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Abstract 

This article explores how concepts of love, in particular compassionate love, can provide a way of 

promoting empathy and conciliation in intercultural community music contexts. Drawing on the work 

of Deborah Bird Rose and bell hooks, it considers how love is first and foremost a verb, a participatory 

emotion and a social practice that can both inform and underpin efforts at building connections with 

others through music. The article then seeks to ask two thorny and critical questions that can arise 

when community musicians conceptualize their intercultural music-making through the lens of love. 

These questions point towards the oftentimes irreconcilable complexities, cultural politics and 

legacies of colonization that underpin peace-building and conciliation efforts. To illustrate and 

unpack these ideas, the article draws on stories and experiences of a ten-year intercultural music 

collaboration with Warumungu and Warlpiri musicians in Central Australia. 
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Introduction 

This article explores how concepts of love, in particular compassionate love, can provide a way of 

critically reflecting upon community musicians’ efforts to build empathy and conciliation across 

communities and cultures.1 By focusing on love in this context, we bring to the fore the importance 

of intimacy, interaction, trust, respect, dialogue and ethical responsibility in our intercultural music 

practices. For love demands that we show: ‘a willingness toward dialogue, a willingness toward 

responsibility, a choice for encounter and response, a turning toward rather than turning away’ (Bird 

Rose 2011: 5). As Bird Rose’s words suggest, this means that love is first and foremost a verb, a 

participatory emotion and a social practice that can both inform and underpin connections across 

cultures through music-making (hooks 2000). When viewing love in this way, we are challenged to 

consider ways of engaging in intercultural music practices and conciliatory dialogue that foster 

‘relationships across otherness without seeking to erase difference’ (Bird Rose 2004, in Barney 2014: 

2).  

 

In this article, I reflect on how music might allow us to love and learn across our cultural differences. 

As many other authors in this IJCM Special Issue will attest, music has the capacity to create empathy, 

build connection and give hope (Clarke, et al. 2015; Laurence 2008). It can cross cultural divides 

(Bartleet et. al. 2016) and provide a strengths-based space to meet through shared passions and 

interests (Fairchild and McFerran 2018). Music gives us a space where we can be creative, explore 

the world around us (DeNora 2000) and connect us with our past, our present and our future (Crafts 

et al. 1993). Music can heal the body, mind and spirit from trauma (Garrido et. al. 2015) and create 

the conditions for peace and conciliation to prevail (Bergh and Sloboda 2010). 

 

That said, music has also been used for change of the very worst kind, as we have seen in the chilling 

use of music in association with violence and war (Johnson and Cloonan 2013; Waksman 2011). 
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Equally, those in power have recognized the potential of music to resist and undermine political and 

social regimes, and there is a long history of musicians being silenced and suppressed, sent into exile, 

tortured and much worse (https://freemuse.org). This has been something that I have personally 

reflected upon since growing up in apartheid South Africa. Music was the soundtrack to my life. Each 

night I was lulled to sleep by the drumming and songs coming from the compounds of workers who 

had left their homelands and come to the cities to find work. Living through this politically turbulent 

time, I experienced how music was subversively used to spread an anti-colonial agenda, and how 

protest and freedom songs were used to organize and mobilize the resistance movement (see Erlmann 

1996). However, of course, this resulted in many prominent musicians being sent into exile, 

imprisoned or killed. This is the kind of music that I love most; it takes me back to my childhood and 

makes me feel homesick for Africa, but ironically this is the very music that was used to sing against 

the oppressive regime, from which I, as a White girl, benefitted.  As apartheid eventually came 

crumbling down, it was music that became a powerful medium for bringing cultures together to heal 

the past and reimage a different future. Some say music may have stopped South Africa from 

descending into civil war (Schumann 2008).   

 

I have carried these formative experiences into the work that I do today with Warumungu and 

Warlpiri Elders and artists in Central Australia. For the past decade I have collaborated with Barkly 

Regional Arts and Winanjjikari Music Centre (WMC) on an arts-based-service-learning programme 

that brings together university students, and First Nations’ 2  community musicians and non-

Indigenous arts workers in Central Australia. My collaborators and I have written extensively about 

the nature of this work in relation to intercultural music-making (Bartleet et al. 2016), artistic 

citizenship (Bartleet and Carfoot 2016), creating respectful and mutually beneficial educational 

practices (Bartleet et. al. 2016), and community and educational outcomes from this practice and 

research (Bartleet et. al. 2019a). This collaborative work has more recently extended to research 

through a research project entitled Creative Barkly (funded by the Australia Research Council 

https://freemuse.org/
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Linkage Scheme), which has undertaken the first cultural mapping of its kind in this very remote 

region (Bartleet et. al. 2019b). In this context, the First Nations’ population is close to 70%, and in 

some remote communities over 97%. This is a highly complex and politically charged intercultural 

context, where notions of ‘conciliation’ and indeed ‘reconciliation’ are challenged on a daily basis. 

In Tennant Creek, domestic violence statistics are amongst the highest in Australia, homelessness is 

30% higher than the national average, rates of kidney disease are the highest in the world and First 

Nations’ Peoples are disadvantaged on every social indicator (Australian Bureau of Statistics [ABS] 

2016). One could surmise that this stems from a colonial legacy of massacres, genocide, stolen land 

and repeated government policies that have been aimed at eliminating First Nations’ Peoples and 

their cultures and denying them human rights, dignities and the sovereignty that are justly theirs (see 

Atkinson 2002). However, this darkness is mixed with great light, joy, strength and remarkable 

resilience. First Nations’ Peoples in Australia have engaged in communal song, dance, art and music-

making in deeply interconnected ways for more than 60,000 years. This enduring musical and cultural 

strength and sense of community connectivity continues to hold incredible wisdom and insights about 

what music and communities can and should be (see Bartleet et. al. 2019b).  

 

This work has been undertaken in a deeply complex social, cultural and political environment. Over 

the years I have witnessed music foster the conditions needed for cultural conciliation and healing 

(see Bartleet 2012; Bartleet et al. 2018) but through this work I have also come to witness the violence 

and injustices that colonization continues to inflict upon this country. This is the context in which I 

am situating this article on love, and the ideas and questions that I pose are grounded in my 

experiences as a non-Indigenous woman, a first-generation migrant and an ally on this long journey 

of learning. While my focus is on the interface of First Nations’ and non-Indigenous cultures, this 

topic and some of the thorny questions that I pose later in this article are also relevant to the work of 

community musicians in other places of conflict and injustice around the world.  
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Positioning love 

When I reflect on the deep affection and musical connections that I have shared with musicians and 

Elders over the years, I think in particular of musicians such as Brian Jakkamarra Morton (my uncle),3 

and the reciprocal time and commitment that we have both devoted to our musical collaborations. I 

think of us taking our twin girls (known in Tennant Creek by their Warumungu skin name, Nampin)4 

on the long 2500 km journey to visit him, his family and our collaborators, and him letting them climb 

over his guitar as he taught us a song. I think of his wife Jackie bringing their youngest granddaughter 

to meet me. I think of him generously giving skin names to all my students, so that they may be in 

relationship with everyone and come to know both the responsibilities and love that come from 

playing music with their family. I think of my husband Gavin and our students sharing their music 

with the WMC musicians, and co-writing songs together. I think of the Warumungu Elder, Rosemary 

Nurrurlu Plummer (my cousin), who has taught my students about Wamparani ways for so many 

years, and the song that the students wrote with her in Warumungu back in 2009 that she always asks 

me to sing. I think of the song transcriptions that I have sent back to her to use in her work with 

children in the local school, and how she named my twins the Winanjjaras (meaning singing and 

dancing all the time).  

 

Insert Figure 1 here 

Figure 1: Brydie-Leigh Bartleet and Rosemary Nurrurlu Plummer (Warumungu Traditional Owner), 

2018. 

 

I think of sitting outside my caravan park one night in the dark, feeling frustration and despair over 

an incident with a ‘Whitfella Boss’ and ready to call it quits, and that country (those ancestral spirits) 

speaking to me and teaching me a lesson about how to be in that place that I have carried with me 

ever since. In these moments, I see the presence of love, and its capacity to allow us to begin to find 
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a path towards connection, despite the overwhelming cultural politics and dynamics of past histories 

and current realities. 

 

The love I am talking about here is a type of Platonic love that is commonly referred to as 

compassionate love. In compassionate love, there is a specific focus on the good of another. It 

involves embracing virtue-structured ways to valuing people. In offering this kind of other-centred 

love, we try to truly understand and accept the conditions and state of the recipient to enable the 

recipient to flourish. Compassionate love can be seen in actions, expressions and words, but at the 

core of the construct is a motivation to stretch and to give. As Lynne Underwood (2009: 4) explains, 

the ‘why’ of the action, the reason for the behaviour and the motivation behind the action are all 

important to categorizing something as compassionately loving in nature. Importantly for us as 

community musicians in the kind of work that we do, compassionate love addresses both human 

suffering and encourages human flourishing. This is because love embodies the virtues of caring, 

courage, fairness, dialogue and respect through the act of reaching out to another human being. In her 

powerful book, All about Love (2000), this is what bells hooks calls love-as-action. 

 

Love-as-action 

Hooks suggests that love is first and foremost a verb, a participatory emotion and a social practice 

that can both inform and underpin our efforts at peace-building, conciliation and reconciliation. I have 

witnessed this every day I have spent working with Elders, artists and students. This is because the 

act of music-making – whether it be playing a song for somebody, jamming together, teaching the 

lyrics to a song in language or even just setting up a stage or doing the important work of sitting down 

– all require the kind of ‘reaching out’ (Bartleet et al. 2016) towards another person that is 

characteristic of compassionate love. To illustrate my point, I would like to share a brief story.  
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It was the first year we travelled to Tennant Creek, and a local First Nations’ man, Anthony 

‘Junkyard Dog’ appeared at WMC and migrated towards two of the students, Ryan and Amie. 

They quietly sat down together, and he told them about his life as a painter and bush mechanic, 

and shared stories of his life on the highway, his homelessness, and playing for Port Power. 

After some time, he asked them if they could help him set some lyrics he had written to music. 

The lyrics are about a white settler who came to his father’s land. What followed happened 

so quietly, there was no fanfare or performance, but a genuine and reciprocal moment of love-

as-action as they crafted this important song together. When the three of them sang it, tears 

welled in Anthony’s eyes. They then recorded the song so that he could take it home and give 

it to his father and his sons.  

 

The musical ‘reaching out’ in this small and simple story embraces multiple dimensions of love in 

action – ‘care, commitment, trust, responsibility, dialogue and respect’. It is also underpinned by a 

strong sense of reciprocity (O’Sullivan 2016b) as Anthony shared his lyrics and story, and Ryan and 

Amie shared their song-writing and recording skills. As Ryan later shared in his fieldwork diary: 

 

When the three of us sang the song Anthony was very moved and ended up in tears, it was a 

special moment. I felt extremely privileged to be welcomed by him and invited to collaborate 

on something extremely personal and important. He wanted us to record these songs so he 

could give them to his father and his sons. I felt proud that I had the skills to work with him 

and produce a song that we were really happy with. 

 

This story is not one about grand gestures of love that have swept people off their feet. Rather, it 

relates to small, but significant, steps of what Judson Laughter (2014) calls ‘micro-kindness’. 

Laughter positions his micro-kindnesses theory as a positive alternative to the increasing prevalence 

of racial micro-aggressions around the world. He defines micro-kindnesses as ‘brief verbal, 
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behavioral, or environmental acts of respect, consciously intended to provide a potential space for 

positive and humanizing interaction’. Anthony, Ryan and Amie’s songwriting story I shared a 

moment ago is one small example of this. When we take actions such as this as community musicians, 

an ethic of love can act as a compass for how we engage and connect with people, places, arts 

practices and pedagogies. This resonates with the work of many music educators teaching and 

learning in First Nations’ studies/performance in tertiary classrooms and with non-Indigenous 

students (Mackinlay 2010; Mackinlay and Barney 2014). 

 

I am not naïvely suggesting that by focusing on the needs of others and practicing acts of micro-

kindnesses as community musicians, all the complexities and issues surrounding our intercultural 

politics and the lingering darkness of colonization are washed away. Rather, as Laughter suggests, 

‘the practice, study, and teaching of micro-kindness can only help support the work of broader 

systemic change for social justice’ (2014: 11). This recognizes that large-scale systemic social change 

needs to be underpinned by actions at the micro and interpersonal levels, where we have the capacity 

to be liberated from dominating ways of being in the world, and can learn to engage with one another 

in a different way (see Freire 1970). This does not take away the darkness of cultural domination, but 

provides a guiding light towards a path forward (hooks 2013). This creates a space where we can 

learn to engage with each another as community musicians in a different way.  

 

Love-as-liberation  

In her book, Writing beyond Race (2013) bell hooks suggests that when we are guided by an ethic of 

love we have the potential to oppose domination in all its forms. The practice of love through music 

has the potential to become a powerful antidote to the politics, inequities and injustices of domination 

and colonization, for the choice to love is a choice to connect – to find ourselves in the Other and to 

ultimately change. Shared music-making helps ‘makes space’ for this to happen. As Steinman (2011) 

explains, the process of ‘making space’ moves beyond ‘just talk’ and disrupts comfortable identities 
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and the common ‘habits’, allowing novel personal interactions and ‘witnessing’ to emerge in ways 

that transform intercultural relationships. Music can provide a powerful vehicle for making this space 

(Mackinlay 2008). This can then lead to liberation for both the colonized and the colonizer, and 

resonates with the well-known quote from Lilla Watson, Murri visual artist,5 activist and academic: 

‘If you have come here to help me, you are wasting your time. But if you have come because your 

liberation is bound up with mine, then let us work together’ (as cited in Briskman 2016: 83).  

 

The work of Deborah’s Bird Rose (2004) also speaks of this ethic of connection. Drawing on the 

work of Levinas (1996), Rose states: ‘There is no self without other. Life with others is inherently 

entangled in responsibility’ (cited in Rose 2004: 13). She goes on to say, 

 

This ethic of connection, of mutually implicated humans whose primary duty is to respond to the 

calls of others, particularly those who are vulnerable, does not demand a suppression or denial of 

one’s own self. Rather to the contrary, the argument is that one finds one’s own self in responding 

to others, and so both self and other become entangled in ethical relationships. (Bird Rose 2004: 

13) 

 

Similarly hooks (2013) describes this love ethic as the precursor to change: ‘To bring a love ethics to 

every dimension of our lives, our society would need to embrace change’ (hooks 2000: 87). This 

move towards change in our hearts and minds (Mackinlay 2010) is something that I have observed 

countless times in my students, my own experiences and those of the WMC musicians we have 

collaborated closely with, for the choice to love is a choice to connect – to find ourselves in the Other 

(hooks 2000: 93) and to ultimately change. Once again, music and the arts more broadly provide a 

powerful means to take such actions. Such insights are echoed in the fieldwork diary entry from 

James – a former student participant in our programme who later moved to Tennant Creek and 

became the co-manager at the WMC: 
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As a musician I was blown away by the realisation that the simple of act of jamming along 

with some of the members of the Tennant Creek community was all it took to begin to 

build a really strong rapport, sense of mutual respect and ultimately life-long friendships. 

Without music acting as that medium I don’t think we would have ever been able to break 

down some of the cultural barriers that existed between the two groups as successfully and 

genuinely as we did.  

 

This movement towards cultural connection rather than separation that James describes can be 

thought of as embodying an ethic of love. As James’ reflections allude, being guided by such an ethic 

can lead to transformational learning experiences for all involved. This was something that we have 

observed repeatedly in the ways in which the WMC musicians, particularly the Elders, have 

approached their teaching of our students, and the ways in which our students have then shared their 

music back. 

 

Insert Figure 2 here 

Figure 2: ‘Campfire Dreaming’, Desert Harmony Festival 2017, Warren H. Williams and 

Queensland Conservatorium Griffith University students (Sophia Koop, Brannon Crickmore, Tiahn 

Berg and Ben Westphal). 

 In these settings, the most powerful and important part of the learning process comes from the 

intersection between relationship building and shared music-making (for a more detailed discussion 

of this, see Bartleet et al. 2016). However, I want to acknowledge that using this concept of love 

comes with a danger. That danger is that we can slip into an uncritical triumphant narrative about 

love without taking heed of some thorny and critical questions, two of which I would now like to 

pose. 
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Does love make us blind? 

Even after all the love I have experienced, given and received in my work in Central Australia, I still 

struggle to fully understand how love manifests itself in contexts that are still so fraught with Colonial 

power and privilege. In thinking through this complexity when writing this article, a deep childhood 

memory came to me. It is a memory that is likely to shock some readers because it is a memory of 

my childhood maids. Where I grew up in South Africa, domestic help was common in White 

households. These positions offered a vital form of income for large families of children who were 

often far away from their mothers. When I think of our maids, who were part of the family and such 

significant figures in my upbringing, I feel an overwhelming sense of love. I vividly recall the love 

they showed us in micro acts of kindness every day and the love that we showed back. I had never 

thought of that relationship as anything other than love. However, in reflecting critically on the 

concept of love for this article, a realization began to dawn on me. I realized that the love I felt was 

mixed up in a cocktail of Colonial power and privilege. I started to ask myself if we are talking about 

love-as-liberation within the complex cocktail of love, power and privilege, can those who have been 

colonized really experience liberation from this loving relationship? As I reflect on Peggy McIntosh’s 

(1989) famous invisible knapsack of white privilege, I seriously question this. To give just a few 

examples of the privileges she describes: 

 

I can if I wish arrange to be in the company of people of my race most of the time.  

I can avoid spending time with people whom I was trained to mistrust and who have learned 

to mistrust my kind or me.  

If I should need to move, I can be pretty sure of renting or purchasing housing in an area 

which I can afford and in which I would want to live.  

I can turn on the television or open to the front page of the paper and see people of my race 

widely represented.  
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I can be sure that my children will be given curricular materials that testify to the existence of 

their race. (McIntosh 1989: 10-11) 

 

As a non-Indigenous community musician and researcher, engaging in this kind of intercultural work 

means continually and reflexively critiquing my cultural biases and assumptions, and ultimately the 

systematic privilege that I benefit from as a non-Indigenous person (Goodman 2011). I have come to 

wonder whether love-as-liberation might also be about the colonizer being liberated from their 

feelings of colonial guilt? Does love make us blind to this colonial guilt? Does love (or indeed a 

peace-making endeavour) make us feel so good and comfortable that we become blind to the 

injustices that are lurking beneath the surface of our loving relationships as community musicians? 

Does this blindness make us susceptible to enacting yet another colonizing endeavour in our music-

making without even realizing it? 

 

As Rachel Flowers (2015) – a First Nations scholar from Canada – asks, does this propensity towards 

love suppress the voices and struggles of First Nations’ Peoples and deny not only the validity of 

other decolonial emotional responses such as sadness, resentment or anger but also their 

transformative potential? If I fast forward in time to my current work, I have come to wonder whether 

my love for my First Nations’ collaborators sometimes blinds me to my unearned privilege and 

softens my perception of the injustices still so clearly there? If we are committed to addressing those 

injustices and changing broader macrostructural forces and institutions, do we need to look more 

critically at ourselves as community musicians, our privileges and how we might be complicit in 

broader oppressive systems without realizing it?  

 

As Noel Pearson said in the Foreword to the book, Serious Whitefella Stuff: When Solutions become 

the Problem in Indigenous Affairs (Moran 2016), fixing the community is only half the problem; the 

other half is addressing the systematic oppression and privilege that continues to create these 
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situations and inequities, all from which I continue to benefit in this country. For me as an ally, if I 

am committed to the concept of love, this involves engaging in a process of unlearning my privilege. 

And this is a personal and musical process. This process of unlearning my privilege and relearning 

different ways of thinking about love and music connects to my second question.  

 

Are we loving too hard, too fast? 

I am mindful that the idea of love as a positive participatory emotion might not be reflective of 

everyone’s experiences.  Nor is it an experience that all are ready to dive into. It was gently pointed 

out to me by one of my doctoral students reflecting on her life experiences (she suffered terrible 

childhood abuse) when she reminded me that not everybody is comfortable with the idea of jumping 

into love. Indeed, as I did a search for the word ‘love’ in Judy Atkinson’s book, Trauma Trails: 

Recreating Song Lines (2002), I was struck by the narratives that viewed love with scepticism. One 

person quite plainly said, ‘You can’t trust humans to love’. This scepticism of course can relate to 

both the colonizer and the colonized. Judy Atkinson reminds us that we cannot speak about love in 

the context of First Nations’ and non-Indigenous relations in Australia without addressing the need 

for healing first. And this healing needs to happen on all sides. This resonates with Joanna Macey’s 

(2012) concept of the ‘great turning’ and the slowing down and shifting of consciousness that might 

be needed for this healing between cultures to take place. To do this, Atkinson draws on the concept 

of dadirri, as described by Ngan’gityemerri writer Miriam Rose Ungunmerr (1988). She says the 

principles and functions of dadirri are a knowledge and consideration of community and the diversity 

and unique nature that each individual brings to a community. Dadirri provides a way of relating and 

acting within community, a non-intrusive observation, or quiet watching and a deep listening and 

hearing with more than the ears, and having learnt from this kind of deep listening, then enacting a 

purposeful plan to act in a way that is informed by this learning (see Atkinson 2002: 16–18). This can 

pave the way for love. Let me share a story to illustrate this concept.  
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The arts organisation we collaborate with up in Tennant Creek, Barkly Regional Arts, was 

approached by Elders from a community in the Barkly Region to see if they could make a 

documentary with music and story about their traditional homelands, and some of my research 

team members went along to assist. Through this project, families were reunited on their 

traditional Country6 for the first time in well over 40 years. They had been forcibly removed. 

There was a lot of tension and anxiety in the organisation (especially from the no-Indigenous 

arts workers), but after a long period of negotiations and permissions, they had finally arrived. 

They were so excited that everyone temporarily forgot about the project and the filming! 

Onlookers could see that real healing was happening in this place. Everyone noticed how the 

country came alive under the feet of the people who were intimately tied to it as they walked 

on their Country, their home. Colours were brighter, birds sang louder, the desert was soft on 

people’s spirits and hearts and sang to them at night. Lesley Thompson – one of our long-

standing collaborators – sat by the significant waterhole and played his signature country 

music tune about that country, Walapanba. He later told me he found water all over the red 

dirt the next morning, signalling to him his song had awoken the rainbow serpent. The desert 

lights shone at night for the people to see. The women told stories about those spirits, about 

what it meant for them to be there. Everyone said that wherever their footsteps went, the spirits 

also came to visit in the form of birds.  

 

Many small acts of micro kindnesses and generosity were shared, and love grew between the First 

Nations’ and non-Indigenous musicians and arts workers through this shared cultural experience. 

Lesley’s singing awoke the country and it in turn worked on everyone. What is so powerful in this 

story is that the wisdom of First Nations’ ways of knowing, being and doing that overcame the tension 

and anxiety felt by the non-Indigenous arts workers who felt the pressure to hurry up and film the 

documentary. Instead, through a slow and deep process of listening and being, which was reciprocally 

shared amongst all involved in the documentary, a space was made for love to emerge. 
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Concluding thoughts 

These are only two of many thorny and complex questions that I could have posed when viewing the 

concept of love through the critical lens of anti-colonial and antic-oppressive work. However, they 

do not negate the value of love and the significance of enacting an ethic of love in the work that we 

do as community musicians. In fact, my sense is that asking these sorts of critical questions can bring 

even deeper understandings of love in our music-making and promote even greater possibilities for 

love-as-action and love-as-liberation in our work as community musicians. As I have aimed to share 

in the personal reflections in this article, enacting an ethic of love, driven by acts of micro-kindness, 

can provide useful ways of critically thinking about how music can promote empathy and 

conciliation. However, as I have suggested too, this focus on love does not necessarily produce the 

perfect antidote to the ravages of colonization and systemic inequities and social injustices that 

continue to pervade our lives and work here in Australia and beyond. I do not believe there can be 

genuine love (nor conciliation) without social justice, and for non-Indigenous community musicians 

such as myself that involves being empathetic allies for change and being courageous enough to 

question and seek to unlearn our privilege too. 

 

Indeed, the kind of love that I have been alluding to here is not aimed to lull us into a comfortable 

and cozy zone, the kind that can make us blind to the power dynamics of a situation, but rather a far 

more radical kind of love, the kind that can show us a path forward, each small step at a time. As 

Henri Nouwen (1997) has said, 

 

We choose love by taking small steps of love every time there is an opportunity. […] Each 

step is like a candle burning in the night. It does not take the darkness away, but it guides us 

through the darkness. When we look back after many small steps of love, we will discover 

that we have made a long and beautiful journey. (as cited in Laughter 2014) 



 16 

 

Acknowledgements 

My sincere thanks to my collaborators in Central Australia, and back in Brisbane, for the love they 

have shown my family, colleagues, students and myself. This article was originally presented as a 

keynote at the Peace, Empathy and Conciliation Conference at the University of Melbourne, and my 

thanks are due to the organizers of this event, Professor Jane Davidson and Dr Samantha Dieckmann, 

for their kind invitation to be part of this important conference, and its resulting special issue.   

 

References 

Atkinson, J. (2002), Trauma Trails, Recreating Song Lines: The Transgenerational Effects of Trauma 

in Indigenous Australia, North Geelong: Spinifex Press. 

Australian Bureau of Statistics (ABS) (2018), ‘2016 census QuickStats’, Australian Bureau of 

Statistics https://quickstats.cen- 

susdata.abs.gov.au/census_services/getproduct/census/2016/quickstat/SSC70004. Accessed 

27 October 2019. 

Bartleet, B. L. (2012), ‘Stories of reconciliation: Building cross-cultural collaborations between 

Indigenous musicians and undergraduate music students in Tennant Creek’, Australian 

Journal of Music Education. Special Issue: Indigenous Issues in Music Education, 2, Special 

E-Issue, pp. 11-21.  

____ (2016), ‘The role of love in connecting intercultural arts theory and practice’, in P. Burnard, E. 

Mackinlay and K. Powell (eds), The Routledge International Handbook of Intercultural Arts 

Research, New York: Routledge, pp. 91–101. 

Bartleet, B. L. and Carfoot, C. (2013), ‘Desert harmony: Stories of collaboration between Indigenous 

musicians and university students’, The International Education Journal: Comparative 

Perspectives, special issue: ‘Global 21st Century Professionals: Developing Capability to 

work with Indigenous and other Traditionally-Oriented Peoples’, 12:1, pp. 180-196. 



 17 

____ (2016), ‘Arts-based service learning with First Peoples: Engendering artistic citizenship’, in D. 

Elliott, M. Silverman and W. Bowman (eds), Artistic Citizenship Artistry, Social 

Responsibility, and Ethical Praxis, New York: Oxford University Press, pp. 339–58. 

Bartleet, B. L., Sunderland, N. and Carfoot, G. (2016), ‘Enhancing intercultural engagement through 

service learning and music making with Indigenous communities in Australia’, Research 

Studies in Music Education, 38:2, pp. 173–91.  

Bartleet, B. L., Sunderland, N. and Lakhani, A. (2018), ‘How can arts participation promote 

Indigenous social determinants of health?’, in N. Sunderland, D. Benrdups, N. Lewandowski 

and B. L. Bartleet (eds), Music, Health and Wellbeing: Exploring Music for Health Equity 

and Social Justice, London: Palgrave Macmillan, pp. 201–26. 

Bartleet, B. L. Bennett, D., Power, A. and Sunderland, N. (eds) (2016), Engaging First Peoples in 

Arts-Based Service Learning: Towards Respectful and Mutually Beneficial Educational 

Practices, New York: Springer.  

____ (2019a), ‘Service learning with First Peoples of Australia: A framework to support respectful 

and mutually beneficial learning partnerships’, Intercultural Education, 30:1, pp. 15–30. 

Bartleet, B. L., Sunderland, N., O’Sullivan, S. and Woodland, S. (2019b), Creative Barkly: Sustaining 

the Arts and Creative Sector in Remote Australia, Australia Research Council Linkage Report, 

Brisbane: Queensland Conservatorium Research Centre, Griffith University.  

Barney, K. (ed) (2014). Collaborative ethnomusicology: New approaches to music research between 

Indigenous and non-Indigenous Australians, Melbourne: Lyrebird Press. 

Bergh, A. and Sloboda, J. (2010), ‘Music and art in conflict transformation: A review’, Music and 

Arts in Action, 2:2, 

http://musicandartsinaction.net/index.php/maia/article/view/conflicttransformation. 

Accessed 27 October 2019. 

Bird Rose, D. (2004), Reports from a Wild Country: Ethics for Decolonisation, Sydney: UNSW 

Press. 

http://musicandartsinaction.net/index.php/maia/article/view/conflicttransformation


 18 

____ (2011), Wild Dog Dreaming: Love and Extinction, Charlottesville: University of Virginia Press. 

____ (2014), ‘Arts of flow: poetics of “fit” in Aboriginal Australia’, Dialectical Anthropology, 38:4, 

pp. 431–45. 

Briskman, L. (2016), ‘Decolonizing social work in Australia: Prospect or illusion’, in M. Gray, J. 

Coates and M. Y. Bird (eds), Indigenous Social Work around the World, New York: 

Routledge, pp. 111–22. 

Carlson, B. (2016), ‘Striking the right chord: Indigenous people and the love of country’, AlterNative: 

An International Journal of Indigenous Peoples, 12:5, pp. 498–512. 

Clarke, E., DeNora, T., and Vuoskoski, J. (2015), ‘Music, empathy and cultural understanding’, 

Physics of Life Reviews, 15, pp. 61–88. 

Crafts, S. D., Cavicchi, D. and Keil, C. (1993), My Music: Explorations of Music in Daily Life, 

Middletown: Wesleyan University Press. 

DeNora, T. (2000), Music in Everyday Life, Cambridge: Cambridge University Press. 

Erlmann, V. (1996), Nightsong: Performance, Power, and Practice in South Africa, Chicago: 

University of Chicago Press. 

Fairchild, R. and McFerran, K. S. (2018), ‘“Music is everything”: Using collaborative group 

songwriting as an arts-based method with children experiencing homelessness and family 

violence’, Nordic Journal of Music Therapy, 28:2, pp. 1–20. 

Flowers, R. (2015), ‘Refusal to forgive: Indigenous women’s love and rage’, Decolonization: 

Indigeneity, Education & Society, 4:2, pp. 32-49. 

Freire, P. (1970), Pedagogy of the Oppressed, New York: Continuum. 

Garrido, S., Baker, F. A., Davidson, J. W., Moore, G. and Wasserman, S. (2015), ‘Music and trauma: 

the relationship between music, personality, and coping style’, Frontiers in Psychology, July: 

6, p. 977, https://www.frontiersin.org/articles/10.3389/fpsyg.2015.00977/full. Accessed 27 

October 2019. 

https://www.frontiersin.org/articles/10.3389/fpsyg.2015.00977/full


 19 

Goodman, D. J. (2011), Promoting Diversity and Social Justice: Educating People from Privileged 

Groups, New York: Routledge. 

hooks, b. (2000), All about Love: New Visions, New York: Harper. 

____ (2013), Writing beyond Race: Living Theory and Practice, New York: Routledge. 

Laughter, J. (2014), ‘Toward a theory of micro-kindness: Developing positive actions in multicultural 

education’, International Journal of Multicultural Education, 16:2, pp. 2–14. 

Laurence, F. (2008), ‘Music and empathy’, in O. Urbain (ed.), Music and Conflict Transformation: 

Harmonies and Dissonances in Geopolitics, London: IB Tauris, pp. 13–25. 

Johnson, B. and Cloonan, M. (2013), Dark Side of the Tune: Popular Music and Violence, Farnham: 

Ashgate. 

Macey, J. (2012), Active Hope: How to Face the Mess We’re in without Going Crazy, San Francisco: 

New World Library. 

Mackinlay, E. (2008), ‘Making space as white music educators for Indigenous Australian holders of 

song, dance and performance knowledge: The centrality of relationship as pedagogy’, 

Australian Journal of Music Education, 1, pp. 2–6. 

____ (2010), ‘A pedagogy of heart which beats to the rhythm of relationships: Thinking about 

ourselves as music educators in relation to Indigenous Australia’, Australian Kodaly Journal, 

1, pp. 17–23. 

Mackinlay, E. and Barney, K. (2014), ‘Unknown and unknowing possibilities: Transformative 

learning, social justice, and decolonising pedagogy in Indigenous Australian studies’, 

Journal of Transformative Education, 12:1, pp. 54–73.  

Martin, J. R. (2004), ‘The love gap in the educational text’, in D. P. Liston and J. W. Garrison (eds), 

Teaching, Learning, and Loving: Reclaiming Passion in Educational Practice, New York: 

Routledge Falmer, pp. 20–33. 

Martin, M. (1996), Love’s Virtues, Lawrence: University of Kansas Press. 



 20 

McIntosh, P. (1989), ‘White privilege: Unpacking the invisible knapsack’, Peace and Freedom, 

July/August, pp. 10-12. 

Moran, M. (2016), Serious Whitefella Stuff: When Solutions became the Problem in Indigenous 

Affairs, Melbourne: Melbourne University Publishing. 

Nouwen, H. J. M. (1997), Bread for the Journey: A Daybook of Wisdom and Faith, New York: Harper 

Collins.  

O’Sullivan, S. (2016a), ‘Recasting identities: Intercultural understanding of First Peoples in the 

national museum space’, in P. Burnard, E. Mackinlay and K. Powell (eds), The Routledge 

International Handbook of Intercultural Arts Research, London: Routledge, pp. 61–71. 

____ (2016b), ‘Translating indigenous reciprocity into university-led arts practice and assessment’, 

in B. Bartleet, D. Bennett, A. Power and N. Sunderland (eds), Engaging First Peoples in Arts-

Based Service Learning, New York: Springer, pp. 15–29. 

Schumann, A. (2008), ‘The beat that beat apartheid: The role of music in the resistance against 

apartheid in South Africa’, Stichproben. Wiener Zeitschrift für kritische Afrikastudien, 14:8, 

pp. 17–39, 

https://stichproben.univie.ac.at/fileadmin/user_upload/p_stichproben/Artikel/Nummer14/Nr

14_Schumann.pdf. Accessed 27 October 2019. 

Steinman, E. (2011), ‘“Making space”: Lessons from collaborations with tribal nations’, Michigan 

Journal of Community Service Learning, 18:1, pp. 5–18. 

Tuck, E. and Yang, K. W. (2012), ‘Decolonization is not a metaphor’, Decolonization: Indigeneity, 

Education & Society, 1:1, pp. 1–40. 

Underwood, L. (2009), ‘Compassionate love: A framework for research’, in B. Fehr, S. Sprecher and 

L. G. Underwood (eds), The Science of Compassionate Love: Theory, Research, and 

Applications, New York: John Wiley & Sons, pp. 3–25. 

Ungunmerr, M. R. (1988), ‘Dadirri’, Compass Theology Review, 22, pp. 9–11. 

https://stichproben.univie.ac.at/fileadmin/user_upload/p_stichproben/Artikel/Nummer14/Nr14_Schumann.pdf
https://stichproben.univie.ac.at/fileadmin/user_upload/p_stichproben/Artikel/Nummer14/Nr14_Schumann.pdf


 21 

Waksman, S. (2011), ‘War is Heavy Metal: Soundtracking the US War in Iraq’, in J. P. Fisher and B. 

Flota (eds), The Politics of Post-9/11 Music: Sound, Trauma, and the Music Industry in the 

Time of Terror, Farnham: Ashgate, pp. 185–206. 

Contributor details 

Professor Brydie-Leigh Bartleet is director of the Queensland Conservatorium Research Centre, 

Griffith University, Australia. She is known worldwide for her research in community music 

and community engagement and has led many projects that explore the social impact of the 

arts. She has worked in partnership with a wide range of NGOs, arts and community 

organizations, and colleagues across Australia and internationally to design, drive and deliver 

innovative and highly complex projects. This work has led to new and interdisciplinary 

approaches to music research that intersect with health and well-being, corrections and 

criminology, Indigenous and cultural policy, social justice and regional arts development, and 

most recently human rights. She has worked on five nationally competitive grants, three major 

consultancies and two prestigious fellowships (over $1.2 million), and 140 research outputs 

in high-level national and international publications, and international keynotes in Aotearoa 

New Zealand, Australia, Canada, Japan, Germany and Ireland. In 2014 she was awarded the 

Australian University Teacher of the Year. In 2017 she was invited to be a founding member 

of the Belgium-based NGO Social Impact of Music Making (SIMM), and in 2018, she was 

awarded a highly competitive Art for Good Fellowship from the Singapore Foundation. 

Contact: 

Queensland Conservatorium Research Centre, Griffith University, South Bank Campus, PO Box 

3428, South Bank, 4101, Queensland, Australia. 

E-mail: b.bartleet@griffith.edu.au 

https://orcid.org/0000-0003-4346-780X 

 



 22 

Notes 

1 An earlier iteration of this research, with a more theoretical focus, was published in The Routledge 

International Handbook of Intercultural Arts Research (see Bartleet 2016). 

2 The terms ‘First Nations’ and ‘First Nations’ Peoples’ are used in this article to describe the 

collective of Aboriginal and Torres Strait Islander Peoples and their relationship to the multiple 

nations from which this collective naming is drawn. Capitalization across these terms is used to 

indicate both a sign of respect recognizing a diverse set of cultures, and it also operates as a short-

form for a proper noun, that is, First Nations’ Peoples of the meta-country known as Australia 

(O’Sullivan 2016a). 

3 ‘Uncle’ is a classificatory relationship that relates to the kinship system, which is a feature of First 

Nations’ social organization and family relationships across Australia. 

4 Nampin is my twin daughter’s ‘skin name’. Members of each kinship group have a ‘skin name’. 

This complex system determines how people relate to each other and their roles, responsibilities and 

obligations in relation to one another, ceremonial business and land. 

5 ‘Murri’ are First Nations’ Peoples from Queensland and Northern New South Wales, in Australia.  

6 The term ‘Country’ is capitalized here to describe First Nations’ Country or Countries affiliation 

and belongingness. Country is an essential ontological concept for many First Nations’ Peoples, and 

it aids in sharing their relationship to land, place and a sense of belonging (Carlson 2016).  

 

 


