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CONNECTINGCONNECTING THE STRANDS 

Chapterr  Six - CONNECTING THE STRANDS 
-- Towards a Descriptive Model 

Introduction n 
Fromm the discussions in the preceding chapters, it follows that there is a plethora of conscious and 

subconsciouss choices that lie at the basis of any situation of musical transmission and learning. As we 

havee established, these choices are mostly not black-and-white, but should rather  be described as 

choicess of degree. Consequently, the best way to represent them is in the form of continua. In this 

chapter,, a descriptive model that brings together  these continua is presented (Table 6.1). As the aim of 

thiss study is to develop more comprehensive insight through a descriptive model, this function is 

exploredd first and foremost. 

Thee model attempts to marry an acknowledgment of empirical complexity and sufficient simplicity in 

practicall  application for  describing teaching and learning processes in a wide variety of world musics. 

Inn order  to do so, a hierarchy is created between the fairl y broad dimensions introduced in the 

precedingg chapters, such as cultural diversity, authenticity, and holistic learning on the one hand, and 

moree specific indicators for  each dimension derived from the in-depth discussions of specific practices 

onn the other. The latter  generate a separate table (Table 6.2), which can be used to motivate choices on 

thee broader  continua. After  establishing the model, its workings are illustrated by three short 'finger 

exercises,''  descriptions based on video footage or  live observation, and consecutively evaluated in 

termss of precision and intersubjectivity . Finally, other  possible applications of the model to the 

practicee of musical transmission are briefly explored. 

Thee Seven-Continuum Transmission Model (SCTM) 

Fromm a detailed analysis of the examples that feature in this study, it is possible to identify several 

dozenn of continua to describe the choices made in each instance of music teaching and learning. This 

wouldd translate into a detailed, but unworkable format. Therefore, the descriptive model proposed here 

workss with seven 'core' continua, which cover  a broad range of choices, each with specific indicators. 

Thesee continua are divided over  three categories: Dimensions of Transmission, Issues of Context, and 

Approachh to Cultural Diversity. 

Thiss descriptive model wil l be referred to as the 'Seven-Continuum Transmission Model'  (SCTM). In 

principle,, it maps out a range of choices and decisions applicable to almost any situation of music 
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teachingg and learning. These choices become particularly evident when music is moved from one 

contextt to another. The model can be considered from three 'inside' perspectives: that of the learner, 

thatt of the teacher, and that of the teaching environment (e.g. the institution). As we have seen in 

Chapterr Five, all three are forces of some significance in determining the process of music 

transmissionn and learning. Finally, it can be looked at through the eyes of an outside observer, who 

cann abstract from the process the result of the interplay between the three actors. This is the 

perspectivee we take in this study. The fourteen explicit and implicit choices we have discussed in the 

previouss chapters as extremes of continua can be visualised in a model bringing together the various 

strandss of discussion and analysis: 

Tablee 6.1 The Seven-Continuum Transmission Model (SCTM) 

Dimensionss of Transmission 

ANALYTIC C 

WRITTEN N 

TANGIBLE E 

HOLISTIC C 

ORAL L 

INTANGIBLE E 

Issuess of Context 

STATICC TRADITION 

ORIGINALL CONTEXT 

(RECONSTRUCTED) ) 

AUTHENTICITY Y 

CONSTANTT FLUX 

COMPLETELY Y 

RECONTEXTUALISED D 

NEWW IDENTITY 

Approachh to Cultura l Diversity 

MONOCULTURAL L 
MULTICULTURAL L 

! ! 

INTERCULTURAL L 

1 1 
1 1 

TRANSCULTURAL L 

Thiss model attempts to capture a number of the key choices in designing and executing music 

transmissionn in culturally diverse environments. It should be clear from the start that it does not 

pretendd to cover the entire gamut of factors that can be considered. In terms of social psychology, the 

firstt cluster, Dimensions of Transmission, appears at the level of the interindividual/situational. The 

secondd Issues of Context, is seen at the level of social-positional. The last continuum, decribing the 

Approachh to Cultural Diversity, is considered at the level of the ideological. As it is oriented towards 

thee interactive, this model does not address issues at the intraindividual level, which deals with 

psychologicall  effects on individuals (Doise, 1998, p. 604). 

Inn terms of the interactive, SCTM represents a music specific addition to the extensive study of values 

andd attitudes ('constructs') across cultures by Hofstede, in which he identifies five dimensions, which 

inn fact can be seen as continua as well: a) small power distance versus large power distance; b) 

individualismm versus collectivism; c) masculinity versus femininity; d) avoiding uncertainty versus 
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toleratingg uncertainty; and e) long term orientation versus short term orientation (Hofstede, 1998, p. 

25).. In Riding the Waves of Culture: Understanding diversity in global business, Hampden-Turner  and 

Trompenaarss develop a similar  model, with seven dimensions: a) universalism versus particularism; b) 

individualismm versus communitarianism, c) neutral versus emotional; d) specific versus diffused, e) 

achievementt  versus ascription, f) attitudes to time; and g) attitudes to the environment (Hampden-

Turnerr  &  Trompenaars, 1998). Although developed on the basis of data from the corporate world, 

eachh of these dimensions has obvious relevance to the study of musical transmission as well, and 

interrelatess with the seven continua defined above, as well as with other  contemporary concerns in 

musicc education, such as objectivism versus constructivism, authoritaria n versus 'laissez-faire' styles 

off  teaching, and teacher-centred versus student-centred approaches. Further  research may prove that a 

fusionn of these continua with those of the SCTM can provide an even fuller  description of music 

transmissionn processes. 

Itt  is important to note that there are no predetermined right  or  wrong positions on the continua of the 

SCTM;;  the model has at its core an absence of value judgments. Of course, any given situation wil l 

invit ee certain approaches, and the music teacher  who is aware of the scope of approaches and able to 

varyy and utilise them may be more likely to be successful as a music educator. In order  to do so, it 

mayy be useful to define the teacher's choices with greater  precision. Each of the extremeties on the 

continuaa may be linked to one or  more indicators, of which the relative weight in a specific situation 

wil ll  determine the position on the continuum. 

Fromm the discussions in the previous chapters we can derive the list on the next page, which translates 

thee sometimes abstract concepts of the continua in characteristics that can generally be easily 

determined.. For  a number  of characteristics on this list, particularl y those under  holistic and analytic, a 

basiss was provided by the work of Van den Bos on this subject (1995, p. 173). The list is neither 

absolutee nor  exhaustive, but gives a fair  indication of the key characteristics that wil l influence the 

balancee either  way on the continuum. In that sense, it forms an essential component of the model this 

studyy proposes. 

Althoughh the clusters and indicators are relatively independent, as we wil l see in the Three Finger 

ExercisesExercises in the next paragraph, some degree of coherence between the clusters can be inferred: a 

tendencyy towards the left of the continua, characterised by monocultural, analytic, written, tangible, 

withh static approaches to tradition , authenticity, and context, suggests a more institutionalised/formal 

organisationn of musical transmission of learning, while a tendency towards the right,  characterised by 

inter/transcultural ,, holistic, oral, intangible, and more fluid approaches to tradition , authenticity and 

context,, points towards more informal , community music settings. 
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Tablee 6.2: Indicators for the Seven-Continuum Transmission Model (SCTM) 

ANALYTICA L L 
 didactic pieces of music are used, such as 

gradedd exercises and etudes 
 explicit music theory 
 substantial amount of speaking and explaining 

duringg musical transmission 
 from simple to complex 
 curriculum based, often with formal structures 

andd exams 
 teacher guides and controls learning process 

inn didactic relationship 
 often secular background 

WRITTEN N 
 central body of work exists in notation that 

cann be used by performers 
 students may be given material to learn in 

notationn without prior exposure to sound 
TANGIBLE E 

 emphasis on instrumental technique 
 emphasis on well-defined repertoire 
 emphasis on theory 

STATICC TRADITION 
 Body of work has been in existence for a 

considerablee amount of time 
 few new additions: closed system 
 tradition is a sign of distinction for an 

establishedd class, whether social or religious 
 sometimes littl e emphasis on artistic value 

(ass in ritual music) 
ORIGINALL CONTEXT 

 music is practiced in its place or culture of 
origin,, or a recreation thereof 

 music is practiced at its time of creation 
 music is practiced in its original cultural 

context t 
(RECONSTRUCTED)) AUTHENTICITY 

 the music is practiced in a manner that 
consciouslyy follows an authoritative vision of 
recreatingg outward or inward characteristics 
off  the historical, geographical and/or social 
circumstancess of the origin of the music. 

HOLISTIC C 
 'real' repertoire serves as basis for actual 

transmission n 
 implicit music theory 
 relatively littl e speaking and explanation 

duringg musical transmission 
 from known to unknown 
 individual path; confusion as consciously or 

unconsciouslyy used instrument 
 teacher demonstrates, coaches, or may even be 

absentt (through radio, TV, recordings) 
 sometimes spiritual/religious background 

ORAL L 
 no or littl e system of notation is used 
 tonal material improvised or restructured 
 all music and exercises are first presented in 

actuall  sound 
INTANGIBL E E 

 emphasis on expression 
 emphasis on creativity asnd improvisation 
 emphasis on supernatural 

CONSTANTT FLUX 
 musical style is based on a continuous process 

off  change and innovation 
 new contributions core characteristic 
 music is young and/or constantly exposed to 

neww influences; often status subculture 
 dynamic references for quality, which develop 

withh new contributions to the style 
RECONTEXTUALISED D 

 music has moved to another place or culture, 
andd taken new roots there 

 music has been transposed to a new era 
 the music has taken root in a new cultural 

contextt or social setting 
NEWW IDENTITY 

 focus is on 'true to self authenticity. It is 
takenn for granted in the teaching situation that 
thee music practice does not have the same role 
inn society as it did when and where it 
originated. . 

MONOCULTURAL L 
-- music is transmitted in 
thee context of a single, 
dominantt musical culture 

-- often sense of 
superiorityy or belief in 
evolutionaryy model 
-- single cultural reference 
forr quality 
TerminologyTerminology typically used 
toto refer to world music: 
primitive,, strange music, 
exotic,, non-Western 

MULTICULTURA L L 
-- music is transmitted 
withoutt explicit reference 
too other musics, but 
withinn an awareness of 
severall  other musical 
culturess existing in a 
singlee cultural space. 
-- multiple cultural 
referencess for quality 
TerminologyTerminology typically used 
toto refer to world music: 
ethnic,, roots, indications 
specificc origin, e.g. Indian 

INTERCULTURAL L 
-- music is seen in relation 
too other musics, 
comparedd cross-culturally 

-- may lead to mixing or 
fusion n 

-- mixed cultural 
referencess for quality 
TerminologyTerminology typically used 
toto refer to world music: 
fusion,, cross-over, world 
beat t 

TRANSCULTURAL L 
-- music has taken on in-
depthh characteristic of 
moree than one culture 

-- likely to have become a 
genree in its own right. 

-- new, fused references 
forr quality 
TerminologyTerminology typically used 
toto refer to world music: 
onee world music, 
Weltmusik k 
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Testingg the SCTM: Three Finger Exercises 
Inn order to bring the model to life and demonstrate its potential and limitations, we will briefly 

examinee three widely divergent examples of musical transmission through the framework: of the seven 

continua.. The examples range from traditional music in its original setting to new forms of music far 

awayy from their roots. The sources also vary greatly, from a 45-second video fragment to a full 

observationn of a lesson. The implications of this variety of settings for the outcomes will be briefly 

discussedd at the end of this section. In each example, the perspective taken will be that of the 

researcherr or outside observer. 

Fingerr  Exercise 1: P'ansori in Korea 

Source:: Scene from moviee Sopyonje 

Director:: Im Kwon-Taek 

Producer:: Lee Tae-Won 

Southh Korea, 1993 

Introductio n n 

P'ansori,P'ansori, a refined Korean epic folk tradition, sometimes misleadingly referred to as "Korean Opera," 

wass well established in folk music and by the late eighteenth century, but developed towards urban 

stagess during the later Chosön Dynasty, which ran from 1392-1910 (Howard, 1999, p. 83, pp. 85-86). 

Itt was originally sung by a single, professional, itinerant musician, accompanied by a percussionist 

playingg a barrel drum known as puk. P'ansori brought legends of Korea in a way not dissimilar to 

West-Africann jalis or medieval European bards. It is reported to be a very demanding art form: 

"Trainingg and memorization require years of sustained effort, and a complex structural system of 

melodicc modes and cyclical rhythmic patterns appears in the music, correlated with emotions and 

developmentss in the drama." (Provine, 2003). Howard refers to much time spent in harsh training 

beforee "finding the true voice." He relates that "frequent or yearly trips to temples or mountains for 

'100-day**  training are considered necessary. Only in deep mountains can singers force their voices; 

onlyy beside waterfalls can they compete to generate great volume; only in caves can they work on 

vocall  resonance" (1999, p. 90). 

Often,, p 'ansori was taught within the family. The film Sopyonje deals with the life of such a family, 

withh the title referring to the "lyrical and emotional so-called 'Western style'" (Howard, 1999, p.86). 

AA striking scene of 45 seconds shows the father teaching his daughter Yubong and her brother an 

ornamentedd phrase. When the younger brother does not manage to replicate it to the liking of the 

fatherr soon enough, he is simply sent away. The short scene breathes the atmosphere of discipline and 

dedicationn the art demands. 
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Analytic/holisti c c 

Inn the scene, the father repeats a particular phrase from a song several times, but he makes no effort to 

breakk it down or explain the vocal ornamentations. The method witnessed in this very short fragment 

leanss towards holistic. 

Written/ora l l 

Thee father does not use notation. Although a 45-second fragment does not give any conclusive 

evidence,, the fact hat he does not use notation for teaching a fairly complex melodic phrase may 

indicatee that notation is not widely used in this tradition. This is corroborated by the rest of the movie, 

ass well as by the literature. Speaking of Korean music in general, Auh remarked that "without 

textbookss or musical notation, students were to learn through imitation - 'teach by mouth and learn by 

heart'' method" (1974, p. 23). 

Tangible/Intangible e 

Inn this fragment, the goal of instruction seems to be a somewhat complicated, yet tangible technical 

aspect.. Obviously, no conclusions on the balance between tangible en intangible aspects in the entire 

learningg process can be drawn from such a limited picture, but this moment in the transmission is more 

tangiblee than intangible. 

Staticc Tradition / Constant Flux 

Again,, the fragment indicates that a high degree of perfection in imitation is demanded, but does not 

givee conclusive indications. But as P'ansori is one of the great Asian traditions, and we have seen that 

thesee great oral traditions are generally quite conservative, contextual conjecture would lead us to 

tentativelyy choose a position towards static tradition. 

Origina ll  Context / Completely recontextualised 

Fromm the fragment, it appears that we are witnessing the music being taught in its original context, i.e. 

withinn a family of hereditary musicians, in Korea, before the art form moved to urban settings. 

(Reconstructed)) authenticity / New identity 

Thee approach seems to be towards authenticity. However, it would be irrelevant to speak of 

reconstructedd authenticity, as it appears to be unchallenged authenticity in its original form. If we 

assumee that the setting does not generate any reflection on authenticity, this is a position on a 

continuumm that does not represent a real choice in this context. Still, the balance would be towards 

authentic. . 
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Monoculturall  / multicultura l / intercultura l / transcultural 

Fromm the evidence in the fragment, we would tend to conclude that we are dealing with a monocultural 

approach:: a culture-specific tradition taught in its culture of origin. But again, the setting does not 

suggestt there is a range of choices, as there are in culturally diverse societies. 

Thiss brief discussion would lead to the following graphic representation of the teaching and learning 

situation: : 

Tablee 6.3: Traditional teaching of p'ansori in the SCTM 

Dimensionss of Transmission 

ANALYTIC C 

WRITTEN N 

TANGIBLE E A A 

A A 

A A 

HOLISTIC C 

ORAL L 

INTANGIBLE E 

Issuess of Context 

STATICC TRADITION 

FLUX X 

ORIGINALL CONTEXT 

(RECONSTRUCTED) ) 

AUTHENTICITY Y 

A A 

A A 

A A 

CONSTANT T 

COMPLETELY Y 
RECONTEXTUALISED D 

NEWW IDENTITY 

Approachh to Cultura l Diversity 

MULTICULTURALL INTERCULTURAL 
MONOCULTURALL TRANSCULTURAL 

«-XX | I > 

II  have included this example to demonstrate that even a very short fragment from a relatively obscure 

traditionn with minimal background information already can yield a picture of the transmission process 

thatt creates considerable insight into the choices made. Intersubjectivity testing confirms this 

(Appendixx CI). The result is a picture that could well be typical of many of the major classical 

traditionss of Asia and the world of Islam: modes of transmission that lean towards oral and holistic, 

shiftingg positions of emphasis between tangible and intangible (ranging from clear technique to 

supernaturall  references), strong adherence to established tradition, context and authenticity, and 

emphaticallyy monocultural (cf the paragraphs on India in the case studies in the next chapter). 
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Fingerr  Exercise 2: Master  class North Africa n Rai music by Cheb Khaled 

Source:: Video registration master class, Roots & Routes 

Director:: Henk van der Meulen 

Broadcastt June 2001 by NPS (Dutch National Television) 

Rotterdam,, 23-24 May 2001 

Introductio n n 

Earlyy rai was performed by female singers in the bars of Oran during the 1920s and 1930s, 

accompaniedd by the gasba (an end-blown flute) and the guellal (a cylindrical drum). In the course of 

thee twentieth century, rai changed instruments. The traditional North African instruments were 

replacedd by Western ones from pop and jazz. Until the 1970s, "performances were usually limited to 

semi-publicc domains such as men's bars, bordellos and wedding parties" (Bezza, 2003, p. 269). In the 

1980s,, it turned into chab-rai, the protest music for a generation of young North Africans discontented 

withh the conservative environment in which they grew up. The word rai means "opinion." The 

exclamationn "Ya rai" could be freely translated as: 'Tell it like it is" (Broughton, 1994, pp. 126-133). 

Thee actually crowned king of rai is Cheb Khaled, who has enjoyed great popularity since the 1980s 

withh his chaabi or chab-rai style. In 2001, he was invited by the Netherlands Dunya Festival in 

Rotterdamm to give a master class to promising young North African musicians in the Netherlands. Ten 

musicianss were selected through auditions. The workshop took place at Nighttown in Rotterdam, on 

23-244 May 2001, in the context of Roots & Routes, a project organised by Rotterdam 2001 and the 

Dunyaa Festival. It was broadcast by NPS television in June of the same year. A four-minute fragment 

fromfrom a video recording of the broadcast forms the basis for this analysis (Appendix D3). 

Analytic/holisti c c 

Althoughh Khaled goes up to individual participants of the master class and sections to indicate 

preciselyy what he wants them to do, his approach could also be labelled holistic, as he makes clear 

constantlyy mat he works from the concept of the entire piece of music. There is a balance between the 

two. . 

Written/ora l l 

Khaledd does not use notation for the workshop. He instructs the musicians by singing what he wants 

themm to do. In fact, he criticises musicians he calls "technicians" without soul: "That is not a musician. 

Thatt is why I don't like reading [music]. You get to play like a machine" (Roots & Routes, 2001; my 

translationn from French). Although the argument may not stand up to scrutiny, the choice for oral 

transmissionn is clear. 
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Tangible/intangible e 

Ass this is a master class with a performance event as the desired outcome, the emphasis tends to be on 

tangiblee aspects. However, Khaled uses gesture, sound and metaphor to indicate what words cannot 

easilyy describe. The balance is close to the middle. 

Staticc Tradition / Constant Flux 

Althoughh Khaled does not express himself specifically on this subject, it is clear that rai itself is a 

genree in constant flux and development, as is illustrated by the introduction. In order to address this 

question,, however, the reference for the tradition should be established: from the perspective of the 

musicc of Oran in the 1920s it is in constant flux; from the perspective of globally distributed pop-rai it 

hass been fairly stable over the past few decades. We follow the former perspective here. 

Origina ll  Context / Completely recontextualised 

Here,, the same issue applies. Although it is difficult to indicate an original context for pop-rai, it goes 

withoutt saying that rai as a genre has been completely recontextualised over the past 80 years. 

Reconstructedd authenticity / New identity 

Similarly,, rai has taken on a new identity from North African local protest music to a global pop 

phenomenon. . 

Monocultura ll  / multicultura l / intercultura l / transcultural 

RaiRai as it is practised by Khaled and his contemporaries is between intercultural and transcultural. It 

hass absorbed stylistic qualities from mainstream pop and jazz music and Afro-Caribbean traditions. 

Tablee 6.4: Contemporary master class rai in the SCTM 
Dimensionss of Transmission 

ANALYTIC C 

WRITTEN N 

TANGIBLE E 

A A 

A A 

A A 

HOLISTIC C 

ORAL L 

INTANGIBLE E 

Issuess of Context 

STATICC TRADITION 

ORIGINALL CONTEXT 

(RECONSTRUCTED) ) 

AUTHENTICITY Y 

A A 

A A 

A A 

CONSTANTT FLUX 

COMPLETELY Y 

RECONTEXTUALISED D 

NEWW IDENTITY 

Approachh to Cultura l Diversity 

MONOCULTURAL L 
MULTICULTURAL L 

1 1 
1 1 

INTERCULTURAL L 

II TT 
11 X 

TRANSCULTURAL L 
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Thee rai master class by Khaled presents a vital picture of a music that has managed to recontextualise 

itselff  very successfully, and has chosen forms of transmission largely in line with this new identity. 

Itt is interesting to note that from the perspective of including this teaching and learning in formal 

transmissionn settings, it promises some friction in a more traditional environment Both the rebel 

atmospheree around the music and the way of transmitting it are more in line with modern popular 

musicc programs then with traditional classical ones, whether Western or Arab. 

Fingerr  Exercise 3. Gordang Sembilan in school music settings 

Source:: observation classes, fieldwork notes (cf Schippers, 1997, pp. 58-59) 

Internationall  School of Kuala Lumpur 

Malaysia,, 17 May 1995 

Introductio n n 

Inn the introduction to this thesis, the work of Jennifer Walden at the International School of Kuala 

Lumpurr has already been mentioned. A particularly striking example of her work was a lesson to an 

elementaryy school class on gordang sembilan, music featuring nine identical, tall drums when 

performedd at the end of Ramadan by the Mandailing people from Northcentral Sumatra (Mentzer, 

2002).. Walden chose to practice this music in a classroom setting with an eclectic mix of drums from 

fourr different continents, including kompang frame drums from Malysia, cumbia drums from 

Columbia,, darbuka from Syria, Chinese drums used for lion dances, and trap drums. Still her aim 

appearedd to be to achieve a didactically and artistically satisfying result. In the light of the seven 

continua,, this example takes on particular relevance. 

Analytic/holisti c c 

Thee various sound patters were given to the percussion players one by one, in increasing degree of 

complexity.. However, towards the end emphasis is placed on the sound of the entire ensemble and the 

relationn between the various rhythms. There was a progression from analytic to holistic, with greater 

emphasiss on analytic 

Tangiblee / Intangibl e 

Thee teacher works on tangible aspects, i.e. the correct rhythms for each of the drums. Sound 

productionn or quality is not addressed as an important issue. However, towards the end she does draw 

attentionn to the effect of the sound of all the drums, the total being more then the sum of the parts. 

Still,, the balance is towards tangible. 
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Written/ora l l 

Thee transmission process is entirely oral, as it would be in Sumatra. However, this should not 

necessarilyy be interpreted as a significant choice on the part of the teacher, as most music education at 

primaryy school level is. 

Staticc Tradition / Constant Flux 

GordangGordang sembilan is a well established tradition on Sumatra. Walden does not attempt to alter the 

traditionn as such. In terms of the actual music, the approach leans towards static. 

Originall  Context / Completely recontextualised 

Thee context of the music is changed drastically, from a Muslim Sumatran village festivity to an 

Internationall  School classroom activity with children from all over the world. 

Reconstructedd authenticity / New identity 

Thee music develops a totally new identity. No effort is made to preserve the original instrumentation. 

Withinn its modest level of ambition, gordang sembilan is given a 'new identity' approach in Malaysia. 

Monocultura ll  / multicultura l / intercultura l / transcultural 

Whilee traditional gordang sembilan in Malaysia would qualify as multicultural, the present example is 

moree towards intercultural, as it involves the meeting of cultures through the participants, and even 

moree so through instrumentation. 

Tablee 6.5: Gordang sembilan as music in school in the SCTM 

Dimensionss of Transmission 

ANALYTICC < -

WRITTENN <-

TANGIBLEE <-

-x-- HOLISTIC C 

- X - »» ORAL 

»» INTANGIBLE 

Issuess of Context 

STATICC TRADITION 

ORIGINALL CONTEXT 

(RECONSTRUCTED) ) 

AUTHENTICITY Y 

CONSTANTT FLUX 

COMPLETELY Y 

RECONTEXTUALISED D 

NEWW IDENTITY 

MONOCULTURAL L 

K K 

Approachh to Cultural Diversity 

MULTICULTURALL INTERCULTURAL 

11 1 T 
11 < X 

\ \ 
TRANSCULTURAL L 
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Applicationss of the SCTM as a descriptive model 
Thee Three Finger Exercises demonstrate that the most obvious application of the SCTM is to describe 

aa given teaching situation, whether it is a moment in a lesson, or an entire acculturation process. 

Descriptionn of musical transmission can be based on a full analysis of an observed teaching process, 

supportedd by extensive interviews with the facilitator/teacher and the learner, but it may also be based 

onn ethnomusicological accounts of musical transmission, or on oral reports by observers or 

participants.. Even relatively short video footage or, for example, a ten-minute fragment of a lesson can 

generatee an insightful picture of the choices made in a particular teaching situation. The methods of 

transmissionn cluster are easiest to deduce from audio-visual sources of limited duration. With 

approachess to tradition, authenticity and context, issues of interpretation arise; the observer has to 

deducee or interpret thought patterns and settings beyond clear indications. Observed approaches to 

culturall  diversity tend to be less ambiguous, and can be readily established in most cases. 

Inn order to provide deeper insight into a specific situation of music transmission or learning, however, 

thee graphic representation alone is not sufficient. Not only the position, but also the reasoning behind 

choosingg the position on each continuum is crucial. For instance, this enables researchers to establish 

thee difference between a lack of clear arguments for either extreme position on the continuum on one 

hand,, and two forces pulling with equal force on the other: both of these could result in a middle 

position.. It also makes visible differences and choices in interpretation of the various concepts and 

weightt attributed to specific indicators. Consequently, the precise position on the continuum by itself 

iss of limited meaning, although consistent patterns are likely to emerge from comparable traditions 

andd settings. The model can be applied as a tool for documenting instances or trajectories of musical 

transmissionn in the spirit of thick description (Geertz, 1973). In the end, it emphatically remains a 

qualitativequalitative tool, in spite of its quantitative appearance. 

AA key factor for this limitation is researcher bias. As we have seen in the text of the preceding 

chapters,, the concepts that lie at the basis of the Seven-Continuum Transmission Model (SCTM) are 

subjectt to substantial difference in interpretation. Consequently, there is a risk of a considerable 

variancee of interpretation between various observers using the descriptive model. This spectrum of 

variancee was informally gauged in discussions with music teachers between 1995 and 2003, and more 

systematicallyy with first-year students of jazz, pop and world music in the context of a course called 

TransmissionTransmission at the Rotterdam Conservatoire in the first semester of 2002-2003. The final model was 

testedd for intersubjectivity with five consultants in the summer of 2003, whereby each reviewed and 

evaluatedd a number of the finger exercises and case studies from Chapter Seven on the basis of video 

footage.. Consultants of various levels of acquaintance with the tradition and teaching practice were 

askedd to fil l out SCTM-fonns and motivate their choices. This process allowed a validation of the 

SCTMM for its relevance across settings as a descriptive model, and for its comprehensive embrace of 
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traditionss to which it might be applied. It also facilitated confirmation of the limitations of using 

SCTMM as a quantitative tool, by demonstrating variance in graphic outcomes, which needed 

qualification. . 

Ann analysis of the outcomes of these sessions can be found in Appendix C1-C5. In summary, the 

resultss demonstrated that analyses of particular cases led to patterns which vary considerably in exact 

positioning,, but generally demonstrate the same overall picture, provided the terminology has been 

explainedd and understood as unambiguously as possible. In the clusters on Dimensions of 

Transmissionn and Approach to Cultural Diversity, the outcomes are quite similar between various 

consultants.. Greater variation is found in the cluster on Issues of Context. 

Factorss that cause differences in determining the position on each of the continua include: 

 The level of understanding of the particular tradition. Those that are more familiar with a 

traditionn tend to react stronger to signals enforcing impressions from previous experience. 

Supposedd knowledge of the observer (e.g. prejudices about a particular culture or tradition) 

mayy also influence the choice of position on one or several of the continua. 

 The level of abstraction in thinking on music and society. To many practicing musicians, 

consideringg ranges of meanings implied by terminology is not part of their daily intellectual 

exercise.. In addition, translating perceptions of a music transmission practice into specific 

degreess often proves difficult. For instance, the distinction between 'quite oral' and 'very oral' 

iss dictated by observers*  norms and their perception of deviation from a norm, which would 

varyy considerably between, for example, Western classical music, jazz, and African 

percussion. . 

 The exact interpretation of the concepts of tradition, authenticity and context. This causes 

perhapss the largest divergence. Positioning here is influenced by personal background, 

dominantt perceptions of these concepts within each musical culture, and the specific 

referencess for time and place that is taken for tradition, authenticity and context. Although the 

variationn in each of these can be limited by thorough briefing, no absolute solution for this 

situationn can be offered: researcher bias wil l remain a factor of considerable influence. 

Precisee instruction on the interpretation of each of the terms used in the SCTM and the indicators is 

likelyy to limit the diversity in outcomes, with differences that do not challenge the validity of the 

SCTMM as a descriptive model. When supported by explanations of the terminology, music educators 

andd students are able to work with these concepts to a considerable degree of uniformity, and 

variationss can be explained by comments regarding choices for positions on each continuum. 
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Thee range of variation when the model is applied to the observation of a well-defined, short period in 

thee process of teaching and learning music can be explained most easily by the motivation of the 

observerr for choosing particular positions on the continua. As we wil l see in the case studies, a broader 

rangee of variation (and consequently less unambiguous positions on the continua) exists when applied 

onn longer processes. This does not devalue the model: considering the reality of practicess of teaching 

andd learning, it stands to reason to find alternation between choices over various stages of musical 

development.. However difficult to position and document precisely, the description of longer 

trajectoriess do provide us with the most valuable information on how musical skills and knowledge are 

acquiredd within a specific tradition. In all cases, however, subjectivity inevitably plays a role, steered 

byy the background of the user, understanding of and preconceptions about the tradition, and their role 

inn the transmission process, if any. 

Otherr applications of the SCTM 
Althoughh the model has specifically been designed to describe situations of musical transmission and 

learningg involving world music traditions in culturally diverse societies, it at least has the potential to 

bee applied to a broader variety of situations in which musical transmission takes place, including 

Westernn forms of music. In each case, however, the relevance and exact definition for each of the 

indicatorss needs to be established. Some continua may not be relevant in particular settings. For 

instance:: in truly monocultural settings there may be no choices for positioning a particular musical 

practice,, or for reconstructing authenticity, which renders the spectrum of these continua irrelevant. 

Inn addition to a wider scope for content, it can be argued that SCTM can be applied beyond its use as a 

descriptivee tool, for instance for the analysis of teaching situations. Analysis traditionally uses the 

toolss of Western educational psychology or music pedagogy, focusing on aspects such as the 

relationshipp between the teachers and the learners, the organisation of the material, longitudinal 

planning,, measurable outcomes, and criteria for assessment. The framework provided by the SCTM 

enabless researchers to describe teaching situations taking into account different perspectives, allowing 

aa broader scope for comparing data across systems and cultures in a more or less uniform manner. As 

thee Three Finger Exercises demonstrated, by adding this dimension, richer analyses of teaching 

situationss may be produced. 

Iff  the choices as described in the model can be assumed to contribute to successful transmission of 

musicall  traditions, then the model can also be used to make predictions on whether a particular 

musicall  practice or mode of transmission is likely to do well in new settings, or is likely to do better 

whenn changed. While at this stage there is littl e hard evidence to support, it makes a convincing 

argumentt to assume that introducing a particular system of musical transmission in a setting that has 

contraryy values increases the probability of tensions and implies greater risks of failure in the musical 

transmissionn process (see, for example, Case Study 3). 
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Inn this way, problems can be foreseen and addressed timely. For instance, the frictions with world 

musicc in Dutch music schools in the 1980s that were discussed in Chapter Five could possibly have 

beenn attenuated, and indeed the entire issue of teaching and learning oral traditions in music schools 

andd conservatoires been addressed more effectively from the start Making an analysis of a newly 

plannedd teaching situation from the perspective of all three actors may prevent a great deal of 

misunderstandingg and il l feelings at later stages. 

Goingg one step further, those in charge of musical transmission may dictate specific choices to be 

madee in musical transmission to guarantee success in a new environment. This is a contentious area: 

choicess may be conducive to avoid tensions with the new environment, but may be less productive in 

relationn to the key musical values of a particular tradition. Musicians may be forced to make 

concessionss to an institutional mode of working, which, as we have seen, may itself be outdated. 

Withh the SCTM, the vocabulary, scope and accuracy of descriptions of settings for musical 

transmissionn can be widened, particularly for culturally diverse settings, which need a cross-cultural 

perspective.. In fact, this application may well be a step in the development of what Campbell quotes 

ass "equity pedagogy", which "arose in the mainstream of educational groups by the mid-1980s. 

Teacherss were activated to modify their teaching in ways that could facilitate the academic 

achievementt of students from diverse racial, cultural, ethnic and gender groups" (Campbell, 1994, p. 

70).. Here, the SCTM can be of great use. If the teacher is able to analyse the expected modes of 

musicall  transmission in his students, he can make conscious choices in the delivery of any material, 

takingg into account any extra faculties or difficulties his students may possess. 

Ann issue to be raised here, however, is that the discussions about approaches to teaching seem to be 

moree alive in circles of teachers of specific instruments and traditions rather than in the practice of 

classroomm music teachers at large. Classroom teachers appear to focus more on availability of directly 

applicablee classroom material, which they generally deliver in the manner they would deliver courses 

onn Western classical or pop music. What was true for most classroom music teachers during the 

landmarkk Wesleyan Symposium in 1984 seems to be the general picture to this day: "While a study of 

transmissionn processes was viewed with intrigue by teacher-participants, it was seen by many as only 

remotelyy related to the challenges of teaching in multicultural classroom settings" (Campbell, 1994, p. 

69).. Judging from presence and presentations of school music teachers at conferences over the past ten 

years,, there is littl e evidence of a significant evolution in this attitude (Personal observation). 
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Conclusions s 
Thee Seven-Continuum Transmission Model provides a framework that allows educators and 

researcherss to consider and compare practices of teaching and learning world music from a cross-

culturall  perspective, incorporating the values that teacher, learner and institutional environment bring 

too the transmission process. Consequently, SCTM can be used as a tool for systematic examination of 

teachingg and learning world music, in the style of the descriptive methods found in the social sciences. 

AA number of conclusions can be drawn on the use and application of the Seven-Continuum 

Transmissionn Model: 

 With the SCTM, music education researchers and ethnomusicologists have at their disposal an 

innovativee and powerful instrument to describe explicit and implicit choices in music teaching 

andd learning in culturally diverse settings. 

 In order to provide insight into a specific situation of music transmission or learning, the 

motivationn for choosing a particular position on each of the continua is crucial to arrive at a 

comprehensivee picture of explicit and implicit choices in each of the seven areas the model 

addresses. . 

 In spite of its quantitative appearance, the SCTM is primarily a qualitative tool; which can 

onlyy be used to its fullest potential when accompanied by explanatory texts. However, the 

graphicss may suggest patterns or correspondences, which then need to be checked against the 

reasonss for specific choices. Exact briefing of observers, using the indicators from Table 6.2, 

iss likely to improve cohesiveness in outcomes. Further research on intersubjectivity is needed 

too determine exact ranges of variances between different groups of participants and observers. 

 The various continua allow room for differences in interpretation, even when the model is 

appliedd to a well-defined, single moment in music teaching and learning on video. Differences 

inn interpretation occur even between music education professionals. However, the differences 

cann largely be explained by the level of understanding of the specific practice byy the observer. 

 A broader range of variation (and consequently less unambiguous position on the continua) 

existss when applied to longer processes. This can readily be understood from the reality of 

practicess of teaching and learning music over a period of years, which tend to alternate 

betweenn choices over stages of development, particularly in the cluster learning process. 

 In all cases, researcher bias plays a role, steered by the background of the user, understanding 

off  and preconceptions about the tradition, and the role in the transmission process. However 

difficul tt to pinpoint, the description of longer trajectories do provide us with the most valuable 

informationn on how musical skills and knowing are acquired within a specific tradition. 
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 The continuum on cultural diversity is fairl y straightforward , if the definitions of each of the 

areass as developed in Chapter  One are followed. The methods of transmission cluster  seem to 

bee most easy to apply broadly. With tradition , authenticity and context, issues of interpretation 

arise,, as could be expected in the light of their  composite nature and variation of angle from 

eachh different tradition . Thee indicators may help clarify issues of interpretation. 

 The model, with its flexibilit y in choosing positions between extremes, is most readily 

applicablee to cultural diverse situations, but can be applied to a broader  range of practices, 

suchh as single culture settings in both non-Western and Western settings. In each of those 

cases,, however, the relevance and exact definition for  the indicators needs to be carefully 

established. . 

 Apart from its function as a descriptive model, it is likely that SCTM may prove useful in 

analytical,, predictive and even prescriptive applications. This wil l require further  research. 

Havingg established a model for  examining situations of teaching world music after  exploring each 

off  its component parts separately, the final chapter  of this study is dedicated to four  specific 

instancess of instrument and genre specific teaching in the Netherlands, demonstrating the 

workingss of the model across cultures in greater  detail. 
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