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Section One: Introduction and Background

1. Introduction
1.1 Background/Context for work:
Lifesounds is an intergenerational arts project that was established in 2011 as part of the
UCC School of Music and Theatre initiative - FUAIM Music and Community. Through
collaborative arts projects, a key aim of FUAIM Music and Community is to inspire and
build capacity for creative and mutually beneficial relationships to develop between local
communities in Cork City and UCC School of Music and Theatre.
The concept of LifeSounds, is based on the successful model for intergenerational
arts-in-community projects, Moment (Cork 2005: European Capital of Culture) and
Lifesongs (Little Globe, Santa Fe 2007). This model facilitates the collaborative creation of
original compositions, where older adults and young people work together with
musicians, composers, visual artists, dancers and writers to develop new multi-media
pieces. Adopting a cross-arts approach, the creative evolution of these pieces happens
over the course of several months.
FUAIM Music and Community Coordinator Gráinne McHale was inspired by the
transformative potential of collaborative arts practices when she volunteered as a UCC
music student with the Moment project in 2005. Subsequently, Gráinne continued to
explore this area through research and practice and returned to UCC in 2011 to engage
in PhD research and develop the FUAIM Music and Community initiative.
As 2012 is the European Year for Active Ageing and Solidarity between
Generations, the development of LifeSounds was timely in facilitating older adults, young
people, local artists from Cork City as well as staff and students from UCC School of
Music and Theatre to come together to develop new creative work. LifeSounds sought to
empower project participants to explore and connect with their innate creativity, express
their individual and collective identity, and meaningfully engage with the wider
community through various artforms. Through weekly gatherings over a period of
several months, two inclusive ensembles evolved and collaboratively developed diverse
3

and context specific multimedia performance pieces. LifeSsounds, similar to Moment and
Lifesongs, culminated with a public interactive sharing of new work with the wider
community. This took the form of a public concert in UCC School of Music and Theatre
and a multimedia performance as part of an indoor Garden Party in O’Connell Court - a
long term care home for older adults in Cork City.
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1.2 UCC FUAIM Music & Community and LifeSounds:
FUAIM Music and Community was developed to build creative relationships between local
communities in Cork City and UCC School of Music and Theatre through collaborative arts
practice.
FUAIM Music and Community consists of three strands:
1. Community based Collaborative Arts Projects –
•

LifeSounds, Intergenerational Arts Project, was developed with generous support
from the Arts Participation Project Award from the Arts Council.
2 . MaCs mentoring programme –

•

UCC School of Music and Theatre undergraduate and postgraduate students have
the opportunity to act as a mentees within local collaborative arts practices in Cork
City. LifeSounds was one of these projects. Some MaCs (Music and Community
Students) can receive accreditation for various levels of engagement within these
practices.
3. UCC based Collaborative Arts Projects –

•

Various projects are facilitated on the grounds of UCC School of Music and Theatre
and involve UCC music students. These projects include the SoundOUT Music
Technology Project – Accessible Interactive Music Technology project involving
young adults with intellectual disabilities and UCC music students.

FUAIM Music and Community is currently coordinated by PhD student Grainne McHale.
LifeSounds was developed with generous support from the Arts Participation Project
Award from the Arts Council. LifeSounds is a key project in Gráinne’s research, which
explores the role of accessible interactive music technology in the development of musical
creativity and expression within collaborative arts practices. Her research and practice
also explores concepts of artistic citizenship and cultural democracy - issues that deeply
resonate with the ethos and influenced the development of LifeSounds. She is the
recipient of a PhD scholarship from the College of Arts, Celtic Studies and Social Sciences,
UCC.
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1.3 Summary description of key aims and objectives:
The aims of the proposal were outlined as follows:
•

Bring together, in an equal and safe environment, professional artists; music
students; older adults and young people from Cork city;

•

Through collaborative processes, facilitate the development of new creative work
using a range of media;

•

Inspire and Build Capacity;

•

Provide Professional Development opportunities.

LifeSounds is based on a fundamental principle of equality of collaboration. A key aim of
this project was to facilitate that outcome by connecting artists, students and participants
through non-hierarchal processes that empower everyone to contribute as equals.
Through creative writing, poetry, movement, sound, and musical interactions, LifeSounds
aimed to create meaningful exchanges that over time, would take shape into a multimedia piece.
This report will attempt to demonstrate how those approaches were applied through the
use of a Three Phase framework for the project. This framework prioritised time for trust
to be built up between all participants through a series of exploratory sessions, allowed
for the emergence of creative ideas from the group through the gentle integration of
diverse group activities during the second phase. In the third phase, those ideas were
consolidated in two multi-media pieces for public sharing and performance.
In her work as Project Director and as Lead Artist, Gráinne McHale draws on Lee Higgins'
concept of creating an open space for 'safety without safety' (Higgins, 2012).
This report will attempt to capture how a combination of factors, including the three
phase structure, the facilitation modes of the artists, the inter-generational dimension,
the integration of interactive music technology, and the emergence of ensemble,
contributed to the creation of a safe space for all participants of the project, enabling
each individual to step outside of their comfort zone, to take the creative risks that
rendered achievement far beyond their dreams.
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1.4 Methodology
The following media and methods were used for the documentation of the project. All
members of the groups contributed to the documentation process in various ways:
•

Video – used in all sessions for documentation and creative purposes.

•

Photography – Pinhole and documentary photography and portraiture were used
both creatively and in documentation

•

Audio – sound recordings were retained for documentation, and used in the
creation of multi-media pieces for performance

•

Semi-structured interviews were conducted by the project leader, Gráinne McHale,
and by project report writer, Margaret O’Sullivan with a sample of participants,
with all artists, and with representative care workers and management of the
settings

•

Participant observation – the project writer and the project director participated in
sessions as artists as well as documentarians of the project

•

Personal writings/notes of artists and participants: A small notebook was
distributed to each member of the project, for their own documentation of the
project, as well as for any creative writing that might emerge. It was agreed that
the content of these notebooks would be private to the individuals involved, and
that the inclusion of their contents in the documentation process would be
voluntary. Artists provided summary notes from their own writings. Some
members of the project engaged in comprehensive documentation of the project,
and willingly shared their writings with the group during collaborative sessions.

•

Online Journal, Soundcloud and Photo file: A Penzu journal, Soundcloud and Flickr
accounts were set up for the artist group to document their experiences of the
sessions on an ongoing basis.

•

A key aim during the project planning phase was to embed reflective practice in all
activities throughout the process. The use of the online journal and online
repositories of sound, video and photographic material was encouraged, while the
notebooks were provided as a back-up for the process.
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1.5 Scope of Report:
•

This report will describe the care contexts in which LifeSounds took place,
providing a snapshot of the project. The experiences of artists, participants and
care staff have been captured through various methods of documentation,
outlined in the Methodology section above. The report will draw on the
experiences and feedback expressed in both documentation and ongoing contact
to draw conclusions on the success of the project in achieving its key aims. In
addition it will provide some lessons learned towards the development of creative
collaboration in a range of contexts.

•

The report will attempt to evoke and record the gentle, non-hierarchical nature of
the process.

•

The report will attempt to accurately document the nature of the project in the
two different settings and to provide an insight into the impact of the project on a
sample of participants, in their own words.

1.6 Outline of Report:
Section One provides a brief background to the LifeSounds project, including an outline of
the documentation methods used in the compilation of this report. Section Two will
provide a description of the project from planning through implementation to delivery,
including descriptions of the settings, and a comprehensive outline of the Three Phase
framework. Section Three attempts to provide a glimpse of the project's impact, through
the words of all participants including artists, clients and residents, and care workers.
Section Four provides a brief conclusion, including ideas generated and experiences to be
shared in the development of work of this nature.
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Section Two: Project Description
2.1 Introduction
LifeSounds was an inter-generational arts-in-community project, which took place in Cork
city over a period of 10 months from January 2012 to October 2012 inclusive. As part of
UCC’s FUAIM Music and Community Initiative, it was conceived and directed by Gráinne
McHale, to engage six artists of different disciplines to work towards an inter-generational
creative collaboration with the clients and residents of two Day Care settings for older
people in Cork city. The two centres involved in the project were Ard na Rí on the
northside of the city, and O'Connell Court on the southside of the city (A description of
both settings is provided further on in Section 2).

Through a volunteer mentoring programme built into the project, two undergraduate
students from UCC School of Music and Theatre provided support and became a core
element of the LifeSounds ensembles. Children and young people from the communities
in which the care centres are located became engaged in the project during Phase Three,
working towards performance and sharing. Additional musicians and artists were coopted during Phase Three to supplement the skills base of the artist group for the public
sharing and performance, in response to the needs of creative work that emerged from
collaboration during Phase Two.

A flexible Three Phase framework, adapted to the

nature of the creative work and the capacities of the ensembles that emerged in the two
different settings, allowed for additional artists to become involved as the project
progressed.
9

2.2 A note about the care settings involved in LifeSounds
The two care centres engaged in the project, Ard na Rí and O'Connell Court, provide both
residential and day care facilities. Ard na Rí operates in a purpose built centre while
O'Connell Court is located in a former hotel to which the centre relocated from their
original convent building about two years before this project commenced. The residents
and clients of Ard na Rí predominantly originate from the area in which the centre is
located (with some exceptions), and this impacts on their sense of identity in providing a
strong awareness of their local heritage. The residents and clients of O'Connell Court
come from more diverse backgrounds and span a broad age range with much younger
residents, and a greater incidence of mental health issues. While both centres care for
people facing the challenges of ageing, Ard na Rí residents and clients are generally
capable of more physical activity and the group involved in the project did not appear to
include many individuals with debilitating memory loss or other conditions associated with
aging. O'Connell Court provides a specialist service for people with Alzheimer's disease
and dementia and the LifeSounds group included people dealing with both physical and
mental challenges. O'Connell Court provides sheltered housing for homeless older adults
and many of the residents have experienced homelessness and its negative effects on
their health and wellbeing. All participants of the project were voluntary, and while their
participation was encouraged by care staff, they were invited to freely engage with the
project and could opt to leave at any time. In both settings the reception of the clients
and residents was notably warm, open, courageous and generous, and workshops were
happily anticipated from week to week, as evidenced in the feedback outlined in Section
3 of this report. In Ard na Rí the group numbered approximately 17 members.
Approximately the same number participated in workshops in O'Connell Court during the
life of the project, with a consistent group of approximately ten participants.

10

2.3 A note about the Artists
The artists group was formed of individuals from diverse disciplines, with varied
experience of work in the care contexts outlined above. A full list of the artists involved in
the resulting sharing and performance is provided in Appendix I - the core group of
artists was as follows:

•

Gráinne McHale – Music & Technology

•

Inma Moya Pavon – Movement Artist

•

Harry Moore – Photographer/Visual artist

•

Danny McCarthy – Sound Artist

•

Eva McMullan-Glossop – Vocal Artist/Choir Director

•

Margaret O'Sullivan – Creative Writing and Inclusive Documentation
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2.4 LifeSounds - A Three Phase Project Framework
LifeSounds was structured in three distinct phases, using a framework for creative
collaboration incorporating:
Phase One: Introduction and Exploration
Phase Two: Creative Workshops
Phase Three: Sharing and Performance

2.4.1 Phase One: Introduction and Exploration
Prior to Phase One, essential groundwork was conducted by Gráinne McHale in
developing a relationship with the two settings. Initial exploratory discussions and
planning meetings about the principals and practicalities of the project took place
between Gráinne, the management staff and some residents from each of the care
settings, as well as with some of the artists and UCC students who later came to be
involved in the project.
As part of Phase One, early planning meetings took place between all of the artists some including the UCC students who had elected to volunteer on the project. These
meetings focused on discussions about the core principals of LifeSounds, the practical
implementation of the project, and acquainting the artists with each other’s work and
practice. The individual artists shared their work in different ways, talking about their
practice, sharing sample activities and approaches, bringing materials and technologies
from their own practice, and engaging in discussion about the opportunity created by the
LifeSounds project in the two settings in relation to the potential for creative collaboration
together with the participants. The artists were diverse in background and approach and
this planning phase was essential to build trust between the individuals, some of whom
knew each other and had worked together in different contexts prior to LifeSounds,
alongside others who were meeting and being introduced to each other's work for the
first time.
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2.4.2 Mentoring
Part of the proposal was to engage in a mentoring relationship with Molly Sturges, to
Cork by Molly during the life of the project. Due mainly to the time difference (Sturges is
located in New Mexico), technological issues, and to the enormous challenge of getting
six individual artists into one room together for meetings at a time that suited all
members of the group, these skype interventions by Molly were not possible with all
artists during the timeframe of the project. However, a mentoring relationship between
Molly Sturges and Gráinne McHale, as lead artist and project manager, was enriching and
vital to the success of the project, and Molly's presence through skype was part of the
public sharing of the work. In addition, Molly's engagement with LifeSounds provides
some continuity of experience in relation to inter-generational arts-in-community work in
Cork, as Molly Sturges was the Director of the seminal Moment project (Cork 2005:
Culture and Health Programme) on which Gráinne volunteered as an undergraduate
student.
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During Phase One, a schedule of introductory visits was set up, involving three visits each
to the two settings, breaking down the artist group into pairs to facilitate gentle
introduction to the participating groups of clients, residents and care staff of the care
centres. These visits involved lots of tea drinking (essential to the success of the project!)
and gentle introductions, led by participants and care workers. In some cases, singing
and music was the focus of the introduction and spontaneous sing-songs erupted.
In one introductory meeting at the request of the participants, Inma Pavon, movement
artist, performed a much-celebrated dance - the 'Dying Swan' from Swan Lake – these
introductory sessions were characterised by sharing. Inevitably, sharing the celebrated
talents of the known singers/artists in the group was a focus of these sessions. However,
as the introductory meetings dissolved into the exploration phase, more improvisatory
collaborative processes were introduced by the artists, facilitating the emergence of more
hidden skills and talents of individuals within the groups. Exploratory sessions continued
throughout June and July with at least two of the artists, and as many as six engaging in
each session.
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2.4.3 Phase Two: Creative Workshops
While the project was structured in three distinct phases, each phase seamlessly
continued into the next. Phase Two commenced in late July with the introduction of the
two students from UCC, and moved into the creative workshop phase. During this phase,
distinct ensembles evolved at different paces within each setting. The creative work that
emerged was context specific to the cultural composition and experiences of each group.
Phase Two in Ard na Rí involved a wide range of creative activities that facilitated
participants, students and artists to engage on various levels.

While all ensemble

members initially took part in all activities, they naturally gravitated towards particular
areas of interest as the project progressed. Many participants became immersed in
improvisatory story telling, collaborative song and poetry writing. Others engaged deeply
with the creation of improvisatory soundscapes which combined vocals, percussion
instruments and Tibetan bowls and bells, to reflect the experience of the daily sounds
heard from the northside of Cork – one of which was the sounds from Shandon bells
ringing. Simultaneously pinhole and digital portraits were being taken of individual and
group activities. Movement was an activity that particularly solidified the ensemble.
Natural movements were explored and collaboratively choreographed into short
sequences.

These sequences were recorded and projected on a large screen, which

enabled the ensemble members to engage with their position and movements within the
ensemble from a new perspective. One of the Ard na Ri residents, Breda, often led
movements activities which were inspired by her involvement in Chi Kung exercise. Breda
and movement artist Inma Pavon, explored the use of the interactive music technology,
Soundbeam (movement sensors), to generate sound using a combination of movements.
Accessible switch technology was also used to enable ensemble members with limited
movement to access active sound making. During this phase in Ard na Ri, an strong
sense of an ensemble emerged quite quickly and creative work that was later moulded
into a performance piece evolved naturally.
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In addition to this ensemble work, individuals, including care staff, were encouraged and
supported to share a song, story, or poem towards the end of each session. It was
during these moments that individuals started to share their original compositions, songs
and poems. For many they were sharing very intimate creative work for the first time.
This sense of safety to share, originally created during the exploratory phase of the
project, was still deeply embedded within the LifeSounds during Phase Two.

Phase Two in O’Connell Court, again consisted of a wide range of activities including
song singing, poetry writing, music making and movement. A sense of ensemble evolved
much more slowing and subtly in this context. Unlike Ard na Rí, residents in O’Connell
Court did not come together as a group on a weekly basis prior to LifeSounds. The
ensemble evolved from very small numbers of 1-2 residents to approximately 10 during
Phase Three of the project. Initial engagement of residents during the exploratory phase
was quite challenging. However, as word spread about the type of activities taking place
every week, more residents began to wander towards the ‘creative arts’ room.

The

exploratory phase, or as one residents described it, the ‘getting to know you phase’ took
place over a longer period of time than in Ard na Ri. This phase embodied a ritual of tea,
biscuits, fruit and conversations (often about hurling!), which led towards a space for the
sharing of songs, stories and poems. These informal gatherings were crucial for the
16

development of a safe space where a cohesive ensemble could evolve. Similar to Ard na
Ri, a shift from the exploratory phase into creative workshops occurred naturally.
Residents gradually began to share original stories and poems once they assessed
whether the environment was an open, non-judgmental and safe place to be. These
original contributions were a catalyst for the creative exploration of other artforms such
as sounds, visuals and movement. The interactive music technology Soundbeam was
integrated within all movement and sound activities. Similar to Ard na Ri, reflective and
reflexive practice was embedded within the weekly activities in O’Connell Court. The use
of notebooks for weekly reflections was significant for two residents as they used them to
write poetry during the week, which they would share sporadically within the weekly
sessions.

The informal and fun approach seemed to break down barriers between

residents and bring people together through laughter. The momentum for a sharing or
performance grew at a different pace in each setting, as creative ensembles consolidated
in different ways depending on the nature of the creative work that emerged. As one of
the UCC students described the process – ‘it was like a rolling stone – gathering
momentum week after week’
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2.4.4 Phase Three: Sharing and Performance
In Phase Three the two ensembles had emerged with strong characteristics in each
setting, and work began on the ideas that had emerged during Phase Two towards the
creation of a work for a public sharing.
Two events were presented at the end of Phase Three:
•

Culture Night, September 21st – Ard na Rí in Ó Riada Room, UCC Music Dept

•

Indoor Garden Party, October 7th – O’Connell Court

Ard na Ri-Culture Night 2012
Bringing together the creative work that emerged during the weekly sessions in Ard na
Ri, the ensemble worked towards a public performance in the UCC School of Music and
Theatre for Culture Night 2012.

During Phase Three of the project, the now established

Ard na Ri LifeSounds Ensemble (involving students, artists and residents) began to
further collaborate with three other local musicians, a visual artist and a group of youth
rappers. Working with GMC (Garry McCarthy) the group wrote a rap about the North Side
of Cork City – a theme of local identity that inspired all of the work in that setting. The
rap was collaboratively written with a group of teenage rappers who attend a Youth Club
next door to the Day Care Centre.
Upon receiving a warm welcome from the Head of UCC School of Music and Theatre, and
a wine reception, LifeSounds presented an eclectic mix of original ensemble pieces along
with individual performances. The main ensemble piece, ‘places and spaces’ consisted of
a multimedia collage that combined movement and sound improvisations, original songs,
rhythms, raps and visuals. Three participants also performed both original and old time
favourite songs to a full house.
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O’Connell Court – Indoor Garden Party.
There was less emphasis upon the performance phase in O’Connell Court. Phase Three
developed naturally into a very informal sharing of creative work that evolved during the
course of the project. The theme of happiness began to materialize out of ensemble
members’ poetry during Phase Three. When discussing this theme many participants
referred to the Garden Parties that used to take place at O’Connell Court’s previous site
as a time of shared happiness. These Garden parties were open to families and the wider
community. It was agreed to have a Garden Party in O’Connell Court’s new site ‘The Old
Doughcloyne Hotel’ where friends, families and their new local community could come
along. Unfortunately there was no Garden, so the group started to collaborate with a
local visual artist and with groups of local children from the primary schools to create an
indoor Garden. Simultaneously other members of the LifeSounds Ensemble started to
work towards the possibility of sharing the creative multimedia work that combined
movement, visuals, songs, poetry and sounds at the Garden Party. This phase, similar to
Ard na Ri, also involved a further collaboration with some Cork City based musicians. The
use of the interactive music technology, Soundbeam and the Magic Flute, enabled
participants to engage in musical improvisations with these musicians. Gentle
improvisation, a key approach in all of the LifeSounds activities in O’Connell Court, was
central to this sharing.
As will be shown in Section 3.3, outlining the social and community impact of LifeSounds,
O’Connell Court developed strong connections with the wider community through the arts
during Phase Three of the project.
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2.4.5 LifeSounds – Key elements
In this section the contexts for work have been set out through a broad description of the
care settings and the people engaged in the project. The key element of the three phase
framework was to build up trust through an open period of listening, on the parts of all
participants of the project including artists, clients, residents and care staff. As will be
shown in Section 3 of this report, by devoting time to this essential phase of the process,
the successful outcomes of Phases Two and Three were given a solid foundation.
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Section Three: Happenings and Findings
3.1 Keywords
The following is a list-poem based on key words used by participants to describe
LifeSounds - the work, its impact, and their experiences.

LifeSounds
respect
listening
individual
equal

collaboration
listen
fear
writing
movement

equal

listening
share

joy

care
social
mirroring

soundbeam
balloons
move
courage
dance
personal
music

creativity
brilliant
fabulous

encourage
fantastic

inclusion
photographs
rice
swan
opera

abilities
21

impact
collective
admiration
creative

collaborate

time
tea

humbling

listening
brave
achievement
moving

powerful

care
kinship
humbling
willingness
openness
comradeship

commitment
improvising
trust
momentum

connection

The findings shared in this section of the report are taken from the expressed views and
impressions of the participants of the project in their own words, supported by participant
observation on the part of the report writer. Thematic strands emerged in the course of
the project, which were also evident in reviewing documentation gathered in written,
audio and video format and in semi-structured interviews with all participants. These
thematic strands can be considered in relation to the stated aims of the project proposal,
as outlined in the Arts Council funding application and in subsequent Meeting Notes and
Minutes.
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3.2 LifeSounds Aims:
The stated aims of the proposal were outlined as follows:
•

Bring together, in an equal and safe environment, professional artists; music students;
older adults and young people from Cork city;

•

Through collaborative processes, facilitate the development of new creative work using a
range of media;

•

Inspire and Build Capacity;

•

Provide Professional Development opportunities.

3.3 Thematic Strands
The themes that emerged can loosely be summarised under the following headings:
•
•
•
•
•
•

Emergence of ensemble through creative collaboration
Impact of LifeSounds on the work, practice and lives of artist and participants
Social and community impact of LifeSounds – project outcomes and connections
Project Model dimensions: Three phase adaptable framework; Inter-generational;
challenges and opportunities
Use of Technology
Facilitation Modes

23

3.3.1 The emergence of ensemble in each setting
One of the main objectives of the project was to bring together, in an equal and safe
environment, professional artists; music students, older adults and young people from
Cork city. The second aim was to facilitate the development of new creative work using a
range of media. In each setting, these processes were developed and implemented with
a view to achieving a new ensemble, providing a safe environment for the creation of
work by all members of the group.
Key moments in the course of the project signalled the emergence of an ensemble in
each of the settings. The context for development of a group identity differed between
centres depending on the nature of the already established relationships. Prioritising a
lengthy exploration phase (Phase One) was a key factor in the development of creative
relationships and in facilitating the emergence of creative ideas towards the creation of
new work.
The Three Phase framework was flexible enough to facilitate the emergence of two
context specific ensembles within one project. During Phase Three, the project strengths
became clear in the two contrasting settings: Ard na Ri developed as a more
performance-led strand, while O’Connell Court emerged as more process led. While both
strands resulted in public sharings, the emphasis differed according to the emergence of
creative work within both settings, and LifeSounds was flexible enough to encompass and
accommodate both models.
Layers of process and engagement built up throughout the project, as relationships
between individuals and arts practices were interwoven in both exploratory and creative
sessions. LifeSounds had the capacity to facilitate these multi-layered engagements in a
meaningful way, because of the number of artists involved in the project. In addition, the
timescale, the phased process, and the diverse skills and experience of the team of artists
and students involved combined to contribute to a multi-layered engagement process
within the emerging ensembles.
24

Transcendence of role
As outlined in the introductory section, LifeSounds was based on a fundamental principle
of equality of collaboration. Similar to observations from the Moment project, LifeSounds
offered all participants (including artists, care workers, residents, clients, students) the
opportunity to transcend roles and expectations. Key contributory factors are explored
below in Section Three on the use of technology (3.3.5) and the range of facilitation
modes and approaches utilized, (3.3.6). In the exploratory phase, it became possible for
each member of the ensemble, particularly for the artists, to participate in activities that
were not their area of specialization, engaging in improvisation alongside all participants.
Improvisation was embedded in all activities and this transferred to the ensemble
presentations/performances.
Artists with an awareness of Moment had a prior frame of reference for LifeSounds, while
other members of the artist group came to the project with a fresh perspective.
‘…I

expected

the

organic

emergence of ideas, that there would
be a

mutual process of discovery. Not

delivery as…in education, but mutual
discovery working

towards the

‘product’ or showcase.' (Artist)
‘From Moment, I knew from
experience that the kernel of really
lovely work could

be there.’ (Artist)

'we were like a tool towards the
participants

to

give

opportunity to be

them

the

stars, to be

important, to be performers.' (Artist)
25

The social structures that existed in the two settings had a bearing on the nature of
interaction between the residents and clients, and the visiting artists. Similarly, the
management staff of both settings had an impact on the engagement of the participants,
and on the outcomes of the project. Having participated in Moment, the management of
O’Connell Court also had a prior frame of reference for the project, but remained open to
the emergence of new work, not looking for specific outcomes.

'[...] because it was broken up into three parts so the initial exploratory
phase of the project really was where people listened...and went in as
an individual stripped of any titles, you know people just came together
as people, and...that's what I really wanted to promote in this project
because I think the most exciting work happens when you're just there
as yourself, you're not trying to fit into a mould, people are there just
there to be.' (Artist)
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3.3.1.1 The function of performance in creative collaborations
The essential momentum shift in the process occurred in different ways in the two
settings, when the idea of a public performance or sharing was introduced. Although this
had always been a projected outcome of the project, the idea was not introduced to the
clients and residents until the creative workshop phase, after the exploratory phase had
completed. Trust had begun to be built up at this stage, and the potential for a real
creative collaboration was evident in both settings.

According to one artist ‘there’s the dilemma of working towards a goal, and allowing
things to emerge gradually through exploration.' Another artist identified the introduction
of the idea of a performance as a turning point for the groups, particularly the Ard na Rí
participants.

'That was the turning point - when they realised, wow, we're doing
something really cool here, [...] we need to show this work to other
people. And when we mentioned to the group from Ard na Ri about
coming up to UCC, [...] the atmosphere just changed suddenly straight
away. They were focussed, they were really determined to […]
showcase what they were doing, and they really showed such
commitment and pride in the work….'
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Participants particularly related the enormous impact of the public performance as an
opportunity for their families to see them performing and creating something of
themselves. One participant related the importance of her husband’s presence at the
performance.
‘he was sitting right in front of me and the two grandchildren…Thanks

God I done it. That’s what came into my head now like. That I was able
to do it, that it went off so well and that the family were involved.
(Participant)

Another participant explained how the idea was relayed to her in-laws in Dublin.

‘They all seemed to really enjoy it. The video went to Dublin and all like. My husband is a
Dublin man and his sisters who are 80 and 85 goes to a centre in Dublin and they said it
would be great if we did something like this ya know.
The introduction of additional artists, the young Rappers and the school children, was a
key moment facilitated by the creative decisions made during the workshop phase and
consolidated by the momentum provided by a performance opportunity.
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'[...] the rappers – sensational. They were sensational those boys [...]
at our age to get someone as young as ye to be interested in us - that
what it is all about [...] They're very good and lovely young fellas.'
(Participant)

In both settings a sense of togetherness developed between artists, participants and
students as a defined ensemble emerged. During the additional collaboration with the
young rappers and with the school children, this togetherness was consolidated.

‘ I liked having the children over cause they were company for me cause
I’m always alone you know…that’s me life… it was lovely.’ (Participant)
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The participants expressed a strong sense of being seen, being made visible by the
performance, and a sense of value in contributing to society. They related their joy at
feeling appreciated and respected by the wider community and by fellow residents and
clients of the centres, leading to a strong sense of pride in their creation.

‘The three young fellas – they were fabulous. And the beat and the songs, and what do ya
call that again – the rap. It was fabulous, it goes along, it flows along, The beat is
something else. Brilliant! I love to see it.’ (Participant)
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3.3.2 Impact on work/life of artist and participants
Within the LifeSounds ensemble, the artists could be loosely described as falling into
three categories, although these overlapped at various points. These included artists with
considerable experience within community/healthcare contexts, artists with more of a
theoretical basis for this kind of work, and artists on a journey of discovery for whom the
specific contexts of LifeSounds were completely new. In addition, the lead artist also had
responsibility for all management and organization of the project.
As previously noted, sessions were open enough to enable artists to transcend roles and
to let go of pre-conceived ideas and ways of working, to develop a richly layered and
textured way of working together as a group. In addition, the nature of the exploration
process facilitated the artists in participating as individuals, in stepping outside of areas of
specialization, outside of comfort zones, and this was particularly evident during the
exploratory phase.

'It’s very stimulating working on these kinds of projects with people. There is something
scratching away that may come out of this yet. It’s possible for a piece to emerge that
stands up at the same level as any of my work. It becomes part of my own practice.’
(Artist)
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'I would definitely be a little bit more patient with the emergence of work. I feel
incredibly positive about the whole thing.’ (Artist)
For at least one of the artists, the LifeSounds project had a literally life-changing impact.
Inma Moya Pavon, movement artist, experienced a fundamental shift in values, and
made the decision to return to her native Spain after over a decade of living in Ireland.
Her engagement in the project had a profound personal effect, revealing her own desire
to creatively engage with older members of her society of origin and to spend time with
elder members of her own family. Since the project ended, she has moved back to Spain
and begun to explore ways of developing work inspired by LifeSounds.

In her own words: 'This project meant very much to me. It's what I wanted to do in my

career. I was very happy to get involved in this project. I was happy to find so many
amazing people in the care homes and how they can teach you more about life. It's very
much a life experience for me. It's very important, very important for me.' (Artist)
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3.3.3 Social and community impact and outcomes
As a result of the LifeSounds project, new links have been created with both communities
and with young people in those communities. Further projects are in development,
directly arising from the impact of LifeSounds on those centres and communities.
In many of the interviews, particularly with the artists, a strong sense of concern was
expressed in relation to the issue of continuity after LifeSounds in both settings. In the
words of one artist: ‘It’s very important that the work continues [in O'Connell Court].

And that the goals are created by the group themselves.’ (Artist)
The momentum of the work begun in LifeSounds is currently continuing through the
MaCs initiative, providing community based learning experiences for music students.

'[...] I have continued the connection with each of the settings, and I'm now working
towards building relationships within the local communities.' (Artist)
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As related in the poignant words of one resident of O’Connell Court, the importance of
these projects cannot be underestimated.
‘It was lively and it was nice to come to…but I got very, I got very dull after…the past

two Sundays I’m disgusted cause I’ve got nowhere to go… Only down to me room again.
I’m in my room morning and night.’
The need for a more coordinated, strategic approach to more long term programmes of
this nature is raised in Section Four of this report. However, LifeSounds has generated
some very positive outcomes in the short term, which may lead to longer term
engagement.
Specific immediate outcomes of LifeSounds in the communities of engagement include:
•

the development of a collaborative project between undergraduate students of
UCC Music and Community (MaCs) with Ard na Rí, inspired by LifeSounds

•

the development of a strong connection between O'Connell Court and the
neighbouring primary schools, Togher Girls’ and Boys’ National schools

•

the potential for further awareness, and development of the work through
research and practice in collaboration with the Ballyphehane/Togher Community
Development Project

•

A desire within O’Connell Court to develop a more reciprocal relationship with
local groups in the Togher area.

•

The inspiration for other collaborative arts initiative to emerge between UCC
School of Music and Theatre and other local communities, revealing a concrete
impact on the culture within the UCC music community. In community-based
collaborative arts projects there can be general expectations of lower quality
outcomes in terms of the creative process, on the part of people not involved in
the process. The LifeSounds performance for Culture Night particularly
confounded those expectations, wherever they may have existed within the
student and university community, and exposed the students to the potential for
this form of work to enrich their own practice.
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Through these connections and the growth in awareness created by the public sharing of
Lifesounds, O'Connell Court has now become part of the community to which it re-located
over two years ago. In particular, the connection with Ballyphehane/Togher Community
Development Project has the potential to provide links with related initiatives and groups
in the area, as well as providing a possible network for a more strategic approach to
inter-generational creative work within that community. Ard na Rí has realized the value
of its local links with young people, and the talents of its residents and day care clients
have been celebrated. The warmth and respect shown to the ensemble participants by
both the institution of UCC and the head of school particularly combined to impress the
clients of Ard na Rí and their families, and was commented on by participants, care staff
and families. Ongoing contact with MaCs students has ensured that there will be
immediate continuity in that centre, while individual artists have maintained links with the
groups on a personal basis.
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3.3.4 Project Model: Three phases and the Inter-generational dimension
In Section Two above, the Three Phase model incorporating exploration, creation and
production, were outlined in more detail. In particular, the exploratory phase contributed
to establishment of trust, to the creation of open space for risk-taking, and to the
possibility for all members of the group to transcend roles.
As described in Section Two, the emphases in both settings became distinctly different
after the exploratory phase, as the strengths of each setting emerged. The nature of the
work in O’Connell Court became more process led, as evocatively described by one artist:
'Incredible moments [...] The peaks were extremely high, and ah what's the
word...epiphany is not the right word but there were things emerging that I think
were extremely powerful, and people were quite happy to feel well 'I've had my
moment' and they sort of occurred along the way. (Artist)
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There were different intergenerational relationships developed in each phase of the
project with various related outcomes.
Three layers of intergenerational engagement can be determined within the project:
•

the collaboration between the artists and residents from O’Connell Court and Ard
na Ri

•

UCC School of Music and Theatre students and residents from O’Connell Court and
Ard na Ri

•

Collaboration between youth rappers, primary school children and residents.

The age profile of the artist group ranged from approximately 28 to mid 60s, while the
age profile of the participants in the two settings varied considerably, with some younger
residents in O’Connell Court (40s to 70s) and an older age spectrum in Ard na Rí (70 to
96). Coincidentally, the students who volunteered were both mature students in their late
twenties and early 40s. The distinction between the age profiles of the core ensembles
and the groups involved in the additional collaborations (young rappers and primary
school children) was considerable. The exploratory phase provided the space for any agerelated issues and concerns to arise and be addressed, as the physical and mental
wellbeing of the participants became clear through gentle exploratory exercises.
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As demonstrated in the previous section on ongoing connections with younger groups in
the communities of engagement, LifeSounds had some considerable success in breaking
down attitudinal barriers between generations, particularly in Ard na Rí where relations
between generations could be described as more polarized.

'The exploratory phase wasn't just about us getting to know the participants, it was about
them getting to know us, and us getting to know each other as well. And how we
worked, so I think that was a really important phase. And I think without that phase we
wouldn't have been able to move forward.' (Artist)
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It was comradeship, kinship, admiration for abilities. (Participant)

Particularly for the artist group, regardless of context-specific experience levels, the
exploratory phase was essential in establishing ways of working and creative relationships
with participants, and one artist suggested even further introductory measures for future
applications of this work:

‘Maybe we [the artist group] could have benefitted from a serious chat with Catherine
[Manager of O’Connell Court] at the beginning of the project? There were things we were
discovering through the project that we maybe could have dealt with better if we had
known in advance, for example, mental health issues, exceptional talents, things like
that.’
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All participants and care workers related very positive experiences of their interaction
with artists, and complimented both the artist group and the project leader on their
approach and methods of engagement.

‘You never got excited or upset anyone. And if they listen and they want to learn they’ll
do it with that attitude.’ (Participant)
‘Ye did the groundwork of establishing a rapport WITH, not for them, not to them, but
WITH them. Any project that is with and that there is equal status on it, usually is
successful.’ (Care Centre Manager)
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3.3.5 Use of technology
Technology was crucial throughout all phases of the LifeSounds project, performing
various functions including documentation, facilitation of creative development, and
providing a multi-dimensional performance context.
During workshops visual images were projected live, including improvised hand
movements, engaging participants in a new experience of simultaneous projection which
was a source of great delight. Similarly, the use of audio recording added a new creative
layer to both exploratory work and to performance, as individuals discovered the power
of interaction with these tools.
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‘It (Soundbeam) was unique, it really was like. I mean I could stand there and say
something like and everyone could hear it like quite plain. I thought it was a great bit of
stuff. Even when it was up front and down low I was wondering how that’s going to
work but I was after learning how it worked. (Participant)

One artist expressed a concern regarding the use of technology within these contexts,
with the view that it was unfair to introduce technological equipment to participants who
would not have ongoing access to technology within their lives. ‘Anything that could be

self-generated I was very keen […] to endorse that activity’. However, while technology
was integrated into all phases of the project, there was considerable use made of more
organic materials and skills, including singing, recitation, writing, mixed media visual art
using simple materials, postcards and imagery for storytelling and writing, use of balloons
for movement and sound, flowers, a range of percussion instruments and bells, and
many other materials that might be considered more accessible and available. This
generated extensive and insightful discussions into the role of interactive technology
within collaborative arts practices.
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In addition to the technological tools described above, a central element was the use of
Soundbeam technology. The soundbeam system is made up of movement sensors and
switches which enable the triggering of musical sounds and samples with limited
movement. Soundbeam bridges both movement and sound, and enables participants with
limited movement to perform at a musical level that they wouldn’t otherwise be able to
achieve. The only member of the LifeSounds ensemble to have had training and prior
experience on the Soundbeam was the project leader, so it performed the dual function
of providing access to a wider pallet of sounds for participants with limited movement,
and leveling the playing field for all members of the ensemble including the artists with
musical training. In both settings, improvisatory compositions were created using a range
of instruments including Soundbeam and Magic Flute along with percussion instruments,
vocals and visuals to provide texture and inspiration, facilitating more meaningful and
satisfying musical interactions between musicians and participants.
'The Soundbeam is unbelievable. They loved it.' (Care worker)

'Michael was master of this trade. He had learnt well. As his hand went up you could hear
the sound increasing, increasing, as if by magic, you know...He had mastered the art.
Margaret was on the flute (Magic Flute) and it was very good.' (Participant)
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'I think if we didn't have the Soundbeam it would be a little bit harder for me. When I
saw Michael moving his hand in the Soundbeam...that was movement. That was my goal,
movement. Through the Soundbeam he triggered the music [...] The Soundbeam made
Breda's movements even more important as she was triggering voices. It's a very
important aspect of the project.' (Artist)

'I think it actually has been central to the whole thing, because it enabled people to
access music making straight away, and access high quality sounds straight away...
When you don't have technology it's often more percussive based sounds, and that can
be very childlike, and with the Soundbeam you have access to a huge pallet of sounds.'
(Artist)
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3.3.6 Facilitation modes and approaches:
The exploratory phase allowed the different facilitation modes of the artists to emerge. It
was also during this phase that the most effective and appropriate approaches for each
context became clear. The approach adopted for the group work was facilitatory, rather
than a teaching approach, empowering participants to take an active role in determining
the creative direction of the session. The participants implicitly influenced the choice of
facilitation mode through their response to the different approaches. The non-hierarchical
and informal approach of the artist group emerged gradually, as each artist brought
different experiences and skills from different contexts. In some cases, the open
approach was a challenge to be embraced, and in others, it was a sometimes terrifying
experience, as the comfort zones of individual artists were challenged and modes of
engagement changed and developed in response to participants interests and the
experience of other artists.

‘I found myself going into my toolkit, using things I would use in my work with children
and other experiences. I tried to get the most out of each session – I’m very goaloriented…I’m a firm believer in structure. Sometimes I felt a bit redundant, if I wasn’t
feeling like we were working towards a goal.’
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However, the same artist said at the end of the project, ‘‘As we were going through the

process, I was wondering about the value of it. I definitely got a sense [when I went
back] that ‘we did make a difference […]it was hard to feel that at times.’
As Artists opened up to a more facilitatory approach, participants responded to the
individual personalities, styles and approaches of the artists. One participant illustrated
the point evocatively in relation to the movement artist:

'She had gestures. She would say yes, yes, yes. She'd punch her arms and put her whole
life and soul into it. It was her gestures.' (Participant)
'You got everyone involved. You gave each person every day to do his or her party piece
[...] You asked each person to say their name, to get to know each other.' (Participant)

‘Ye explained everything at the beginning of what we were going to do…’ (Participant)
'Really the approach to facilitation in LifeSounds, was about being open and adaptable,
not coming with a didactic approach, more of a facilitative approach – these were the key
success factors.' (Artist)fuaim
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3.3.6.1 The Importance of Tea
The LifeSounds report cannot be concluded without a comment on the Importance of Tea
to the success of the project. In any project of this nature incorporating intergenerational and community-based dimensions, the small rituals that can be developed
within a setting can have a huge bearing on the emergence of a group identity. In the
case of LifeSounds, in both settings the already established rituals of tea-drinking,
conversation and singsongs evolved in the exploratory sessions, and remained a feature
of each Phase as the project progressed. In Árd na Rí the participants were the hosts for
the tea-time that took place at the beginning of each session, as the arrival of the artists
coincided with their regular break. In O’Connell Court, the artists were the hosts, inviting
the participants into the ‘creative arts space’, offering tea, biscuits and fruit, and warming
up the space in the process of this ritual. Relating back to the concept of ‘safety without
safety’ mentioned in the introduction to this report, these rituals provided the safety for
the participants to move beyond that safety within their creative work.

'We would come into the workshop and
have tea [...] It was a really good idea
because tea time was very important in
their lives [...] we have the tea, biscuits and
we will go into the space to do the
workshop.'(Artist)
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Section Four: Conclusion
4.1 Summary Conclusion:
As outlined in the introductory section of this report, the LifeSounds project was based on
a fundamental principle of equality of collaboration. This report demonstrates how that
principle was applied in the approaches adopted throughout the Three Phase framework
for the project. This flexible framework prioritised time for trust to be built up between all
participants through a series of exploratory sessions, and facilitated the emergence of
creative ideas through the gentle integration of diverse group activities during Phase
Two. In the Third Phase, two multi-media pieces were created for public sharing and
performance by the two ensembles that emerged during the LifeSounds process.

As was demonstrated in Section Three of this report, a range of factors contributed to the
achievement of the goals of ensemble development and the facilitation of new creative
work, and these were discussed under the thematic strands that emerged during the
progress of the project, and in the feedback, as follows:
•

Emergence of ensemble through creative collaboration

•

Impact of LifeSounds on the work, practice and lives of artist and participants

•

Social and community impact of LifeSounds – project outcomes and connections

•

Project Model dimensions: Three phase adaptable framework; Inter-generational;
challenges and opportunities

•

Use of Technology

•

Facilitation Modes
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'I would describe it as a very very warm project and it was accessible for people who
never had the opportunity to be involved with arts. Especially in a performance field. It
was very accessible and I think made it easier for the group to perform.' (Artist)
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4.2 Skills Sharing Session
At the end of the project, after both performances had been presented and a range of
interviews conducted with the sample group, the artists, care workers and volunteers, a
Skills Sharing workshop was hosted by UCC. This was attended by participants and care
workers from Ard na Rí, by a selection of the artists, and by UCC music students, and
was facilitated by Gráinne McHale and Dr Mel Mercier of UCC School of Music and
Theatre. During that session, Molly Sturges contributed on Skype, having received an
early draft of this report. Members of the group were able to discuss and feed back on
the project, and to share their own experiences of LifeSounds. This event also had a
celebratory element with a reception for the group after the discussion.
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4.3 Ideas arising and lessons learned
As demonstrated in the section on the emergence of ensemble, 3.3, the nature of
engagement of this project would not have been possible without the number of artists
involved in the project. These projects are resource heavy by their very nature and need
to be well supported in order to achieve their richly textured goals and outcomes. Also,
the scale and the timeframe of the project was required to establish the relationships of
trust that were essential to the creation of a safe open space for improvisation and
creativity, and these dimensions must be supported in any projects of this nature.
Similarly, the Project Leader conducted all of the project management and leadership,
while also engaging as an artist in the process. While the need for additional production
support had been anticipated in the application, the allocation of funding towards that
crucial support was insufficient to support the production levels required for the ambitious
performances that emerged from the project. Also, during Phase Three, even this minor
allocation of funding towards a stage manager was re-assigned to a visual artist to
provide essential support in the final stage of the process, and to support the
involvement of the children from the primary schools in the creation of the scenery for
the Indoor Garden Party. While this re-allocation of funds was entirely valid, and arose
out of a creative decision made during Phase Two, the project still required more
production support than had been initially envisaged. In future iterations of this kind of
project, the project team would need to encompass a technical or production manager to
assist in the final staging of the ‘production’ or performance.
A DVD and booklet of the LifeSounds project is in design and production at the time of
writing, and will be launched as part of the Get Vocal Initiative, a Primary Care
conference to take place in Cork in February 2013.
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The range of immediate outcomes outlined in Section Three, 3.3, provides an indication
of the rich potential for this project, and projects of its nature, to influence the
communities in which they take place. Some of the outcomes are more immediate, while
others have the potential to create long term connections. It is crucial to remind
ourselves of the importance of the continuity of this work, particularly in the lives of longstay residential clients of these centres.
While LifeSounds, Moment and other initiatives of this nature sporadically take place in
similar contexts in Cork city, these projects ultimately need to break out of the project by
project pattern. A specific outcome of the LifeSounds project is the proposed organization
of a strategy meeting with key agents within the City – Cork City Council, the VEC, Cork
Arts & Health Programme – HSE South, Music Generation Cork City, UCC, CIT, and other
arts and community-based resources and organisations. An over-arching strategy for the
development of work of this nature would be a hugely enlightened outcome for
LifeSounds. It would ensure that artists could develop their practice, and would alleviate
concerns about sporadic engagement, particularly with individuals resident in care
settings who may be experiencing the negative effects of isolation. The development of a
strategy which would be flexible enough to reflect the magical processes that are central
to projects of this nature would ensure continuity of engagement towards the ongoing
emergence of this extraordinary creative work.
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Appendix I
ARTISTS
Gráinne McHale – Project Director; Music & Technology
Inma Moya Pavon – Movement Artist
Harry Moore – Photographer/Visual artist
Danny McCarthy – Sound Artist
Eva McMullan-Glossop – Vocal Artist/Choir Director
Margaret O'Sullivan – Creative Writing and Inclusive Documentation

Musicians
Carolyn Goodwin – Saxophone
David Duffey – Double Bass
Cormac O’Connor – Piano
Garry McCarthy – Rap
Orla Busteed –Harp
Nigel Grufferty – Fiddle
Rappers from Farranree Youth Centre
Music and Community students
5th adn 6th class students from Togher Boys and Girls School
Claire O’Sullivan – Visual Artist
Jeff Weeter – Live Video Art
John Hough – Video Recording and Editing
Gareth Jones – DVD design
Illumination Co – set design of performance space in UCC.
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