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Abstract 
The purpose of this paper is to examine some aspects of the cultural, ideological and aesthetic 
underpinnings of a music education movement whose prime feature has been the use of 
experimental music and music-making practices within classrooms. The paper explores a 
number of questions: What are the educational and aesthetic tenets of the endeavours to bring 
experimental music into the classroom? In what sense could music education be thought of as 
experimental? What is the relationship of this movement to advances in the realm of 
contemporary music and to conceptions of human creativity developed in the realm of 
psychology? How has experimental music education understood childhood, its nature and 
development? The paper is organized around seven themes which might be seen as describing 
the basic tenets of experimental music education movement. (1) Experimental-ism vs. avant-
garde-ism, (2) Within and without history: Universalism, (3) Piercing vs. opening: 
experiments and the experimental, (4) Resisting  commodification, (5) Locality and the 
neglect of the local, (6) Learning as disclosing vs. learning as contextual (7) Creativity on 
demand: openness and predictability. The paper emphasizes that it is important that we revisit 
such radical efforts today, at a time when a performativity-driven educational ideology 
dominates, at a time when an unashamed preference for educational technology that 
successfully produces instant results leads to an increasing exclusion of experimental 
practices. 
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I don't care about reaching the public as much as I care about reaching 
certain musical-acoustical phenomena, in other words, to disturb the 
atmosphere. (Edgare Varèse in conversation with Gunther Schuller, 1965, 
p. 37) 
 

By this time tomorrow their piece will be refined and carefully notated in a 
system of their own inventing. They will have thoroughly explored their 
own music and met on the way with the music of Cowell and Stockhausen. 
(Paynter & Aston, 1970, p. 1-2). 

 

Introduction 

 
This paper looks back to the old days of the 60s and the 70s when experimental composers 

and their music and ideas became a source of inspiration for music educators. I find it 

particularly important to address this issue at a time when the return of a reactionary logic that 

laments the death of worshiping the musical past sweepingly ridicules the efforts of 

progressive music education. For example, Morrison, in an article for BBC Music Magazine, 

argued against the ‘disaster in the making’ that has been caused by ‘the tide of “relativism” 

(the notion that studying Radiohead, for instance, is as good as studying Beethoven) and of 

child-centered learning’ (2008, p. 21). More recently, (July issue of BBC Music Magazine, 

2009) and in a masterfully populist manner, the same commentator lamented the lack of 

classical music listening exercises and dismissed all hands-on creative experiences as 

‘clapping games’ aiming to provide ‘just a bland, condescending, “feelgood” notion’ (p. 21). 

At the same time, his core idea about what music education should be about is made 

abundantly clear: ‘feeding’ kids with great music of a very particular past, unapologetically 

and from the very beginning (ibid.). As you see, for some people things are plain and clear, 

therefore they do not need to bother with symposiums like the 2009 Sociology and Music 

Education Symposium, where a first draft of this paper was read. 
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‘Creative music in education’, a movement that flourished roughly from the mid 1960s 

well into the 1970s, has been approached by various scholars through different perspectives. 

For example, Gordon Cox (2006) has (over)emphasized the role of recapitulation theory in 

the thinking of those music educators associated with creative music in education movement, 

based on Wilfrid Mellers (1964) views that highlighted the links between primitivism, 

modernism and childhood as the locus of uncontaminated, ‘primitive’ freedom. It seems, 

however, that the writings of the avant-garde composers-educators that ‘led’ this music 

education movement from the mid 60s onwards show that they did not subscribe to 

recapitulation theory. In a similarly critical fashion, Bernarr Rainbow (1996) saw 

‘[e]xperimental music in schools’ largely as a threat to schools’ accepted mission:  

In pursuit of spontaneity a generation of schoolchildren had already grown 
up without skills which had previously been regarded as essential in 
elementary education. Theories that children should not be pestered to 
learn to spell, write grammatically or learn multiplication tables later found 
a musical counterpart in arguments against teaching the use of notation (p. 
15).  

 
In a similar vein, William Salaman (1983) has argued that  

With regard to the uses of avant-garde procedures and sounds in education, 
I found predeterminism, anarchy and obscurity equally unacceptable. 
Because of this, I could not bring myself to initiate a course of pseudo-
avant-garde work in my school (p. 70).  

 

Contrary to this view, George Odam has argued that ‘The ideas developed through this work 

[the York Project] were profoundly influential on a whole generation of music teachers and 

represented what I have chosen to call the “Creative Dream”’ (2000, p. 110). Robert Walker, 

in three sequential papers that appeared in the Psychology of Music in the early 1980s 

(Walker, 1983, 1984a, 1984b), based on his book Music Education - tradition and innovation 

(Walker, 1984c), sought to search for the reasons of the ‘apparent failure’ of those innovative 

curriculum approaches to sustain the creative dream, suggesting that  
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… the real cause of the problem was a failure in some music educators to 
move away from an eighteenth century view of our perceptual processes. . 
. … some music educators did not adjust their attitude to children much 
beyond a mind/body dualism, and concentrated their educational work 
entirely on the intellectual. It is proposed that the experimentalists did in 
fact offer a viable and valid approach to music education but that their 
reasoning was inadequately explicated (1984c, p. 75).  

 

Recent, studies of creative music in education include Stephanie Pitts’ (2000) A century 

of change in music education and John Finney’s seminal study of Music Education in 

England: 1950-2010 (2011). Pitts’s account includes a chapter on ‘the use of noise to make 

music’, which ends with the assertion that ‘the classroom-based discovery and evolution was 

to have a limited life’ (2000, p. 95), failing, in my view, to trace the lines of different 

developments that occurred within the world of music education as a result of creative music 

in education movement. This is exactly what Finney’s book manages to accomplish, through 

a methodological structure that allows the reader to delve into subtle descriptions of key 

moments and the ideas of their protagonists, creating links with larger educational concerns 

and debates of the different periods, intersecting those with his own personal accounts of the 

promises and the contradictions of creative music in education, thus offering a rich and 

experientially driven context for advancing a critical view of a movement whose 

unprecedented radicalism resonates with a wealth of current practices – see for example, the 

important work done in the Birmingham Contemporary Music Group: Learning project.1  

In this paper I would like to offer a conceptual map for examining particular aspects of 

the ideological and aesthetic underpinnings of creative music in education (Dennis, 1970, 

1975; Dwyer, 1971; Konowitz, 1973; Orton, 1981 Meyer-Denkmann, 1977 Murray Schafer, 

1975, 1976, 1986; Paynter & Aston, 1970; Paynter 1972, 1976, 1982, 1992, 1997, 2000, 

2002; Self, 1967, 1975; Thomas, 1970; Tillman, 1976; Walker, 1976). 

The paper addresses and attempts to explore the following questions:  
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• What are the educational, ideological and aesthetic underpinnings of the 

endeavours to bring experimental music into the classroom?  

• In what sense could music education be thought of as experimental?  

• How has experimental music education understood childhood, its nature 

and development? 

• What is the relationship of this movement to advances in the realm of 

contemporary music and to conceptions of human creativity developed in 

the realm of psychology?  

 
 
Studying the role of experimental music in ‘creative music in education’ movement: 

Seven themes 

 
This paper suggests that the analysis of the central features of creative music in education 

movement and the role of experimental music within it, could be organized through the 

following seven themes: 

 

1. Experimental-ism vs. avant-garde-ism  

2. Within and without history: Universalism  

3. Piercing vs. opening: experiments and the experimental 

4. Resisting commodification 

5. Locality and the neglect of the local 

6. Learning as disclosing vs. learning as contextual 

7. Creativity on demand: openness and predictability 
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1. Experimental-ism vs. avant-garde-ism 

 

A core belief shared by composers/teachers associated with creative music in education 

movement was that education in and through music should begin by creating a space for open 

experimentation. This experimentation was considered as the basis for linking classroom 

work with radical music trends of the 20th century. In his Hear and Now (1972), John Paynter 

stated that:  

Already seventy years of the twentieth century have gone by: seventy 
years in which composers have been working with new musical techniques 
which grow out of the past but which are firmly related to here and now. 
So perhaps it’s about time we followed them – if only to see what they’re 
up to. We will understand what this music is about much more easily if we 
make some musical experiments ourselves (1972: 23).  
 
 

In the same book Paynter quotes composer Christian Wolff saying that contemporary 

approaches to composition tend ‘to be radical, going directly to the sounds and their 

characteristics’ (ibid., p. 17). Here, the idea of experimenting with sounds reveals a conflation 

of avant-garde progressivism and the distinctive conception of experimental music that was 

developed by experimental composers such as John Cage, Christian Wolff, the Fluxus artists, 

Toshi Ichiyanagi and others. Michael Nyman has argued that  

Experimental composers are by and large not concerned with prescribing a 
defined time-object whose materials. Structuring and relationships are 
calculated and arranged in advance, but are more excited by the prospect 
of outlining a situation in which sounds may occur, a process of generating 
action (sounding or otherwise), a field delineated by certain compositional 
“rules”’ (Nyman, 1974/1999, p. 4).  
 
 

Moreover, ‘the experimental composer is interested not in the uniqueness of permanence but 

in the uniqueness of the moment’ (ibid., p. 9), whereas for the avant-garde composer 

‘Creativity resides solely in the passage from the unforeseeable to the necessary’ (Boulez, 
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1991, p. 133). This is a crucial distinction that was not made explicit in the proposed practices 

of experimental music education. 

In this sense, experimental music education mirrors an antinomy that has accompanied 

modernism in general, ‘wishing to encompass both rupture and continuity of tradition’ (Born 

and Hesmondhalgh 2000, p. 12). Reading the first two chapters of Hear and Now (amply 

titled Today’s music is for everyone and Where have all the good tunes gone?) forty years 

later, one feels the almost dramatic effort of John Paynter to reconcile the experimental fervor 

of the avant-garde with past music, arguing that the difference between the two ‘is principally 

one of style’ (Paynter, 1972, p. 18). But in this way, a significant aspect of experimental 

music, that is, its distinctive conception of the notion of ‘experiment’ evaporates. What 

prevails, instead, is a modernist notion of ‘experiment’, an emphasis in the value of a 

permanent process of achieving novelty, which is the sine qua non of the avant-garde. Closely 

related to this issue that creative music educators’ universalistic approach to the making of 

music. It is to this that we must now turn.  

 

2. Within and without history: Universalism  

 

Christopher Small’s seminal Music, Society, Education (1977) advanced a vision of music 

education as an active form of social critique, based on the idea that music is ‘something to be 

experienced in social relationship. Music in school could be freed from its historical roots 

and, on the case of Small, become experimental, explorative and a model of ways of relating 

through music’ (Finney, 2011, p. 47). But it seems to me that freeing music from its historical 

roots rests on a universalistic apprehension of musical creation and understanding: ‘“going 

directly to the sounds and their characteristics” [Christian Wolff] is what composers have 

always done’ (Paynter, 1972, p. 17) Thus, it fostered experimentation and novelty without 
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references to historical roots of making music, and at the same time wished to get to the 

essence of what music is about, finding a thread that connect the trajectories of different 

compositional practices: ‘every significant musician throughout history has searched for new 

musical expressive possibilities” (Thomas, n.d., iii).  

In this way a historically situated idea – the idea that experimental music might free 

sounds from their histories is in itself stripped of its historical situatedness, and is used as an 

over-arching educational principle. Strictly speaking, experimental composers would argue 

that it is ‘possible to make a musical composition the continuity of which is free of individual 

taste and memory (psychology) and also of the literature and “traditions” of the art’ (Cage, 

1952/1993, p. 107).  But experimental music educators would argue that experiment with 

sound materials is not only what is natural for the child to do, but also has been at the core of 

all composers’ practice. Talking of Murray-Shafer’s Ear Cleaning (1967) Robert Walker has 

argued that ‘Ear Cleaning is testimony to a desire to disseminate knowledge and experience of 

the elements of the art of music of all ages and styles’ (1983, p. 92). Thus experimental music 

educators sought to establish a link between the experimental attitude of the contemporary 

composer, a modernist approach to musical progress, and the belief in the power of children’s 

inherent curiosity.  

 

3. Piercing vs. opening: experiments and the experimental 

 

As noted earlier, within the experimental music education attitude towards music and its 

making a confusion can be detected between the highly modernist fervour of the avant-garde 

to break away towards hitherto unexplored territories and the post-historicist attitude of 

experimentalism towards negation of progress and the liberation of art from intention (Goehr, 

2008; Nyman, 1974/1999). It is argued that this rests on an ambiguous stance of creative 
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music education towards the relationship between art and intention. In turn, this can be traced 

back to a central tension between the notions of experiment and the experimental: is 

experimental an element of openness and discovery, or is it a way of subjecting nature to 

torturous tests, which render nature ‘as something into which they [scientists] could pierce 

their experimental knives’ (Goehr, 2008, p. 115) with the aim of achieving total control? Is 

experimentalism exclusively related to art and its inherent openness? And is the concept of 

experiment to be left solely within the responsibility of science? The experimental composers 

and educators of the 1960s and 70s seemed to believe to a notion of the experimental that 

delineates an attitude of open-endedness, incompleteness, delving into the unknown and 

exploring unexpected possibilities. In this sense they would dissociate their work from the 

violence inherent in scientific experimentation. In the same way Cage, by removing intention 

from his music, believed that he had succeeded to detach his work from ‘the controlling 

character of the experiment’ (ibid., p. 119).   

However, much postwar compositional activity developed in ways that resembled 

certain features of lab science: “objective” stance towards material, excessive calculations, 

trial and error procedures. Talking about Milton Babbitt’s compositional approaches, Varèse 

says that Babbitt ‘wants to exercise maximum control over certain materials, as if he were 

above them’ (Schuller & Varèse, 1965, p. 36). Co-designer of one of the first music 

synthesizers Mark Olson has argued that ‘New theories in the field of communication provide 

powerful tools for use by the composer in the composition of music. (Olson 1967, p. 409, in 

Maconie, 2011, p. 34). And of course Xenakis was an exemplary case in that respect, with his 

1960s work being ‘[a]n almost literal translation of science into sonic art’ (Borio, 2006, p. 

365).   

One could say that the avant-garde composers employed the attitude of the experimental 

in the sense of devising new ways to control the material, and thus they came closer to the 
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scientific conception of the experiment, whereas Cage and the experimentalists would invite 

us to problematise the boundaries between art and life, intention and control, listener and 

maker, work and its surroundings. Yet, the release ‘from intention and attachment’ (Goehr, 

2008, p. 126) from models and preconceived patterns of development is not, Goehr argues, 

that far removed from Francis ‘Bacon’s argument for cleansing the mind of its prejudices or 

“idols,” . . . idols that subverted the truthful observation of nature’ (ibid.). Thus experimental 

and avant-garde music cannot that easily distance themselves from the connotations that 

usually accompany the notion of scientific experiment. At the same time as experimental 

educators were trying to open up their students’ ears, discovering new ways of listening, they 

seemed to subscribe to the rather Adornian view that ‘all genuinely New Art is experimental’ 

(ibid., p. 130). In doing that, they downplayed the sensuous aspects of music-making, 

sometimes favouring a detached approach to ideas generation and material manipulation: 

‘Some experimental music teaching has taken on the same tone of a search for novelty – 

another sign of failure to emerge form an old aesthetic based on the sense/reason dichotomy’ 

(Walker, 1984b, p. 81).  

 

4. Resisting commodification 

 

Intimate exploration of sounds for personal expression that resembled processes of sound 

exploration used by radical avant-garde of the postwar period seems to be the result of a 

commitment to a view of music education as a counterforce to the widespread 

commodification of music. It is argued that the experimental music education movement 

attempted to materialize an Adornian conception of radical music as a counter force to 

commodification. For Adorno, ‘a truly oppositional aesthetics can exist only where art is 

autonomous’ (Murphy, 2004, p. 29). Adorno held that in popular music of any kind form has 
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been fetishised, ‘and saw freedom of form and its corresponding critique of pre-given form as 

a metaphor for an ideal, free society, and, simultaneously, as a critique of existing society’ 

(Paddison, 1993, p. 183) In this perspective, only fringe music is able to escape the rules of 

commercialism. And the radical power of avant-garde music derives exactly from its ability to 

escape the power of commercialism.  

Experimental music educators were committed to the liberatory potential of the 

creative attitude that may spring from children’s involvement with experimental music-

making. That this is a ‘world apart’ is eloquently expressed in Murray Schafer’s words: 

‘Before ear training it should be recognized that we require ear cleaning’ (1986, p. 46). Ear 

cleaning points immediately to a process of getting rid of habits, ways of relating to sound, 

but ultimately to a process of getting away from the burden of everyday culture. Its Adornian 

ramifications are indeed very clear. Thus, the attempt ‘to relate music-making directly to the 

sound environment of today’ (Self, 1976, p. vi), that is the credo of the creative music 

education of the 60s and the 70s, implies a very specific ‘environment’. ‘Children who have 

experimented in this way would certainly be better equipped to approach the work of 

contemporary artists’ (Paynter and Aston, 1970, p. 6), whose music, experimental music 

educators felt it was unduly pushed to the margins. In this sense, music education was 

regarded as a potential site of resistance to the rules of the market. 

 

5. Locality and neglect of the local 

 

The idea that music education that is based on an experimental approach to music-making 

links music school practices with radical avant-garde and experimental music, leading to a 

liberatory pedagogy, constitutes a central tenet of the creative music in education movement. 

Emphasis on hands-on experience attributes grave importance upon the intimate work of the 
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teacher with the pupils. Creative music education believed in children’s ability of take their 

musical education in their hands, to act creatively from the very start, and therefore 

constructed an admirably democratic form of music education. But this emphasis on the 

child’s artistic originality and on close collaboration between children and teachers goes hand 

in hand with the neglect of the everyday musical experiences of children. And this despite 

assertions to the contrary, assertions such as the following, made by Ronald Thomas (n.d.) in 

one of the core textbooks of MMCP: ‘The curriculum must deal with music as it relates to the 

student’s culture’ (p. xi). The process of ‘ear cleaning’ led to the silence of the local musical 

cultures that formed the everyday musical environments of children. When pop and rock 

music was addressed this was done in the context of presenting different ways of using the 

musical material, and was put into practice via a mode of action that derived from that of the 

contemporary composer who selects, rejects and manipulates musical material, aiming at 

originality and avoidance of imitative work, ‘moving away from familiar poop, rock, reggae 

or whatever, . . . starting afresh with new stimuli in a ‘neutral’ region of sound that does not 

automatically create associations with the “classical/pop” dichotomy’ (Paynter, 1982, p. 117). 

What I am trying to say is that creative music in education movement did not reflect upon 

the situatedness of its own claims, and also upon what happens in the process of translation of 

those ideas into action within school contexts. Based on Bernstein and Davies (1969) and on 

Young (1971), Finney suggests that experimental music educators did not pay enough 

attention ‘to the ways in which children come to school socially and culturally differentiated’ 

(2011, p. 60). Progressive music educators fell short in realizing that school always 

functioned a tool for legitimizing certain forms of knowledge and that this knowledge rarely 

is that of the underprivileged children. Therefore, experimental music education might, 

despite its best intentions, have constituted an ‘anonymous authority of creative music 

making’ (Finney, 2011, p. 60), which led many pupils to reject what for all progressivists was 
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a pathway for musical and educational freedom. For our sense of freedom may not by 

identical to theirs: As John Finney recalls, ‘[a]t the end of what became an extended 

improvisation I asked Martin, a quiet boy, what style he thought our music to be. The reply 

was short, polite and not without deference, “school music style, sir”’ (Finney, 2011, p. 62). 

 

6. Learning as disclosing vs. learning as contextual  

 

Creative music in education movement has offered groundbreaking pathways for action, 

based on a firm belief in children’s originality and their thirst for exploration. Brian Dennis 

has stated that ‘Experimentation with sound satisfies one of the most fundamental drives in a 

young person – namely curiosity and the desire to explore’ (1970, p. 3). There is deep belief 

in children’s inner musicality, and their intuitive sense for structural rightness. This view rests 

on a more general belief in the natural unfolding of children’s development, in the natural 

persistence of curiosity, immersion and exploration, although no discussion was made 

concerning the issue of naturally unfolding stages of development.  

The emphasis on children’s inner expression and its unrestricted development has been 

the result of an overemphasis on the existence of direct relationship between children’s 

natural inclination to experiment and contemporary music’s experimental character. It is here 

that one can locate the source of the oft-criticized teacher’s reluctance to intervene that has 

been identified in some cases where creative music education dream was put into action. As 

Malcolm Ross states, ‘Witkin and I perhaps made the same error of emphasis . . . In stressing 

the “inner” experience of the child we insufficiently stressed the full import of the dialogue 

with the medium and, in particular, the importance of that dialogue of understanding the 

tradition which nurtures it’ (Ross, 1998, pp. 209-210). Extending this to experimental music 

education, one could argue that insufficient emphasis was placed to the contextual nature of 
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learning, to the pedagogic dimensions of the dialogue between pupils, teachers and the 

multilevel histories of sounds.  

 

7. Creativity ‘on demand’: openness and predictability 

 

An important question remains: How did it become possible to create a link between 

children’s creativity and the work of the avant-garde composer? A possible answer might lie 

in the rise of a new conception of creativity that replaced the then dominant link between 

divine inspiration, greatness and musical creation. This new conception of creativity was also 

the basis on which the use of indeterminate elements in certain contemporary pieces was 

grounded. In such works the composer/performer boundaries were blurred, allowing the 

performer to take compositional decisions during performance. Under that emergent rationale, 

indeterminacy was clearly distinguished from improvisation. This distinction was based on 

the perception of indeterminate scores as stimuli for the performer to get beyond habitual 

responses towards a creative approach which transcended the stylistic boundaries usually 

associated with jazz improvised solos (Reynolds, 1965; Foss, 1962; Kutschke, 1999).  

In music education the traditional separation between performance and composition 

and the emphasis on reproduction was problematised by recourse to that contemporary 

musical situation where the spontaneous compositional creativity of the performer began to 

gain currency. The apprehension of creativity as an irrational and unpredictable gift, as a 

miraculous visit of the divine inspiration was the cornerstone of the ideology of the romantic 

genius: ‘A thought flashes us like lightning, with necessity, unfalteringly formed – I have 

never had any choice’ (Nietzsche, 1979, pp. 102-3, in Kutschke, 1999, p.147). This gift was 

not bestowed upon any one and could not be available on demand. Therefore this conception 

of creativity could not justify the claim that (group) composing might become an integral part 
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of music education. The radical change came when a new conception of creativity (Weisberg, 

1993) gained currency and gradually became the dominant concept that was to guide 

educational policy. Creativity ‘became a mastered aspect of everybody’s intelligence’ 

(Kutschke, 1999, p.151). This ordinary view of creativity emerged from psychology at the 

time when the latter began to dominate educational thinking, becoming a source of 

legitimation of particular educational decisions. It was Guilford who proposed a conception of 

creativity as a mental ability (Guilford, 1968). ‘The reason for Guilford to treat creativity as 

part of intelligence, generally considered to be grounded on rational, objective, and thus 

intersubjectively valid principles, was that, in order to instrumentalize creativity in the Cold 

War, he needed to restrict its features of irrationality and randomness’ (Kutschke, 1999, p. 

151). 

This view of creativity as an everyday problem-solving process entered education via 

both a hands-on teaching of science and an experiential turn in the teaching of the arts. But 

the essential antinomy through which creativity has lived its life within the creative music in 

education movement, is that on the one hand it fosters an egalitarian view, allowing for 

openness and emphasizing that composing is something that every and any child should be 

involved, but, on the other, this became possible exactly because of a scientific view of 

creativity that aimed at instrumentalization of creative abilities, at prediction and control, so 

as creative behavior can be used more productively in school and beyond it, according to 

societal needs.  

It is this approach to creativity that has, in recent years, being exploited by the 

currently dominant performative model of education, emphasizing the links between creative 

processes and (pre-defined) instrumental values – see for example the NACCCE report and its 

emphasis the requirement that ‘the outcome [of creativity] must be of value in relation to the 

objective’ (1999, p. 4). Under the currently dominant economistic rationale creativity 
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becomes an exercise in producing innovative survival tactics within a knowledge economy, in 

an era where ‘the engine of growth will be the process through which an economy creates, 

applies and extracts value from knowledge.’ (Leadbeater, 1998, p. 12). As Michael Peters 

observes, currently ‘education is both input and output in a socialized knowledge capitalism 

increasingly dependent on creating the appropriate conditions for creativity’ (2009, p. 55) 

 

Conclusion 

 
The arguments expressed in this paper should not be regarded in any way as a light-hearted 

criticism or as an attempt to diminish the importance of experimental music education. Quite 

the contrary; I find that it is of utmost importance to look again at a music education 

movement that sought to bring the issue of creative freedom at the heart of its practice. This is 

especially relevant today, at a time when monitoring and measurement of performance 

exhausts the process of education itself to such an extent ‘that assessment itself now 

preponderantly drives education’ (Webb, 2002, in Abbs, 2003, p. 59), leading to preference 

for educational technology that successfully produces instant results, resulting in an 

increasing exclusion of experimental practices. Caring ‘How to teach an “outstanding lesson”, 

a “never fail lesson”, and how to be an “outstanding teacher” are the lures of the moment’ 

(Finney, 2011, p. 154).  In this context ‘[t]he act of teaching and the subjectivity of the teacher 

are both profoundly changed within the new management panopticism (of quality and 

excellence) and the new forms of entrepreneurial control (through marketing and 

competition)’ (Ball, 2003, p. 219). That is why we need to re-address the issue of how we can 

form modes of musical practice that resist this brain-deadening ‘safety’. The unfinished 

project of experimental music in the classroom continues to be a continuous source of 

inspiration, not least for its admirable courage to create, sustain and fight for a particular 

educational dream. 
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