\QGDKOHWDO KRZHYHUQRWRQO\FKDQJHVORZHUVWDWXVPXVLFV
into something to be acquired by people of higher status and power. Educational
contexts also re-shape the musics (Dyndahl et al., 2014). Thus, professional
responsibility ought to include constantly asking, and re-asking, what musics are
included, what musics are excluded, why and with what consequences, and how might
GL൵HUHQWPXVLFVQHHGWREHUHVKDSHGVRWKDWV\VWHPVRILQHTXLW\DUHQRWPDLQWDLQHG

Concluding thoughts
In this chapter, we explored the politics of legitimation in music education in an
extremely diverse society. In particular, we focused on actions described by musicianteachers in the Kathmandu Valley for legitimating music (in general and the vast
diversity of musics in Nepal), music education, and both being and becoming a
musician or music teacher. The chapter emphasises the important role of music
educators’ imaginations and aspirations in articulating and countering discrimination
through envisioning actions that may contribute to a more transformative and socially
just music education, and society more broadly. The case of musician-teachers in
the Kathmandu Valley, therefore, reminds us of the need to critically re-examine
our own contexts. Thus, we suggest that it is imperative for music teacher education
globally to nurture future teachers’ capacity to aspire, to envision not only their ideal
future classrooms or what good teaching could be, but to envision the place of their
teaching and subject in shaping more just future societies. To this end, music teacher
HGXFDWLRQFRXOGEHGHYHORSHGWRLQFOXGHFULWLFDOUHÀHFWLRQRQVRFLHWDOVWUXFWXUHVDQG
SRZHULVVXHVVKDSLQJWKH¿HOGDQGSURYLGHVSDFHIRUWHDFKHUVWRQRWRQO\LPDJLQHKRZ
those structures may be dismantled (Patel, 2016, p. 74) but to allow their imaginations
to become the “fuel for action” (Appadurai, 2004, p. 7). In doing so, professionally
responsible music teachers and music teacher educators could work towards the
social changes required to meet global calls for more inclusive societies, such as
the Nepali objectives for education which aspire to counter hegemonic constructs
like untouchability and “develop a strong sense of non-discrimination towards
others despite their caste, ethnicity, religion, language, gender, class, and disability”
(Government of Nepal, 2007, p. 41).
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Notes
1. We use the words “musics,” ”cultures,” and ”traditions” acknowledging
the existence of their multiplicity and diversity in Nepal.
2. *URXS$KDGWKUHHKRXUZRUNVKRSVWKH¿UVWWZRRIZKLFKZHUHUHSHDWHG
on two separate days in an attempt to widen participation; group B had 4
two-hour workshops; and Group C had 2 workshops from 1.5-2 hours with
the intention of Group C participants joining Group B (see Treacy, 2020
for workshop details).
3. Damaha is a bowl-shaped drum, played with a pair of sticks. It is usually
LGHQWL¿HGZLWKWKH'DPDLSHRSOH
4. Madal is a cylindrical double headed membranophone played with two
hands and common in various Nepali folk music genres.
5. Sarangi is a bowed chordophone played upright and associated with the
untouchable Gandharva/Gaine ethnicity.
6. The Global Visions through Mobilizing Networks: Co-developing
Intercultural Music Teacher Education in Nepal, Finland, and Israel is the
larger research project to which this chapter contributes.
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7. Dhimey is a double-headed cylindrical membranophone played by Newar
communities during festivals and rituals. It is played with the combination
of a thin stick and hand on each side.
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Appendix 5: Article V
“Because I’m a girl”: Troubling shared visions for music
education
Danielle Shannon Treacy
2ULJLQDOO\SXEOLVKHGLQResearch Studies in Music Education. Advance online publication.
https://doi.org/10.1177/1321103X19845145

Abstract
In light of recent discussions on the importance of shared visions in teacher education,
this inquiry raises necessary questions as to whose visions shape XQL¿HGand shared
visions, and whose remain absent, unspoken, or silenced in the margins. The starting
point for this inquiry was a set of visions for music education in Nepal that were
co-constructed with over 50 musician-teachers working in the Kathmandu Valley,
during a series of 16 workshops guided by Appreciative Inquiry’s 4D cycle. Despite the
challenges female musician-teachers encounter in their pursuit of music in Nepal, no
reference to these injustices was apparent in the resulting shared visions. This inquiry
therefore engages with the nature and possible causes of this lack of reference, leaning
on economist and philosopher Amartya Sen’s (2009) idea of justice and social-cultural
anthropologist Arjun Appadurai’s (2004) notions of the capacity to aspire and the
capacity for voice7KHFULWLFDO .XQW] DQGUHÀH[LYH $OYHVVRQ 6N|OGEHUJ 
work guiding this inquiry suggests that while the workshops were guided by the aim to
be inclusive, the need to come to consensus when co-constructing shared visions both
UHÀHFWHGDQGREVFXUHGWKHLQMXVWLFHVH[SHULHQFHGE\IHPDOHPXVLFLDQWHDFKHUV7KH
DUWLFOHFRQFOXGHVE\R൵HULQJLQVLJKWVIRUPXVLFWHDFKHUHGXFDWLRQ

Keywords
appreciative inquiry, capabilities, diversity, female musicians, marginalization, music
education, music teacher education, Nepal, social justice, teachers’ visions
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Introduction
I wanna be a musician,
Just like any guy.
I wanna be just as good as him,
Play just as good as he is playing,
And not get questioned
Because I’m a girl.
,WKDVEHHQDUJXHGWKDW³DXQL¿HGYLVLRQIRUPXVLFWHDFKHUHGXFDWLRQLVWKHPHDQVIRU
DGYDQFLQJRXUZRUNDQGPHHWLQJDOORIWKHFKDOOHQJHVWKDWZHDUHIDFLQJ´ 2U]ROHN
2015, p. x), and “that quality teacher education is designed around a clear and shared
vision of good teaching” (Klette & Hammerness, 2016, p. 28, emphasis in original).
+RZHYHUWHDFKHUV¶YLVLRQV²WKHLU³LPDJHVRILGHDOFODVVURRPSUDFWLFHV«WKDWUHÀHFW
their hopes and dreams for themselves, their students, their schools and even sometimes
their communities” (Hammerness, 2004, p. 34)— are not necessarily shared(seee.g.
Ferm Thorgersen, Johansen,& Juntunen, 2016; Hammerness, 2013; Juntunen, 2014).
This raises important questions as to whose visions shape these XQL¿HGand shared
visions, and whose remain absent, unspoken, or silenced in the margins; a question
pertaining not only to visions, but to much of the work preparing future music teachers
for increasingly diverse environments.
The starting point for this inquiry was a set of shared visions (see Table 1) for music
1
education in Nepal that were co-constructed with musician-teachers working in the
Kathmandu Valley during a series of Appreciative Inquiry workshops I facilitated in 2016
VHH7UHDF\LQSUHVV 0RUHVSHFL¿FDOO\WKHLQTXLU\DWWHQGVWRWKHDEVHQFHRIWKHYLVLRQ
alluded to in the poem that opened this article, for a woman to “be a musician just like any
guy.” Following Carducci, Pasque, Kuntz, and Contreras-McGavin (2013) who argue that
“it remains vital that critical scholars continually investigate the absences, blind spots,
and invisibilities inherent in research designed to interrogate, disrupt, and ultimately
upend educational inequities” (p. 6), I investigate the absence of this vision in two parts. In
WKH¿UVWSDUW,WKLQNZLWKHFRQRPLVWDQGSKLORVRSKHU$PDUW\D6HQ¶V  idea of justice
to interpret and re-tell stories of the challenges female musician-teachers encounter in
their pursuit of music in Nepal. These challenges were shared in an additional femaleonly workshop that I also facilitated in 2016. I then extend this interpretation through
engaging in “productive critique” (Kuntz, 2015, p. 109) of the processes that took place
in the main workshops, processes that were guided by an aim to be inclusive, but had
marginalizing results. In doing so, I acknowledge the many other visions and
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Table 1 Summary of the co-constructed visions (organized from micro to macro levels)
Teachers
•

That music teachers would use a variety of teaching and learning techniques in the classroom to
make learning easier for students because no one method will work for every teacher or every
student.

Music institutions
•

To have properly designed music organizations with enough instruments, proper classes, etc.

Collaboration
•

To create a music community that brings all music lovers to work together and create
professionalism.

•

To develop unity between the major music institutions in Nepal so that activities become more
FRQWUROOHGH൶FLHQW

•

To develop an internationally recognized music and music education (music teacher training)
FRXUVHLQ1HSDOWKURXJKD൶OLDWLRQVZLWKDQRXWVLGHXQLYHUVLW\IRU1HSDOLHDVWHUQDQGZHVWHUQ
musics.

Society
•

That music would be an included (and valued) subject in schools.

•

To live in a society where music is valued, including where people recognize that music is vital,
where the social stigma has been overcome and where music is for all.

YRLFHV²IRUH[DPSOHWKRVHIURPGL൵HUHQWPXVLFDOJHQUHVFDVWHHWKQLFJURXSVDQGDJH
groups—that likely remained silent or marginalized without me noticing or because of
2
my presence. Indeed, beyond gender, the workshop participants had other identities
related to, for example, caste/ethnicity, class, religion, languages, and age, identities
which “are not objects but processes constituted in and through power relations” (Brah
& Pheonix, 2004, p. 77). Nepal, for example, currently recognizes 126 caste/ethnic groups,
123 languages spoken as mother tongue, and 10 religions (Government of Nepal, 2012,
S DQGKDVDORQJKLVWRU\RIVRFLDOVWUDWL¿FDWLRQEDVHGRQJHQGHUFDVWHHWKQLFLW\
and race (Manandhar, 2009, p. vii). In engaging in this critical work, I lean on socialcultural anthropologist Arjun Appadurai’s (2004) notion of strengthening the capacity to
aspire and the capacity for voice in order to change “the terms of recognition” (p. 70) of
H[FOXGHGGLVDGYDQWDJHGDQGPDUJLQDOJURXSV7KHDUWLFOHFRQFOXGHVE\R൵HULQJLQVLJKWV
for music teacher education.

Mode of inquiry
This inquiry stems from my work as a researcher in the project Global Visions through
Mobilizing Networks2QHRIP\PDLQWDVNVLQWKLVSURMHFWZDVWRIDFLOLWDWHDSURFHVV
of co-constructing visions for music education in Nepal with musician-teachers
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in the Kathmandu Valley. In approaching this task, my primary concern was with
how to negotiate the ethical dilemmas related to being an outsider engaging in a
research project in a “majority world” (Dasen & Akkari, 2008) context. With the
current ethnocentrism of music education research, which has been developed in
western contexts, I had few studies relating to the majority world, either by locals or
foreigners, from which to learn as I prepared. Moreover, I was particularly sensitive to the
productive power of my position as a white researcher from an eminent university and
aimed to adopt an anti-colonial stance, consciously seeking to counter what Patel (2014)
refers to as “erasing to replace” (p. 363).
Appreciative Inquiry (henceforth AI, e.g. Cooperrider, Whitney, & Stavros,
2005; Watkins, Mohr, & Kelly, 2011) emerged as both a pragmatic and ethical
possibility for addressing my methodological concerns. Its 4D cycle of Discover,
Dream, Design and Destiny incorporates co-constructing visions, while its starting
point of appreciation appeared to present an inclusive approach for valuing local
experience. Thus, guided by AI and its 4D cycle, I facilitated a series of 16 workshops
during an 11-week period between April and June 2016. These workshops involved
PXVLFLDQWHDFKHUVLQWKUHHGL൵HUHQWJURXSV*URXS$KDGHLJKWKRXUZRUNVKRSV
WKH¿UVWWZRRIZKLFKZHUHUHSHDWHGRQWZRVHSDUDWHGGD\VLQDQDWWHPSWWRZLGHQ
participation; Group B had four 2-hour workshops; and Group C had two workshops
ranging from 1.5–2 hours long with the intention of Group C participants continuing
with Group B. The processes that took place during these workshops (henceforth main
workshops) have been described in detail elsewhere (see Treacy, in press).
Extending the methodological strategy
In applying AI, I aimed to “relationally enact responsibility” (Kuntz, 2015, p.
 7KLVLQYROYHGIRULQVWDQFHUHÀH[LYHO\HQJDJLQJLQ³FULWLFDOTXHVWLRQLQJDQG
deeper debate around taken-for-granted issues that have potential moral and ethical
LPSOLFDWLRQV´ &XQOL൵HS DQGDWWHQGLQJ³WRWKHZD\GL൵HUHQWNLQGVRI
linguistic, social, political and theoretical elements are woven together in the process
of knowledge development, during which empirical material is constructed, interpreted
and written” (Alvesson & Sköldberg, 2009, p. 9). As such, my initial plan for workshops
open to all interested musician-teachers was necessarily extended as I decided to host one
female-only workshop (henceforth women’s workshop).
This decision was based on a number of experiences. From the outset of my
work in the Kathmandu Valley, I was aware of gender inequality in Nepal in general
(e.g. GESI, 2017). Moreover, studies in ethnomusicology in Nepal have discussed
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the limitations on women’s musical participation and the status of female musicians
(e.g. Henderson, 2003; Moisala, 1999; Stirr, 2010, 2018; Tingey, 1992, 1993; Widdess,
Wegner, Tingey, & Moisala, 2001), while studies of music education in Nepal have
highlighted activist practices aimed at increasing female access and participation (e.g.
6KDK7XODGKDU:HVWHUOXQG 3DUWWL 'XULQJP\¿UVWYLVLWVWRWKH
Kathmandu Valley in 2014, the school administrators, teachers and musician-teachers
I encountered were almost exclusively male. The two female administrators I did meet
were part of a husband and wife team in high administrative positions, and the only
ZRPDQZKRSDUWLFLSDWHGLQP\SLORWZRUNVKRSVLQUHÀHFWHGRQKRZLPSRUWDQW
participation had been for her. Furthermore, in 2016 out of a total of 53 participants
in the main workshops, only 9 were female, and only 6 of these women participated
throughout their respective group’s series of workshops.
My limited encounters with Nepali women made me much more sensitive to my
RZQSRVLWLRQDVDZRPDQ,RIWHQZRQGHUHGIRUH[DPSOHKRZWKLVSRVLWLRQZDVD൵HFWLQJ
the research project, especially considering the status of women in Nepal in relation to my
work which involved facilitating workshops attended predominantly by men. Indeed,
in 2016 the director of one music institute in Kathmandu told me that because I am a
woman, men would likely be deterred from participating. However, “woman”, “girl”,
RU³IHPDOH´DUHQRW¿[HGRUKRPRJHQHRXVFDWHJRULHVEXWFDQEHVHHQWKURXJKFRPSOH[
intersectional lenses (e.g. Crenshaw, 1989). Indeed, some musician-teachers described
their motivation to participate in the workshops as being related to my position as a
“foreign trainer” or “visiting teacher” “from [an] international university.”
Added to these experiences, what motivated me to organize the women’s
workshop was the exclamation by a male participant in the midst of a lively and
overlapping workshop discussion, “Actually, I am very bad in teaching girls.” This
comment inspired the aim of the women’s workshop, which was to co-construct
knowledge based on the experiences of success of female musicians and musicianteachers, and later share that knowledge with other musician-teachers so that they
could perhaps better understand and support their female students. Consequently, the
women’s workshop was titled, Encouraging girls’ participation in music in Nepal. It
was advertised during the main workshops both orally and in the handouts, by word of
mouth, and on various Kathmandu Valley music education related Facebook pages.
The 1.5-hour women’s workshop took place after one of the main workshops in
DFDIHRYHUWHDFR൵HHDQGVQDFNVWKDW,SURYLGHG6LPLODUWRWKHPDLQZRUNVKRSVWKH
women’s workshop was guided by AI, and I prepared a handout in advance by adapting
AI’s generic questions (Cooperrider et al., 2005, p. 25; Watkins et al., 2011, pp. 155–
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156). The workshop began with partner interviews focusing on sharing stories about
each other’s best experiences learning music and overcoming challenges encountered
along the way. This was followed by a full group discussion in which we introduced our
SDUWQHUVDQGUHÀHFWHGRQWKHSDUWQHULQWHUYLHZV2XUJURXSGLVFXVVLRQWKHQÀRZHGLQ
various directions, which we followed freely.
3
The women’s workshop was attended by a small number of women. All of
the women were university educated—some having studied abroad—and all were
working and earning an income. Some of the women were employed in music and/
RUPXVLFHGXFDWLRQKRZHYHURWKHUVZHUHHPSOR\HGLQDQRQPXVLFUHODWHG¿HOGDQG
RWKHUVZHUHHPSOR\HGERWKLQPXVLFDQGQRQPXVLF¿HOGV7KH\LQFOXGHGYRFDOLVWVDQG
instrumentalists, and all performed musics not indigenous to Nepal. They were all in
their 20s and mostly single but some were married. As is the norm, all were living in
joint families, either with their parents or their in-laws.
Empirical material and ethical issues
The empirical material for this inquiry is drawn from two workshops. Whilst the
women’s workshop is the primary source, I also draw from the discussions from the
DERYHPHQWLRQHGPDLQZRUNVKRSLQZKLFKWKHPDOHWHDFKHUH[SUHVVHGGL൶FXOW\WHDFKLQJ
girls. The relevant sections of the latter workshop were transcribed and translated as
QHHGHGE\P\1HSDOLFRIDFLOLWDWRU7RPDLQWDLQWKHIHPDOHSDUWLFLSDQWV¶FRQ¿GHQWLDOLW\
however, the women’s workshop was transcribed by external transcribers with whom
,KDYHDFRQ¿GHQWLDOLW\DJUHHPHQWUDWKHUWKDQP\FRIDFLOLWDWRUZKRZDVDPXVLFLDQ
teacher living and working in the Kathmandu Valley. All participants in all workshops
gave informed consent through verbal agreements combined with a signed information
sheet and participant’s agreement form that was in both Nepali and English.

Capability deprivation and the pursuit of music
The discussions during the women’s workshop highlighted a number of challenges the
ZRPHQSHUFHLYHGDVEHLQJLQFRQÀLFWZLWKWKHLUDVSLUDWLRQVWRSXUVXHPXVLF$VPDQ\
of these challenges were perceived to result from being a woman, they are interpreted,
following Amartya Sen (2009), as injustices. In his theory, Sen (2009) contends that
questions of justice should focus
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¿UVWRQDVVHVVPHQWVRIVRFLDOUHDOL]DWLRQVWKDWLVRQZKDWDFWXDOO\KDSSHQV
(rather than merely on the appraisal of institutions and arrangements); and
second, on comparative issues of enhancement of justice (rather than trying to
identify perfectly just arrangements). (p. 410)
Thus, “social realizations are assessed in terms of capabilities that people actually have”
(p. 19), and injustice is diagnosed through assessing individual advantage or deprivation.
Recalling that the aim of the women’s workshop was to co-construct and share
knowledge that could potentially help musician-teachers better understand and support
their female students, this section of the article narrates the social realizations and
capability deprivations the women shared during the women’s workshop. Whilst I
experience discomfort at having invited the women to share stories of their deprivations
and writing about them (see e.g. hooks, 1990), Sen (2009) argues that “understanding
the nature and sources of capability deprivation and inequity is indeed central to
UHPRYLQJPDQLIHVWLQMXVWLFHVWKDWFDQEHLGHQWL¿HGE\SXEOLFUHDVRQLQJ´ S 
Furthermore, this narration is considered particularly necessary in light of the absence
of visions to overcome these injustices in the shared visions co-constructed during the
main workshops in which the women also participated. The narration is therefore
understood as “truth-telling with the aim of intervening within normative practices of
knowing and being” (Kuntz, 2015, p. 22, emphasis in original), not as an attempt to give
voice to or speak for these women. Indeed, I strive to highlight not only the women’s
marginal position as musicians, but also how the margins are “both sites of repression
and sites of resistance” (hooks, 1990, p. 342).
Because of the depth of emotion with which the women shared and discussed
WKHLUVWRULHVDWUDGLWLRQDOSUHVHQWDWLRQRIWKH¿QGLQJVZDVGHHPHGLQDGHTXDWH,QVWHDG
poetic transcription (Leavy, 2009) was used to support “emotional evocation as a part of
meaning-making” (p. 66). The use of poetry is further supported as Liamputtong (2010)
VXJJHVWVWKDWFURVVFXOWXUDOUHVHDUFKHUVWU\³GL൵HUHQW´DQG³XQFRQYHQWLRQDO´ZD\VRI
writing, including poetry, to “stay closer” to lived experiences and meanings (p. 213), and
as “a powerful means of expanding your interpretive skills, raising your consciousness”
(p. 222). To create the poems, I began by drawing exact words and phrases from the two
abovementioned workshop discussions, while attempting to preserve speech patterns
(Leavy, 2009, p. 84). I then sought to “push feelings to the forefront” through the careful
SODFHPHQWRIWKHVHZRUGVDQGSDXVHV S ,FKRVHWRUHSUHVHQWWKHGL൵HUHQWLQGLYLGXDOV¶
stories through a composite woman, both to increase anonymity and because of the
GHHSO\SHUVRQDOQDWXUHRIVKDULQJVWRULHVLQWKH¿UVWSHUVRQ,QGRLQJVR,GLGQRWVHHN
agreement through a shared QDUUDWLYHEXWWRUHSUHVHQWWKHGL൵HUHQWLQGLYLGXDOV¶VWRULHVE\
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³VLPXOWDQHRXVO\H[SRVLQJWKHÀXLGLW\DQGPXOWLSOLFLW\RIPHDQLQJ´ S ,QODWHUVWDJHV
I made minor changes to the poems’ texts, for example to account for English not being
WKHLUPRWKHUWRQJXHDQGPDLQWDLQLQJFRQVLVWHQF\EHWZHHQ¿UVWDQGWKLUGSHUVRQDQGYHUE
tenses. The poems were then condensed into the six poems, including the opening and
closing poems, presented in this article. As part of my intention to write responsibly and
ensure that my work does not harm or further marginalize the women (Liamputtong,
2010), drafts of the poems were shared with the women’s workshop participants. This
VHUYHGQRWRQO\WRUH¿QHP\LQWHUSUHWDWLRQVEXWDOVRWRUHFRQ¿UPSHUPLVVLRQWRVKDUHWKHLU
stories as their anonymity cannot be ensured due, among other things, to the small
number of women who participated in the workshops and the small number of female
musicians in the Kathmandu Valley. I also shared a late draft of this article with the
women.
The only girl in the band
We’d practised so hard,
I know we were good enough.
Not boasting about myself…
Some of the other bands were not even tight.
They were doubting themselves on stage.
You could see it.
But no one was questioning them,
No one was passing comments about them,
No one was staring at them like they were going to eat them.
And all of a sudden I am playing.
The only girl in the band.
Playing just as well as my friends,
Who chose to play with me,
Even though I am a girl.
But the audience had a problem with it.
They were coming near the stage,
Teasing,
Criticizing,
Calling me names,
:LWKDOOGL൵HUHQWNLQGVRIJHVWXUHV
Everything.
‘Cause I was a girl,
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Playing distorted guitar and screaming,
And only boys play heavy music in Nepal.
<RXKDYHVWX൵OLNHWKDWDOOWKHWLPH
I don’t even like to discuss about it.
It’s very embarrassing,
Shameful,
Depressing,
Frustrating.
I got so angry.
I screamed at them in the mic,
“If you wanna stay, stay, if you wanna make jokes just leave.”
,XVHGWR¿JKW
But I stopped gigging in pubs.
Just because they kept saying the same thing so many times.
I told them no,
I’m not playing in pubs anymore.
I told them myself.
My mother is calling me
In my home,
I am not allowed to practise.
My grandparents don’t like me singing.
0\PRWKHUVD\V³)LUVW\RX¿QLVKWKHKRXVHKROGZRUN
And then you go for practise.”
2UZKHQ,DPJRLQJIRUSUDFWLVHVKHVWDUWVOLVWLQJ
“Do this, do this, and bring this, and…”
Even when I have a really good mood for practise,
Am inspired to practise.
Even when I’m playing,
She is calling, “Come down!
Now you have to wash the dishes,”
2U³*RWDNHWKHGRJRXWVLGH´
6WX൵OLNHWKDW
Always.
My mother is calling me all the time.
But if my brother is there,
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He will not do anything.
She is never calling him to come and help her.
He gets to go where he wants to go,
Practise any time,
2UJRKDQJRXWZLWKKLVIULHQGVDQGMDP
I don’t understand.
Music lessons
In music class I am very soft and shy.
Am I not energetic enough?
I cannot speak freely with my male teacher.
Am I too silent?
He thinks I am very fragile.
Am I too fragile?
He is very polite.
He speaks to me gently,
“Daughter you should do like this,
Sister you should do like this.”
Am I too weak?
Too lazy?
The boys tease me,
Though the teacher never sees it.
When the teacher compliments my playing or ideas,
The boys pass side comments.
They think he’s just complimenting me,
Because I am a girl.
Music cannot make your life
My parents were really scared that I would go deeply to the music.
They think that music cannot make your life.
They are a little conservative.
They understand,
But not everything.
They support,
But sometimes I don’t feel supported.
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I’m a good student,
It’s the only reason they allow me to do music.
They tell me to focus on my studies,
Be serious about my studies.
They compare to cousins, brothers, sisters,
Everybody.
“Your cousin, he has done engineering,
Your cousin, she is a doctor,
And you are still doing
Nothing.
Just focusing on music.”
But I also graduated in engineering,
Business,
Science.
You need to at least graduate,
That’s compulsory.
Do your degree,
Have some security,
$QGWKHQWKH\FDQPDUU\\RXR൵
They’re worried
If I don’t get a musical husband,
He won’t understand.
The in-laws won’t understand.
$QGLWZLOOEHUHDOO\GL൶FXOWIRUPH
And when you get married,
You must have a baby.
Your career is ruined once you have a baby.
That’s why you should never get married.
They are just caring for me.
They’re concerned about the future.
They want me to have a safe life,
A secure life.
Don’t practise,
Take music as a hobby,
Do it on your free time.
But I don’t think security is everything.
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I fought with my mom
For music studies,
For music as my career.
We literally fought.
And she cried and I cried,
And there were weeks that we didn’t talk.
I felt soooo guilty as if I had done a crime.
Aspiring to change the terms of recognition
While not all-encompassing, the poems re-present some of the injustices the women
LGHQWL¿HGGXULQJWKHZRPHQ¶VZRUNVKRSDVEHLQJLQFRQÀLFWZLWKWKHLUDVSLUDWLRQV
to pursue music. Although some of these issues also arose in the main workshops, it
was the female-only space that allowed for deeper discussions of the women’s shared
challenges. To provide a broader view of the women’s marginalized position both as
musicians and in society as a whole, I now extend the interpretation begun in the poems.
As one woman pointed out, these challenges are not limited to music, rather “[in Nepal]
LQDQ\¿HOGIHPDOHVDUHQRWEHOLHYHGLQ´
The capability deprivations described by the women can be understood as forms
of social control (e.g. Moisala, 1999). Girls and women in Nepal are expected to behave
in certain ways (i.e. Music lessons ZKLFKLQÀXHQFHVWKHIRUPVRIPXVLFDOH[SUHVVLRQ
that are seen to be acceptable. They should be singers and not instrumentalists, for
example, and certainly not players of heavy music (i.e. The only girl in the band). These
expectations were described as being enforced through rumours, for example, about girls
ZKRSOD\WKHÀXWHJURZLQJDPRXVWDFKHRUKXVEDQGVDFFXVLQJZLYHVRISURVWLWXWLRQ
because of their singing performances (see also, e.g. Stirr, 2010, 2018; Tingey, 1992).
Straying from these expectations was met with criticism and insults from friends,
non-musical boyfriends, and others, and intimidation from audiences (i.e. The only girl
in the band). Girls and women are also positioned as in need of special or additional care
(i.e. Music lessons). The women explained how they were generally allowed to leave
home only to work, teach or practice, and leaving home required them to “ask for
permission” and answer numerous questions telling “every detail” of who they would
be with, what they would be doing, where, and for how long. Parents were especially
concerned with their daughters’ safety, the presence of men (or lack of women), and
of alcohol or drugs, and the women’s mothers were particularly concerned with the
judgements of “society.” Despite their parents’ concern with ensuring their safety and
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future security, security was not thought to be “everything” (i.e. Music cannot make your
life). Instead the women referred to their happiness and “freedom to choose how to live”
(Sen, 2009, p. 238, emphasis in original).
Prescribed gender roles and responsibilities also dictate how women should spend
their time and therefore posed major obstacles to women’s success as musicians both
before and after marriage (i.e. My mother is calling me). The women described how
Nepali women are expected not to be career focused, but to either become housewives
RU¿QGDMREWKDWZLOOVWLOODOORZWKHPWRGRDOOWKHKRXVHZRUNWR³PDQDJH\RXUWLPH
for your family, yourself, your husband.” They described their own mothers “com[ing]
home and cook[ing]” for their fathers, and a concern for future mothers-in-law insisting
that their sons not do any housework. Thus, the women discussed avoiding marriage,
and even being advised by other musicians not to get married. Marrying a musical
KXVEDQGRULQWRDPXVLFDOIDPLO\ZDVFRQVLGHUHGLGHDOWKRXJKUDUH2QHVXFK³UHDOO\
lucky” woman articulated the support and encouragement, even pride, from her in-laws
who were even saving up to buy her an instrument, and a mother-in-law envisioning
KHUDVWKH¿UVWIHPDOH1HSDOLSOD\HURIKHULQVWUXPHQW7KLVLVHVSHFLDOO\LPSRUWDQWDV
the women discussed how women in Nepal are not “privileged enough” to have really
nice instruments, something seen as “very compulsory” for composing and “go[ing]
out of the box.” These deprivations are cumulative, as one woman lamented that she
“cannot grab the opportunities that come along” and sometimes she “just has to say no”
to gigs and opportunities to watch and learn from others’ performances. She therefore
expressed the frustrations and feelings of anger at not being able to learn, grow, and be
challenged as a musician.
Women maintain a marginalized position as musicians in the Kathmandu
Valley, and continue to be considered “rare.” Though the participants aspired to be
“musician[s] just like any guy”, to play and to perform, they expressed frustration that
they “don’t get bands” because they are women, or that “the only guy that wants to
play with me is my boyfriend, every time.” Despite the stories the women shared of the
support they received in their pursuit of music from their family, boyfriends who were
also musicians, and music teachers, the support and encouragement they receive is often
complex. Sometimes encouraging music teachers were described as being driven by the
sentiment that “we must do something” about the lack of female musicians. Sometimes
a woman is invited to work with other musicians, “just because she is female and it is
rare for females to play in a band.” At the same time, a female’s success was said not
to be her own. While girls were sometimes seen to be complimented, only because
they are girls (i.e. Music lessons), “even with the biggest women who are in music”
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success is always attributed to a man, “always, for every woman” they said, “you’re only
good ‘cause… [of] this famous guy.” As such, the female identity appears to obstruct the
musician identity, leading to complex situations that are at the same time positive and
negative, centring and marginalizing, empowering and disempowering, or as Swedish
popular music education researcher Björck (2011) describes, “both a means for, and
the obstacle to, authenticity and respect” (p. 52). Importantly, this is not just a matter
of men oppressing women, but also of “women who don’t wanna play with women”
and “women… not letting women do things.” Thus, society as a whole continues to
recognize musicians as male, further bolstering and reproducing their position. When
women are recognized it is “in ways that ensure minimum change in the terms of
redistribution” (Appadurai, 2004, p. 66). Through the women’s resistance, however,
they are taking steps to change the terms of recognition for female musicians and
provide the role models they said they never had.

Content and limitations of Appreciative Inquiry
As the participants of the women’s workshop also participated in the main mixed-gender
workshops, it is imperative to pause and consider the absence of any visions countering
the injustices the women described in their pursuit of music from the resulting shared
YLVLRQV7KXVLQWKLVVHFWLRQ,H[WHQGWKHFULWLFDO .XQW] DQGUHÀH[LYHZRUN
WKURXJKUHÀHFWLRQRQDQRWKHUOHYHO HJ$OYHVVRQ 6N|OGEHUJ WRVXJJHVWWKDW
WKHLQMXVWLFHVZHUHERWKUHÀHFWHGDQGREVFXUHGLQWKH$,SURFHVV
It could be speculated that reference to the injustices experienced by female
musicians in the Kathmandu Valley were absent from the shared visions that resulted
from the main workshops due to AI’s positive principle. As a reaction to the focus
of action research on problem solving (Cooperrider & Srivastva, 1987), the positive
principle suggests that “momentum for change requires large amounts of positive
D൵HFWDQGVRFLDOERQGLQJ«7KHPRUHSRVLWLYHWKHTXHVWLRQV«WKHPRUHORQJODVWLQJ
DQGH൵HFWLYHLVWKHFKDQJH´ &RRSHUULGHUHWDOSS± +RZHYHUOLNHRWKHUV
VHHHJ%XVKH'XQFDQ 5LGOH\'X൵*UDQW +XPSKULHV ,
had concerns about AI’s positive orientation. If “the questions we ask set the stage for
ZKDWZHµ¿QG¶´ :DWNLQVHWDOS PLJKWIUDPLQJWKHZRUNVKRSGLVFXVVLRQV
ZLWKRQO\SRVLWLYHTXHVWLRQVOHDGWRRQO\SRVLWLYH¿QGLQJV"$WWKHVDPHWLPHFUHDWLQJDQ
appreciative atmosphere in the workshops was a conscious ethical choice, part of my
aspiration to highlight the value of local expertise and nurture an ethos of learning from
and with each other in a network of musician-teachers. AI, for example, has been found
to create “a ‘safe’ environment characterized by respect for, and acknowledgement
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of individual uniqueness and an embracement of diversity” and consequently
“encourages self-disclosure and the sharing of personal stories which aim to develop
GHHSFRQQHFWLRQVZLWKRWKHUV´ 'HPDWWHR 5HHYHVS 7KLV¿QGLQJDOVR
appeared to be relevant in the workshops I facilitated in Kathmandu, where the focus
on appreciation may have contributed to creating a positive atmosphere and building
rapport that made talking about challenging or sensitive issues comfortable. Indeed,
both the main workshops and the women’s workshop featured animated discussions
regarding not only gender issues, but other forms of discrimination based on social
hierarchy, such as class and the caste system, that permeate the life and practices of
musicians in Nepal. The co-constructed visions themselves also address a number
of challenges such as the lack of both resources and collaboration between music
institutions, and injustices such as the social stigma associated with music and being a
musician (see also Treacy, Thapa & Neupane, in press). Thus, the focus on appreciation
does not appear to have been the culprit.
Instead, it appears that the absence of these injustices from the shared visions may
be due to the entanglement of consensus and voice. In other words, only experiences—
positive or negative—inside common experience were attended to as the mixed-gender
main workshop participants co-constructed the shared visions. This can be seen in the
overlap between the vision, To live in a society where music is valued, including where
people recognize that music is vital, where the social stigma has been overcome and where
music is for all, and the injustices described in the poem Music cannot make your life.
However, the women’s marginalized position in the mixed-gender main workshops—
their adverse “terms of recognition” (Appadurai, 2004, p. 66)— may have impeded
their capacity for voice, the capacity “to express their views and get results skewed to
their own welfare” (Appadurai, 2004, p. 63). Thus, despite gender issues being raised
in some of the main workshops, and all main workshop participants being aware of
the separate women’s workshop I organized, any gender issues that were raised were
HLWKHUGLVPLVVHGGLVUHJDUGHGRUXQGHUYDOXHG7KLV¿QGLQJLVLQOLQHZLWK'HPDWWHR
and Reeves (2011) who argue that AI does not pay adequate attention to the nature
of structural factors—such as organizational, socio-economic and political—and as
a result may help “to legitimate existing unequal power relations” (p. 207, emphasis
in original). Moreover, Appadurai (2004) argues that “aspirations are never simply
individual” but “derive from larger cultural norms” (p. 67), and are thus always located
“in a larger map of local ideas and beliefs” (p. 68). As the workshop participants—
and musicians and musician-teachers in the Kathmandu Valley more broadly—are
overwhelmingly male, both positional objectivity and adaptation, whereby the deprived
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“typically tend to adjust their desires and expectations to what little they see as
feasible” (Sen, 2009, p. 283), may have had powerful obscuring roles. Indeed, Sen
 GUDZVDWWHQWLRQWRWKHGL൶FXOW\RIFRQWHVWLQJLQHTXDOLWLHV+HDVVHUWVWKDW
since injustices relate, often enough, to hardy social divisions, linked with
divisions of class, gender, rank, location, religion, community and other
HVWDEOLVKHGEDUULHUVLWLVRIWHQGL൶FXOWWRVXUPRXQWWKRVHEDUULHUVWRKDYHDQ
objective analysis of the contrast between what is happening and what could have
happened—a contrast that is central to the advancement of justice. (p. 389)
7KXVWKHVDPHLQMXVWLFHVDQGFDSDELOLW\GHSULYDWLRQVD൵HFWLQJWKHZRPHQ¶VGHVLUHWR
SXUVXHPXVLFDSSHDUWRKDYHEHHQUHÀHFWHGLQWKHPDLQZRUNVKRSVDQGREVFXUHGLQWKH
resulting shared visions.
Throughout this research project, I have continuously questioned my own power
DQGLQÀXHQFHDV,DLPHGWRDGRSWDQDQWLFRORQLDOVWDQFH 3DWHO 6HQ  
argues, however, that
there are two principal grounds for requiring that the encounter of public
reasoning about justice should go beyond the boundaries of state or a region,
and these are based respectively on the relevance of other people’s interests for
the sake of avoiding bias and being fair to others, and on the pertinence of other
people’s perspectives to broaden our own investigation of relevant principles, for
the sake of avoiding under-scrutinized parochialism of values and presumptions
in the local community. (p. 402, emphasis in original)
Importantly, he stresses that listening to “distant voices” does not require the acceptance
of or even respect for every argument or proposal (p. 407). Thus, in drawing attention
to the women’s deprivations, through the questions I asked in the main workshops
DQGR൵HULQJDIHPDOHRQO\ZRUNVKRS,ZDVH[HUFLVLQJ³WKHSURGXFWLYHSRVVLELOLWLHVRI
[my] power” (Kuntz, 2015, p. 131) as someone seen as a “foreign expert.” The women
expressed how just coming together to talk had value in itself, as they had previously
felt alone in their struggles and were surprised that they were “talking about all this
only in a workshop here.” Recognizing that “Together we are stronger”, completely
independent of me or this research project, the women’s workshop was “fuel for
action” (Appadurai, 1996, p. 7) as it led to an all-female concert several months later.
This is especially important when recalling the women’s comments above about women
not supporting each other and preventing each other from doing things.
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Insights for music teacher education
7KHFULWLFDOZRUN .XQW] DQGUHÀH[LYHLQWHUSUHWDWLRQ $OYHVVRQ 6N|OGEHUJ
 JXLGLQJWKLVLQTXLU\R൵HULPSRUWDQWLQVLJKWVIRUWKRVHSUHSDULQJIXWXUHWHDFKHUV
to work in increasingly diverse environments, as well as those planning to facilitate AIinspired processes in music teacher education. In this research project marginalization
has been multifaceted. Females are marginalized in Nepali society in general, and this
PDUJLQDOL]DWLRQLVUHÀHFWHGLQWKHLUSRVLWLRQDVPXVLFLDQV$GGHGWRWKLVKRZHYHULV
that despite extensive preparation focusing on methodological and ethical deliberations,
and over a decade living and teaching as a migrant in intercultural settings, the
main workshops that I facilitated in the Kathmandu Valley, with their starting point
of appreciating “the best of what is” (Cooperrider et al., 2005, p. 5), marginalized
some of the participants. As Sen (2009) states, “what we can see is not independent
of where we stand in relation to what we are trying to see” (pp. 155– 156). In the
case of this inquiry, it was my position as a woman that both caused me to see and
DFWDQGPRWLYDWHGVRPHZRPHQWRSDUWLFLSDWH2QHZRPDQH[SODLQHGKHUFRQWLQXHG
participation, for example, as being due to the “interesting discussions” and “cause
Danielle is a woman and dealing with women’s issues and music was something we
had a common interest in.” It is therefore possible that other voices were marginalized
without me noticing, or because of my presence. The visions, for example, do not
explicitly address caste/ethnicity, however, as an outsider I was unable to see how this
IRUPRI VRFLDOVWUDWL¿FDWLRQZDVUHÀHFWHGDQGREVFXUHGLQWKHZRUNVKRSV$QXPEHU
of Nepali male musician-teachers I asked about gender issues commented on the
improvements they had seen in terms of the increasing participation of women and
girls, in the same way that I had initially been excited just by the presence of female
participants in the workshops. Female musicians and musician-teachers are still so few
that just their presence and participation seemed important, as was having these issues
raised in the main workshops. This, however, is symptomatic of what Patel (2016)
refers to as “gaining footholds on a slanted wall, rather than reconsidering the entire
structure” (p. 18). Participation alone is not enough for representation, nor are wellmeaning and supportive male musicians and teachers—and female researchers.
What this experience suggests is that as our teaching environments become
increasingly diverse, it is not enough to merely recognize and appreciate the presence
of minority or marginalized students in our classrooms and ensembles; rather, music
teacher educators need to imagine ways to nurture broad participation and strengthen
the capacity for voice (Appadurai, 2004) among all students. This highlights our ethical
LPSHUDWLYHWRHQJDJH³LQWKHNLQGRIWUXO\UHÀHFWLYHSUDFWLFHUHTXLUHGIRUYLVLRQLQJ´
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(Talbot & Mantie, 2015, p. 176), to avoid the risk of visions “lapsing into idealized
YHUVLRQVRIWKHH[LVWLQJRUGHU´ S ,WWKHUHIRUHUHTXLUHVUHÀH[LYLW\IURPPXOWLSOH
perspectives and critical inquiry, not only in our own practice but also in our students,
the teachers who may be facilitating similar processes in the future. To this end, music
teacher education could aim to nurture future teachers’ capacity to inquire. Music
teachers who continuously and systematically inquire can not only increase their
professional knowledge (see e.g. Cochran-Smith & Lytle, 2009; Fink-Jensen, 2013;
Holgersen & Burnard, 2013). The capacity “to make independent inquiries about
their own lives and worlds” (Appadurai, 2006, p. 173) and therefore the teaching and
learning taking place in their classrooms can also equip future teachers to successfully
engage with intensifying diversity and uncertainty. Furthermore, through nurturing
the development of “inquiry as stance” (Cochran-Smith & Lytle, 2009) as an outcome
of music teacher education, future teachers could be equipped with “a way of knowing
and being in the world of educational practice … intended to challenge the inequities
perpetuated by the educational status quo” (Cochran-Smith & Lytle, 2009, p. viii).
This experience also suggests the need to develop future teachers’ abilities
WRIDFLOLWDWHFROODERUDWLRQDQGFROOHFWLYHUHÀHFWLRQLQDQHWKLFDOZD\7KLVUHTXLUHV
awareness of the inclusive and exclusive processes at work in our societies and
classrooms, the processes that frame who speaks, who listens and who is heard, when
and how, and who and what remains in the silences; and the ability to challenge and
disrupt these, rather than continue to reproduce them. Indeed, recent articles in this
MRXUQDOKDYHFDOOHGIRUWKHQHHGWRFKDOOHQJHLVVXHVOLNHVRFLDOVWUDWL¿FDWLRQ -HSSVVRQ
& Lindgren, 2018) and to better recognize and support minority students, such as the
LGBTQ community (Palkki & Caldwell, 2018). Importantly, this work requires pauses,
“sit[ting] still long enough to see clearly what we need to reach beyond” (Patel, 2016,
p. 88). Due to the hectic pace of my 11-week stay in Kathmandu when these workshops
were conducted, there was no time to pause—as a facilitator or during the workshops—
not until I returned to Finland. Another important task for teacher education is
developing a critical relationship with—rather than blind appreciation for—tradition,
one that nurtures an understanding of culture in all contexts, including the majority
ZRUOGDV³DQDUHQDIRUFRQVFLRXVFKRLFHMXVWL¿FDWLRQDQGUHSUHVHQWDWLRQ´ $SSDGXUDL
1996, p. 44), thereby “plac[ing] futurity, rather than pastness, at the heart of our
thinking about culture” (Appadurai, 2004, p. 84).
In taking such steps, however, it should be acknowledged that working towards
more ethical and inclusive teaching practice will always be an incomplete process, full
of mistakes, “absences, blind spots, and invisibilities” (Carducci et al., 2013, p. 6).
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7KURXJKDQRSHQQHVVWRFRQWLQXRXVO\DQGSXEOLFO\UHÀHFWRQFULWLTXHDQGUHIRUPRXU
RZQSUDFWLFHDQGHQFRXUDJHVWXGHQWVWRGRWKHVDPHKRZHYHURXULQTXLULHVPD\D൵HFW
“both what we know and how we live our lives” (Kuntz, 2015, p. 12), and thereby our
ability to work together towards not only greater participation but also representation for
a more ethical and equitable future.
But I’m a girl.
That’s the shitty thing,
You know?
‘Cause I’m a girl in a third world country,
Where people only wanna see guys live.
They always wanna keep women down.
I should have been born a boy.
I wish I was a boy.
But,
I don’t like boys that much.
I like being a girl.
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Notes
1. As there is currently no formal, government-recognized music teacher
education in Nepal, musicians are employed to teach in private schools,
music institutes, and private homes, usually on the basis of artistic merit.
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2. While the binary categories of male–female are not the only way
of understanding gender, the experiences shared in the workshop
discussions operated within this binary.
3. Due to the small number of female participants I do not include the exact
number in order to further strive towards anonymity.
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DUHFRQ¿GHQWLDOZLWKUHVSHFWWRLGHQWLW\'XHWRWKHVPDOOQXPEHURIPXVLFWHDFKHUV
working in schools in the Kathmandu Valley even when anonymized it may be
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be sensitively and thematically analysed and interpreted, and the study reported in a
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Treacy (GDQLHOOHWUHDF\>DW@XQLDUWV¿) or her supervising professor Heidi Westerlund
(KHLGLZHVWHUOXQG>DW@XQLDUWV¿).
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Name

___________________
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__________________
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Participant’s agreement:
x I understand the purpose of this research and have received enough
information about the research process.
x I understand that my participation in this research is completely voluntary
and that I have the right to end my participation for any reason, at any time
without explanation and without consequences. I also understand that only
after the decision to end participation will data gathering end.
x I understand that at any time I can ask the researcher for additional
information about the study and/or research project, procedures, progress
or results concerning myself.
x ,XQGHUVWDQGWKDWWKHPDWHULDODQGUHVHDUFKGDWDLVJDWKHUHGIRUVFLHQWL¿F
purposes only and it will not be given even in part to the study participants
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x The research data will be kept in a secure place. Upon completion of this
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Israel and Nepal and its sub-studies.
x 7UDQVODWRUVDQGWUDQVFULEHUVZLOOVLJQDFRQ¿GHQWLDOLW\GLVFORVXUH
agreement.
x The researcher may, however, give permission to other cooperation
SDUWQHUVWRDQDO\VHP\UHVHDUFKUHVXOWVIRUVFLHQWL¿FSXUSRVHVRUDVNIRUD
SURIHVVLRQDOFRQVXOWDWLRQRQSRVVLEOHXQH[SHFWHG¿QGLQJVZLWKRXWVHSDUDWH
consent provided that anonymity has been ensured.
294

x 7KH¿QGLQJVZLOOEHSUHVHQWHGLQLQWHUQDWLRQDOFRQIHUHQFHVDUWLFOHVDQGDV
part of the researcher’s doctoral dissertation.
x Any type of commercial exploitation of the results is prohibited.
If I have any questions about this study, I am free to contact Professor Heidi
Westerlund (KHLGLZHVWHUOXQG>DW@XQLDUWV¿) or Danielle Treacy (danielle.treacy[at]
XQLDUWV¿).
%\P\VLJQDWXUH,FRQ¿UPP\YROXQWDU\SDUWLFLSDWLRQLQWKLVVWXG\ZLWKWKH
understanding that I can withdraw at any time and for whatever reason. I also
FRQ¿UPWKDW,KDYHEHHQR൵HUHGDFRS\RIWKLVLQIRUPDWLRQVKHHWDQGFRQVHQWIRUP
to keep for my own reference.
Signature of the study participant with his/her personal and contact information:
________________
Name

___________________
Participant’s signature

__________________
Place & Date

Contact details:

Researcher’s commitment:
By my signature I commit to ensuring that this research will not cause harm and that
FRQ¿GHQWLDOLQIRUPDWLRQZLOOQRWEHJLYHQWRRXWVLGHUV
________________
Name
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___________________
Researcher’s signature

__________________
Place & Date

Appendix 10: Interview guide (administrators)
1. Can you please tell me about the students who attend your school?
x population, grades, boarding
x gender ratio in elementary grades, at graduation
x socio-economic background, how much is tuition
x ethnic/caste groups, languages spoken as mother tongue, religions
x admission requirements
2. School’s vision
x Why do you think parents choose this school for their children?
x What do you see as the most important thing(s) students gain from
attending this school?
x What are the students’ main areas of success? The school’s?
x What are the school’s main goals for development? For example what
things would the school like to see developed over the next 5 or 10 years?
x Do you have any school brochures that I could have?
3. Music
x What is the music program like here?
 genres of music, media
 compulsory or optional subject?
x If it is optional, what do you think is the students’ motivation for taking
music?
x How long has music been taught at your school?
x How did it come to be taught here? Why? By whom?
x How has the program changed over the years?
x +RZGRHVKDYLQJPXVLFWDXJKWKHUHEHQH¿WWKHVFKRRO"7KHVWXGHQWV"
x What do you see as the most important thing(s) students gain from music
lessons?
4. Is there anything else about the school you’d like to share?
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Appendix 11: Interview excerpt (administrator)
This excerpt was selected as it demonstrates how issues related to the School Leaving
&HUWL¿FDWHDURVHLQDGPLQLVWUDWRULQWHUYLHZVDOWKRXJK,ZDVQRWDVNLQJDQ\TXHVWLRQV
about assessment.
R = researcher
A = administrator
[…]
R: Does the school have any kind of main goals or targets for the future that they’re
aiming towards?
A: Yes, like I said, pedagogically we’d like to make a huge change in the school,
because at this point in time the students have to appear for the SLC, and the way
that the SLC is designed is that it’s very, very exams focused. So there has to be a
strict sort of a format that the students have to go through. And the curriculum, the
syllabus, lesson planning, exams, all the activities that we do are all based around the
SLC, which we have no control over. So even though we try to break away from the
traditional means of teaching and learning, at the end of the day the students have to
appear for the SLC exams, so that’s something we have to keep in mind whilst we are
sort of using a more modern approach of teaching and learning. But the goal for us I
think would be to break away from that traditional method, incorporate some elements
of contemporary teaching and more student-focused teaching and learning processes
whilst still sort of putting, adding value to the SLC exams.
R: And the preparation for SLCs, is it just in grade 9 or 10, or does it already start
when they come here [the campus on which the interview took place] in grade 4?
A: No, it starts at 9th and 10th grade mostly. There is some room for us to experiment,
VRWKHUHLVVRPHURRPIRUÀH[LELOLW\LQWKHORZHUJUDGHVEHFDXVHWKHFRXUVHFRQWHQWLV
not very heavy like in the SLC curriculum. But once they hit 9th grade and then they
would have to be more SLC focused from that point. And that’s, and the funny thing
is, even the parents, you know, they’ve gone through the same system of SLC, so once
that time comes, the parents are on top of their toes at the same time, so they’re like,
ok, now it’s time stop playing the guitars, it’s time for you to stop playing football, all
you’ve got to do is study. So even the parents sort of have that mindset, so it’s hard to
change that.
R: Is the SLC pressure, does it come mostly from the parents or the students
themselves or the school, or is it?
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A: Um, it’s generally overall. Because I mean, there are seniors, there are, they have
their brothers and sisters, so they keep hearing these stories, and the teachers also
sort of, you know, like, make it pretty apparent for them that the SLC is a huge thing
depending on the grades of the SLC they’ve got into a good university later on. So
there is this huge pressure that there is. I can’t pinpoint who creates it, but it’s there.
R: Does it place a lot of stress on the students?
A: I would say so. There are actually every year during SLCs, there are a few cases of
suicides in the country.
52KUHDOO\"
A: And this is completely SLC related. So obviously there is this huge stress on
FKLOGUHQZKLFKLVZKLFK,¿UPO\EHOLHYHVKRXOGQRWEHWKHUH)LUVWRIDOO,SHUVRQDOO\
don’t believe in this examination system where everything you learn throughout the
year is just dumped into one paper, and it’s not a good judge of how well you’ve
learned. Formative assessment would be a better way to sort of judge a student’s
abilities, how well he’s picked up in class. But I mean, the SLC, like I said, it’s very
pressuring for students, it is, yeah.
[…]
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Appendix 12: Interview guide (musician-teachers)
Introduction:
Information about study:
x used to co-develop visions for music teacher education in Nepal
x ‘appreciative interview’
 ask question about times when you see things working at their best,
successes
 I’m interested in you and your work, and the times you feel that you
are excelling
x [research assistant] is also arranging a time for an ‘appreciative inquiry
workshop’ hopefully next week for anyone teaching music in a school,
hopefully you can come, please feel free to invite others
x information will be anonymous so no names will be used unless you say
otherwise, it will be analyzed by themes together with other interviews,
I plan to bring back what I discover in March or April 2015 in another
workshop for teachers
Questions:
1. Background. Can you please tell me about how you became a musician? A music
teacher?
2. What do you like most about your work?
x What makes you feel most alive, most involved, most successful, most
engaged or most excited when teaching music?
x 'RDQ\VSHFL¿FJUHDWOHVVRQVRUH[SHULHQFHVFRPHWRPLQG"&DQ\RX
describe them?
x What made it/them exciting?
3. Values (Value: to consider with respect to worth, excellence, usefulness, or
importance; to regard or esteem highly)
x What do you value most about your work as a music teacher?
x What do you value most about the school(s) you teach in?
x What do you think is the most important value that your school holds?
6RPHWKLQJWKDWZLWKRXWLWZRXOGPDNHWKHVFKRROWRWDOO\GL൵HUHQWWKDQLW
currently is?)
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x What do you value most about yourself as a person, a friend, a parent, a
Nepali citizen, a musician, or a teacher, etc.?
3. The children in your school come from a wide variety of cultural, ethnic, and
religious backgrounds. What are some successful things you do as a music teacher to
make students from diverse backgrounds feel included?
x Can you describe these in detail?
x 'RDQ\VSHFL¿FJUHDWOHVVRQVRUH[SHULHQFHVFRPHWRPLQG"'HVFULEH
x Why are these things important to you?
5. There are so many options when choosing music for your students, for example
Eastern and Western, folk, popular and classical. So I am wondering about how you
pick.
x What makes a great song or dance to teach in school?
x 'RDQ\VSHFL¿FJUHDWVRQJVGDQFHVRUDFWLYLWLHVFRPHWRPLQG"&DQ\RX
describe them in detail?
6. I am also interested in how music is assessed in Nepal.
x In your opinion, what should music teachers assess and what are the best
ways to assess these?
x Why?
x How do these compare to what assessment in music is like in your school?
7. Can you please tell me about your school song?
x What is good about having a school song? 
x What does it do for the school? Teachers? Students? Parents?
x What is good about your school’s song in particular?
x Do you know the story about how it was created?
8. Finally, if you had three wishes for the best future of music education in Nepal, what
would they be?
Conclusion: Do you have anything you’d like to add? How was the experience of the
interview? Ideas to improve?

In this question, the risk of privileging the positive in AI arose, as only asking what is good about the
school song did not allow for a balanced perspective. Moreover, in the case of one schools’ administrators
considering reviving their school song after we demonstrated curiosity about the practice, not balancing a
question like this with its opposite may lead the interviewee to think that we think that it is a good thing.
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Appendix 13: Interview excerpt (musician-teacher)
This excerpt is included to demonstrate the interaction between the researcher (R),
translator (T) and musician-teacher (M). In the excerpt below … represents a pause in
speech, not omitted text.
[…]
R: Do you also teach the school song?
M: School songs as in?
T: Ah, [school name] has a school song, so do you teach that to your students also?
M: Ah! First of all, I have also learned that song, so…
5 /DXJKV 2. DOOODXJK
M: But they are playing the school song also.
52N%XW\RXGRQ¶WKDYHWRWHDFKLW"
M: Hmm, I am guiding them. I am also listening and learning and teaching them.
R: So you are learning together? So, do the other schools you teach at also have school
songs or is it just…?
M: Yeah, every school has a school song. We have to teach them school songs also.
5+RZDUHWKHVFKRROVRQJVIURPWKLVVFKRRODQGRWKHUVFKRROVWKHVDPH"2UDUHWKH\
GL൵HUHQWIURPHDFKRWKHU"
02K9HU\GL൵HUHQW,WKLQN(YHU\VFKRROKDVGL൵HUHQWUXOHVDQGYDOXHVVRWKH\PDNH
LWDFFRUGLQJO\,WHDFKDW>VFKRROQDPH@DQG>VFKRROQDPH@DQGLWLVGL൵HUHQWWKHUH
76RHYHU\VFKRROVRQJLVGL൵HUHQW(YHU\VFKRROKDVGL൵HUHQWUXOHVDQGUHJXODWLRQV
DQGDOVRGL൵HUHQWPHVVDJHVWRJLYHWRWKHLUVWXGHQWV
52N$QGWKHELJLGHDRIWKHVFKRROVRQJLVWRWHOOWKHUXOHVDQGWKHYDOXHVRIWKH
school?
T: So, in the school songs, what kind of message is generally pointed out? Is it the rules
and the values of the school or… you know in terms of the lyrics?
0+PP«ZHOOLW¶VDOOGL൵HUHQW)RUH[DPSOHWKHO\ULFVRI>VFKRROQDPH@JROLNH
“The sand of the country we were born in, we bow to thee…” so that’s how the lyrics
went on… but with some schools they praise the school saying “our school is so
wonderful… it’s so nice…”. The other school I teach in, the lyrics are like “This life of
ours is the pride of our nation, we will mold the nation according to our education…’’
DQGVRRQ«6RLWLVGL൵HUHQWLQHYHU\GL൵HUHQWVFKRRO
T: Hajur, hajur 2N\HV 6RWKHUHDUHVFKRROVWKDWPDLQO\IRFXVRQWKHFRXQWU\DVD
whole… like “we were born in this country so we have to work together…” and then
WKHUHDUHVFKRROVRQJVWKDWDUHSUDLVLQJWKHVFKRROLWVHOIVRLWLVGL൵HUHQWLQWKDWZD\
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R: Ah, okay. So what is good about having a school song?
T: So, what is good about having a school song in a school?
M: School Song?
T: Yes!
M: I think it is good. For example, in [school name], I have been teaching there for a
while, for about 12/13 years, and when the students there sing the school song in the
morning assembly together, we get something similar to goose bumps. The feeling of
contentment is there. When they all sing “The sand of the country we were born in,
we bow to thee…” the emotion that is created is sensational. Even here, when all the
students get together and sing the school song, the feeling is next to none. It is a very
JRRGVWDUWWRWKHGD\,GRQ¶WNQRZZKDWWRVD\«EXWLW¶VGH¿QLWHO\JRRG,NQRZ
T: So yes. He says it is good to have a school song. He gives an example of one of the
school songs “The soil I was born in, I salute you.” When the whole school is singing
that song, he says he gets goose bumps there. So, it is a very good feeling…
R: Powerful.
T: Yes and powerful! Especially when the whole school is singing together, the
feeling is sensational. Also, when everyone is opening their heart and singing the song
together, it works like a tonic for the entire day. He did not mention that word, I said
“Tonic”.
M&R: Yeah! (Laughter)
R: And the school songs are normally sung every day? In the morning?
T: Do you sing the school song every day?
M: Yes every day. Ah, but not when the weather is not suitable.
72N6RGHSHQGLQJRQWKHZHDWKHU2WKHUZLVHZKHQWKHUHLVDQ$VVHPEO\WKHUHLVD
school song.
R: I asked because in Canada, where I grew up, we did not have school songs, and now
I am living in Finland and we don’t have school songs. And then we came to Nepal and
there are lots of school songs so myself and my professor became very curious about
school songs and we wanted to learn more and write about them. That’s why I had so
many questions about that.
[…]

In retrospect, explanations such as this to interviewees should more clearly explain that in asking about
school songs we were not evaluating the practice as good or bad, but were just curious about something
unfamiliar to us.
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Appendix 14: Poetic transcription
The following excerpts are provided to illustrate how the poems were created from the
workshop transcriptions. In each workshop excerpt the participants are represented
with the letter P (participant) and I am represented with the letter F (facilitator). When
there is more than one participant in the excerpt a number is added beside the P. This
QXPEHULQJLVQRWPDLQWDLQHGVRLQWKHGL൵HUHQWH[FHUSWVWKHVDPHQXPEHUPD\UHIHUWR
GL൵HUHQWSDUWLFLSDQWV7KHXVHRIVKRUWH[FHUSWVDQGWKLVPHWKRGRILGHQWLI\LQJVSHDNHUV
was done to increase anonymity. To identify the sections of the workshop transcriptions
that were used in the resulting poems, I have added numbers in square brackets (ex.
[1]) to the poems and the corresponding sections of the transcriptions.

Poem: The only girl in the band
[1] We’d practised so hard,
I know we were good enough.
Not boasting about myself…[1]
[2] Some of the other bands were not even tight.
They were doubting themselves on stage.
You could see it.
But no one was questioning them, [2]
[3] No one was passing comments about them,
No one was staring at them like they were going to eat them.
And all of a sudden I am playing.
The only girl in the band.[3]
[4] Playing just as well as my friends,
Who chose to play with me,
Even though I am a girl.
But the audience had a problem with it.[4]
[5] They were coming near the stage,
Teasing, [5]
[3] Criticising,[3]
[6] Calling me names,[6]
>@:LWKDOOGL൵HUHQWNLQGVRIJHVWXUHV
Everything.[7]
[8] ‘Cause I was a girl,
Playing distorted guitar and screaming,
And only boys play heavy music in Nepal.[8]
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>@<RXKDYHVWX൵OLNHWKDWDOOWKHWLPH>@
[10] I don’t even like to discuss about it. [10]
[11] It’s very embarrassing,[11]
[12]Shameful,[12]
[13] Depressing,
Frustrating.[13]
[14] I got so angry.
I screamed at them in the mic,
“If you wanna stay, stay, if you wanna make jokes just leave.” [14]
>@,XVHGWR¿JKW>@
[16] But I stopped gigging in pubs.
Just because they kept saying the same thing so many times.[16]
[17] I told them no,
I’m not playing in pubs anymore.
I told them myself.[17]

Poem: Introduction
[18]I wanna be a musician,
Just like any guy.
I wanna be just as good as him,
Play just as good as he is playing,
And not get questioned
Because I’m a girl.[18]

Workshop transcript excerpts
Excerpt 1:
P: [...] [2] some of the people were … not even tight. Their band was not, I told you
that.
F: Yeah. You were saying...
P: Yeah. And then they were not even questioning them. They were doubting
themselves in the stage and you could see it [2] right from there, you know? But, [1]
we’d practised so hard and, I know we were good enough, as that band, you know not
boasting about myself [1] (unclear speech).... and then... they were you know oh she’s
a girl and [5] they were coming near the stage and then teasing [5] you know [7] with
DOOGL൵HUHQWNLQGVRIJHVWXUHVDQGDOO(YHU\WKLQJ>@$QG>@,JRWVRDQJU\DQG,
screamed at them with... in the mic, yeah, right. If you wanna stay, stay, if you wanna
make jokes just leave. [14] And then that was that. […]
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Excerpt 2:
P1: Inside Kathmandu I think. Playing modern music. I know when I am going with
my band to perform somewhere, same line-up of bands, before playing there has been
a line-up of all men. Playing, not even enough good music. [3] They are, people are
not passing comments or looking at them and staring at them like they are going to
eat them. All of sudden I am playing with my band there. Something… just seeing a
woman playing guitar.… not appreciating just criticising all the time [3].
P2: [name], it is not only with you.
F: Is it an all-girl band?
P1: [3] No, I was the only one girl in the band [3] […] Cause I am a woman, you get.
7KDW¶VUHDOO\VDG$QGYHU\GLVFULPLQDWLQJ$QG>@,XVHGWR¿JKW>@IRUWKDWWKLQJ
Just screaming from the mic. Some time it was very [13] depressing that’s why. Some
of the bands were, not even tight and then all questioning us and then it was very
frustrating. [13]
Excerpt 3:
P: [...] you are playing there, [4] you are playing just as good as your friend is playing
or maybe not as good as but you are still playing, and the members you are playing
with chose to play with you even though you are a girl right. But then the audience
have the problem, have a problem with it. [4] They’re [6] calling you names, [6]
and that’s... I’ve a very serious issue with that, cause I don’t like to get addressed as
whatever they wanna call me you, that’s very [12] shameful. [12] […]
F: Yeah.
P: See, but,... there are so many supportive men too, like [name], and so many other
good guitar players, always encouraging, cause you are a girl you should do it and
\RX¶UH¿QHHQRXJK\RXFDQJHWEHWWHUSUDFWLVHPRUHEXWWKHQWKHUH¶VVRPDQ\JX\V
that are again they’re saying that oh she is not a vocalist, she cannot do it, women
FDQQRWSOD\LQVWUXPHQWVDQGWKHQLW¶VDYHU\VHULRXVWKLQJDQGVWX൵OLNHWKDW>@,
don’t even like to discuss about it. [10]
Excerpt 4:
P: >«@>@%XW\RXKDYHVWX൵OLNHWKDWDOOWKHWLPH>@>«@

305

Excerpt 5:
32KWKDW¶VDGL൵HUHQWVFHQH¶FDXVHKHDY\PXVLF XQFOHDU ¶FDXVHKHDY\PXVLF>@
only boys play heavy music in Nepal and cause I was playing guitar, that’s why they
had a problem with me playing guitar. I think they might have been drunk but that was
not a concern, the concern was me being a girl playing guitar [8] […].
P2: I really wanted to play like that. I didn’t... [16] I stopped gigging in pubs just
because they kept saying the same thing so many times [16] and [11] it’s very
embarrassing [11] sometimes in front of everyone they keep saying... [17] I told them
no, I’m not playing in pubs anymore. I told them myself [17] just because they said I
did it. (unclear)
Excerpt 6:
P: [18] But I wanna be a musician just as like any guy just like [name], I wanna be just
as good as him, play just as good as he is playing, and not get questioned cause I’m a
girl.[18]
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