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Abstract 
This paper reports results from the second round of data collected in the author’s ongoing 
research on alternative ensembles in school music programs. (The first stage of the research 
was reported at the Fifth Sociology of Music Education Symposium in Newfoundland 2007).  
Following a brief introductory summary of the genesis, growth, and sustenance of programs 
reported in the first stage of the research, qualitative teacher survey and interview data from 
an additional eight school sites across the U.S. are examined in light of the program policy 
decisions which these new cases, collectively, suggest.  Specifically, policy choices and 
parameters raised during the first round are discussed according to: a) student participation, b) 
conceptualizations of musicianship, c) cultural-aesthetic congruence and, d) program design. 
Ways in which traditional and non-traditional ensembles do, and can, co-exist while each 
contributing to developing musicianship among children and teenagers will be offered as 
exemplars. Differences in inherent assumptions between alternative ensemble practice and 
traditional ensemble practice form the basis of recommendations set forth for the initial 
framing of an applied research agenda for music teacher education reform regarding music 
ensemble program policies in schools. 
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Today’s talk continues my interest in the changing soundscape of instrumental ensembles in 

public schools in the United States, as a sequel to research, which I presented two years ago at 

the fifth Sociology of Music Education symposium in Newfoundland. That investigation was 

a fishing expedition of sorts to find and record instances of instrumental ensembles which had 

been begun by music teachers and maintained successfully for five or more years, and whose 

instrumentation lay outside the band-orchestra spectrum. The initial research identified salient 

issues regarding how and why such ensembles get started, how they are maintained, and what 

future prospects exist for their sustenance (Colley, 2008).   

 

Context 

 

As a brief and cursory context to this line of inquiry, two major trends appear to be forcing 

ensemble transformation in music education, the first being rapidly changing demographics of 

school age populations. Recent census bureau forecasts predict, e.g. that by the year 2020 

enrollments of Hispanic children will increase by 60% (Spring, 2002). As recently as two 

weeks ago, the popular morning television show, TODAY, in the United States, reported in the 

context of the continuing contentious debate over bi-lingual education in U.S. public schools 

that by 2025, one in four students will be of Hispanic heritage (Almaguer, 2009).  Secondly, 

the availability of musics outside the Western canon via live and electronic sources continues 

to proliferate, creating expectations among parents and students for school music programs to 

accurately reflect our art form (Ball, 2009; Goodale, 2009; Hartman, 2009; Mixon, 2009; 

Randall, 2008; Spray, 2008; Tanner, 2007; Volk, 1998; Wade, 2004).    

Accordingly, this second phase of my research deals with policy decisions connected 

with ‘enabling additives and alternatives’ to school ensemble programs. I have struggled to 

arrive at this awkward and cumbersome terminology. The word ‘alternative,’ which was used 
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previously by itself, suggests ‘instead of’, which I find not only elicits turf-protection among 

band and orchestra directors but, moreover, misrepresents that many ‘non-traditional’ 

ensembles are, indeed, program additions, and not replacements of large traditional 

ensembles.  (So, I welcome suggestions for less grammatically awkward terminology.) 

In her book, Transforming Music Education Estelle Jorgensen (2003) said of the 

curatorial role that music teachers have historically been expected to play in preserving 

particular musical traditions: 

… My own dialectical view of the tensions between the curatorial, ethnological, 
and critical suggests that it is incumbent on educational policy makers to work out 
practical resolutions for their particular circumstances. To take this approach, 
however, means that music teachers and those interested in their work must look 
beyond a narrowly focused curatorial view of the traditions(s) they practice 
toward the claims of a more culturally contextualized and critical view. This may 
lead them to actively transgress the taken-for-granted to, as Giroux puts it, ‘focus 
on ‘ruptures, shifts, flows, and unsettlement.’  Transforming music requires 
careful and critical reflection concerning those aspects to affirm and transmit, or 
repudiate and jettison…. Such a broad view necessitates significant changes in 
teacher preparation (p.110-111).  

 

As I explained two years ago in Newfoundland, it was with an eye toward transforming music 

teacher preparation that I undertook research to document the genesis, maintenance, and 

sustenance of non-traditional ensembles begun by music teachers. Now, in 2009, I examine 

policy implications for aspiring music teachers to consider that are inherent in the 

interviewees’ circumstances, decisions, and stories  

I use as a lens for policy discussion perspectives from two authors’ entries in the 2002 

music education research handbook (Colwell and Richardson, 2002).  According to National 

Association of Music Schools president Sam Hope, policy is a ‘perceived need to act…a 

decision which arises because of a question of how to proceed’ (Hope, 2002). MENC 

president John Mahlmann contends that policy is neither prescriptive nor dictatorial, but 

descriptive, i.e. policy is a way of describing an organization’s behavior that is true to the 

group’s mission (Mahlmann, 2002).  Viewed in the context of recent policy research 
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syntheses from our parent field of education (Fuhrman et. al., 2007) whose conclusions decry 

a one-size-fits-all approach to educational policy development in U.S. schools, I embrace the 

view of veteran educational policy analyst and program evaluator Carol Hirschon Weiss on 

our roles and responsibilities as researchers: 

 
Education research certainly can (and does) contribute to the development of 
structures, practices, and materials that enhance student learning, but it is 
unrealistic to expect research to identify features and combinations of features that 
maximize learning for each type of student in each type of setting. Moreover, 
research does not produce hard-and-fast findings once and for all. (Weiss, in 
Fuhrman et. al., p.284) 

 
 

In addition, this research on alternative ensembles was begun as a step in the development of 

an ‘applied’ research model in music education that is characterized by, among other features, 

its situated timing during paradigmatic shifts in our field, (in this case, an expansion beyond, 

or departure from, the prevailing large-ensemble-as-music program model in schools), and in 

environments where data would be most salient, (in this case, in schools and communities 

where music teachers are successfully transforming standard large-Western-ensemble models 

to include substantially diverse instruments, timbres, and/or repertoires).  

 

Methodology 

 

Methodologically, my research approach was inspired by anthropologist Catherine 

Besteman’s Transforming Cape Town (2008), an ethnography of one of the most remarkable 

political and social transformations of our era. Choosing to synthesize a collection of case 

studies over time, rather than conduct a single ethnography, Besteman concluded 

 
It would be difficult to capture the story of the transformation of Cape Town in a 
single case study  – a jumble of case studies more accurately captures the slow yet 
frenetic, uncoordinated, amoeba-like grassroots efforts at transformation…all of 
the stories I’m following are important to the central theme of this book… A man 
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in the tourism business who regularly traverses the city’s many neighborhoods 
described Cape Town to me in 2003 as a city that appears frozen in (apartheid) 
time, yet when you look closer you realize that the ground is moving 
constantly…. It is a messy portrait. (p.21-22) 

 

So too, with the evolving soundscape of music ensembles in United States schools. My 

‘messy portrait’ of a slow transformation from the orchestra-band-chorus trilogy still common 

in most school systems to a colorful array of diverse repertoire styles and instrumentations 

depicts music teachers who took sometimes controversial stances to, as Jorgensen suggests, 

repudiate and jettison, while simultaneously performing their expected curatorial role as 

affirmers and transmitters of the large-ensemble-as-music program cultural status quo. 

As policy makers, arts educators, in the U. S. at least, are somewhat unique among 

their teacher peers in schools in that that do enjoy a greater degree of autonomy over program 

policy, and can -- more than the average math, science, or English teacher at least, begin 

initiatives independently, garner administrative and community support, effect change, and, as 

we shall learn, influence local policy. 

As I argued at the Research In Music Education (RIME) conference at the University 

of Exeter, United Kingdom in April 2009, our music education research community is sorely 

in need of applied research models employed by our counterpart colleagues in educational 

research and in the natural and physical sciences.  If we ever expect to make meaningful and 

effective links between research and practice, applied research models - characterized by their 

situated timing of field research during paradigm ‘shifts’ in the field, need to inform policy by 

studying practice, not just prescribing it, as we in ‘higher’ education are too often too quick to 

do.  Policy development divorced from studied practice is sure to fail.  What we gain from 

applied research which documents and records teachers’ actual practice are answers to the 

simple question, “What works?”  What we learn is how creative and committed music 

teachers negotiate demographic shifts in student populations, rise to meet the artistic 
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challenges of available new musical genres, and, by so doing, enable more students to make 

more music.  

While the research reported herein does not test a single ensemble program model, per 

se, its survey and analysis of like-minded models among teachers in diverse settings across 

the U.S. identifies features and philosophies which might eventually lead to an applied 

research initiative aimed at producing music-ensemble program structures and policies 

flexible enough to adapt and/or replicate these experiences in other schools and communities. 

 

Sample 

 

Today’s report combines the 2007 data from four pilot cases with new data from eight 

additional cases, bringing the total sample to twelve ensembles from ten states (Texas, Utah, 

Pennsylvania, Georgia, New Jersey, Massachusetts, Nevada, Oregon, Kentucky, Minnesota) 

and one American International School.  Added to the 2007 cohort of an elementary recorder 

consort in an urban Massachusetts city, a country/bluegrass ensemble in a rural Kentucky 

high school, an elementary marimba ensemble in an affluent Washington suburb, and the 

system-wide secondary mariachi program in Clark County-Las Vegas Nevada are now: two 

high school fiddle ensembles from Flemington, New Jersey, and Fulton County Georgia; one 

high school rock ensemble from Irving, Texas, and one high school steel pan ‘orchestra’ from 

Redwood Falls, Minnesota;   a middle school handbell/handchime choir and a Fife & Drum 

corps from Hamburg and York, Pennsylvania, respectively; a middle school percussion 

ensemble from Salt Lake City, Utah;  and one elementary Javanese gamelan ensemble from 

an American International School in Indonesia.  The sample of twelve was garnered through a 

snowball referral technique which began with an emailed request to graduate students 

enrolled in Boston University’s graduate music education programs, asking for music teacher-
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alternative ensemble director contacts, Inquiries continued until a sufficiently diverse 

representation of genres, states, and grade levels was gathered (Creswell, 2009).  

The longevity of the twelve ensembles’ tenures ranges from three to thirty eight years:  

five having existed from three to nine years, five from ten to fifteen years, and two for sixteen 

and thirty-eight years.  The sample includes three elementary, three middle school, and six 

secondary ensembles. Enrollment sizes of the twelve groups range from five to thirty-five 

members, with the exception of the systemic secondary Mariachi program in Clark County 

which involves over two thousand children in grades seven through twelve. 

 
 
Data Collection and Analysis 

 

Analyzing new data from an additional sample of eight schools and communities allowed me 

to begin to test, confirm or re-examine issues identified in the 2007 pilot study.  I again asked 

for a brief description of the ensemble’s formation and history, being especially interested in 

why the ensemble was started. I then investigated issues of practice and policy that had 

emerged from the original sample.  I wanted to know how, by whom, and at what level policy 

decisions had been made in each of the situations. The respondents were asked about the 

status of their ensembles relative to other, more traditional, ensembles in their school 

environments, and how the non-traditional ensembles were viewed and received among the 

music faculty, administration, and community. Four policy issues, each of which had emerged 

in the pilot interview data (Colley, 2009) were designated as question topics.  Specifically, I 

investigated: a) the extent to which participation in the program was equitable or 

competitive, b) the extent to which the definition of musicianship was 

physical/kinesthetic/aural or notation-dependent, c) the extent to which the cultural aesthetic 

of the music was congruent, i.e. familiar or foreign, to the ensemble members, and d) the 
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extent to which the design of the program was the idiosyncratic effort of one individual or 

was assured to be sustained over time, regardless of personnel changes.  

Teachers in the second round of data collection answered an emailed survey of seven 

open-ended questions at their leisure, using as much time and space as they chose, and were 

invited to supplement the survey data with documents, artifacts, recordings, website 

addresses, etc.  The survey data was corroborated neither by student and administrator 

interviews, nor by site visits, but all respondents were available for telephone interviews.  

Seven of the participants consented to dissemination of this research with full disclosure of 

their names and identifying information; the respondent from an American International 

School in Southeast Asia is represented by a pseudonym, with permission.  All of the quotes, 

which follow, were received on emailed questionnaires from these music teachers in the 

spring of 2009. 

 

Results 

 

On certain characteristics and issues, the 2009 data confirmed findings from the original four 

case interviews two years prior; in other cases, issues required additional demarcations and/or 

subtle changes in interpretation. 

 

Participation 

 

I had predicted, based on the pilot sample, the same dichotomous participation policy 

distribution, previously explained by the directors’ motivations of either insuring equity of 

access or auditioning for excellence, but the additional eight respondents reflected policies 

that embraced gradations in between.  Within the entire sample, participation access runs the 
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gamut in degree from entry-level Equity… to mid-level Exposure … to high -level 

Excellence.  Having shifted from the traditional K-12 music program paradigm of ‘entry’ 

being focused in elementary schools, and advanced excellent ensembles residing only in high 

schools, open-access ‘entry-level’ ensembles, like Kent Nelson’s middle school (world) 

percussion class, Christine Ryan’s middle school hand bell and hand chime choir, and 

Kristofer Olsen’s middle school feeder steel pan program for his ‘Pandemonium’ high school 

ensemble are open to all students interested.    Jody Smith’s gamelan ensemble in an 

International school is unique in that all students are required to participate from kindergarten 

through fourth grade, but only play publicly as an ensemble in grade four.  

Michael D'Spain’s rock n roll ensemble started out with access opened to all, and 

then, due to its popularity but lack of additional staff to direct additional ensembles, had to 

adopt an audition policy to limit participation.  Interestingly, Christine Ryan did the reverse. 

Originally she only allowed members of her select concert choir to ring bells. Regarding the 

policy change she said: 

As for who decided this, it was me. I always have felt that ringing bells was a 
privilege for my choir members, but, 12 years later, I think that if a student has an 
interest in ringing but not singing, they should still have that opportunity. 
Beginning in 2009-2010, I will find room for these students in one of the choirs. 

 
 

Sheldon Fisher developed his ‘Fiddle Team’ in Fulton County, Georgia to ‘expose’ students 

to styles beyond the Western orchestral canon but his participation policy grants access only 

to students enrolled in their school orchestras. However, students outside the orchestra are 

allowed in if they play non-traditional instruments such as guitar, banjo, mandolin, drum set 

and piano, which, as is typical, the school music program does not offer.  The policy was not 

without controversy amongst the music faculty: 

Originally, the department chair wanted this to be a select auditioned group. 
However, my past experience taught me that students who desire and want this 
type of music experience have a tendency to shy away from auditioned groups as 
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many of them see this as a highly competitive situation. Their interest is not in 
competition, but in enjoyment of performing alternative styles of music.   

 

At the end of the continuum are the cases of Richard Worley and William Magalio, whose 

Fife & Drum Corps and select ‘Fiddle Club,’ respectively, are accessible by audition only, 

and only to students who have studied violin, or drum and fife, respectively, in their curricular 

school music program. 

 

Musicianship 

 

On the second policy question of musicianship the pilot sample had split evenly between 

philosophies stressing either aurality or music reading, each exclusively. Again, answers from 

the 2009 sample did not polarize as the pilot sample had, but ranged in degree between the 

two positions.  At one extreme, is a commitment to cultural authenticity embraced by Jody 

and the music faculty at her American school in Southeast Asia where gamelan is taught by 

rote as it traditionally would be among the native Indonesian population. So, in Jody’s case 

one mustn’t ‘play from’ notated music, even though the music is archived in notated formats.  

The transmission of the music is directly aural to kinesthetic. Music teachers in her school 

resort to formal analysis with the children only when the aural-to-kinesthetic process fails.   

Four of the other seven ensemble directors subscribe to mixed rote-note philosophies, 

but with differing rationales.  Since, in Michael D’Spain’s rock and roll ensemble, his purpose 

is ‘…to get kids into the music program regardless of their previous music education,’ 

previous reading ability has no bearing on access and entry. However, he explained: 

 
We teach the group to be functional musicians in pop/contemporary genres. We 
want our kids to be able to navigate charts and also create their own charts. In all 
honesty, aural skills more often than not come in handier than reading skills. 
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Similarly, Kent Nelson wrote of his junior high school percussion ensemble: 

 
Experience has taught me that by junior high, many students who do not read 
music really do not want to learn to at this point in their lives. But they DO want 
to participate and perform. I do not need to list all the famous musicians who did 
not read music, so I see no need to overemphasize this skill. Yet, learning to read 
music is encouraged and taught in the ensemble class, but not graded heavily. 
Aural skill is a valued skill if a student cannot read music. Because of the nature 
of the music in this ensemble, independent hand (and feet, in some cases) 
coordination and a strong sense of rhythm are overriding skill considerations 
above the manner of how a student processes the musical information.   

 

Sheldon Fisher, who has developed and directed alternative string ensembles for over twenty 

years, reported that even though most selections are notated students are encouraged to get 

‘off music’ as soon as possible, and aural skills are emphasized over music reading.  He 

explained: 

I have attended jam sessions and studied with experts of ‘alternative’ style strings 
to learn the benefits derived from this type of ensemble playing. Over 25 years I 
have observed that the skills learned in this type of group contribute to a student’s 
confidence not only in their playing skills but also in personal interaction skills 
…Students are sensitive to each other’s skill level and work with each other 
before and after rehearsal as well as setting up time outside of the rehearsal, and 
away from the building. 

 

Interestingly, Richard Worley followed the opposite path – from aurality to notation. It was 

after spending a week with the professional Colonial Fife and Drum Corps in Williamsburg, 

Virginia that he became convinced of his group’s need to move beyond “memorizing 

fingerings” to a greater emphasis on musicianship and traditional note-reading.   

For the final two respondents, music reading in their ensembles is a ‘must.’  In 

William Magalio’s Fiddle Club, music literacy is essential to learn the nearly 100 pieces of 

repertoire, which includes “bluegrass, Celtic, Klezmer, gypsy, strolling strings, and Swedish.”   

And Christine Ryan explained the unique hunt-and-peck technique of bell choir musicianship: 

 
It is truly teamwork to make a song happen, since one student’s pitches are not 
reproduced by any other student. Rhythm reading skills are especially important, 
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since bell choir music looks essentially like piano music, and each student must 
find his/her own pitches and figure out when to ring them, and when to damp 
them…  

 
 
  

Cultural/Aesthetic Congruence 

 

Respondents were asked to describe and explain the extent to which the cultural aesthetic of 

the ensemble is familiar or foreign to that of the student population majority.  In the 2007 

sample of four, two of the teachers,- those founding the country music ensemble in Kentucky 

and the mariachi program in Las Vegas, had done so with the expressed purpose of making a 

cultural match between music ensemble and cultural background of the student population.  

In analyzing cultural congruence issues among the eight new respondents in the 

sample, it was necessary to separate the familiar-to-foreign continuum question into issues of 

instrumentation and repertoire, since one did not necessarily align with the other in the second 

cohort. Of the eight ensembles, the two fiddle groups’ directors founded their ensembles in 

order that students stretch beyond the Western classical canon toward new styles of repertoire 

on instruments already familiar. Another five teachers founded ensembles using instruments 

not normally accessed in school music programs, e.g. hand bells, colonial fifes & drums; 

drums from foreign countries, the Javanese gamelan, and steel pans from Trinidad, but these 

ensembles’ repertoire is not necessarily traditional to, nor congruent with, the culture of the 

instruments’ origin, nor the culture of the current student population. (In two cases, ensemble 

size was an additional motivation, the desire being to have a small ‘touring’ ensemble to 

respond to community performance requests.) 

Of the eight ensembles in this 2009 sample, only one - Michael D’Spain's rock 

ensemble at McArthur high school, could be said to have been a purposeful attempt at cultural 

congruence, as the country music and mariachi programs had been in the 2007 sample. ‘M5’ 
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was founded to play musical repertoire and instruments that both, as he says, ‘speak to these 

kids.’  The group’s collective tastes in music determine the repertoire performed, i.e., the 

vocals and instrumentation are determined by particular members in any given year – which 

can include bass, drums, keyboards, synthesizers, horns, guitars, percussion, singers, or 

rappers.  

 

Program Design 

 

When the 2007 cohort members were asked what future prospects existed for the four 

ensemble’s continuance should the current director depart, two were doubtful, one was 

hopeful, and only one confident that the group would be sustained, the latter being Marcia 

Neel, the (now former) director of the systemic secondary mariachi program begun in Las 

Vegas’ Clark county School system.   This also tended to be the trend in the 2009 sample. On 

a continuum of program sustainability ranging from the sole passionate driving force-

teacher/director to a systemic commitment to the ensemble, among eight directors, only one - 

the Javanese gamelan ensemble at the American school in Indonesia, reported a systemic 

commitment, similar to Las Vegas’ mariachi program. While this situation could be viewed as 

an anomaly of location and instrumentation, it is nonetheless noteworthy that the gamelan 

ensemble has achieved sustenance and status within that school’s music program because it is 

embedded into the general music curriculum. Facility on gamelan is required of music 

teachers, and professional development is provided for them as a matter of practice, 

structure, and policy. When asked about relations between the ensemble and the rest of the 

music program, Jody reported:  

 
The gamelan is of separate, but equal status with band, strings, and vocal 
ensembles. It certainly holds equal, if not more important, status, however, as it is 
required for all students in K-4. Each elementary music teacher has a rotation in 
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the gamelan room during the year lasting 7-8 weeks, during which time each of 
her/his music classes spends about 45 minutes in the gamelan room every three 
school days. 

 

Replies from the other seven respondents describing sustainability prospects ranged from 

possible to doubtful. As Michael D’Spain said of his rock ensemble: 

 
I do not know that music colleges are developing choral music educators or 
instrumental educators who could successfully take this rock ensemble over if I 
was to leave. I am hoping that someone from within the group will graduate from 
college soon, and come back to take over. 

 
The necessity of relying on student leadership to compensate for ill-prepared teachers was 

echoed by steel pan director Kristopher Olsen, who said 

I am headed to a doctoral program in the fall…The new director does not have 
any experience with steel pans and is understandably apprehensive about taking 
over. The students are talented enough to teach a director the technical issues to 
step in and lead…When I made my decision to go back to school; I had a 
discussion with the students about the importance of their role in the transition. I 
am confident that they will make sure the program continues. 

 
Even amongst the doubtful, it was noteworthy that all of their ensembles enjoy high status 

within their communities. Whether this signals a disconnection between student ensembles 

that communities value and those that teacher preparation programs prepare music teachers to 

deliver, is an issue worth pursuing. Despite the dim prospects for future sustenance reported 

by these directors, the future picture is not entirely clear. The very presence of the ‘odd 

ensemble’ itself, in fact, does sometimes, shift attitudes among music faculty peers. As 

Christine Ryan noted, when reporting the discomfort that exists among her colleagues over 

the administrative and community support and popularity that her bell choir enjoys: 

Interestingly, the middle school band director, after many years of my suggesting 
that there is interest in the student population to make music, but not in the 
traditional band setting, is thinking about beginning a drum ensemble. The 
conversation that revealed this happened only a week ago. 

 
And moreover, even within the minds of these directors of alternative ensembles themselves, 

such paradigmatic attitudinal transformations are occurring as a result of them having 
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breached traditional role models of music making and musicianship. They have, so to speak, 

acted their way into a new way of thinking. 

Wrote William Magalio, who founded his Hunterdon Central fiddle club as a select 

co-curricular orchestra ensemble: 

 
I do not consider the fiddle club to be too much in the way of ‘alternative’ music, 
because there still is a strong base of traditional music education with the students 
performing in it. I can’t imagine this group being able to work without that basis, 
but I am willing to admit that anything is possible. It would be very interesting to 
see if my sending districts were to make a change towards using alternative music 
as a primary method of ensemble music education, how the fiddle club would 
evolve… 

 
 

I close with William Magalio’s speculation because I find the analogy of evolution in the 

natural sciences with transformation in the music education profession useful.  Just as animals 

and plants have their origin in other preexisting species and types, and just as distinguishable 

differences are due to modifications in successive generations, musical ensembles programs 

will, probably, evolve over time. I hope to have demonstrated that conducting research on 

transformative practice elected by music teachers, which is then used toward the expressed 

purpose of developing applied research models to enable diverse ensemble programs in 

schools to grow, is inextricably linked to music education policy development which furthers 

improvements and sustenance of music programs in schools.   

We researchers would do well to identify and showcase in our research agendi 

teachers who take initiative to – returning to Jorgensen,  ‘repudiate and jettison,’ – especially 

while serving as cultural curators who ‘affirm and transmit.’   In so doing, the research 

community could enable and support additives and alternatives which generate discussions at 

the local school level which, in turn, can influence policy development at the community, 

district, state, and national levels. Ultimately, this could produce policies that are 

substantively, and accurately, informed by practice.   
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The next steps in the research agenda begun herein are to synthesize data from these 

eight new ensembles with the original four, and to continue the sample’s snowball expansion, 

with the ultimate goal of developing an ensemble structural model to pilot-test in school 

systems. The model’s features would accommodate differences in school sizes, populations, 

cultures, and resources, so that both music making opportunities and music making styles will 

be on the rise in U.S. schools. 
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