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ABSTRACT

OF THE THESIS OF

Maya Berta Rafic Maalouf for Master of Arts
Major: Education

Title: Understanding the Need for a Mission for the Lebanese National Higher
Conservatory of Music and the Lebanese Philharmonic Orchestra Using Decolonizing
and Social Justice Lenses

This thesis is a qualitative study of the Lebanese National Higher Conservatory of Music
(LNHCM) and the Lebanese Philharmonic Orchestra (LPO) where key stakeholders of
the LNHCM and LPO were interviewed in order to understand their perceptions of the
goals of the LNHCM and the LPO; to see if there is alignment between the goals and the
programs at the LNHCM and LPO; to understand the curriculum of the LNHCM and how
it serves the perceived goals; to consider the impact of leadership and decision making at
the LNHCM and the LPO; to assess perceptions of the relationship between
the LNHCM and the LPO; and to consider all of the above in relation to tenets of social
justice and decolonization. The study used methodological features of grounded theory
to analyze and code data from semi-structured interviews in order to find relationships
and generate theory. Results were grouped into nine themes concerning the goals of the
LNHCM and the LPO, the curriculum at the LNHCM, and leadership and decision
making at the LNHCM and the LPO. Recommendations revolve around Cocreation,
decolonizing management and organizational knowledge, and culturally sustaining
pedagogies to help direct the LNHCM towards realizing greater sustainability and
inclusivity in developing a vision around which curriculum can be implemented.
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CHAPTER 1

INTRODUCTION

This research project is a case study of the Lebanese National Higher
Conservatory of Music (LNHCM) and the Lebanese Philharmonic Orchestra (LPO). It
will rely on interviews to possibly construct mission a statement based on the
perceptions of key stakeholders of the institution. It also aims to understand what
principles of social justice and decolonization might offer as an alternative lens in
understanding programing, curriculum and leadership at the LNHCM.

Lebanon is enduring one of the world’s most severe and drawn-out economic
crises since the 19" century (Al-Saced & El Khalil, 2021). An estimated 78% of the
population, of roughly four million people has sunk into poverty as the local currency
has devalued by 90%. Saroj Kumar Jha, a World Bank regional director said of the
crisis, “only a reform-minded government, which embarks upon a credible path toward
economic and financial recovery, while working closely with all stakeholders, can
reverse further sinking of Lebanon and prevent more national fragmentation” (Al-Saeed
& El Khalil, 2021).

It is in these conditions, and in the spirit of collaboration expressed by Al-Saeed
and El Khalil, that this project was conceived. These hard times call for reflection and
this study is a reflection and invitation to assess and re-envision an organization on the
brink of collapse. It is an opportunity to reimagine its purpose, impact and role to
connect with and inspire people during this current period of crisis and carry it through

into better times for generations to come.



The crisis in Lebanon is taking an artistic toll as well. The cultural scene is
deteriorating as artists and musicians struggle to meet their daily needs and when
feasible are choosing to leave the country (Hage, 2020). Lama Koubrously, co-director
of Dar El-Nimer, is concerned for the future of the arts in Lebanon. She believes the arts
will become a luxury that few can participate in and advises that even through these
difficult times arts institutions “show up for the local community” by staying active.
Additionally, Koubrously posits that, despite the challenges, cultural institutions can
play an invaluable role for people in need of relief from the daily challenges of life. She
believes that “investing time in rethinking operations and strategy in light of these
challenges is crucial. Institutions can implement reforms and maximize available
resources to come up with new initiatives and material sensitive to the situation, without
abandoning their core mission and vision” (Koubrously, 2021).

The LNHCM was founded in the 1920s by Wadih Sabra. Successive
directors include Anis Fuleihan, Nicolas Dale, and Toufic Succar. It was originally part
of the Ministry of Education and now is an entity of the Ministry of Culture. The
conservatory stopped functioning during the Lebanese civil war and was brought back to
life in 1990, when the Lebanese government appointed Walid Gholmieh to be its director.
Gholmieh passed away in 2011 leaving a void at the LNHCM which has been filled
temporarily by several interim presidents. The LNHCM has 15 branches throughout
Lebanon and serves over 5,000 students. Students range in age between eight years, the
beginners, to students in their 20s, those who are pursuing higher degrees. Western and
oriental instruments are taught, as well as theory, music history, composition, conducting

and music technology.



The LPO has been providing concerts to the Lebanese public since 2000. It is
one of two orchestras that are a part of the LNHCM. LPO concerts take place on a
weekly or bimonthly basis and follow traditional classical symphonic programming
highlighting Western canonical repertoire. Through embassy patronage, the LPO hosts
conductors and soloists from around the world, thereby diversifying its performance
repertoire. In addition, from time to time pieces by Lebanese composers are performed.
During the last two years, the orchestra has lost more than two-thirds of its musicians as
they choose to leave the country in search of better prospects abroad. The average salary
of an LPO musician was equivalent to around $2,000 a month; however, due to
inflation, it is now about $40. If the LNHCM and especially the LPO are somehow
spared and make it through this economic and social crisis, it will be a miracle. And no
better time to take a critical look at their activities and ask how they could do better.

Jha’s and Koubrously’s calls for reform and inclusive strategic planning that
maximizes resources are echoed in the conception of this study, which aims to re-
envision a new role for the LPO in order to contribute to a more inclusive and equitable
society. It echoes Koubrously’s fear that the arts and music will become a luxury rather
than a human right. Lebanon is in need of reform on all levels, including ones with
artistic vision.
Statement of Problem and Purpose

Neither the LNHCM nor the LPO have written or declared mission statements
which compromises their organizational purpose and function. This study aims to
establish a mission statement for the LNHCM and the LPO and to recommend
educational programming based on tenets of social justice and decolonization. It will

gauge how key stakeholders of the LNHCM and the LPO perceive the goals of their
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institutions. This study will also question the alignment between the perceived goals
and programs at the LNHCM and the LPO. It will also look into the curriculum and if it
serves the perceived goals. Another aspect of the research is questioning decision
making and leadership at the LNHCM and the LPO. And finally, to assess perceptions
of the relationship between the perceived goals of the LNHCM and the LPO.
Rationale
Mission Alignment

Research points to the efficacy of mission, vision and values statements in
directing organizational purpose and function (Gurley et al., 2015; Allison & Kaye,
2015). They express why an organization exists, define its fundamental purpose and
guides stakeholders’ actions and sense of ownership within an organization (Gurley et
al., 2015; Allison & Kaye, 2015). Although these foundational statements are effective
and powerful tools, they are often ignored and misunderstood by organizational leaders
(Gurley et al., 2015). When these statements don’t exist, are misinterpreted, or are not
effectively stated the impact of the organization is jeopardized (Broun et al, 2012). Lack
of organizational mission creates confusion.
Curriculum

At the heart of the curriculum debate lie several questions: what knowledge is
worth teaching? Who decides? How is it taught? As well as what is most often taught
and what is the actually learning experience in the classroom? (Ryan, Tocci & Moon,
2020). Curriculums have historical and philosophical underpinnings and contemporary
curriculums are blending elements that are allowing for a design that encourages
diversity and inclusion (Ornstein & Hunkins, 2017). Income, location, ethnicity and

race often factor into the quality of education; however, there is a contemporary trend in
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curriculum design pointing towards a need to reframe curriculum around issues of
social justice and sustainability (Santone, 2019).

All curriculum designs contain the same basic components: “scope, sequence,
continuity, integration, articulation, and balance” (Ornstein & Hunkins, 2017). Burton
and Middlewood lay out three dimensions of curriculum management: vision (skills,
attitudes and knowledge that is learned), strategy (the curriculum that is taught, the type
of pedagogy) and structure (management of teachers and execution of curriculum)
(Burton & Middlewood, 2012). Prior to creating the curriculum there must be a clear
vision or purpose for curricular design and strategies to be implemented or else
confusion will ensue (Burton & Middlewood, 2012). Another challenge in curriculum
development is globalization and the various cultural ways of knowing present and
interacting at once (Vera Cruz, Madden & Asante, 2017).

“Ground up” curriculum, envisioned by Hess, is a way of decolonizing
curriculum. Hess cautions against normalizing Western classical music in favor of
pluralism and embracing the tension and critique that accompany it. She writes of her
proposed curriculum model called the Comparative Musics Model, "a music curriculum
following this model would not take an additive approach to music education. Nor
would it assume that only “other” musics are worthy of study, normalizing Western
classical music in the process. Rather, such a course would be taught as a comparative
course that emphasizes the interconnectedness between the musics and the contexts of
the musics" (Hess, 2015).

Social Justice Paradigm
The social justice paradigm as outlined by Davis and Harrison asks the

researcher to question what we know and how we know it in order to uncover
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systematic injustice. Through the social justice lens, this study will add to the
conversation on liberating education from oppression which is the cornerstone of social
justice education. Oppression in our society is more subtle than we may think.
According to Davis and Harrison, oppression is “structurally embedded in unquestioned
habits, norms, and the kind of commonsense knowledge that causes people to become
blinded to the enculturation they receive” (Davis & Harrison, 2013) This study will
contribute to addressing systemic injustice in organizations by questioning how the
LNHCM and the LPO conceive of their missions specifically concerning organization,
leadership and curriculum. Davis and Harrison write, “our efforts toward promoting
social justice need to focus less on individual identities and more on the systems that
enforce privilege and oppression, less on essentialist notions of identity politics and
more on multiple dimensions of identity where everyone has cards to play—and more
on the very real costs of unconsciously participating as an agent in domination” (Davis

& Harrison, 2013).

Decolonizing Lens

The decolonizing lens offers a way to question the subtle ongoing practices of
colonialism that are perpetuated in institutional structures, curriculum and power
relations (Center for Youth & Society, Uvic). The decolonizing paradigm is distinct
from social justice and civil and human rights initiatives because its objective is to undo
colonial practices. Colonial powers forced assimilation through education by colonizing
the heart, mind and spirit (Center for Youth & Society, Uvic). The process for undoing
colonial impacts is place-based education, which re-establishes links to the community
and empowers students by restoring cultural knowledge (Center for Youth & Society,

Uvic). It addresses the negative associations with being colonized such as feelings of
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inferiority and subordination. Postcolonial studies have been addressing the
repercussions of colonialism since the 1980s and postcolonial theory is considered a key
form of critical interrogation.

The purpose of this study is to understand perceptions of social justice and
decolonization in relationship to curricular and organizational aspects of the
organizations by key stakeholders. This study also questions the alignment between
the perceived goals of the LNHCM and the LPO and whether programs serve
the perceived goals. The study will explore the perceptions of the mission of the LPO

through the vantage points of LPO administrators, conductors and musicians.

Research Questions
1. How do key stakeholders of the Lebanese National Higher Conservatory of
Music perceive the goals of the LNHCM and of the Lebanese Philharmonic
Orchestra?
2. What are the programs and organizational components that support the goals of
the LPO and LNHCM?
3. What would Social Justice and Decolonizing perspectives offer as a lens to

critique the goals of the LNHCM and the LPO?

Contribution to Educational Research and Practice

This study will be analyzing data through a social justice and decolonizing
frameworks and therefore will contribute to the literature on equity in institutions and
educational programs. Through the social justice lens, this study will add to the
conversation on liberating education from oppression which is the cornerstone of social

justice education. The decolonizing lens offers a way to question the subtle ongoing
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practices of colonialism that are perpetuated in institutional structures, curriculum and
power relations (Center for Youth & Society, Uvic).

This study will contribute to practice by offering recommendations on how to
formulate a mission statement for conservatories that would inform goals and programs

through decolonizing and social justice perspectives.
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CHAPTER 2

LITERATURE REVIEW

Introduction

This literature review starts with an introduction on the purpose of institutional
mission, visions and values statements. This will be followed by a discussion of two
studies that have taken place on mission statements of orchestras. The next section
delves into curriculum followed by a section about philosophies of music education that
leads into critical pedagogy, social justice and colonialism in education. This study is
taking a critical stance on understanding organizational mission, curriculum and
programing focusing on social justice and decolonization in music education. It is
inspired by the action ideals of the Mayday Group, an international think tank
comprised of musicians, music educators and cultural and social theorists. Their website
states their aims are to “identify, critique and change taken-for-granted patterns of
professional activity, polemic approaches to method and philosophy, and educational
politics and public pressures that threaten effective practice and critical communication

in music education” (Maydaygroup, 2022).

Organizational Missions

Mission, vision and values statements can help drive an organization towards
efficacy and success. Mission, vision and values statements are important expressions
of an organization’s objectives and purpose. They have the power to drive organizations
towards success but also, if not thoughtfully envisioned, can hinder the effectiveness of
the organization. Mission statements state why an organization exists and its
fundamental purpose (Gurley et al., 2015; Allison & Kaye, 2015). It should be a

simple, powerful and inspiring statement that will speak to organizational stakeholders
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and the public (Allison & Kaye, 2015). The vision statement lends an image of the
future the organization seeks to create guiding concepts (Allison & Kaye, 2015).
Stakeholders should have a picture of that the ideal form of their organization if they
work together towards that vision (Gurley et al., 2015). It is a vision that will guide
stakeholders towards success (Allison & Kaye, 2015). The values statement expresses
principles and beliefs of the organization (Allison & Kaye, 2015). In order for values
statements to be effectives, stakeholders must be able to glean clear behaviors from the
statement (Gurley et al., 2015) and usually focusses on people, work norms, service and
quality (Allison & Kaye, 2015). These statements guide behavior and organizational
culture for stakeholders (Campbell, 1997).

For statements to be effective, they must be clearly stated and need to be
reflected in all aspects of the organization (Yob et al., 2016). Multiple studies glean that
mission, vision and values statements all create a sense of ownership among
stakeholders of an organization allowing for strategic objectives to be met (Gurley et
al., 2015). Although it is clear that these foundational statements are effective and
powerful tools, they are often ignored and misunderstood by organizational leaders
(Gurley et al., 2015). In addition, Campbell cautions that if senior management behavior
is not reflected in the mission statement, mission statements can do more harm than
good (Campbell, 1997).

Although there are very few studies on orchestras and their social missions, two
recent studies point to the importance of missions contributing to the longevity and
adaptability of an orchestra. The symphony orchestra is a cultural institution that has
existed in one form or another for over 200 years. Its preservation over the centuries is

due to circumstantial adaptations forced upon it due to “historical, political, social,
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educational, and cultural changes” (Bibu et al, 2018, p.507). Balancing legacy and
adapting to modern conditions remains a challenge for symphony orchestras (Bibu et al,
2018). Bibu et al. posit that nowadays it is not enough for an orchestra to be well
trained, rather artistic success is dependent on considering all stakeholders involved to
participate in the realization of the organization (Bibu et al, 2018).

In a recent study, Brown (2021) looked at the mission statements of orchestras
and gauged whether their mission statements advanced their outreach activities towards
transformational, transactional or transitional relationships. He found that
transformational mission statements mentioned a specific community therefore making
very meaningful connections to that community through activities including “advisory
councils, youth ensembles, (reoccurring) side-by side performances, and internships
either in the form of fellowships or volunteering” (Brown, 2021, 38). Transformational
missions put the community first then the orchestra because an orchestra cannot exist
without its community (Brown, 2021).

The next section briefly outlines curriculum design components and the
importance of vision led curriculum development. The researcher believes once an
orchestra has a clear mission and vision, it is useful to think of orchestra programming
in relation to curriculum development. This includes considering how concerts convey
certain messages, how concerts in a given season have links to one another rather than
as individual entities, and for concert planners to be conscientious of the messages

inherent in concerts.

Curriculum
Developing meaningful and well thought out orchestra programming depends

on understanding the components of curriculum. All curriculum designs contain the
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same basic components: “scope, sequence, continuity, integration, articulation, and
balance” (Ornstein & Hunkins, 2018, 184). Burton and Middlewood (2012) lay out
three dimensions of curriculum management: vision (skills, attitudes and knowledge
that is learned), strategy (the curriculum that is taught, the type of pedagogy) and
structure (management of teachers and execution of curriculum). Prior to creating the
curriculum there must be a clear vision or purpose for curricular design and strategies to
be implemented or else confusion will ensue (Burton & Middlewood, 2012). Design
and management of curriculum is important, but vision is essential and underlying
vision is philosophy.
Philosophies of Music Education

This section begins with a discussion of philosophies of music education in
order to show the various approaches that exist and the underlying assumptions of
curricular choices.
Utilitarian, Aesthetic and Praxial Philosophies

Approaches to music education vary based on philosophical underpinnings. The
utilitarian philosophy sees music education from a practical vantage point where it
functions as a tool to help reach a non-musical outcome (Boler, 2020). An example of
utilitarian approach would be to teach music because there is evidence that music aids
in math comprehension.

The aesthetic philosophy on the other hand is not concerned with the functional
value of music, it considers that music should be taught for music’s sake (Boler, 2020).
In the aesthetic philosophy, music is experienced through feelings. Although feelings
are subjective, there are certain structures and repeated patters of expressivity in music

that have been studied and codified and these properties are studied in music education.
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Advocates for aesthetic music education argue that music is the only vehicle for
learning beauty, emotion and expression simultaneously. Proponents of aestheticism
believe only the highest quality music should be included in the curriculum. Bennett
Reimer wrote “while music has many important nonmusical or non-artistic functions, its
musical or artistic nature is its unique and a precious gift to all humans...when music
itself, with its universal appeal to the human mind and heart, is bypassed or weakened
in favor of nonmusical emphasis that submerges it, we have betrayed the art we exist to
share” (Reimer, 1989). While these two philosophies acknowledge truths about music
education, they are narrow and limiting because they don’t acknowledge the social
power and potential of music education, and risk exclusion of diverse forms of music
making.

Praxial philosophy is more encompassing in comparison to utilitarian and
aesthetic. It treats music as a process and a product at the same time (Boler, 2020).
Music and all the arts are considered social practices that contribute to many aspects of
peoples’ lives. Elliot et al. (2016) writes that the arts “contribute powerfully to the
personal, cultural, political, therapeutic, ideological, spiritual, and economic dimensions
(among many others) of people’s lives—because they are potent transformative social
forces” (Elliot, Silverman, Bowman, 2016). Praxial philosophy takes into account the
myriad of social functions of music as it is practiced and experienced. Bowman writes
that making and experiencing art through paraxial education “changes who we are and
what we expect from life...accordingly, artists engaged in praxis are deeply committed
to making art that reflects their own critical perspectives on their places and spaces.
Their practices are guided by the important ethical question: What kind of artist is it

good to be given my current set of circumstances?” (Bowman, 2002). Bowman adds
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another layer by bringing the ethical questions of music education to the forefront.
Musicians and music educators don’t often see themselves as influencers of social and
political change because of the way music became essentialized and aestheticized,
which led it into a place of “escape into a world of without politics” (Bowman, 2002).
Bowman advocates for bringing the political back into musicology.

Critical Pedagogy and Music Education

The critical perspective on music education stems from critical positions on
society that challenge assumptions that advantage more privileged classes of society.
Critical pedagogy helps navigate the trajectory of education’s social implications. As an
example, McLaren writes “critical pedagogy is a way of thinking about, negotiating,
and transforming the relationships among classroom teaching, the production of
knowledge, the institutional structures of the school, and the social and material
relations of the wider community, society and nation state” (McLaren, 1998). The goals
of critical pedagogy are to eliminate hierarchies between teachers and students, teaching
that liberates and transforms, curriculum that does not limit but rather opens
possibilities for something more equitable, freeing the curriculum from dogma and from
domination of one group over another as well as one subject over another (Abrahams,
2007).

Critical theory in music education considers the connections between education,
schooling, society, aesthetics and culture (Abrahams, 2007). It is positioned to break
down barriers that exist between teachers and students concerning the music chosen for
the curriculum (Abrahams, 2007), as well as hierarchical relationships between teachers
and students that often turn students off from music (Alsup, 2013). Abrahams adapted

the following principles from Peter Mclaren’s Life in Schools: An Introduction to
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Critical Pedagogy in the Foundations of Education, and made them applicable for

music education.

Key principles of Critical Pedagogy for Music Education

1.

Music education is a conversation. Students and their teachers pose
problems and solve problems together. In music classrooms, this means
composing and improvising music in styles consistent with who the
students are and the contexts in which they live.

Music education broadens the student's view of reality. The goal of music
teaching and music learning is to effect a change in the way that both
students and their teachers perceive the world.

Music education is empowering. When students and their teacher "know
that they know," one can claim that the phenomenon of conscientization has
occurred. In this view, music evokes critical action (Regelski, 2004) and
critical feeling by engaging students in musical activities that are both
significant and consistent with what musicians do when they are making
music.

Music education is transformative. Music learning takes place when both
the teachers and the students can acknowledge a change in perception. It is
this change or transformation that teachers can assess.

Music education is political. There are issues of power and control inside
the music classroom, the school building, and the community. Those in
power make decisions about what is taught, how often classes meet, how
much money is allocated to each school subject or program, are able to

transcend the constraints that those in power place on them. They do this in
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their classrooms by acknowledging that children come to the class with
knowledge from the outside world and, as such, that their knowledge needs

to be honored and valued (Abrahams, 2005, p. 64)

Further elaborating on key differences between different approaches to music
education, Allsup (2013) writes that the traditional “induction and apprenticeship”
closed system, deficit learner philosophy of classical pedagogy is still endorsed by the
praxial philosophy. Allsup explains that this closed system is perpetuating hierarchical
student teacher relationships, something that needs correcting. He says in the western
tradition, “the prohibitions that circulate around closed concepts like intonation,
articulation, time, and notation are so strict that obedience or submission to their laws
governs nearly every aspect of music-making” (Allsup, 2013, p. 8). Furthermore, he
writes “taken to its logical conclusion, these laws place more importance on the right
results of sonic structure than on the right results of human need” (Allsup, 2013, p. 8)
This call for music education to serve human needs above musical concepts is a driving

force of this research project.

Social Justice

Several scholars have defined the complex concept of social justice and
exploring these explanations will provide a fuller understanding of the notion. Davis
and Harrison (2013), conceive of social justice as a bridge between an organization’s
mission statement and actualizing it. They write of their framework that it “is grounded
in constructivist assumptions that people and institutions create policies, practices, and
procedures that advantage some and disadvantage others. As a result, power, wealth,

and other resources are disproportionately distributed, and social justice, as described in
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our founding documents, requires us to respond with equity and fairness” (Davis &
Harris, 2013, p.48). Davis and Harrison (2013) say that uncovering systematic injustice
takes questioning assumptions about how our society functions and that leaders should
be equity minded.

Social Justice actions are meant to create grounds for equal rights, equal
opportunity and dignity for all (Davis and Harrison, 2013). Davis and Harrison define
social justice as “the equitable processes and outcomes that result from efforts to close
the gap between what we espouse in our social contract and how we actually enact such
a mission” (Davis and Harrison, 2013). Another definition articulated by Bell (2007) is
the “‘full and equal participation of all groups in a society that is mutually shaped to
meet their needs. Social justice includes a vision of society in which the distribution of
resources is equitable and all members are physically and psychologically safe and
secure...The process for attaining the goal of social justice...should be democratic and
participatory, inclusive, and affirming of human agency and human capacities for
working collaboratively to create change’’ (Bell, 2007).

There are several components to uncovering systematic injustice and creating
policies to create a more equitable institution and greater society. The first discussed by
Davis and Harris is making the distinction between equality and equity. Equality and
equity have very different outcomes. Equality means treating people the same
regardless of needs. While this may seem fair, it may result in unbalanced outcomes.
Equity takes into account diversity, historical disadvantages and unique needs (David &
Harris, 2013). In addition, Zine writes in order to create equity policies, initiatives and
goals need to be created (Zine, 2001) and that the heart of equity means going “deeper

than protecting a sense of vested self-interest with regard to personal or collective
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rights; it speaks to the need to develop more fine grained sociological and practical
equivalents to what the values of equality, justice and respect for diversity actually
mean in the real world of identity politics and educational praxis’’(Zine, 2001).

Davis and Harris identify critical definitions that can help us engage in the
debate on social justice and reconstruction of the organizational system being studied.
These terms are meant to be used as a base from which to engage in dialogue. The list is
not exhaustive and Davis and Harris encourage terms to be added and removed, and the
definitions should not be considered set in stone. They are meant to help come up with
common language around social justice which can be challenging because people tend
to react to language that has multiple meanings based on the history individuals have
with the words (Davis & Harris, 2013). Additionally, there is also the fear that
articulating disparities will threaten the status quo which advantages those in power
(Davis & Harris, 2013). Therefore, the terms are meant to have multiple meanings,
subtexts and complexities and are meant to be understood rather than provide a single
interpretation (Davis & Harris, 2013).

The terms relevant to this study are: master narratives “narratives are stories
told from a personal point of view where identity is revealed and characters are cast.
Master narratives, also known as ‘‘grand narratives,’’ are the underlying stories that not
only explain but legitimize certain perspectives and knowledge. In the context of social
relations, these myths function to legitimatize existing power relations, customs, and
practices (J. Q. Adams, 2003)” (David & Harris, 2013, p. 30); prejudice “Exerting bias
and bigotry based on uniform stereotypes (Adams et al., 2007).” (David & Harris, 2013,
p. 30); privilege “Unearned rights, benefits, immunity, and favors that are bestowed on

individuals and groups solely on the basis of their race, culture, religion, gender, sexual
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orientation, physical ability, or other key characteristic (Adams et al., 2007). (David &
Harris, 2013, p. 30); positionality “The shifting ways individuals are located within
broader societal structures of political, cultural, and economic domination, and of
equality. Thus, gender, race, culture, sexual orientation, and social class, for example,
are historically based, representing evolving sets of relational dynamics, rather than
fixed identities (J. Q. Adams, 2003).” (David & Harris, 2013, p. 30) discrimination “A
biased decision based on a prejudice against an individual group characterized by race,
class, sexual orientation, age, disability, and so on (Adams, Bell, & Griffin, 2007)”

(David & Harris, 2013, p. 28).

Music Curriculum Promoting Social Justice

Important social and political concerns have always been present in music
education but they have been hidden behind talk of music’s intrinsic and aesthetic
value. However, the trend in music education towards addressing issues of social justice
is vital and many believe that music education can play a role in addressing the ills of
the world (Bowman 2007, Allsup & Shieh 2012). Among the numerous problems are
poverty, enormous gaps in wealth and opportunity, unemployment, disease, starvation,
war, terrorism, homelessness, pollution, global warming, misogyny, homophobia,
xenophobia, and other hatreds (Bowman 2007, Allsup & Shieh 2012).

It is through a careful reconsidering of music education curriculum that has led
to social justice music education. Hess (2013) writes the following on the imperative of
new directions in music education, “now firmly grounded in the twenty-first century, it
seems in many ways music education has reached a crossroads where in order to move
forward, we must re-envision all music education” (Hess, 2013). She writes this taking

into account the hardships of the world, where music education seems at times an
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unnecessary and superfluous activity, however, music educators must face the difficult
issues of our day and reorient music education towards social justice. Allsup and Shieh
(2012) call this “coming out” or “going public”” where music educators reach “beyond
incomplete musical engagements and into larger and more intertwined social, artistic,
and political domains” (Allsup & Sheih, 2012, p. 47). The act of teaching is compelled
by the desire to care, thus educators are encouraged not to look away, but to notice and
name inequity in our communities (Allsup & Sheih, 2012). They write, “the moment we
accept that music teaching is more than the teaching of sound and sound patterns
alone—that there is something non-neutral about music that requires our moral
engagement—we enter into the realm of public pedagogy (Allsup & Shieh, 2012).
Musical identities and the curricular, musical and pedagogical choices are woven
together with compulsion towards social change (Bowman, 2007).

Hess proposes the transformative potential of what she calls critical nomadic
pedagogy (Hess, 2013). Nomadic pedagogy “teaches students about inequality,
unmasks privilege and works to dismantle it, reveals the possibility of multiple
orientations and epistemologies towards the world, considers musics relationally and
without hierarchies, and teaches students they are of intrinsic value despite whatever
else the world tells them” (Hess, 2013, p.247). In concord with the principles of Public
Music Pedagogy, Nomadic Pedagogy goes beyond teaching musical skills, instead it
“focuses on what might be possible to teach through music to affect social change”

(Hess, 2014, p. 247).

Decolonizing Education and the Arts
This section will explore issues of decolonization and curriculum. The purpose

is to acknowledge that colonialism exists, not as it did during the colonial mandate
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period, but in different forms today. It is meant to understand the consequences of
colonialism in music education and to explore ways of going forward.

Although colonialism officially ended, colonial initiatives in education are still
taking place and can be identified by examining curricular decisions (O’Shea, 2018).
Reflecting on the motives of education often reveals deeply rooted colonial policy
(Center for Youth & Society, uvic). Questions that address decolonizing the curriculum
are: who is in control of knowledge? What is their role? How did they gain that role?
What maintains their power? and who gets to decide on the curriculum? These
questions are about power over knowledge dissemination and what kinds of knowing
are given priority.

While a western based curriculum is often favored to teach skills and knowledge
for the competitive global labor force, such a curriculum doesn’t reflect the
heterogeneous society where many differences exist at the same time (Subedi, 2013).
The term Subedi gives for a global curriculum built around European ideologies, which
reinforces colonial and racist ideologies by glorifying Eurocentric cultural values, is the
deficit approach. The deficit approach encourages simplistic and one-dimensional
interpretations of culture. An attempt to remedy the deficit approach is the
accommodation approach which superficially includes perspectives that have been
marginalized (Subedi, 2013). While the intention to include silenced narratives is well
meaning, the accommodation logic does not recognize larger political drives that often
present the Third World as disordered, exotic and dangerous (Subedi, 2013).

In contrast to a curriculum taken from one place and imposed in another, the
decolonized curriculum is grounded in the histories of the communities they are

intended for Decolonizing the curriculum entails providing a “more individualized
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approach to education, rather than a ‘one size fits all’ approach; implementing
principles of decolonization, such as healing, empowerment, reflection, and connections
to place and community; validating students’ experiences; fostering strength; helping
students to form their identities, rather than forcing an identity on them; valuing
cultural heritage and place-based knowledge; focusing on the positive, such as
resilience and resolution, rather than a deficit-based approach; educating the whole
person, not just the intellect” (Center for Youth & Society, no date)
Colonialism and the Arts

In the realm of the arts, colonialism and racism have left their mark as well. The
concept of art and the artist has its roots in the Enlightenment around the same time race
and racial orders were implemented in the justification of colonialism. Therefore, it is
argued that historically there are limitations on the image of the artist and the legacies
of colonialization “have informed exclusionary conceptualizations of art and artists
and have resulted in historical silencing, curricular whitewashing and inequitable access
to “the arts” (Travis & Gaztambide-Fernandez, 2018, p.42). Furthermore, Travis
and Gaztambide-Fernandez write “the evolution of the concept of “the arts” that
continues to shape arts education today was intimately linked to the invention of
European “civilization” as the epitome of human cultural evolution” (Travis
& Gaztambide-Fernandez, 2018, p.35).

Colonial cultural practices have also been linked to assertions of dominance
and colonization’s physical violence (Dickason, 1992, Vaugeois, 2018). In colonial
Canada, settlers interest in music and other “higher arts” felt “civilizational superiority
and participated in the global mission to civilize “dark corners of the

world.” Vaugeois writes “the creation of exalted identities in association with
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the development of classical music institutions likewise draws on notions of raced,
classed, and gendered identities to rationalize a hierarchical distribution of resources by
generating notions of who counts as fully human” (Vaugeois, 2018).

The legitimization and reproduction of the western cannon is the result of
prolonged and repeated emphasis of this particular type of music even when it doesn’t
reflect the backgrounds of students. Abrahams (2007) shares in the call for critically
engaging with the music curriculum and its relationship to the students who it is meant
for. He writes, “in many situations where the Western canon comprises the substance of
the musical diet, that diet is legitimized and reproduced. This may or may not reflect the
interests, values, and backgrounds of students. Hence, certain or all individual and
group intents are ignored, and an unconscious acceptance of a culture that may be
irrelevant and foreign to these individuals and groups is fostered” (Abrahams, 2007), p.
226). Hess says that Western music is what colonizes music education because it has
been constructed as “natural” and that any alternatives to this “ethnic core music” are
merely tokens hierarchically arranged around it. The music curriculum as it is presented
reinforces the dominant power relations (Hess, 2015).

The orchestra is viewed by many as the epitome of class and culture, however
the following is an example of the backlash an orchestra can face when it relies on the
deficit approach. In its quest for modernization and fueled by nationalistic goals,
Venezuela bought into the idea that symphonic practices are “universal” and invested in
its Orquestra Synfonica de Venezuela in 1975 as that cultural entity accessible to all
levels of society. However, in reality it became an elitist, foreign and ultimately
inaccessible institution (Pedroza, 2015). Pedroza argues that the narrative of symphony

as an ideal is being dismantled in Venezuela and partially through integrating local
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instruments, has dismantled this notion. Lazo (2017) goes as far as to say “the insidious
colonialist message that the “orchestra is the universal answer to every social problem is
perhaps one of the best examples of cultural dissonance permeating music programs to

this day” (Lazo, 2017, p. 201).

Decolonizing the music education curriculum

Imposing the western cannon on a society that has its own musical tradition is
problematic. McConnachie (2021) a music educator in South Africa sees the
development of a culturally specific education of great importance given South Africa’s
colonial past and effects of globalization. He is concerned students are only engaging
with music from their own culture on a superficial level. This is due in part to the
official government music syllabus being based almost entirely on the theory and
practice of Western art music which legitimizes and reproduces the Western canon
while ignoring the backgrounds, values and interests of students (Abrahams, 2007).
McConnachie relays another drawback of a Western-based curriculum in that it is
perceived as elitist creating a pushback that is having detrimental effects on the
overall education of South African students (McConnachie, 2021). This
reinforces Abrahams’ call for critically engaging with the music curriculum and its
relationship to the students who it is meant for.

Hess encourages musicians to situate music in its sociopolitical and
sociohistorical contexts and to recognize the power of music to critique dominant
hegemonic discourses (Hess, 2006). She enlightens aspects of the socio-cultural
embeddedness of music by writing “people create music both for and within contexts
imbued with intricate tapestries of power relations. Symphonic music, for example,

connects to white, middle class sensibilities in ways that celebrate such identities (Small
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1998). Afro-Cuban folkloric music reflects Cuban culture’s “heterogeneous
conglomeration of different races, cultures, many fleshes and cultivations that are
stirred, intermingled and disintegrated in the same social cauldron” (Boggs 1991, 76).
Colonization, imperialism, and enslavement intersect within the music. Examining
music contrapuntally illuminates an interesting set of relations and counter narratives”
(Hess, 2016).

Because our societies are built on dominance and oppression, developing an
understanding of the systems of belief and institutional structures that shape
contemporary power dynamic is important. Vaugeois (2018) recommends pedagogical
goals for decolonizing classical music. First, is to disrupt the dominant narratives
that don’t acknowledge the link between the rise of dominant cultural and politics of
racial violence that aided in their ascent. Second, he writes “I suggest tracking the
intersections of personal meaning with the political and economic relationships attached
to all forms of cultural production is essential to confronting the logics of inequality.”
Third is to dismantle the Western canon as an entity. He writes “The relationship of this
canon to White bourgeois identities and racial supremacy must be actively
deconstructed in order to recognize the roles that public music-making can have in
normalizing or challenging the log-ics of inequality. It is a luxury of Whiteness—an
indicator of dominance—to be able to perform music under the guise of “great art”

without the need to con-sider the appropriateness of textual (or other) significations or
their relevance to a wide range of people”” (Vaugeois, 2018, 62). Fourth is cultural and

economic restitution of which Vageois writes:
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"Classical music institutions, as forms of white property, are one manifestation
of a framework that sustains the colonial project by exalting certain identities
while rationalizing the dispossession, domination, and exploitation of others.
While many cultural workers experience themselves as a dominated class,
perpetually struggling to find adequate funding and recognition, a lack of
awareness about larger colonial structures, and the raced, classed, and gendered
subjectifications that sustain them, they are left at risk of what I call “terminal
naiveté,” that is, a form of ignorance that results in political docility (Foucault,
1977). University-educated musicians and teachers need to under-stand the
effects of colonization in its contemporary political, legal, and cultural
manifestations in order to understand how notions and practices of exaltation

contribute to inequality and injustice” (Vaugeois, 2018, 62).

Model curriculums would focus on the interconnectedness between different
kinds of music and their contexts. Hess writes “I envision a curriculum fraught with
tension and critique and rich with dialogue and learning possibilities” (Hess, 2015,
346). She advocates for considering music relationally rather than hierarchically,
teaching students to think critically and grasp interrelationships between themselves and
music and ultimately “critique and dismantle the hierarchy of civilizations” (Hess,
2015, 346).

Curriculum transformation was the theme of the 2017 Rhodes University
Transformation Summit. The following recommendations were made concerning
curriculum: “it must be adaptive to the changing socio-demographics of the student

body; take into account the multiple ways students learn (transformed pedagogy); it can
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be radical (whole curriculum overhaul), or incremental (smaller changes over time); the
majority of sources must come from the global south, rather than the global north; it
takes into account our African context in designing the course (which includes content,
assessment and application and examples); it recognizes the importance

of multilingualism in teaching and learning, and it is connected to the lived experience
of students, and offers opportunities for application to bridge the gap between students’

lived experience and what they encounter in the classroom” (McConnachie, 2021, 41).

Conclusion

This literature review focuses on the need for careful consideration in
organizational planning. Mission, vision and values statements should create a sense of
ownership among stakeholders. Moreover, the underlying philosophies of an
organization are equally important in that they direct the path of the organization. Social
justice and decolonizing elements are discussed as frameworks that can have profound
effects on organizational mission in educational and orchestral settings. The
frameworks question power dynamics, curricular and programming decisions and lead

organizations towards social transformational.
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CHAPTER 3

METHODOLOGY

This study is a qualitative case study using data collection and analysis
procedures of grounded theory methodology in order to understand the following
research questions:

1. How do key stakeholders of the Lebanese National Higher Conservatory of
Music perceive the goals of the LNHCM and of the Lebanese Philharmonic
Orchestra?

2. What are the programs and organizational components that support the goals of
the LPO and LNHCM?

3. What would Social Justice and Decolonizing perspectives offer as a lens to

critique the goals of the LNHCM and the LPO?
Theoretical Background of Research Design

Paradigm

The conceptual framework on which this study rests is a combination of social
constructivism and the advocacy/participatory perspectives. Researchers with a social
constructivist worldview aim to understand the world we live in through subjective
understanding of lived experiences; embrace complexities which are formed as the
results of interactions subjects have with others and their history and culture; recognize
the iterative and interpretive process between researcher and participant in creating
meaning; and acknowledge that their own positionality influences their research
(Creswell, 2007). The advocacy/participatory paradigm is part of the conceptual

framework because the researcher believes that alone, the constructivist paradigm
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doesn’t advocate for research to lead towards actions that can help the disadvantaged
(Creswell, 2007).

Whether the researcher engages in deep epistemological and philosophical study
to arrive at a choice of paradigm is a subject of controversy; however, despite having
disclosed this disaccord among scholars, Mertens (2020) adheres to the position that the
philosophical orientation of the researcher affects every decision in the research process
I agree with this position because in my own research journey I have noticed myself
leaning more and more towards understanding the problem from a critical and political
vantage point, rather than treating it from a purely administrative and programmatic
point of view, which is actually an indication of my epistemological and philosophical
view.

In seeking to make meaning of the tragedy of the current Lebanese situation, I
believe it is important to question the purpose and programing choices of the LPO from
an administrative angle through dialogue with administrators and board members. I also
think it is equally, if not more important to consider its impact from the perspectives of
musicians who are often left out of the equation.

Perspective

The paradigm underlying this study is the transformative paradigm which is a
research framework that respects cultural norms, aims to aid social justice, and
promotes human rights (Mertens, 2020). According to Mertens, the transformative
paradigm asserts “that the agency for change rests in the persons in the community
working side by side with the researcher toward the goal of social transformation”
(Mertens, 2020, 8). He adds, moreover, that “transformative researchers consciously

and explicitly position themselves side by side with the less powerful in a joint effort to
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bring about social transformation” (Mertens, 2020, 21). It is a paradigm meant to
improve relationships among all stakeholders in an organization (Antunes, 2009).

Transformative paradigm is appropriate in this study because it gives a voice to
the musicians of the Lebanese Philharmonic Orchestra (LPO), a group with little formal
power over organizational decision making. At the same time, it takes into account the
perspectives of conductors, administrators and board members aiming to create a bridge
between the musicians and this body. It is also philosophically in alignment with Paulo
Friere’s concept of “dialogical conscientizaton” whereby critical awareness is
developed through reflection and action. These two aspects, reflection and action, are
very important to my study. As a musician in the orchestra, I have vested interest in the
LPO’s longevity, I am concerned for its future and am convinced its role needs to be re-
envisioned and enacted.

I have often felt that the opinions of musicians in the orchestra are not welcomed
by administration, which is why I hope my research can help create dialogue. I hope the
results of the study can offer means for action. I also reflect on my role as a teacher at
the conservatory and have an interest in seeing a transformation in the curriculum of the
conservatory and how through curricular alignment, the LPO may play a role in
inspiring young musicians.

Research Design

The research design chosen for this research is a qualitative study using
grounded theory. Characteristics of qualitative studies are that “they are inductive,
emerging, and shaped by the researcher’s experiences in collecting and analyzing the
data” (Creswell, 2009, 19). Rather than being based on theory, they take a ground-up

approach and are flexible as data is collected and codes emerge (Creswell, 2009). A key
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methodological features of grounded theory is it uses systematic and theoretical coding
processes in order to look for relationships in codes that will generate hypothesis which
can later be used in the theory, and theoretical sensitivities are increased by exploring
the complexities in the data (Corbin & Strauss, 2008).

Figure 1 illustrates the process of grounded theory.

Figure 1

Grounded Theory Chun et al., 2019, p. 3
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Study Participants

The study participants of this project are key stakeholders of the LPO, including
board members, administrators, conductors and musicians of the LPO. Initially, the
researcher envisioned only taking the perspective of administrators and conductors, the
traditional decision makers in an orchestra, but as my research became more focused
and critical, I decided that much valuable data would be lost by not including the
perspectives of musicians who are experiencing the results of the decisions every step
of the way. This decision is in alignment with the transformative paradigm as [ am
engaging with a less heard body of the LPO.

Mertens cautions on the importance of carefully and strategically selecting
samples because this affects the quality of data and inferences the researcher can make
(Mertens, 2020). Purposive sampling and theoretical sampling will be used in this
study. Purposive sampling is the first step in sampling in grounded theory. It is where
researchers select participants that they think can address the research questions (Chun
et al., 2019). Creswell writes “the inquirer selects individuals and sites for study
because they can purposefully inform an understanding of the research problem and

central phenomenon in the study” (Creswell, 2007, 125).

Data Collection Tools

The researcher is the instrument for data collection in qualitative research
studies (Mertens, 2020). The method for data collection in this study was interviews.
The researcher held one-on-one semi-structured interviews with the study participants.
Open-ended questions allowed respondents to have room to air concerns and interests,
thereby giving the researcher more insight into the case (Mertens, 2020). The

transformative nature of the interviews embodied the spirit evoked by Givens (2008)
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who emphasizes familiarity of the researcher towards the participant, the dialogic and
conversational flow of the interviews, and the democratic approach to collecting data
across the community spectrum. Additionally, she writes of the interview:

The interviewer is not a distanced outsider in the interview and he or she is well

aware that his or her own contributions to the interview might affect the content

of the conversation. Similarly, empathetic understanding is the goal, with the
interviewer telling of his or her own beliefs as a way to make connections with
the person being interviewed. In most instances, researchers describe the
interview process as a democratizing event that serves to give depth and breadth
to representations of the voices of individuals in the community being

researched. (Givens, 2008, p. 3)

Additionally, interviews were recorded and transcribed. Although Glaser (1998)
say in grounded theory there is no need to record interviews because conceptualizations
can be made from interview notes made after the interview through memo-writing, the
researcher believed do to inexperience, recording the interviews is better. Piko (2014)
shares of her experience, “on reflection, as a researcher who was inexperienced in
conceptualization, these recordings were an advantage. I was able to revisit, verify, and

re-code text as new concepts emerged and I detected patterns” (Piko, 2014).

Procedures of Data Collection

This study relied on one-on-one semi structured interviews for data collection.
In this research study, questions were semi-structured allowing the participants’
interests and ideas to appear, and to allow possibilities to emerge. There were 8 pre-
selected questions that shaped the direction of the interviews. Good research questions

having two dimensions, thematic and dynamic (Kvale, 2011). Thematic refers to a
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questions ability to produce knowledge, and dynamic is related to the relationship and
interaction between the interviewer and subject (Kvale, 2011). The researcher can also
begin analysis during the interview by directing follow up quest based on responses
(Kvale, 2011).

The interview started with a briefing which is where the interviewer told the
subject about the nature and purpose of the interview, how it will be conducted and
inquires if the subject has any questions (Kvale, 2011). The interview was followed by a
debriefing where the subject is invited to share their experience of the interview, and the

interviewee mentions the main points learned from the interview (Kvale, 2011).

Data Analysis

The researcher coded data collected through the interviews in three stages:
initial, intermediary and advanced coding. Coding is where keywords are assigned to
text segments for the purpose of identifying statements (Kvale, 2011). Initial coding is
the first step in breaking the data down and assigning labels to important words or
groups of words based on social and psychological components rather than themes
(Chun et al, 2019). These codes help researcher begin to assign meaning and make
comparisons in the data, which helps determine the direction of next stages of data
collection (Chun et al, 2019).

The intermediate stage of coding is where core categories become evident
through refined analysis (Chun et al, 2019). Constant comparative analysis takes place
in the intermediate stage data during memo-writing. It is a way of comparing the
responses of multiple subjects to help build and test out theories between interviews
(Charmaz, 2006). Through constant comparative analysis, the researcher builds a theory

by studying the links between categories and properties (Merriam & Grenier, 2019).
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One main theme is identified, the core category, which all other conceptual elements are
connected to (Merriam & Grenier, 2019). In this stage, theoretical saturation is reached.
Chun et. al write “theoretical saturation ensues when new data analysis does not provide
additional material to existing theoretical categories, and the categories are sufficiently
explained” (Chun et al, 2019, p. 6).

Advanced coding is the last phase and it is where abstract theory emerges out of
extensive data (Chun et al, 2019). Findings are presented as interrelating concepts
through a tool called storyline (Chun et al, 2019). Storyline is described as ““a strategy
for facilitating integration, construction, formulation, and presentation of research
findings through the production of coherent grounded theory” (Birks & Mills, 2015,
180).

Quality and Rigor

The validation strategies used in this research study to ensure credibility are
rigor of methods (including constant comparative analysis, theoretical sampling and
saturation and data collection processes (including transcriptions and memoing),
congruence between methodology and research questions, respondent validation, micro-
triangulation and empathy (“to do good analysis you have to be able to “step into the
shoes of participants” and feel at a “gut level,” otherwise you lose some of the richness
and depth of the data” (Corbin & Strauss, 2012, p. 7))

According to Cresswell (2007) rigorous methods are at the forefront in ensuring quality.
“Procedural precision requires careful attention to maintaining a detailed audit trail,
data management strategies and demonstrable procedural logic recorded using

memos...An audit trail of decision-making, changes in the direction of the research and
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the rationale for decisions made are essential to ensure rigour in the final grounded
theory” (Chun et al, 2019, 7).

Respondent validation “is systematically soliciting feedback about your
data and conclusions from the people you are studying. This is the single most
important way of ruling out the possibility of misinterpreting the meaning of what
participants say and do and the perspective they have on what is going on, as well as
being an important way of identifying your biases and misunderstandings of what
you observed” (Maxwell, 2012, p. 126). This was achieved by repeating interviewer’s

statements back to them to ensure that the researcher understood responses accurately.

Limitations

The main limitations to the study are related to the inexperience of the
researcher in conducting research, the relatively expansive scope of the research
questions and the assumptions and biases the researcher brings. Corbin and Strauss
bring up the reasonable assumption that training in qualitative research adds to the
quality of results. They write, “what the researcher brings to the analysis in terms of
qualifications, experience, perspective, as well as underlying philosophical orientation
will make a major difference in the quality of findings” (Corbin & Strass, 2012, p.7).
They add that the challenge of qualitative research is having the methodological
grounding and data gathering and analysis skills to develop themes, create rich
description and thorough narrative (Corbin & Strassm 2012). Although I followed the
methodological procedures explained above, this is my first attempt at qualitative

research which is a limitation due to inexperience.

43



CHAPTER 4

RESULTS

Introduction
The following results are based on eleven one-on-one semi-structured interviews
of stakeholders of the Lebanese National Higher Conservatory of Music (LNHCM) and
the Lebanese Philharmonic Orchestras (LPO). Among the main findings are that there is
a lack of consensus regarding the missions of the LNHCM and the LPO; there are major
gaps and misalignments in the curriculum at the LNHCM; and attitudes, leadership
styles and lack of professionality are obstacles to change.
Lack of Consensus LNHCM
The mission of the LNHCM is not clearly stated anywhere and there is no
consensus amongst the participants as to the mission of the LNHCM. The responses
have to do with aesthetic goals, musical as knowledge goals and sociocultural goals.
The responses are as follows. The LNHCM is education at its core and is meant to:
e To spread the beauty of music across Lebanon
e To cultivate a musically knowledgeable society
e To vicariously teach parents and other relatives of the conservatory students
about music
e To nurture performers as well as people who appreciate music
e To create musicians, not just people who play instruments
e To bring people together and make a better society through music

e To reach as many people as possible through branches all over Lebanon
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e To provide music education with low fees in order to reach people from all
socio-economic backgrounds

e To fill in a gap in the Lebanese educational system that doesn’t emphasize
music education

e To form an orchestra of majority Lebanese membership in order to show society
that music can be a profession.

Only one participant speculated on the reason for there being no clearly stated
mission statement. They stated it was due to the frequently changing of directors and
interim presidents and their short time in office. The next section elaborates on the goal
“to nurture performers as well as people who appreciate music.” The participants had a

lot to say on this matter.

Professional or Amateur Musicians or in between?

Some participants believe the goal of the conservatory should be general
education and others consider it for producing professionals and other believe a balance
of the two is possible. However, with the wide, national spread of conservatory
branches, one participant commented on the superficial nature of music education at the
conservatory and that the conservatory is not meeting high enough standards

considering how prestigious it is regarded by parents to send their children there.

LNHCM Should Be

Unprompted, all participants expressed what they desired the outcomes of the
conservatory would be. There was also consensus regarding the need for positive
changes, in small meaningful steps as one participant put it.

There was agreement about the need for the level at the conservatory to be

higher, that the conservatory should have higher standards and produce more
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professional musicians. The conservatory should be graduating artists and a higher level
of artistry necessary at such an institution. Along similar lines, participants expressed
that the institution needs to be taken more seriously and students need to work harder.
To help students, expectations should be made clear and the program/curriculum and
the processes at the conservatory should be clear and accessible. Students also need to
understand that there is a limited time frame in which to complete their studies. And to

give credibility and a sense of achievement, conservatory diplomas need accreditation.

Lack of Consensus LPO

The LPO also lacks a mission statement, so participants were asked what they
thought the purpose of the LPO is. The responses were varied. In addition, some
participants expressed skepticism concerning the LPO because before the economic
crisis, efforts weren’t made to making the LPO a “good” institution and now it will be
really hard because the institution is in survival mode. The orchestra had the necessary
support and budget for the last 20 years but it was poorly managed. Now the orchestra
is getting smaller and smaller as people find better work opportunities and the future of

the LPO is at stake.

Educational and Social Aspects of the LPO

The participants mentioned that the LPO is educational in its mission, it is meant
to educate people about classical music through free concerts in order to develop and
spread culture over Lebanon. It is also meant to create an orchestral tradition in
Lebanon through regular concerts. It showcases the works of Lebanese composers and
also exposes audiences to new music. Its goals it to create a more aware and
knowledgeable audience. Other aims include socially engaging people, to improve

society and bring prestige to Lebanon.
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Co-opting of the LPO

Participants familiar with the inner workings of the LPO described a power
struggle within the LPO between its conductors. Stakeholders explained that conductors
collaborate with various entities in Lebanon including choirs, embassies and
organizations and vie for personal achievement through the platform of the LPO. One
participant noted that the LPO has become a place where conductors show off at the
expense of the cohesion and greater vision of the orchestra. One participant found it
unfortunate that this was the case because there was more effort in trying to make
connections with outside organizations rather than focusing internal functions of the

LPO.

Narrow Reach, Poor Accessibility and Neglect of Local Talent

Participants also expressed that the vision of the LPO is unclear because seems
like the LPO is catering to one audience base in Achrafieh, rather than being accessible
to the whole Lebanese population as a national symphony orchestra should be. Another
criticism expressed is that the LPO is collaborating with so many guest artists that it is
neglectful in nurturing local talent.
LPO Should Be

Just as was the case with questions concerning the goals of the LNHCM, there
were many responses to the question about the goals of the LPO that expressed how
they should be. They are the following. The LPO should be proactive in attaining goals
and always be evolving towards a vision. LPO should reach more people and especially
it should target people who have never herd classical music before. It should make more

effort to play for new audiences and needs to make concerts more accessible to
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new/different audiences, by playing in different locations. Ultimately, it should have
spread all over the country.

The LPO should work on its image aiming to become a national icon and in the
process, it should engage more with the media. It should strive for the highest level
possible and produce recordings. Included in its image should be more local
representation of musicians, composers and conductors, as well as more young
musicians.

Lack of Consensus regarding Relationship between the LNHCM and the LPO

There is also a lack of consensus among stakeholders regarding the relationship
between the LPO and the LNHCM. There are two camps in the question on the
relationship between the two organizations. On one side, there are those that see the two
organizations complement each other and can function in tandem. They think the LPO
can serve as an educational platform and that students of the conservatory can benefit
from attending concerts. The LPO will encourage students to aim to one day be a part of
the ensemble after working their way through successive conservatory ensembles. One
participant also saw the opportunity for the LPO to provide material for theory and
history professors at the conservatory.

Another way that the two institutions are connected is that the orchestra provides
teachers for the conservatory. Foreign orchestra members are contractually required to
teach at the conservatory. This relationship makes it nearly impossible to separate the
two institutions. Problems arise with requiring performers to teach. As one participant
noted, not all good players are pedagogically equipped which ends up hindering student

development. In addition, it was pointed out that foreign LPO members also consider it
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a conflict of interest to teach well because it means that they could end up being
replaced by their students.

The other camp of participants doesn’t see the LPO and LNHCM related at all.
They envision the conservatory as an educational entity and the LPO as a cultural one.
These participants think the LNHCM should fall under the ministry of education and
the LPO under the ministry of culture. Both institutions are currently under the ministry
of culture and which may be why the conservatory diploma is not accredited.
Participants also mentioned that is quite unusual for orchestras to be attached to
conservatories unless they are of student level.

Another problem with the two institutions being linked is that the budget of the
LPO was very high in order to employ foreign musicians. Stakeholders said this created
tension and even animosity towards orchestra musicians from the rest of the
conservatory. The orchestra also became very large and overshadowed the
conservatory. So as one participant put it, the conflicting missions of the LPO and

LNHCM were a heaviness endured by the members of the conservatory.

Curricular Shortcomings
The following section speaks to the programs and organizational components

that support the goals of the LPO and LNHCM.

Written Curriculum vs Reality

According