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ABSTRACT

Thiv paper reporis or an irterculivrel music makisg
Inftiafive fbetween North-West Unfversite, Soath Afeics
Tewana studerts and Charles Sturr University pre
service fegckers, Musice! ortcfoci were prepared by
sudends, for Vexpert. " o corvey, ceriirm and coplane
shelr cadture of bietk, Dhgifal lechmolegios arsitfed o
Sacilitate M expard throegh viden, on-line cfial rosor
ang  web-cem comirpricetion. Swel fechralagye
suppards the comvevaree of eriginality, sutherticity end
contenl, The exporters were mot Fearoiely defaefed (e
she musiee! arfefact bl were digitelly conneciva. The
Cpurparters, owere olde te oceras the matical erfefiens
shrough repeated, close and cargfald excosaters. The
dmiparting thedvets teen crvoled @ performonce af the
mstcal artcfacd weing Ol melodic and rer-melvdic
Imareiee e, T oao dodng @ Bybeld sosice! cxchonge was
aefiivved. Dhiv infercaltvral mowsic cxebamge reswifed in
a callecive ard perticipaiony mesic-making (wifetive
Fimdingz of the revearch cell for the concepd of orerieed
gcarre B0 pmcenpass wore than the  weitien e
eorceplualived ax o fechaology erborced malti-modal
colfection. Sucl o concept wonld provide windows of
aecess for a wider and deeper prderstarding v world
M

Kevwords

Interculiural music making, eollective and participatary
masic-making, collabsrative inguiry rescarch.

INTRODUCTION

Dgrigning, implementing  and  susfaining a8 music
educalion course al pre-service leacher edwcation that
cheampaaacs interenliural wosic-making possg many
questions far the educator. Questions such as what
compasite knpwledge do the atwdent’s need 10 know in
arder o engage. How will cultural nuamces he
traneferred and undersiond? Do culivral nusnces mesd
to be transferred or even understopd for inlercwltaral
music-making 1w take place” From the many divergant
thoughts, madels  and  framewarks  reflecting  the
grawing  respect for  imtereuliural  mausic-making
programmes [Drummand, 2005; Elliorn, 19EY, 1995
Schippers, 2005, Williams, 19725, il ig certam that
issees of cularal diversity are ever present and
ahligatory in education sectars today, Culiural diversity
has become a part of contemporary general education
and a8 megular  component  of musie  education
Drrummand (200%) propased that both leachers and
pupile shauld come i see culiural diversily as a
creative momentum 1o their own development
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throwghowt their lives, anfluencing the relatonships they
forge, the professienal and persenal judgements they
make and the sosial tranzactions they negobiate. The
lahal village that we find ourselves living, teaching,
lzarning and experwncing laday 1% a dynamic sodiely
with many spporunities te explore, Often we tend o
think that 1l 1% “easwer’ [ remain with the DSamilar,
However, remaining insular will only isolaie one self
[ram mamsineam sl

Teaching and learming anthentic material during a
course all muosic education Tor more than merely
“hroadening reperiaire and introducing students 1@ a
variety af musical iraditions™ (O'Flyan. 2805, po 194),
neede o take place "0 encowrage pre-service feachers
I take @ mare  aclive and  personal approach 1o
undersianding and teaching music of an unfamiliar
cultwre  represented  within a  pluralist Auwsiralian
eociety™ [ Marsh, 2003, p 39 As educators, we necd 10
locus on the dynamic inferchange betweoen and among
musicians, teachers, leamers and varigous muasical-social
groups in owr awn and in other culiures. Key 1o this
focus 18 "an understanding of how music comes o he
practiced, thowght aboir, tanght aned leamed inoour swn
and in ather ewltures™ (OFFlvmm, 20035 p. 196), We must
ke copnigamcs that there are a8 many different ways of
haw mmsic education can take place as there are
dilferent culares e, the socwial rale of muoss
eduacation differs betwesn culures

While sthnomupsicalogigis and  anthropoalogisis have
lamg mainiained that musical traditions ke seen in the
conbex! of the wuler culture ol which they are a product
{Hendrickse & Thomson, X003}, music edacationalics
have aften described and treated music as 8 discncies
entity. Within the discipline of music the conditions for
karder-croggings by mugic praciitioners and schalars in
the feld af ethnomusicology have heen sradwoally
gxtencded aver the last hall century {Shehan Camphall,
2HMYA) providing a wider and decper understanding of
the plurality ol musical culures arownd the  globe,
Swanwick (I%88) described musical meaning  as
“sulliciently  abstract 1o “travel”  across ulicral
kaundaries, ¢ slep oul of its swn time and place” {p
IRl Bowama, Akrali, aad Acdams {2003] argued Tor
interculiuralism  in music ecdowcation,  slating  that
“mmterculmraliem  favowrs  miximg  owhilar mul-
culturalism  suggests cultural divisiveness™ {p. 271
Woalaer (2000 refers 1o a form of inerculiaral dizlogus
that is close 1o the ideals of the collaboration outlined in
thiz paper:
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a [orm of moelbculiuralisme thal  encourages
dialague among caltwres,,, negatinted imlerculiaral
space- a sile Tor digcusgion created by various
culiwres  in consulintion. interculivralism  adds
whal might be called a melacullure crealed ca-
aperatively thromgh the efforts of the oo-existing
graups. . all parties are asked 10 work towards &
new ideal... a cultural environment in which nane
af the participants can claim 8 homs  feld
advantage. (p. 3Z)

METHODOLOGY AND METHOD

The Orff-Tswene project ook place within the conlines
af a Music Education elective subject as part of a
Hachelor o Education {Primary] program al Charles
Sturt University,  Awstralin . and  within 8 Music
Education subject as part of a Hachelor of Al an Muosic
and Sociely at the Worth West University, South A frica
Twelve students and one lecturer participated from the
CEL siee, and mix students and one lecurer fram the
NW site, providing a total of 19 co-researchers. The
praject was concepiualized a5 an exploratory  pilot
invalving the collection af qualitative dala, and with the
principal rescarcher as participant, An action research
degign ol callabaralive inguiry deemed approprate with
the major idea of collahorative inguiry heing o
“resarch cwath” rather than “en” people™ {Brav, Loc,
Smith, & Yorks, 2000, p, 7). I emphasizes that all
aclive paricipants are collectively invelved in regearch
decisions  as  co-researchers,  Collahorative  inquiry
creates a research cyele among four different types of
knowledpe: propositionsl krowing (88 B conlemporary
science). practical knowing {the knowledge thal comes
with scually doing what yeu proposs), sxperisntial
knowing {the leedback we gel inoreal time ahoul our
interaction with the larper world) and preseniational
Enawing {the arhstic nchearsal process throwgh which
we: craft new praclices)

The project design  accommodaied 2  three-stage
implementation. The firsd slape  focussed om o the
cilablishment of communication hetween  the  bwo
atudent groups and the senzitisation of studeaig o the
lomal ey eloms ol the difTerent coliwees, The second slage
af  implementation  concentrated on  the  sindents
proparing  musical arfelact materials Tor export and
stage three invaelved the presentation/performance of
the musical artelacts. Further elaboration of cach slage
in relation 10 the project follows,

Stage 1: Cresting the comditions for eollaborative
learming

Diuring this sarly staps the leciursrs (imitiators) played
an organizing robe (Bray et al, 2000, The frst task for
the students was to intreduce  themsslves o the
respeclive ciwnlerparts al the designated research sites.
Initially it was envisaged during the planning of the
priject that the on-line leaching environmenl ollered by
the  University  in Ausiralia would  support
communication betwesn the two groups. Howesver the
envirenment  was  unahle d0 support  non-enrolled
student access. Tao overcome thig, the leciurars atl gach
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site acted as o conduil for communicalion. Siudenls
were  required o prepare video  imiroeductions o
Tacilitate “real”™ agynchronows introductions. [ became
rapidly apparent that this conduit was limiting the
imilialisn of communicaln. Shedents then  olTened
praivate email addresses to which communication could
bt dirceted and respanded. This remaved the leemurer
mediation and  allowed for open, immediate acoess
barwesn studenis. Consequently, the transition far the
lectarers from imdliator o co-inguirer lowards oollective
leadership offered mamenium and sccess (0 acquiring
imterculivral musical knowledge

AR the Qef-Tewono praject imitiated  dialogue  amd
iransaction thromgh the interculiural music exchange
betwesn  African  and Western  sindsniz,  acquiring
musical knowledge, and the sensitizalion o another
culture, mesded 0 oceur  through  various  faciers
comventional W the society. In traditiomal African
spcienics,  acquirimg  knowledge  happens by aral
iradition  {inter-relationship with the weiverse). The
“praceas  of  enculiuration”  taking  place  through
aheervation of and  participation  in hehaviars s
comsidered & Chilvlime oceupabion.” BEnowledgs i3
acquired through expasure o n variety of situations,
hMarin and Wakayama {20070 identify dhree  basic
ahjeciives in tradilional African education:

1. Fach person is fully gctive and participating in
socieky;

I Development of intelleet is second place o
development of inluition thus an exlension of
anciely; and

A Oral traditions were the means through which the
abjestives and principles are achisved (p. S,

“Enculluralivn™ or immersion i fhe miusie and mugical
practices af pne’s environmenl, 15 considered by {reen
{2008} as “a fundamental factar that is common 19 all
aspects of music learning, whether formal or infarmal™
ip. %1 However, enculiuration plays 8 mare foremas
function in some learning practices and with relation o
sivles af music than othera Gress  continues o
document that mast “falk and iraditional musics of the
warld  are  leammt by enculration  and  extendsd
immersian in listening te, watching and imiating the
music and muosic-making practices of the surrounding
eommunity [(Z005, p. H). She alludes e systems of
“apprenticeship rraining” “community of expertize, and
“masicr-apprentice.” Some crucial differences between
haw falk amd traditional music ane pagssd an, and how
Western popular music are passed an are highlighted by
Gresn {008, po 60 Thees ineluds
* mast voung popular musicians  in Weslemn

musical cultures are nat regularly surrousded by

an adult community of expertise of musicians

who they can talk @, lsten to, waich amd imitabs

which results im solitary learming; and

* tRdeney 10 estabklish & community of peers rather
tham master-musicians to farher apprenticeship
traiming, (p. &)

Im the "Western «<lassical muasic the notion  that
individuals play/perform music o gatisly athers bui nod



themselves 13 demonstrated. Many learn o play an
instrament in order ta learm o play songs. However
a5 sludenls endurs a
the
language. Learning these songs allen takes place
hy ohservation, concentrated  atlention.  the
development of muosical memory by practicing
until the ability W feel every variztion in af the
rhythm becomos something almast in the bliksl and
hanes of the learner; and by lisiening until the

There 18 oflen a

reperteire

lass ol joy

focusing  just an traditional musical

ability 10 haar 18 cdevelsped o an exirasrdinary
extent, (Dargie, 1996, p. 35)
He argues “that owr Weslern musical alliiudes oflen
create harriers hetween people and the muasic we
considar 10 be of the greatest value™ (1996, p. 31
The Qrff-Schulwerk was identified as a Western music

pedagogical concepl  thal
making thraugh s process that provides panicipants a

anms o slmualale  music
ereal deal of creative [moedom, play and improvisalion
thus bridging harriers, Neewi (2003, p, 13) reminds us,
in Alrcan cwlures the performance arts disciplines ol
music, dance, drama, and poeiry and costume arnl are
geldam separated in creative thinking and performance
practice, and the term "musical arts™ should he adopted
when acquiring knowlsdge of the musical ars in
traditional socicty. The students involved in the praject
explared  the parallelism berween  African  music
cducation and OrffSchulwerk throwgh a review of
lierature. Each smadent was expected 1o provide a one-
rapge summary aof their review and uplaad it 10 the an-
line learning environment Tor cdisinbution and reference.
Students were ahle io 0sk gquesiions o the cusiadians of
the regpective culiures Tor uncderstanding, collaharation
and action, Sharing this information provided an
appariunily for relleciwn, guesthon and action which
contributed to the development of the inguiry guestion:
How can  interculinral  music-making  raditiens  he
shared and experienced trans-nationally?

Stage I: Collective and participatory inguiry

It was apparenl 1o the co-researchars that one of the
complexitics  associated with this praject was  the
“appropriaiion” ol inlercuwlioral muosic artifacts. The
wark of Chapman [2006) was consalted o commence
an undersianding of the wrm appropriation. His wark
led b the development of
parameier that makes the digiineiion beiween the ierms
“bomawing,” “hybridization™ and “syncretism™ under
the all-encompassing ferm “appropriation.” Chapman
proffers the following definition: “appropriation is the
use of some element of music by some persan ar
culture for whom it

the cultural lacation

is not historically comnmected™
{Chapman. p. 3. The nalure ol approptialion 1% fuch
that while the act is nentral, the context confers various
and conlested judgments on each case. Approprialion
itgelf is not eontentious, The comcern is with the less of
rights ol those Trom whem the muosie is borrawed when
power, prestige and large sums of money hecame
imvalved propelled by ihe commoditisaiion of the
muasic. [deally, according to Keil and Steven {19%94),

musie shawld nei be a commadiy:

K lapper

Once you have come 1o the concluzion thal music
is I its wvery essence communal, spiriteal, and
appasile ol privale property, and 118 best a orally
chared cxpericnce, like love, a number of strong
and clear posilions an the “music indusiry” can b
stated: there shouldn’™t he a music industry. Music
shauldn't be written ar mechanically reproduced
and mass-mediated. Music should exist live, for the
maoment, in prosent lme and as makers should ba
rewarded  with  happiness  and  harter-like
reciprocation. {p. 228)

The musical practice, detail, processes and methods of
apprapriation are irrelevant 1@ the debaie ag i is the wse
of the end product in the market place thar feeds
cultural and maral dilemma. The Orff-Tewona prajec
mzinlzined focal attention o how interculiwral music
making tracitions can be Shared and experienced rans-
nationally, sapporting the on-geing ponl of social
Iranslormation an Bowth Almeca and supporting
internaiicnalisation within music education caurricalar in
Australia.

Students from NWL had to prepare a musical artefact
{song and dancep then would convey, comfirm and
explore their culture of hirnth -Towans'- for “export”
The preparation involved Neldwork, documentation and
Iramscription of traditional Tewana songs that required
the sindeni making comtact with Tewewe culiural
custpdians and an many instances learming a musical
ariclfact, Ag im mosi paris of Sowith Afrca, Tsowono
communities have experienced tremendous growth im
papulation,  schaal  education,  wibanization  and
develapment in recent times. The changes manifest in
the Tewene fast becoming a modern gecular society, A=
result. vounger generations do not accumualate cultural
raditians. The Orif-Tewere project conmibuies w the
Tswere student (rejp-connecting with their calture of
arigin. Ta promulgate culiural confirmation the studenis
were  required w0 digitally caplure  themselves
performing the musical armefoct and ranseribe the song
using Sibeling” for export. Advancement in technalogy
proposed o facililate the expart through vidos, on-ling
chat room and weh-com communication enabling “ari
educators 19 raverse culiural and cconomic bowndariss”
[Stokrocks, 2007, p. 136%). Technology affords

camveyamncs af ariginality, authemticity and comtexi. I

' The Tewses panple of Sonil advics, slw becwn ax Balzwann or
Bechiera {dmlectical vafiesls) people, hewvs thest oiigin tinced o e
Hortham panl of Sousk adrics, in the prasgng day

Raiewara [Rrguee,
1eE¥} whore they shere simileniics in callumal pmctices Bl now.
Actardiag io Sohepeed (19985, po 26), "k gncesier of the modem
Tewuna arc goecrally belicked 1o bave coloed Sowlh Afmce froe the
e, g L hiws meltled, sav gl ADL D500, A Wlig sourk-wEsiEim
potion of whai = acw dhe Tranwwmal™ ai prewen, O

Marthagm Frovinie)

" Giheline e s xcore writer progrees, cnm
Microzal Windoos, Mag 05 and RISC OS5,

d by S lepe Sofiwars for
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askisls peographwal and social border crassing allowing
the exporters i be digitally connecied and nat remaiely
detached from the musical artelacl. The connectin
allows the “imporiers,” in this instance Ausiralia, access
1o the muswal arelacts through repeated, closs and
careful
repeated viswing of the videa performances to learn the
melady, the pronanciztion of the Towere language, and
the accompanying dance movemsnis. The encounicrs
alsa pravided the opportunity to ask gquestions directly
10 ke expariers. The discussions that follawed crsured

clarity for the imporiers 0 make meaning of the

encouniers. These encownters involved the

authenticity  and  context of the mosical arfelact

Providing  "windows of access™ mainiains a live
exislence, o presenl e, Tor bath exporfers and
importers. Following these “windows of access,” ithe
atudenis 1m Australia were then azsigned fo arranpes and
create a performance for digital capture of the musical
artefact  waing  Oeff mslodic and  pos-meledic
instramenis. These performances were then shaned wiath
the siudents in South Africs. “Windows of access™
again provided for the stadenis transaction of the
mugical arisfact with the praducers of the marerial, This
created the appartunity for “harter-like reciprocation™
1o fake place. A “hybrid™ form ol interculiural muosic
exchanpge occurred through the transactional blending

al’ cullures.

Slage 3: Making meaning

The purpose af collaborative inquiry is the generation
af valid mew knowledpe and mearing thal becomes
apparent through an awthentic process of collahoration
and inquiry, eyeles of action and reflection (Bray et al.,
200K, The interceliura]l music exchange resalted im a
collaborative and participatory music-making initiative
hat b did ot eontribute o the genceration of making
meaning by constructing knowledge?

A materialimation of this project was the acguisition of
knowledpge  through  the  oral  dradition. The  2ix
exchanped transcrptions were nofed 1o be different
hatk in key signature amd note valus notation from the
performance exchanged. A closer examination of the
mugical artefsct ransenptions pravided by the South
Adfrican students shserved that the transcriptions were
all motated O major, however the supporting recording
was nod performed in this key signaiure, & plansible
caplamation is atiribuied e the apeming window in
Sibefins antomatically providing for the transcription to
be in C major unless the mamual sclection of another
key is made.

The Ausiralian  amadent’s  arranged  the  material
accarding 10 how it had heen transeribed by the Sowth
Alrican suclenls, yel when they perlormed i, il was
musically representative of the South African sident’s
performance arnd not the reRseripiion. In other words,
there was a disjunction between the writlen text and the
aral performance, It appoars that the wrinen rext cowld
have heen uwnderiaken o satisfy requirements of the
aubject and not far the imtent purpose of capturing the
context of tradition. While we have the ahility 1o
caprure  and  mecreats  through ke exchange  of
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Iransciiplion (wrillen lextUmusical nolalion), 1o creale
an authentic and accurate performance one henefits
from access @o fhe “real ine”™ live performance or 10 a
cuitakle digital facsimile to facilitate ol and aural
copying. Green (200§ brings 1 allention a numbear ol
factors which are mot readily communicaled throngh
niation, bui are capiured in aural ecopyimg. thess
include “idiosyneratio and non-standardized timbres,
thythmic fexibility, pitch infleciion and mamy aiher
aspects, not least those never-lo-be-defined” (p. ). The
repeated close encouniers of aural copying together
with the possible unconscious  enculiuration  ane
wsgenlial parts ol the learning prosess, nol anly i the
iramsmission and reproduction of pepular music {Green,
2MKE) bl fundamental o realising interculinral muwgis:
exchange

The Ansiralian gudents confimed during reflection
that the apportenity o hear, see and explaore the music
af amother culars collaboratively affords the original
custodians of the musical arefer o collectively
pariicipale in translerring authenticity and the context
af tradition in performance. Learning a mugical artefact
ol anather culture by sharing music-making radilions
eallectively invalved the acquisition to varying depress
knowledge and wnderstanding of musical feshnicalitss
and theary. While this might have appeared haphazard,
aver the duration af the semcsier an understanding
emerged that would have heen difficult to reproduace in
& formal learning envirgnment,

The Orf-Trwona project allowed disparate student
cohorls the opporiamily & cidllaborative research “wath™
and mot “on” another cultural  growp. While  the
technalogy did not suppor aynchionous insreulral
music-making iraditions, the techrology did suppor
aaynchranous enpagement that led 19 nterewlniral
music-making performances and tronsactions.  The
project hea illustrated how sehnalogy can  suppen
sharing and expericncing  interculiural music-making
raditigns rrans-patienally 19 secure the ransferencs of
ariginality, context and anthenticity

All students (South African and Ausiralisn) nvolved
became highly motivated to appreciate the implications
af  culural  diversity  through ke expenicnce  of
wollaborative and collective inguiry. The extension of
the traditional clasaraom provided windows of access
and opportunity for inlerculiural exchange. While this
project focussed  an interculiural  muzical  ariefact
exchanpge, during the semester studenis in Ausiralia
pained nsight, wnderstanding and access 1o anather
cultural grouping and vice a versa, Parallel knowledpe
produciion affords shident coloris & seaitization o and
for another cultural grouping that contributes 0 a
negotiated infereunliural pesr learning in praciice space,
The peer lbearning  space  cogages  guestioning,
discussion, and  dehate hetween  the  culiures
contributing o a mefla-culture crealed co-operatively
throwgh the efforis af the co-cxisting groups of siudenis



IMPLICATIONS  AND  APPLICATIONS TO
TEACHING AND  LEARNING OF MUSIC
EDUCATION

The glahal village and advancement of echnalogy have
created a highway of opporiunity. However, al a lime
when higher edocation nstitations are compefitively
drivimg klended learning agenda. it iz apparent that et
all instilutions have the digital capacity 1o sapport such

blended initiatives,  Ingtilalins must ke cognisance ol

the divide between policy for ihe uwse of digiial
lechnologies in leaching and leaming environments and
the reality of implementation. 17 emerging  digital
leschnologies cannal be supporied by an instiiution thene

is littke that com bhe dome 10 keep abreast af the

“campelition,” nor i the pravision of windaws al

ACCEER,

In the Nelkl ol warld muasie the concepl of musical acore
needs 10 encompass mare than the written text.  The
mugical necds 0 be conceplualised as a
technolopy enhanced multi-modal colleciion, Such a
concepl would provide windows ol accoss it g wader
and deeper understanding in world music. Music would

RCUTE

Then exast live, L the momenl, in prosent Hme and 1he
makers rewarded through happiness and harier-like
reciprocation, Fessarch in the Teld of culiural diversiry
in music education requires of us all 0 document and
publigh the scars

I wonld ke do acknoerledge dhe S=chool of Muosic of RNob W esi
Uniwarsity, Potchefziesom and Chares Swee Dnivamity, Batboe,
MEW us rescarch soies in this project and the sisdents and sl alike
Ehal wore a pail of thig pilsl picgscl
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