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Abstract
In 2017 Orff New Zealand Aotearoa (ONZA) offered a unique bi-culturally framed
course for experienced Orff teachers, which provided the opportunity for this
qualitative case study. The study was undertaken in two parts and involved
interviewing and observing five course participants.

The first part of this study set out to benchmark the selected participants’ Orff
teaching practices prior to the course. Through pre-course semi-structured
interviews, participants described a number of key principles they felt characterised
their practice. A number of shared beliefs, values, and practice patterns became
apparent. As a group, the participant descriptions echoed the New Zealand-based
Orff literature with its strong focus on creativity, student agency, and teacher artistry
in composition and improvisation work.

The second part of this study set out to capture how the participants engaged with
the inclusion of indigenous Māori knowledge and pedagogy in the course. Through
post-course semi-structured interviews, participants shared their reflections on the
bicultural aspects of the course and considered the potential impacts of their
learning on their future Orff teaching practice. A number of participants felt
challenged and uncomfortable with aspects of the bicultural experience and shared
uncertainty around taking bicultural leadership back into their classrooms. The
participants’ reflections captured the complexities surrounding issues of identity and
teaching practice, as well as an appreciation of the multiple perspectives and
discourses that exist in discussions around biculturalism. Participants also identified
a number of potential benefits and challenges with connecting the Orff approach
and indigenous Māori knowledge in their teaching practice.

The data was analysed and presented for both parts of the study using the gateway
approach (Mears, 2009). This takes the form of excerpted narratives, that capture
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participant reflections in a way that provides deep insight into the experiences of
these participants.

The findings in this study challenge the multicultural approach to education that
dominates the Orff literature internationally. In the light of the findings presented
here, and the literature reviewed, potential adaptations of the Orff approach in New
Zealand’s unique bicultural context are discussed from a critical multicultural
approach.

Keywords:
Orff Approach; Music Education; New Zealand; Indigenous Māori; Biculturalism;
Narrative Voice; Critical Multiculturalism; Gateway Approach
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Chapter One
Introduction
1.1

P urpose and Motivation for this Study

A key principle of the Orff approach to music and movement education is
that teachers need to select material and build their repertoire and learning
process carefully in response to their particular social, cultural and temporal
learning contexts. Over the last few years there has been growing interest
within the Orff New Zealand Aotearoa (ONZA) community in acknowledging
New Zealand’s bicultural context, and in exploring the relationship between
the Orff approach and indigenous Māori knowledge and understandings.
For me personally, reflecting critically on the Orff approach within our
bicultural educational landscape is essential as an ONZA educator, preservice teacher educator, and schoolteacher.

As an advocate of the Orff approach, I was aware that my practice would
benefit through my taking on the role of self-reflexive practitioner/researcher.
Regelski (2002) argues that every teacher has an ethical obligation to
determine whether the ideals inherent in a curriculum benefit their students.
I set out with an intention to actively work towards improving the quality of
teaching practice in New Zealand primary schools and to meet my ethical
obligation as a teacher in Regelski’s terms. My research design for this smallscale study frames it in relation to our current educational policy climate and
social context. As Menter, Elliot, Hulme, Lewin, & Lowden (2013) says: “If a
research study is framed from the outset in relation to wider policy […] then it
may well be that the outcomes of the research study will be of much wider
interest” (p. 12).
1

In this research, I aspired to contribute to the development of high-quality
Orff teaching practices that honour our unique, bicultural educational
landscape in New Zealand.

1.2

R esearch Context and Approach

In 2017 a bi-culturally framed, six-day, Level 4 Orff course was designed and
offered by ONZA. The teaching structure of the course differed from
previous courses. As well as two Orff teachers who taught the Orff music and
movement pedagogical content, two additional teachers were included.
They were: a Māori expert, as an indigenous culture bearer, and a Pākehā
contemporary dance educator experienced in working in New Zealand’s bicultural context. The Māori teacher taught a daily kapa haka class and
provided an oral storying of the legend of ‘Ko Rata me te Waka’ (Rata and
the Canoe), which was used in the Orff classes as a basis for creative work in
music and movement. She also facilitated a pōwhiri (Māori welcome) and
poroporoaki (Māori reflection process). The contemporary dance teacher
worked with the Orff movement teacher in creative dance sessions,
responding in movement terms to the legend of ‘Ko Rata me te Waka’. The
course provided participants with experiences of Māori ways of doing,
learning and knowing about music. It offered the participants on the course
an opportunity to consider the place of Māori knowledge in Orff-based music
and movement education in New Zealand. It also provided a unique
research opportunity for me to conduct a qualitative case study to capture
the developing perspectives, knowledge, and understandings of those
involved.
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Like Mears (2009), I was motivated “to bring people closer to an
understanding of the experiences of others so that situations and programs
and policies can be better understood and, if necessary, improved” (16).
The gateway research approach, (Mears, 2009), was chosen for its potential
to offer both those inside and outside the course the opportunity to gain a
deeper insight into the bicultural learning experience as shared by the
participants. In this study I was an insider researcher being a participant on
the course myself. This supported the capturing of a nuanced understanding
of what was observed on the course and subsequently described by the
interviewees. The advantages and limitations of this subjective lens is
discussed further in the chapter on research design.

1.3

S ignificance and Research Questions

The number of people applying Orff-Schulwerk around the world is
continuing to grow. This has led to increasing attention and scholarly
engagement with questions around how this approach to music and
movement education is best adapted in different cultural contexts. In my
review of the Orff literature, a predominantly multicultural approach to
adaptation was highlighted, as well as a significant gap in addressing
questions of adaptation from a critical multicultural perspective.

In New Zealand, the school curriculum reflects a social constructivist
approach to education, which promotes teachers as empowered curriculum
designers, open learning processes and student agency. Fraser, Aitken, and
Whyte (2013) assert that the current curriculum “vests teachers with greater
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decision-making capacity when it comes to determining curriculum coverage,
and greater flexibility in terms of subject planning” (pp. 6-7).
However, there are challenges facing teachers in terms of honouring Treaty
of Waitangi principles, which are also core to the curriculum. This in part
requires teachers to facilitate learning that affirms New Zealand’s unique
bicultural identity (Ministry of Education, 2007).

To engage effectively with Treaty principles teachers need to be highly
skilled and empowered to work collegialy with Māori in their communities
(New Zealand Curriculum Online, 2014). Many Pākehā teachers, however,
experience uncertainties when it comes to developing bicultural practices.
Warren (2013) describes this as a “tension between our subjectivities as
competent professionals and gaps in our bicultural teaching expertise”
(p. 35).

Recently, Māori-led professional development programmes have helped
teachers understand the role they can play in fostering the identities of Māori
learners (Bishop & Berryman, 2010). The Ministry of Education’s current
Māori education strategy, ‘Ka Hikitia’, states: “We know Māori students do
much better when education reflects and values their identity, language and
culture, and this is a central focus within Ka Hikitia – Accelerating Success
2013–2017” (Ministry of Education, 2013, p. 6).

The present study, by capturing five teachers’ experiences of bicultural
learning during an Orff level 4 course, enabled reflection on the relationship
between the Orff approach to music education and effective bicultural
teaching. As Mears (2009) says “we can learn from each other, adjusting our
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awareness so we can appreciate the experience and understanding of others.
In this way, we can gain a deeper understanding of ourselves” (p. 155).
The primary question guiding this study was:
•

How does engagement in a six-day intensive workshop, exploring an
application of the Orff approach within the bicultural New
Zealand/Aotearoa context, impact on a sample of experienced Orff
music teachers?

Secondary questions were specific to each of the two parts of the study. The
first set were designed to benchmark the current study and guide the precourse interviews with participants. The second set sought to investigate the
participant responses to the learning made available during the course.
These were addressed through my own observations during the course and
post-course interviews with participants.

• Part One:
i.
ii.
iii.

How do these teachers describe their understanding of the Orff
approach?
Do they identify key principles that guide their current Orff
teaching practice?
Are there shared beliefs, values and practice patterns among
these experienced New Zealand Orff teachers?

5

•

Part Two:
i.

ii.

iii.

1.4

How do these teachers engage with/reflect on the inclusion of
mātauranga Māori, indigenous worldviews and knowledge on
the course?
Do they believe that this engagement will result in them
adapting their Orff understandings/practice and, if so, in what
ways?
Do they identify any potential benefits or challenges with
linking the Orff approach to Māori performing arts traditions /
Māori ways of doing, learning, and knowing about music?

O utline of Dissertation

Chapter Two of this dissertation is a review of literature pertinent to this
study. A broad overview of the history and dissemination of Orff-Schulwerk
is provided, including its key defining principles. The review also deals with
research related to the Orff approach in the New Zealand context in order to
identify gaps and to establish my own position in this field. Finally, it reviews
literature relevant to the bicultural topic of this study, with a focus on New
Zealand’s political, social, and educational contexts.

In Chapter Three the research design adopted for this study is outlined. In
this chapter data collection methods are discussed, i.e. semi-structured
interviews and reflective journaling, along with the analytical process.

The findings are presented in two parts in Chapters Four and Five. This
sequence reflects the two stages of data collection, pre-course interviews
and in-course observations/post-course interviews.

6

In Chapter Six I discuss the findings in relation to the research questions and
consider how the experiences, as shared by the participants in this study,
might contribute to future adaptations of the Orff approach in New Zealand’s
unique bicultural context. This last chapter also includes a proposed
framework to facilitate an adaptation of Orff-Schulwerk that recognises and
honours New Zealand’s bicultural context.
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Chapter Two
Literature Review
I

2.1 ntroduction
The purpose of this chapter is to provide a review of literature deemed
relevant to addressing the research questions for the current study. This
review is in three main sections:

•

A broad overview of the history and dissemination of Orff-Schulwerk
and its key principles

•

A review of research related to the Orff approach in the New Zealand
context

•

A review of relevant literature to provide the bicultural context for the
study. This is done in three sections to focus on biculturalism in New
Zealand’s political, social, and educational contexts.

2.2

O rff-Schulwerk
It is difficult to teach rhythm. One can only release it.
Rhythm is no abstract concept, it is life itself. Rhythm is
active and produces effects, it is the unifying power of
language, music, and movement. (Orff, 1976, p. 17)

The Orff approach to music and movement education, now used in over forty
countries around the world, began in Germany in the 1920s with the work of
Carl Orff and Gunild Keetman. Their educational ideas were driven by a
belief that rhythm is an innate human quality that underpins language, music
and movement (Orff, 1976). This belief led to an educational approach to
music and movement education rooted in active experiences with the
8

exploration of rhythm. They described their approach as ‘elemental’,
reflecting their belief that every person has an innate ability to express
themselves in music and movement and that these expressions are
instinctively integrated (Orff, 1976). The pedagogy they developed was
called ‘Orff-Schulwerk’ and is characterised by an integration of speech,
music, and movement via vocal work in speech and song, ensemble music
making on percussion instruments, body percussion, movement work, and
aural learning opportunities (Keetman, 1974). Locke (2016), drawing on
Haselbach and Hartmann (2013) and Orff New Zealand Aotearoa (2012),
elaborated on these characteristics to describe a number of key principles of
the Orff approach:

•

A primary focus on the enrichment of the whole child through
integrated experiences with music and dance

•

Child-led creativity, improvisation, and musical discovery as central to
an open-ended learning process; children as creators and co-creators

•

A focus on developing artistic responses and aesthetic awareness

•

Collaborative and active participation in ensemble work and
communal music-making

•

Central learning processes of imitating, exploring, improvising, and
composing

•

The use of instruments that can be experienced playfully and
successfully without technical obstacles

•

An approach that is adaptable to different cultural contexts and that
resonates with the ‘lived world of the child’ (p. 13)

The Orff approach is consistently described in the literature as a dynamic
pedagogy able to be adapted to learning contexts throughout the world
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(Frazee, 2013; De Quadros, 2000; Shamrock, 1995). With its widespread
dissemination, many Orff pedagogues have grappled with how best to adapt
the approach to different socio-cultural contexts.

Haselbach (2018), a recent director of the Orff Institute, stresses the
importance of differentiating between materials to be adapted when shifting
across cultures and the key concepts and principles, which have universal
application. She echoes Orff’s warning against uncritical transplantation by
challenging Orff practitioners to consider carefully how and what should be
taught when working with a culture and language different from one’s own.
She further recommends that teachers reflect critically on their motivations
for travelling to other countries to share the Orff approach more widely. She
acknowledges criticism that this could be interpreted as “a certain form of
cultural colonization” (p. 13). She argues that it is essential, in any
adaptation, to allow the time and space for the principles and concepts of
the Orff approach to find their own place within different socio-cultural
contexts. From this starting point the pedagogy then has the space to grow
organically within a new context.

Haselbach presents an underlying assumption that Orff-Schulwerk is valuable
to all children, across cultures:
doubtless their musical experience will be enriched by improvisation
(in their respective musical tradition) and composition; the experience
of the relationship between music, movement, text and song; creative
group work; and all the other valuable tasks used in the Schulwerk.
These music and movement/dance concepts and activities are basic to
all cultures and are accepted without the feeling that one is being
imposed upon by some missionaries of a Western system. (p. 14)

This assumption of universal value is echoed by a number of Orff
practitioners in the international literature.
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Shamrock (1995) addresses the widespread application of Orff-Schulwerk in
many countries around the world. She argues that the fundamental
pedagogical aim, of enabling children to express themselves in music and
movement in a natural and elemental way, has universal application via
language work, singing, dance, and instrument playing. In particular she
found that active participation, group learning, and opportunities for
improvisation and creative work were applicable in both Western and nonWestern cultural settings. With recognition of different language rhythmic
patterns, alternative educational ideologies and unique socio-cultural
practices, she argued that Orff-Schulwerk could be successfully adapted
across cultures. She cites Orff’s recommendation that teachers create their
own materials by drawing from their unique socio-cultural contexts: “you
must begin again completely from the basis of what these children
experience” (p. 24). More recently Shamrock (2013) highlights the additional
challenge of the multicultural reality in many classrooms today, which
requires teachers to make decisions about which cultural music and
movement traditions to include in their teaching programmes.

Goodkin (2018) and Amchin (2018) both argue that the Orff approach offers a
universal language that can be used successfully anywhere in the world and
describe a number of teaching tools and activities they have successfully
transferred to different cultural contexts. They highlight how Orff music and
movement activities can successfully facilitate inclusive experiences when
working with groups of people from different cultural backgrounds.
Inclusivity, as they conceive it here, refers to the use of cross-cultural
materials, songs and dances, and community music-making and movement
activities that can transcend language barriers. Both Amchin and Goodkin
actively promote further dissemination of the Orff approach arguing that is
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has value within any socio-cultural context. Goodkin argues for the value of
the Orff approach as a means of “reintegration of music, dance, poetry,
drama as one unbroken whole” and “the restoration of music and dance to
community celebration and ritual” (p. 53). What isn’t acknowledged here is
that many cultures around the world have their own sophisticated ways of
supporting community based elemental music-making and movement and
are not needing anything reintegrated, restored or fixed in this area.

Collins and Accola (2018) take a different angle in their interpretation of the
universality of the Orff approach. They share long-term experiences of
working within Balkan culture where they appreciated sophisticated, and
integrated, community singing, music-making and dance practices. They saw
parallels with their own understandings of the Orff approach and felt the
experiences enriched their understandings of Orff’s philosophy. Vasil (2018)
shares a similar journey with her experience within Balinese cultural practices:

In Bali, there was a sense of community and space for real-world
creation and interaction […] a large part of this community connection
comes from the inseparability of music, movement, and drama, which
are an integral part of each religious ceremony in Balinese
communities […] Orff called this phenomenon ‘elemental music’. (p.
39)

These papers emphasise how the Orff approach can connect with cultures in
which sophisticated models of integrated community singing, music-making
and dance already exist as a fundamental part of everyday life. Through
developing relationships over time, and active participation within these
cultures, they identify a potential for a new understanding of the Orff
approach thereby facilitating its evolution.
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The barred instruments typically used in an Orff programme, as pedagogical
tools, has also prompted some criticism in terms of cultural adaptation.
Frega (2013) perceives limitations with the traditional Orff instruments not
authentically representing the sounds, timbre, and scale patterns of her Latin
American context; in her words “musical timbre is not innocent” (p. 61).
While acknowledging “timbre as an important aural symbol of cultural
identity”, Shamrock (2013) argues for the benefit of barred instruments as
technically accessible instruments that allow all children to enjoy successful
playing and improvising (p. 90-91). In this way she views them as “acultural
and available to be used for pedagogical purposes by any culture” (p. 90-91).
Frazee (2013) raises concerns, within an American context, about an
increasing focus on performance over process. This has led to barred
instruments being used primarily for playing arrangements of folk songs,
often using classical harmony and melody, rather than as a pedagogical tool
for enabling improvising skills and exploratory rhythm work. She argues that
these practices move away from a focus on the elemental as Orff intended.

The focus in the Orff literature on ‘giving voice’ to different cultural groups
through the use of their dances, songs, and games, reflects a liberal
multicultural approach to education (May & Sleeter, 2010). In the words of
May & Sleeter (2010) this kind of approach views culture as “a set of concrete
practices” and reflects a belief within education “that ‘other people’ have
culture out there, and our job is to study it through its artefacts” (p. 5).
Morton (2010) challenges music education practices where the inclusion of
diverse cultural music constitutes a form of “musical tourism”, which she
defines as “a token form of multicultural education that showcases
soundscapes from around the world, but fails to provide spaces to foster
intercultural understanding, critical dialogue, or socio-political action” (p.
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203). Morton (2010) further challenges the argument, put forward by many
music educationalists to justify a universal commitment to music education,
that there is an innate human aesthetic quality that exists across all cultures.
She asserts, from a multicultural standpoint, that this argument falls short if
issues around social justice are not critically considered within their historicalpolitical-cultural locations.

Stokke and Lybaek (2016) outline how the concept of multiculturalism has
been critiqued for essentialising cultural groups into homogenous entities.
Orff practitioners advocating a collection of songs and pieces from around
the world as representations of a particular culture, even if it provides a backstory of cultural significance, can have the effect of representing a culture
superficially. Critical multicultural and inter-cultural approaches to education
have emerged as a response to these perceived limitations of a multicultural
approach. May and Sleeter (2010) argue that:
Liberal multicultural education may be easy to implement but this is only so
because it abdicates any corresponding recognition of unequal, and often
untidy, power relations that underpin inequality and limit cultural interaction,
however well meaning….it seems that the less substantially a set of practices
challenges power relations, the more likely they are to be taken up by
schools. (p. 4)

They argue for the need to focus on interdisciplinary connections, working
beyond each subject’s “own disciplinary orbits”, by focussing on developing
transformative pedagogical practice that puts theories of critical
multiculturalism into practice. They assert that
…examining culture should begin with peeling back the layers of identity,
practice, and existence of inhabitants of a classroom. This is more
complicated than studying cultural artefacts or the practices of others, and it
requires a depth of understanding of culture that most educators have not
developed. (p. 5)
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Stokke and Lybaek (2016) advocate for a combined critical multicultural and
inter-cultural approach characterised by dialogic spaces. In such spaces
multiple perspectives are shared and negotiated, within the larger societal
context, with an awareness of the effects the dominant cultural viewpoint has
on minority groups. In their words “genuine inter-cultural dialogue cannot
ignore power relations, the empirical fact that some people speak ‘from
above’ and others ‘from below’” (Stokke & Lybaek 2016, p. 70).

Bishop and Glynn (1999), writing in the New Zealand context, advocate for a
critical multicultural approach along these lines as a means of acknowledging
the bicultural context:

in this model the classroom is a place where young people’s sense-making
(cultures) are incorporated and enhanced, when the existing knowledge of
young people are seen as ‘acceptable’ and ‘official’, and where the teacher
interacts with students in such a way that new knowledge is co-created and
not seen as something that the teacher makes sense of and then passes on
to students. (p. 234)

Bell (2014) addresses a further tendency of New Zealand’s dominant Pākehā
culture to not only homogenise Māori as a cultural group but also to view
authentic indigenous knowledge and practices as static and of another, more
primitive, time. In Bishop and Glynn’s words: “the ‘capture’ of Māori pasts
by others has been paralleled by the denial of present-day Māori culture as a
dynamic contemporary culture within New Zealand” (Bishop & Glynn, 1999,
p. 52).

The model described by Bishop and Glynn (1999) above echoes the work of
Alan and Bebe Simpson in New Zealand in the 1950s. The Simpsons were
involved in a Northern Māori arts education project lead, by Gordon Tovey,
15

and their ideas grew out of their work in Ngataki School, in Northland, and
their developing understandings of a Māori worldview. They developed their
own version of an elemental music programme in relationship with the Māori
school community that was based on movement, rhythmic and melodic
improvisaiton in body percussion and non-technical instruments and playing
by ear. Alan Simpson’s writing is quoted by Gerlich (2016):

To develop musicality, a variety of experiences in sound and rhythm were
built up through melodic improvisation. So body instruments (stamp, clap,
snap and patschen) were used to prepare rhythm patterns. Then nonpitched percussion instruments such as drums, tambourines, rattles, maracas,
claves and wood blocks were made in large numbers with great care and
attention to detail by children of more senior classes. Good quality hide was
used for skins, mānuka for claves and sea-shells were glued together for
rattles. To give a variety of tone, colour and sound duration that would
encourage worthwhile composition, melody instruments such as recorders,
ukuleles, guitars and bits of old iron were added. Later, before the advent of
chime-bars, bottles were carefully filled, corked, tuned and played by now
competent explorers of sound.

Further reflections by Alan Simpson reflect positive outcomes of a
democratic approach to music education made accessible to all children
through collaborative, creative, and active music making.
Even particularly shy children could lose themselves in the action of such
activities and gradually accompany their sound-making with a word or two
until, in time, flowing conversation became a central feature of all classroom
activities. The children became adept at working in groups […] doing was
important. The building of confidence in individual ability and in the wisdom
of the group came out of this teaching approach based as it was on interest,
discussion, explanation, respect for each other’s opinions and continual
excursions into creative enterprises. (Gerlich, 2016)

Orff (1978) reflects on his Schulwerk as putting into practice an already
existing elemental human connection to music and movement. He wrote “all
my ideas, the ideas of an elemental music education, are not new. It was only
given to me to present these old, imperishable ideas in today’s terms, to
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make them come alive for us” (p. 249). In the far north of New Zealand in the
1950s, these ideas were also coming alive and being developed into a
unique pedagogical practice through bicultural relationships. This was many
years before Orff’s Schulwerk received the attention of New Zealand
educators, but the elemental approach is clearly evident in this earlier story
from our educational history.

2.3

T he Orff Approach in New Zealand
“Every phase of the Schulwerk will provide stimulation for
new independent growth; therefore it is never conclusive
and settled, but always developing, always growing, always
flowing… (Orff, 2011, p. 134)
Like the flax bush, the whānau survives changes in its
environment and even transplantation to a new one by
making appropriate adaptations. Provided it is cultivated
with knowledge of its habits and needs, it grow as vigorously
in the new environment as in the old. (Metge, 1995, p. 291)

The above quote from Metge (1995) captures the dynamic nature of whānau
(Māori concept of family) in her book ‘New Growth from Old’, acknowledging
the factors of both continuity and change in the successful adaptation, and
survival, of whānau in new settings and times.

This review now focuses on the application of the Orff approach in New
Zealand and what the research reflects about the nature of its growth in our
unique socio-cultural setting.

2.3.1 ONZA: Orff New Zealand Aotearoa

There are 45 affiliated international Orff-Schulwerk Associations, including
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Orff New Zealand Aotearoa (ONZA), which are defined by the International
Orff-Schulwerk Forum Salzburg as:
organisations of music and dance teachers, inspired and motivated by
Elemental Music and Dance pedagogy according to Carl Orff and
Gunild Keetman’s Schulwerk, adapting its principles to the language
and respective culture of their own country. (International OrffSchulwerk Forum Salzburg, 2018)

Orff New Zealand Aotearoa (ONZA) was formally established in 2005 by a
number of enthusiasts who had attended workshops with visiting
international Orff presenters and/or completed Orff certification overseas.
The establishment of ONZA enabled the provision of certified courses to
educate teachers in the Orff approach in New Zealand and to develop
ONZA’s own guidelines and teaching frameworks for a New Zealand context.
ONZA has developed a strong relationship with the International Orff
community through research contributions and by regularly sending
representatives to the international forum ( Maubach, 2016; Locke, L.M.
2016b; Locke, T. 2016). ONZA also has a history of hosting visits by highly
regarded Orff pedagogues who have contributed to the adaptation of the
Orff approach to the New Zealand context (Haselbach, Solomon, and
Maubach, 2008).
Locke (2009) discusses the promotion of arts based research and critique in
music education in New Zealand through ONZA’s relationship with Waikato
University. From 2006 to 2017 one quarter of all ONZA workshop
participants undertook Waikato postgraduate papers in “Music Education:
Theory and Practice” alongside their Orff certification. These courses
engaged participants in considering music education as praxis, engaging
with theorists such as Regelski (2002; 2005), and have played an important
role in the adaptation of the Orff approach in New Zealand classrooms. As
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Locke (2009) says, “by taking the Schulwerk into the academy, we were
moving it from the margin to the centre of New Zealand debates about what
constitutes effective music education” (p. 316).

2.3.2 Orff Related Research in the New Zealand Context

There has been a focus in New Zealand Orff related research on the creative
and collaborative compositional work of children, the development of
student agency, and teacher reflexivity in the design and delivery of relevant
and responsive curriculum.

Locke (2016) and Stewart (2013), writing in the New Zealand context,
highlight playful discovery, rhythmic and melodic exploration, and an artistic
process as ‘non-negotiable’ features of the Orff approach and central to any
adaptation. This understanding echoes the sentiments of Werner Thomas,
writing in Elementaria (Keetman, 1974):

Working with the Orff approach does not entail the study and performance
of melodies and songs with ready-made accompaniments but rather a
continuous ars inveniendi, a spontaneous art of discovery with a hundred
ways and a thousand possible structures. (p.13)

Locke (2005) focuses on artistry in teaching based on a shared responsibility
between teachers and students in collaborative creative work. She
considered how the Orff approach supports teaching through open ended
learning processes, shared decision-making/artistic judgements, and the
development of student agency through plenty of opportunities to explore
and experiment. Locke, L.M. and Locke, T. (2011; 2012) discuss a
compositional approach to creating group sound palettes in response to
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New Zealand contemporary artworks. They describe the work, influenced by
the Orff approach, as characterised by exploration, playful discovery,
aesthetic thinking, and making artistic judgements. They found children
expressed high levels of engagement with the collaborative compositional
process and satisfaction with the results of their work.

Locke (2015) talks about an ethical ideal of humanisation, in Freirean terms,
as “a process that has at its heart ongoing, creative change, and growth as a
result of interaction, communication, and dialogue with others” (p. 505).
Using Freirean ideals of problem-posing education, where knowledge is
made and remade collaboratively and in relationship with those being
taught, she describes the potential of the Orff approach to enable critical
dialogical praxis. This, she argues, requires critical self-reflectivity among
teachers to

...consider the socially and culturally constructed nature of our own
knowledge and to bring a healthy scepticism to the positions we have come
to inhabit, and in particular to be alert for the need to challenge (within
ourselves) “taken-for-granted” or “commonsense” beliefs. (p. 510)

Stewart (2013) investigated how the Orff approach, in terms of programming
and pedagogical decisions, facilitated elemental composition for a group of
musically experienced year 5 and 6 students in a New Zealand primary
school. She found that the most successful activities to support
compositional work were characterised by exploratory play and improvisation
on barred instruments set up in the pentatonic scale. These activities were
also characterised by supportive collaborative work that integrated singing,
body percussion, moving, and playing both un-tuned and tuned percussion.
Making personal connections to the environment and experiences of the
children was also found to be central to the children’s engagement and
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success with the compositional tasks. She highlighted the challenge for New
Zealand Orff teachers to develop more contextualised material: “rhymes and
songs about our landscape, our native birds and trees, our Māoritanga, and
our ‘kiwiness’” (p. 115).

Baker (2014) also focused his research on how the Orff approach facilitated
student composition. His study was in the context of a New Zealand high
school and involved adopting Orff pedagogy as a means to support year 11
music composition. His study found the Orff approach to be successful for
teaching composition to senior high school students, with significantly
enhanced results in achievement compared to those in previous years. Baker
(2014) identified increased engagement and confidence among his students,
which he saw as resulting from opportunities to explore and play with musical
ideas in practical group music-making activities. These activities were found
to foster deeper levels of understanding of the musical elements that make
up a composition and an increased ability to justify artistic decisions. He
describes the successful process-centred approach as scaffolding students
from imitation to exploration, and improvisation to composition. A safe,
playful, and inclusive environment was seen to facilitate high levels of
engagement and flow not seen previously among his students. He also
noted some benefits of making personal connections to student’s lives and
their musical identities with the use of teenage popular culture and music.

Hall’s (2014) case study describes the use of the Orff approach alongside
drama, social science, and literacy learning to develop a richer learning
experience about a historical event during the time of the 1860s New
Zealand land wars. A focus on improvising and sound exploration was used
to engage children emotionally and to facilitate a richer learning experience
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“creating a montage of deeper meaning with the context of learning” (p.
148). Students composed their own soundscapes to “to symbolically
represent emotion, mood, and relationships” (p. 148) and these became an
important part of enhancing the overall learning:
The song/chant/soundscape was developed in the first two sessions and
became a sign throughout the work at pertinent times of the struggle and
showed the anguish the Māori people are going through. (p. 149)

Locke (2016) studied nine New Zealand music educators using the Orff
approach, in the New Zealand schooling context, and found that the
teachers’ sense of efficacy increased through engagement with Orff
pedagogy. Participants reported significant shifts in their own
understandings of what it means to be a musician, which empowered them
to confidently design music and movement programmes that were accessible
to all students, regardless of ability, and to facilitate learning spaces that
were joyful and successfully collaborative. She noted that “no longer was
music-making seen to be the domain of the talented. This enabled the
positioning of all students (and potentially all teachers) as musicians” (p. 276).

Locke (2016) also found a commitment to bicultural competency among
teachers in her study through their use of waiata and tītī tōrea, listening to
taonga puoro and using Māori myths as a starting point for composition.
However, she also found that despite an abundance of Māori material being
available in the public domain, there was reluctance among teachers to use
this material in an open ended and creative ‘Orff’ way, due to uncertainty
about whether or not it was culturally appropriate to do so.

The strength of the concern to avoid the inappropriate use of material at
times – partly it seemed out of anxiety or fear of causing offence – seemed to

22

inhibit to some extent the inclusion of Māori songs and chants as starting
places for creative work. (p. 268)

Despite this, Locke (2016) found a desire among the teachers in her study to
learn more Māori material that could be included in their programmes.

There is a strong theme running through the New Zealand Orff related
research around developing contextualised and responsive pedagogy,
mainly through studies involving the creative compositional work of children.
Across these studies, there is reflection on the value of using New Zealand
materials as stimulus for creative music and movement work including the
use of Māori legends, historical events, and contemporary artworks.
However, the research is limited in addressing how Orff teachers might
engage more deeply with biculturalism and the potential of the Orff
approach to engage with indigenous music-making and dance.

Locke and Prentice (2016) provide a wider review of Australian and New
Zealand based literature that explores how mainstream teachers engage with
indigenous ways of knowing about music and movement education. They
highlight a number of themes across the literature including:
•

limited content and pedagogical knowledge among music teachers in
relation to indigenous performing arts

•

the value of engaging local indigenous community members, or
‘culture bearers’, in on-going consultation and development of
curriculum design and delivery

•

the value of opportunities for teachers to participate in immersion
experiences where they can engage with indigenous performing arts
and pedagogy as learners
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•

the need for sensitivity and awareness around song ownership and the
potential for cultural appropriation

•

the importance of music educators adopting a critical and
decolonizing stance: “to own the social situatedness and provisionality
of the positions we all speak from” (p. 10).

This review, in part, foreshadowed the bicultural focus of the course in which
the data for the current study was collected. As outlined in the introduction
the design of this course was different to previous courses in terms of its
bicultural framing.

2.4

B iculturalism in the New Zealand Context

In this section I present a brief overview of literature relevant to biculturalism
in New Zealand’s political, social, and educational contexts.

2.4.1 Biculturalism in New Zealand’s Political Context
The term biculturalism, in New Zealand, represents a history of shifting
understandings about the partnership signified by the Treaty of Waitangi
signed in 1840. Political recognition of the Treaty of Waitangi, as a founding
document for Māori and Pākehā relations in this country, has been evolving
since 1840, and continues to do so. The bicultural partnership we
acknowledge in the public sphere today, through legislation and our
interaction with this legislation as citizens, has undergone many challenges.

M. Durie (1998; 2012) and A. Durie (1998; 2001) highlight some key
legislation that has had direct impact on biculturalism as understood and
practised today. This legislation clearly illustrates how Māori identity and
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wellbeing were systematically undermined through separation from land,
whānau (family collectives), Māori language, and Māori systems of
knowledge. It also illustrates a history of governance that has evolved from
assimilationist policies, based on an assumption that the Māori race would
not survive, to integrated approaches that aimed to support Māori to live
successfully within the dominant Pākehā culture, to more contemporary
bicultural policies underpinned by a commitment to Māori selfdetermination.

In the 1980s, as part of strengthening movements towards Māori selfdetermination, there were legislative moves that heralded a new phase in
bicultural relations and a focus on policies that supported the recognition of
two distinct cultural groups in Aotearoa/New Zealand, Māori and Pākehā.
The Treaty of Waitangi Act, and its amendment in 1985 that allowed for
historical claims to be heard, put the Treaty of Waitangi and principles of
partnership, protection and participation at the centre of government and
Māori relations (Lange, 1989).

Further supporting Treaty of Waitangi principles is the 2010 New Zealand
government acceptance of the United Nations Declaration of the Rights of
Indigenous Peoples (UNDRIP) which asserts “that government decisions and
policy should take the principles of UNDRIP into consideration alongside the
Treaty” (Human Rights Commision, 2018, p. 6). The declaration supports
protection against assimilation, the preservation of the dignity and diversity
of Māori culture, and Māori participation in decisions that affect Māori
cultural and intellectual property.
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Nairn, Pehi, Black, and Waitoki (2012) assert the importance of “knowing the
history of the land and peoples of Aotearoa and the Pacific, and practicing in
the presence of that history”(p. 19). They are among many Māori and Pākehā
scholars today who agree that focusing on a contemporary bicultural
partnership requires an awareness and acceptance of New Zealand’s history
of colonisation and a critical reflection on the effects of that history on the
people who call themselves New Zealanders today.

2.4.2

Biculturalism in New Zealand’s Social Context

Matthewman (2017) asserts that “being Pākehā is being bicultural”(p. 94),
thus reflecting the bicultural rhetoric that arose from the national politics of
the 1980s. He notes that over half those that could classify themselves as
Pākehā reject the term, preferring the term ‘New Zealander’ or ‘New Zealand
European’ or even ‘Kiwi’. He asserts that those who choose to be called
Pākehā are more likely to express positive attitudes towards Māori, while
those using other terms tend not to acknowledge a relationship with Māori or
the concept of biculturalism. Claiming ‘Pākehā identity today represents a
respect for Māori as an indigenous people in line with UNDRIP and a
recognition of the spirit of biculturalism represented by the Treaty of
Waitangi. Sibley and Liu (2004) found, however, that even in accepting a
Pākehā identity there is evidence of more acceptance and support for the
protection of Māori identity in symbolic ways than for the sharing of material
and economic resources as a means of establishing equity.

Kahu (2017) explains identity as being made up of a number of intersecting
and overlapping threads. Identity threads can be personal characteristics,
such as beliefs and values, and can also derive from belonging to different
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community groups, such as groups that are culturally defined. These
threads that make up diverse identities are socially constructed, fluid, and
dynamic, changing over time and across different social situations. People
come together along what she terms ‘shared identity lines’ and those
identities are shaped and re-shaped through belonging to different
community groups. She writes:

Our identities shape how we experience the world, how we understand what
we experience, and the opportunities and challenges we face through life.
[…] we learn about our identities through our encounters and interactions
with other people – through personal relationships, through institutions such
as schools and workplaces, and through the vast array of media that depict
and construct our social world. (p. 13)

National identity is a shared identity line, one of many identity threads that
contribute to New Zealanders’ sense of self. Bicultural identity is interwoven
with national identity as a result of New Zealand’s political and social history
and ongoing relationship with the indigenous people of this country. Cain,
Kahu, and Shaw (2017) examine shifting patterns of identity in Aotearoa New
Zealand and highlight three critical aspects to supporting the evolution of
bicultural discourse in relation to national identity:

1. an acknowledgement and appreciation of the complexity of New
Zealand’s colonial history and how this influences where we are today
2. an appreciation of the multiple perspectives and discourses that exist
in discussions around biculturalism
3. a willingness to be reflective and open to examining one’s own
perspectives and assumptions about New Zealand and to question
“the taken-for-granted-stories” we tell each other about this country
(Massey University Press, 2017)

27

Bell (2014) notes that “all non-indigenous citizens within settler societies are
implicated in the colonial dynamics of those societies […] all whose families
arrived after colonial settlement occupy a position in a set of social-structures
created by that settlement” (p. 7). She warns against ignoring the settler
history and the advantages to the ethnic majority over time that continue to
have implications today. The Department of Internal Affairs (2014) explains
the Treaty of Waitangi to new citizens as:

Sometimes people see the Treaty as being of relevance only for Māori and Māori
relations with the Crown. In fact, it is the origin of our common citizenship and
common nation. It also provides, through consideration of our shared citizenship, a
way for all ethnic and cultural groups to relate to Māori, giving a bicultural
foundation to our multiculturalism. (p. 14)

Bell (2006; 2014) highlights the uncertainty that surrounds assertions of
settler identity in New Zealand and discusses evidence of what she terms
historical amnesia, where more painful parts of the national story concerning
the evolving bicultural relationship are erased. She argues that the bicultural
rhetoric of New Zealand nationalism is problematic in that it keeps two
peoples apart and is bifurcating. When cultures are set up like this in a
binary manner there becomes an emphasis on differences and opposition,
each group defending their “putative essences” (Bell, 2006, p. 258).

UNDRIP articulates clearly the need to protect the dignity and diversity of
indigenous peoples and their right to reject or claim indigenous identity in
various forms. There are in fact many ways to be Māori and, as Kukutai and
Webber (2017) assert, “none…are more tuturu (authentic) than the other” (p.
78). They go on to assert that
In examining the parameters of Māori identity, it is clear that there is no
absolute, definitive meaning regarding what it means to be Māori. However,
the enduring thread that continues to bind Māori together is the ongoing
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relevance of whakapapa, and a commitment to protecting the collective right
to build and maintain salient Māori identities. (p. 82)

Durie (2000) highlights the importance of also recognising the many
‘powerful commonalities’ that bring Māori together as a cultural group and
the positives associated with the broader collective framework.
Arguing that because Māoris are so diverse they cannot be recognised as a
group similarly overlooks the flip side: there are powerful commonalities that
bind Māoris, no matter what the socio-economic profile. From Te Hoe Nuku
Roa, a study of 700 Māori households (Massey University), it is clear that
despite very significant differences, there are similar aspirations, similar
cultural values, similar histories, and strong shared desire to retain te reo
Māori. (Durie, 2000)

The key argument in support of Māori self-determination is that the definition
of Māori is not relational as ‘other’ to Pākehā but rather is shaped from within
a diverse Māori population that shares similarities that bring them together
as well as differences that define them in a more nuanced way, including
through different tribal histories (Durie, 2012; Mahuika, 2011). As Durie
(2000) says “the Māori agenda is less about comparisons with Pākehā and
more about getting on with life as Māori, and as citizens of the world”.

Bell (2014) identifies the need for settler people, in a postcolonial context, to
reflect on their own aspirations and intentions when working in relationship
with indigenous people. Jones (1999) found non-indigenous students to
hold strong aspirations for relationship building with indigenous others,
particularly learning through dialogue, and a desire for indigenous
knowledge through cross-cultural collaboration. Her study followed an
observation that non-indigenous tertiary level students responded more
enthusiastically than their Māori and Pasifika peers, to a course where they
were taught bicultural material as a combined group. For her study, the
course was redesigned putting students into two separate streams: one with
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Māori and Pasifika students and one with the remaining Pākehā students.
The response from Māori and Pasifika students was overwhelmingly positive,
showing a preference for being able to learn and work within their own
cultural frameworks without having to explain/defend their frameworks to the
other students. The response from the Pākehā stream was overwhelmingly
negative with students expressing hurt, anger and anxiety at being separated
and excluded. Jones explained that they were challenged on the grounds
that some knowledge on the course was not accessible or usable by them:
“just as Māori students felt momentarily filled with legitimate knowledge,
Pākehā suddenly glimpsed their own corresponding lack, their ignorance” (p.
311). Jones argued that the non-indigenous responses reflected “modern
social ideals of racial equality and dialogue” (p. 299). She observed a
presumption among Pākehā students to want to fully understand indigenous
knowledge in their own terms – a benevolent desire to access this knowledge
and form a unity with indigenous people through genuine cross-cultural
communication. Bell (2014) describes this desire to know as a form of
redemptive impulse, a way of distancing oneself from the colonial past.

Bell (2014) describes a further tendency among settler people to essentialise
indigenous knowledge and to desire access to ‘authentic’ versions of this
knowledge, reducing indigenous identities in their own terms. This has the
effect of positioning indigenous people and knowledge as ‘out of place’ and
‘out of time’ within a modern settler nation state, locking indigeneity into a
primitive/static state: a “propensity to accumulate knowledge to then mould
into a fantastical image of indigenous authenticity” (p. 200). She notes that
this fails to reflect indigeneity as a fluid, socially constructed and dynamic
identity. Drawing on Lévinasian theory, Bell calls for an ethics of respect and
care for alterity, the unknowable difference, of the other:
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…understanding of the autonomy of indigenous difference depends on
settler peoples not fully understanding it, not being able to fully articulate
and therefore ‘capture’ it in their own, western terms. (p. 21, author
emphasis)

In this form of bicultural relationship settlers must engage and respond
without intention and with a willingness to “engage beyond our own
understandings and frameworks” (p. 22).

2.4.3 Biculturalism in New Zealand’s Educational Context
Durie (2001) outlines a history of assimilationist and integrative education
policy in New Zealand that played a significant role in the undermining of
Māori identity and wellbeing. She describes how the importance and value
of te reo Māori in education was not asserted until the Māori Language Act in
1987, which gave the necessary political support for its acceptance in New
Zealand schools. As Māori self-determination built momentum through the
1970s and 1980s, there also began, in education, a period of major reforms
with the Picot Report (Picot, 1988), Tomorrow’s Schools (Reform of Education
Administration Curriculum Working Group, 1988), and a new Education Act
(1989). Wylie (2013) outlines how these reforms sought to make schools
more self-managing, flexible, and increasingly responsive in teaching and
planning in order to deliver education in a more contextual way within their
local school communities. She states that it was clearly articulated from the
outset that these reforms were intended to better meet the needs of Māori
learners through a stronger home-school partnership and the development
of school charters that required schools to address equity objectives.
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Educators around Aotearoa New Zealand, widely consulted for the Picot
Report, were keen to have more freedom to be innovative in teaching and
planning at a local level. The influential work of Elwyn Richardson at Oruaiti
School, and Alan and Bebe Simpson at Ngataki School in the 1950s, was
rooted in this kind of ideology which valued the shaping of education based
on the local environment and the lives of the children in those communities
(Richardson, 2012; MacDonald, 2016; Bieringa & Bieringa, 2016). As part of
the reforms that followed, Boards of Trustees were established to represent
community identity and to provide a parental voice in decision-making.
Many Māori felt at the time that decentralising government control would
support goals of self-determination especially in the light of successful Māoriled grass roots initiatives such as the kōhanga reo movement (Durie, 2012;
Durie, 2001).

However, studies investigating the effect of the Tomorrow’s schools reforms
suggest that the ideologies articulated in the Picot report were not
successfully realised (Wylie, 2013; Sullivan, 1993; Bolstad, 2005). This has
been largely attributed to market-based ideology, underpinning overall
government direction at the time of the educational reforms, undermining
the social vision of reshaping education at a community level (Court &
O’Neill, 2011). Bolstad (2005) suggests that teachers not viewing themselves
as curriculum designers, and not feeling they have the authority to be
innovative, are key challenges to the implementation of school-based
curriculum design. She notes the limited literature on what a flexible
curriculum looks like in terms of pedagogical practice in New Zealand as well
as a lack of research-based evidence supporting the involvement of students,
parents and communities in school based curriculum design.
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The process of devolving power to individual schools had the additional
effect of placing bicultural responsibilities with boards of trustees and the
wider school community. However, as Wylie (2013) says

There was little material from the Ministry of Education to inform school
discussions of equity and the Treaty of Waitangi […] there were no
mechanisms or relationships to work with schools, to shift assumptions, and
encourage the new adult learning that was needed to do things differently.
(p. 3)

There is little evidence to suggest 1980s and 1990s reforms have made a
difference to meeting the needs of Māori learners within mainstream
education. Wylie’s (1999) review of the reforms highlighted increased socioeconomic polarisation and the fact that Māori parents were less likely than
Pākehā to get their first choice of school, “low-decile and high-Māorienrolment schools are also more likely to have gained least from the reforms,
and may even have gone backwards” (p. 193).

Wylie (2013) however, highlights gains that have been made for Māori
learners due to Māori leadership in their own communities. NCEA (National
Certificate of Educational Achievement) introduced between 2002 and 2004
enabled the growth of kura kaupapa (Māori language immersion schools) and
saw an increase in the proportion of Māori school leavers who held a
qualification from 2003. The Ministry of Education in 2010 also reported
higher student achievement among Māori attending kura kaupapa than
Māori attending mainstream schools. The Te Kotahitanga research-based
initiative has also begun to show improvements in Māori student
achievement in mainstream schools as a result of systematic research-based
teacher development, within a kaupapa Māori research approach (Bishop &
Berryman, 2010).
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In education, the largest public sector, Treaty of Waitangi principles are now
well established and documented. There are two mandated curricula, one
for mainstream (Ministry of Education, 2007) and one for Māori medium
schools, Te Marautanga o Aotearoa (Ministry of Education, 2017). The
mainstream curriculum includes a ‘Treaty of Waitangi’ principle that is
expected to be foundational in all schools’ decision-making. In addition,
teachers in all educational contexts are required to demonstrate cultural
competencies when working with Māori students (Education Council New
Zealand, 2011). On the Ministry of Education website, Wharehoka Wano
discusses the ‘Treaty of Waitangi’ principle and says:
Within curriculum what’s really important is for school leaders and kaiako
[teachers] to know their community, and know their Māori community. Know
where their tamariki Māori, particularly, are coming from and the relationship
they have with that place. […] Schools should really know where they’re
located, what tribal area they’re located in, rivers, and those sorts of
narratives that are important […] that’s really the basis of the Tiriti o Waitangi
as a principle with curriculum within schools. […] It’s a living document, it’s a
way of living, it’s about normalising what is culturally valuable – things that
could be enacted in a classroom in a real meaningful way. (New Zealand
Curriculum Online, 2014)

Teachers are held accountable under the ‘Code of Professional Responsibility
and Standards for the Teaching Profession’. This is a fully bilingual document
that sets the Treaty of Waitangi and its principles at its heart.

Today Te Tiriti o Waitangi is seen as a commitment under which Māori and
all other New Zealanders may live together in the spirit of honourable
relationships, with the promise to take the best possible care of each other
[…] New Zealand is an increasingly multicultural nation, and Te Tiriti o
Waitangi is inclusive of today’s new settlers. As with earlier immigrants, their
‘place to stand’ comes with an expectation that they will live here in a way
that respects the commitments of Te Tiriti o Waitangi and the position of
Māori as tangata whenua. As teachers, we are committed to honouring Te
Tiriti o Waitangi and we understand this has implications in all our practice.
(Education Council New Zealand, 2017, p. 4)
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Teachers can be seen as being at an interface between the government, a
Treaty partner, and citizens as they engage directly with society through
schooling. Teachers are expected to be knowledgeable about the Treaty of
Waitangi and its principles and to work these consistently and coherently into
their teaching and planning.

At the same time they are accountable to their school community, their
Board of Trustees and students and their families, who do not necessarily see
themselves personally as having any responsibility as a Treaty partner and are
likely to have a range of understandings about what the concept
‘biculturalism’ means. In consequence, teachers have to decide on their own
bicultural actions and negotiate between the attitudes of those in their
immediate school community and current government understandings about
biculturalism. Wharehoka Wano’s vision for how the Treaty of Waitangi
principle might look like in schools requires highly skilled and empowered
teachers who are able to work collegialy with others in the community in
order to act effectively in this role. Warren (2013) observes that many Pākehā
teachers face uncertainty when it comes to developing bicultural practice; a
“tension between our subjectivities as competent professionals and gaps in
our bicultural teaching expertise” (p. 35).

2.5

K ey Considerations for this Study

Internationally, as discussed in the first section of this review, many Orff
pedagogues are engaging with issues around the adaptation of OrffSchulwerk in cross-cultural settings. Some have taken a multicultural
approach to their programme designs, which can be challenged from a
critical multicultural standpoint (May & Sleeter, 2010). On the basis of this
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review, I would suggest that there is a tension in the research around the
adaptation of Orff-Schulwerk. This tension is between those that draw
different cultural knowledge and materials into their existing Orff teaching
models and those who are open to discovering synergies with other cultural
approaches to music and movement education, with the aim of evolving a
new form of the Orff approach within these cultural settings. From a critical
multicultural standpoint there is a significant gap in the New Zealand
research on addressing how the Orff approach to music and movement
education might be adapted to our bicultural context. As the second part of
my review has highlighted, our bicultural context requires critical
consideration of the country’s colonial history, and its ongoing effects, and
the complexities of evolving indigenous and settler identities. For this study,
in order to consider the adaptation of the Orff approach within this context, I
sought out a research design that would begin, in the words of May and
Sleeter (2010), “with peeling back the layers of identity, practice, and
existence of inhabitants of a classroom” (p. 5).
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Chapter 3
The Research Design

3.1

I ntroduction

The choice of research design for this study was based on the belief that
social research can shed light on human behaviours, generate new
understandings about a social process, and challenge previously held
assumptions or beliefs about social relations or a social organisation (Gabriel,
2013). The 2017 level 4 Orff course, offered by ONZA, was unique in its
inclusion of bicultural components. It presented a valuable opportunity for a
qualitative case study to capture the developing perspectives, knowledge,
and understandings of those involved.

3.2

Q ualitative Social Research Design

This section defines my orientation as a qualitative social researcher and
illustrates a clear alignment between my research questions, research
approaches and data collection methods. The key assumptions and
characteristics that underpin this research study are based on the qualitative
research approaches of a bounded case study (Merriam, 1998; Denscombe,
2014), focused ethnography (Pink and Morgan, 2013; Higgenbottom, Pillay,
& Boadu, 2013), and the ‘gateway approach’ (Mears, 2009).
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3.2.1 A Qualitative Case Study
This research can be defined as a qualitative case study clearly bounded by a
defined time frame for collecting data, with the course being a distinct event.
New Zealand Orff teachers are a small distinct social group and so this study
was also bounded in terms of who chose to participate in the course.
According to Merriam (1998) defining qualities of a qualitative case study are:
•

Particularistic: Attention is focused on gaining an holistic view of how
particular groups of people engage in specific situations.

•

Descriptive: Multiple perspectives are captured to acknowledge the
complexities of lived experience, and findings include rich, thick, and
detailed description.

•

Heuristic: Research is interpretive and evaluative with the aim of
providing a reader the opportunity to develop an understanding of
the social group and/or phenomenon being studied.

Qualitative case study is commonly used in educational research in order
to provide data that is rich in detail and easily accessible to those involved
in the practice of teaching. As Menter, Elliot, Hulme, Lewin, & Lowden
(2013) say “teachers frequently call for nuanced or ‘personalised’ research
and analyses of data that connect more closely with the experiences of
their pupils, fellow teachers and local school setting” (p. 229, author
emphasis). For this reason a qualitative case study was an appropriate
choice of research methodology for this study. Furthermore, the research
questions guiding this study aimed to provide data that was
particularistic, descriptive, and heuristic as defined by Merriam (above). In
this way, the research design aimed to capture how experienced Orff
teachers engaged with the bicultural material in a way that a) honoured
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the complexities with issues of identity, culture, and belonging and b) the
multiple perspectives and assumptions that exist in bicultural discourse.

3.2.2 Focused Ethnography
This research also has the characteristics of a focused ethnography, in that it
explored specific cultural perspectives of a social subgroup. In this case, the
distinct group was music educators in New Zealand who use the Orff
approach. In this type of research, a short time in the field is balanced by a
large amount of time and work in interpreting and analysing data. The aim of
focused ethnography is to “reveal what matters to those people in the
context of what the researcher is seeking to find out” (Pink and Morgan,
2013, p.352).

3.2.3 The Gateway Approach
The methodological approach used by Mears (2005), in her study of the
aftermath of the Columbine tragedy, was recognized as a significantly
important contribution to qualitative case study research by the American
Educational Research Association in 2006. From this initial work, the gateway
approach evolved and was published as a unique methodology in Mears
(2009). The approach has since been applied in a range of education and
social science research settings. It is particularly appropriate for qualitative
case studies that want to investigate emotionally challenging experiences
within a particular event.

The gateway approach is a distinct form of qualitative case study and focused
ethnography. It seeks to acknowledge “the complexities that lie within the
experience itself, the basic human responses, and the individual
interpretation of its significance” (Mears, 209, p. 8). The term ‘gateway’ used
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to describe the research approach is a metaphor for opening the gate
between two groups: the community that shared the experience and those
outside the experience who might want to learn more about it. Mears (2009)
describes her approach as follows:
With direct access to the complex internal responses and the significance
that study participants take from their life events, those outside of that
experience have the potential to achieve a deeper understanding of what it
feels like to be inside. Similarly, the gateway approach provides a means for
those inside to cross the boundaries and communicate with those outside
who want to learn from the situation. In addition, participants have reported
that the process offers them an opportunity for personal reflection, and in
this regard it may serve as a pathway to increased self-understanding and
empowerment. (p. 9, author’s emphasis)

In a similar way, my research study can be seen as opening a gate between a
group of Orff teachers in New Zealand taking part in an Orff course with a
bicultural focus, and the wider community. This wider community includes
other music and arts educators in New Zealand, and other Orff teachers
practicing in New Zealand or overseas who are interested in cultural
adaptations in the Orff approach.

The gateway approach was particularly appropriate for this study due to the
complex nature of the topic, which considered the development of bicultural
understandings and broader issues of identity and culture. As a researcher, I
had previous experience of Treaty of Waitangi-based research methods. This
experience helped me recognise a number of important elements within the
gateway approach that made it suitable for addressing my research
questions. Drawing on previous experiences of research with Māori, value
was placed on: working in close relationship with participants, an investment
of time, kanohi ki te kanohi interviewing (face to face), and honouring the
integrity of narrator voice in the presentation of the findings. The gateway
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approach supported these values as “a cohesive, responsive approach to indepth interviewing” and “a narrator-centred model for research” that
respected and empowered all the participants as professional and reflective
practitioners (Mears, 2009 p. 155). This was also particularly important given
that the research topic can be seen as a sensitive area of research in New
Zealand and one that can be emotionally challenging for participants to talk
about.

The gateway approach provided clear guidance on how to frame the
research with a focus on socio-cultural analysis and the use of narrative
description as an effective way to represent different participant’s intellectual
and emotional responses (Higgenbottom, Pillay, & Boadu, 2013; Mears,
2009). This process is discussed in the section on analysis.

3.3

P articipant Researcher

I was a participant myself on the Orff course and an active member of ONZA
at the time of this study. This role, of being an insider researcher, is of
benefit when applying focused ethnography and the gateway approach
research methodologies (Knoblauch, 2005; Mears, 2009). Insider knowledge
provides a nuanced understanding of what is being observed and described
and is an integral part of the gateway approach. Mears (2009) argues that
insider knowledge “helps you accurately interpret and clearly understand
what you hear” (Mears, 2009, p. 4). This subjective lens must be clearly
acknowledged here. Its impact on the evidence collected has been assessed
throughout the research process by critical self-reflection (e.g. reflective
journaling) (Mears, 2009).
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3.4

P opulation Sample

The five research participants selected for this study were all involved in a sixday level 4 Orff course run by ONZA between the 16th and 21st of January
2017. A ‘criterion of suitability’ was applied for the selection of participants
in this study (Cohen, Manion, and Morrison, 2000). Appropriate to my
research questions participants were selected who:
•

had either previously completed the fourth and final level of Orff
teacher training in New Zealand through ONZA, or were working
towards this as part of the course;

•

were currently, or had previous experience of, applying the Orff
approach as teachers in New Zealand school contexts.

Wanting a sample size of between five and seven, due to the nature and
timeframe for the project, seven people were initially invited to participate
out of a pool of 12 participants on the course who met the above criteria.
Convenience and purposeful sampling strategies were used to select the
seven invited participants. In consultation with the ONZA levels course
coordinator, the seven selected participants were chosen on the basis that
they best met the above criteria in terms of their understanding and
experience of applying the Orff approach. They were also selected based on
their likely willingness to participate in a research study in conjunction with
the course.
Five people accepted the invitation to participate. The two that declined
cited lack of time and availability as reasons for not being able to be
involved. Given that the participants come from a very small community of
New Zealand Orff teachers, no further participant descriptions are included in
order to protect their identities.
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3.5

D ata Collection

Sociocultural interpretation and analysis strives for depth of understanding
through collating detailed evidence from the field. In this case, the collated
evidence was in the form of full and accurately recorded interview transcripts,
detailed observational notes, and reflective journal entries (Merriam, 1998).

3.5.1 Semi-Structured Interviews
In-depth interviews enable researchers to obtain a deeper understanding of
the social world through examining people’s perceptions, motivations,
attitudes, values and beliefs (Travers, 2013). The type of data collection used
in this study is commonly used by social researchers who are working within
an interpretive/ constructivist paradigm. This paradigm is characterised by
the belief that “the social world is both constructed by and made of people
who see, perceive, and interpret things differently” (Diefenbach, 2009, p.
883). The focus in this type of data collection is not on obtaining
generalisable results, but rather on capturing the subjective interpretation of
the world of the people being interviewed, thereby gaining social insights
through learning about the interviewee’s knowledge and experience.

Consistent with a qualitative, interpretivist research approach, semistructured interviews were chosen for this study. The decision to do semistructured interviews, as opposed to fully unstructured, was due to pragmatic
considerations of time, funding and resources for the current study (Menter
et al., 2013; Travers, 2013).

Each of the five participants were involved in one pre-course and one postcourse interview. The pre-course interviews were all done in the week prior
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to the course and the post-course interviews were done in the two months
after the course. Each interview ranged from 1.5 hours to 2 hours in length.
Interviews were completed face to face, either in person if this were possible,
or using video teleconferencing . All interviews were audio-recorded using
voice recording on an i-pod.

3.5.2 Reflective Journal
Observational notes and reflections were recorded in a research journal at
the end of each day of the course. This enabled me to note anything of
interest in terms of how the participants engaged with the bicultural aspects
of the course. These reflections formed an important part of my post-course
interview preparation. They ensured I was able to relate to participants in a
way that elicited their individual responses to issues that arose on the course,
honouring their emotional responses while being careful not to impose my
own (Mears, 2009). My own observations helped me to recognise themes
and concepts as they arose in the interview and to shape appropriate followup questions (Rubin & Rubin, 2005; Agee, 2009).

3.6

A nalysis and Presentation of Data

Analysis and presentation of qualitative data is concerned with reflecting the
views and understandings of the interviewees (Willis, 2013). Because the
researcher’s interpretations come directly from other people’s words, the
presentation of data aims to provide a rich and nuanced description through
the use of participant words taken directly from the interview transcripts. The
selected words aim to provide rich descriptions that address the research
questions and reflect different points of view and the multiplicity of
meanings.
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This combination of rich description and the use of people’s own words
is not only important in terms of providing the reader with insight into
the interviewee’s lives, but also in enabling the reader to decide
whether the interpretations and conclusions offered by the researcher
are valid and reliable (Gabriel, 2013, p. 367).

The goals of this case study, informed by qualities of focused ethnography
and the gateway approach, were to:
•

use the participants’ words to present evidence accurately and in a
way that reflected “the wholeness of the experience, bringing the
narrators into being as complex, living individuals, in a holistic
context” (Mears, 2009, p.10) and

•

to enable readers to “come to conclusions that are grounded in the
words of your narrators” (Mears, 2009, p123).

3.6.1 Full Transcription of Interviews
The process of compiling the extracted narrative voices involved a number of
careful steps as defined by Mears (2009) and summarised here, (see
Appendix C for her full description of these steps). The first of these stages
was making sense of the data through the full transcription of each interview,
a phase of research described by Willis (2013) as “immersion and incubation”
(p. 319).

3.6.2 Thematic Analysis
Thematic analysis, in the gateway approach, commences at the interview
stage and continues every time the transcripts are revisited. Thematic
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analysis is therefore occurring throughout the construction of the extracted
narratives and the process of putting together the final presentation of data.
Thematic analysis involved coding with a priori codes (highlighting themes
already identified from the existing literature) then coding with inductive
codes (highlighting new themes that emerged during the coding analysis)
(Willis, 2013). This process of coding involved looking for patterns and
identifying themes in participants’ responses. Consistent with the gateway
approach, thematic coding was done on individual interview transcripts
before analysing across all the transcripts and considering the evidence as a
whole (Mears, 2009).

3.6.3 Extracted Narratives
Narratives were then carefully extracted. This was done by selecting excerpts
from the raw interview data and carefully sequencing them into a readable
form, grouped by the research questions. The extracted narratives are
presented as a string of distilled phrases. These are visually effective, drawing
focus and directing attention to each phrase (Mears, 2009).

The goal of extraction is to select the phrases that best distil the interview to
“its essence, the simplest, purest form that communicates coherently”
(Mears, 2009, p. 124). On the advice of Mears, filler words were removed
along with anything that was potentially identifying. The occasional verb
form was changed, and the order of some phrases switched to provide better
flow of presentation. This editing was carefully considered and checked by
the participants to ensure their intended meanings were not altered by any of
the changes. Sections of extracted narrative were then arranged according
to key identified themes for each participant as related to each research
question.
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3.6.4 Participant Narrative Checking
Participants were all given an opportunity to evaluate both the full interview
transcript and the extracted version to confirm the validity and dependability
of the data. Although participants had explicit permission to
alter/remove/retract any part and amount of the text, minimal changes
occurred. Only two participants chose to change the odd word or add in a
phrase or two to clarify their intended meaning. In addition, a series of
summary statements were composed, related to each theme, that
participants also reflected and commented on to ensure an accurate
interpretation. Mears (2009) notes that, “the power of this type of accuracy
check is that it acknowledges the ultimate authority of narrators with regard
to their perceptions about their own experience” (p. 135).

3.7

V alidity and Reliability of Data

Below is a summary of the key concerns that can affect reliability and validity
of interview data, and the measures taken to address these in this study.
Three areas are addressed: the reliability of participant responses, validity of
information shared, and the validity of the data collected.
3.7.1 Reliability of Responses
Travers (2013) identifies three common concerns with the reliability of
responses in interview data. The first of these is self-reporting bias in the form
of fabricated responses or omissions. These can happen as a result of
interviewees trying to please the interviewer or provide socially desirable
responses. The other concerns are with inaccurate recall and inconsistent
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responses from the interviewees. Measures taken to address these potential
limitations were:
•

Selecting well informed, experienced, and knowledgeable participants
(Rubin & Rubin, 2005).

•

Checking for consistency of responses and reconciling contradictory or
inconsistent information through probing and further questions to
verify responses (Agee, 2009).

•

Asking for further detail to establish how people know what they
know, and building redundancy into the interview by asking the same
question in different ways (Rubin & Rubin, 2005).

3.7.2 Validity of Information Shared
Interviews are not between equal partners and this can affect responses in
terms of what is and isn’t said (Adams, 2010; Fontana & Frey, 2000). Validity
of the information shared can be compromised by interpersonal variables
between the interviewer and interviewee, for example: perceived power
differences, social status, personalities, gender, or ethnicity (Menter et al.,
2013). It can also be compromised by the ‘interviewer effect’, which is when
appearance, body language, and non-verbal cues given by the interviewer
influence the interviewee’s responses (McLeod, 2014). Measures taken to
address these potential limitations were:

•

Researcher being self-aware of these variables,

•

Ensuring privacy with measures to protect wellbeing, anonymity and
confidentiality,

•

Voluntary participation and informed consent, and
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•

Establishing trust, building rapport, which requires investing time
(Baumbush, 2010; Diefenbach, 2009).

3.7.3 Validity of Data Collected
Validity of the data collected in an interview can be affected by ‘interviewer
bias’. This is when the position/stance/values of the researcher causes them
to ask leading questions, or prevents them following up certain topics that
might not fit into the interviewer’s theoretical framework (Baumbush, 2010;
Petrie, 2005). Leading questions arise when the interviewer “arrives at
certain conclusions before collecting data” and/or presuppose outcomes by
assigning “attributes to a situation or groups of people in advance” (Agee,
2009, p. 443). Questions that are too limited in focus can inhibit researchers
understanding and analysis (Agee, 2009; Petrie, 2005). Measures taken to
address these potential limitations were:

•

Interviewer skills such as reflexivity – critical reflection and awareness
of standpoint/position and how this might affect the interview (Qu &
Dumay, 2011; Guillemin & Gillam, 2004).

•

Noticing and critically reflecting on reactions during interviews and
considering personal assumptions and preconceived ideas (Josselson,
2013).

•

Creating discovery-oriented questions that are provisional and
generative (Agee, 2009).

•

Accurate and full transcription of interviews (Rubin & Rubin, 2005) and
attending to all the evidence (Yin, 2009).
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•

Thoroughness, which includes following up any discrepancies in
responses, investigating new themes as they arise and noting any
gaps (Petrie, 2005).

•

Interviewees checking transcripts for accuracy (Willis, 2013).

•

Critical reflection on the process of coding and sorting what people
said, and establishing a clear ‘chain of evidence’ so readers can refer
to the un-coded, complete raw data, and review them directly and
consider their own interpretations should they wish (Rubin & Rubin,
2005; Willis, 2013).

3.8

E thical Considerations

3.8.1 Ethics Approval
This research study gained approval from, and was conducted under the
Regulations set by, the University of Waikato School of Education Ethics
Committee.

3.8.2 Informed Consent
All participants participated willingly in this study, providing written consent
in response to an invitation to participate.

3.8.3 Participants’ Right to Decline to Participate and Right to
Withdraw
Participants were invited to participate in the study and had the right to
decline with no coercion. The participants were given the right to stop the
interviews at any time and to withdraw their data up until the time they had
approved the final extracted narratives used in the presentation of findings.
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3.8.4 Confidentiality
Careful consideration was given to ensuring that participant identity was
protected and kept confidential. Pseudonyms were used throughout the
data collection, analysis and final presentation of findings. Furthermore, any
other potentially identifying information was removed from the presentation
of findings, such as a place of work.

3.8.5 Potential Harm to Participants
I was mindful that I needed to engage in non-obtrusive research that did not
add significantly to a participant’s workload on the course. As a participant
myself, I was sensitive to the demands of the course on everyone’s time and
energies. Participation in the project was restricted to two semi-structured
conversations, one preceding the start of the course and one post course.
Participants selected a time that suited them from within the data collection
timeframe. Research during the course was restricted to my own
observations and reflective journaling.

3.8.6 Potential for Conflict of Interest
I have an ongoing professional relationship with all participants as Orff
teaching colleagues. Because I was not involved in any assessment processes
associated with this course, there was no conflict of interest in this respect.

3.8.7 Cultural and Social Considerations
I was aware that the topic of study had the potential to be emotionally
challenging since it was concerned with personal and national identity and
the developing of bicultural understandings, which can cause feelings of
anxiety among New Zealanders as they grapple with a colonial settler history.
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This meant being aware, as Josselson (2013) says, “that the participant is
continually having an internal conversation about what it might be safe to
reveal” (p. 23). I endeavoured to preserve the dignity of the interviewees at
all times by being respectful, sensitive, and tactful, taking on a duty of care
responsibility (Josselson, 2013; Adams, 2010). Ensuring confidentiality and
allowing plenty of time for participants to check and reflect on their own
words to be used as data was important in ensuring that participants felt they
were safe to talk openly and honestly.
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Chapter Four
Findings Part One
4.1

O verview

In the pre-course interview participants were invited to talk about their
teaching practice in relation to the Orff approach. They were invited to
describe their teaching journey and how they came to be involved with the
Orff approach. They were also invited to reflect on how they felt the Orff
approach shaped their current teaching practice and to consider what they
thought were the key characteristics that defined their use of the approach.
In doing so they put into their own words personally held beliefs about the
Orff approach and identified key values that they felt underpinned their
practice. In talking about their experiences with the Orff approach, both as
participants on previous teaching courses and as teachers in their own
contexts, they identified a number of teaching practices that illustrated how
they had interpreted and applied the approach.

The purpose of the pre-course interview was to address the following
questions:

•
•
•

How do participant teachers describe their understanding of
the Orff approach?
Do they identify key principles that guide their current Orff
teaching practice?
Are there shared beliefs, values and practice patterns among
these experienced New Zealand Orff teachers?

The following section presents selected narrative excerpts from the precourse interviews of each of the five participants. As described in the
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methodology chapter, these are not represented as direct quotations, rather
they are selected excerpts from the raw interview data sequenced into this
form for presentation. They have been sequenced in relation to the research
questions (above) to distil the interview to its essence in a way that
communicates the experience simply and coherently. These excerpts
capture the key themes as identified by each teacher in their own words.
Collectively, they open a window onto the key principles, shared beliefs,
values, and practices of these experienced Orff teachers working in Aotearoa
New Zealand.
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4.2

T he Narrative Excerpts
Voice A

I came from a classical background
a Western arts background
about identifying talent
nurturing talent
the Orff approach enabled me
to be more democratic in the classroom
gave me a new understanding
what it really means to be a musician
participating as a composer
participating as a performer
participating as a listener
enabling all students to act like musicians
A hands-on experiential approach
very open-ended
interactive
fun activities
involves all students
they move
they sing
they play
they love it
The Orff approach
gave me the practical means
to implement my philosophy of music education
to provide a programme for all students
involvement of all students
successful participation by all students
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the positioning of students as musicians
The melodic and harmonic framework
implied in Orff Schulwerk
is really valuable
enables children to get melody under their fingertips
can immerse children in melody
starting with a limited range of notes
children can manipulate
and make their own music
You’re not just following the score and playing things
you're open to improvisation and creativity
at all levels
Essentially the Orff process is
starting with something very small
and growing something bigger
that involves a group of people
the relational aspect is key
observing and responding
The heart of good teaching
has to be listening
good teaching is responsive
a complex process of teacher judgment
listening and responding
that’s the heart of the Orff process
observing students’ ability
to take risks and be creative
the way they bring their own ideas to any aspect of your programme
using your own artistry
which you have to constantly develop
to respond to their ideas
to process all of that
in an artistic, aesthetically pleasing, way
We have so much on our doorstep
there’s a wealth of material
beautiful resources in schools
stories and poetry
collections of beautiful waiata
You look at how your students are responding
look at their interests
look at where you want to take them to
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what criteria are we using?
do we have any ethical responsibilities in that?
Relevant texts
relevant themes
relevant music, songs, and pieces to listen to
relevant to student’s interests
their socio-cultural context
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Voice B

I was always looking round for professional development in music education
I stumbled upon a Saturday Orff workshop
it just blew me away
it was so fun
had no idea that these things existed
it was exactly what I wanted to do
In my family there was always music
I learned piano in the traditional way
we were always making music together
singing
playing ukuleles and piano
and dancing around
music is really fun
an activity that you do with other people
the Orff approach just matched everything
The Orff approach
has really influenced my teaching
influenced the way I see and understand children
people generally
I see how incredibly different everybody is
it’s wonderful to be able to work with that understanding
that everybody’s really different
and will approach everything in a different way
every individual will find their place
really enjoy making music with a group
it can be creative
inclusive
allows people to operate at the level that they put themselves at
Being able to give-and-take
is a really important Orff teacher quality
you're always having to take the creative offerings from the students
like a collaboration
Quite fundamental is that we do it
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very quickly the participants realise that they can do this too
just by doing it
jump in, do it
then grab it and go,
‘oh, I can do this!’
Playing something all together on a marimba is really therapeutic
you can see all their little insides straightening out and calming down
then something involving the non-percussion instruments
something around poetry or stories
or something sound-scapey
so they go into their own creative world
work with other people
to come up with something fun
we always do ukulele as well
I try really hard to get all the latest songs
that they like, that we can adapt
they really want to do it and they work really hard at it
they want to be able to sing and play like all their heroes
To discover sound
it’s the music room
I love watching them find out what the instruments can do
playfulness
enjoying the noise
discovery through play is really important
it’s structured play
but it has to be play all the same
One of the fun things
is that you can make your own arrangements of songs
that is the gift of Orff
that you can adapt anything really
I’ve had so much fun adapting different things
anything that that the children might have developed an interest in
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Voice C

My passion is in integration
and in student agency
I like the kids to generate their own responses to things
their own understanding of things
children can contribute and shape the way the final product works
a powerful approach for children
I love the way Orff uses language
teaching language in a practical way
when it’s embedded into your classroom programme
it becomes part of your writing, part of your reading
an holistic, integrated study
they sing it, they play it, they chant it
all through the Orff approach
You use your own children’s contexts
to make it an evolving thing
to create new things with the kids
You start together as a whole class
let the more dominant ones
who click on a lot quicker
feed in their ideas
tweak and evolve
it’s always that spiral upwards
what you do first is not necessarily how it’s going to look at the end
whole group collaborative working
you're collectively responsible, not individually responsible
It’s not the Orff approach to put one person out
feeling uncomfortable in front of everybody
that’s what I love about it for children
there’s something for everybody
if you're not confident you can still take part
and more confident people can do the more difficult parts
there’s something for everybody
because of the way it’s put together it always sounds beautiful
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and it blows parents away
it brings tears to their eyes
it is special
In a specialist role
that process and cycle of enabling
doesn’t happen as deeply
you haven’t got as much time
for me I need more of the integration
I have so many ideas to draw on
when I was a specialist teacher it sort of halted that
I think the most important principle is
improvisation
and allowing children time
we can tend to feel a loss of control
when they’re improvising and creating together
and tend to pull them back too early
it’s getting that side of it sorted
this could be one of the most important things in allowing true agency to happen

I would draw them from all different places
get my inspiration from lots of different places
it depends on the context of the study
because I integrate it
I can take the bones of something and then do my own thing
no one starting point is right or wrong
open-ended ideas that are springboards off into other ways
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Voice D

I’m not an Orff teacher only
but after a lot of Orff and Kodaly input
incorporate both most of the time
if I think it’s good primary music education
I’ll incorporate it
Music has to be for all children
so valuable for all people
music for all children
success for all children
People talk about ‘talented children’
I hate that
and ‘they’ve got a good voice.’
it’s very sad when that happens
everybody has a good voice
everyone has their own voice
everything should be for everyone in a primary school
Creativity
the most important principle
was missing from my own music education
as a child I used to think
‘in visual art, it’s all creativity
in music there’s no creativity’
everybody can draw
in music you re-create so often
a difference that shouldn't be there
creativity is the most important
I’ve always been excited by movement
a love of doing those things myself
the amazing freedom of being able to improvise
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I love to find ways where children can do that
creating original stuff that kids do
improvisation
composition
I often get an idea
from something in a book
sparking ideas you can use
apply to something else
I love the playful nature of them
Orff process isn’t always the same
often starts with speech
speech is so accessible
for everybody
bringing in literature is very enriching
sometimes it becomes singing
sometimes it doesn’t
speech might be a poem
might be a story
maybe just a tiny bit out of story
I love starting with story
I love it when it’s just a rhythmic thing
might have song with it
might stay as speech
movement is so much part of it
a principle that I love
Percussion
un-tuned percussion to tuned percussion
a sort of sequence that one keeps in mind
with opportunities at any stage
to be including creative tasks

63

Voice E

For me music has always been an emotive thing
something I can connect to
connect with when I can’t connect with others
music can convey what I am thinking or feeling
better than words can
I didn’t find my instrument until intermediate
when I started the saxophone
I felt that extension of the instrument
I was able to express myself
everything clicked
I loved it
I loved playing it
people eventually enjoyed hearing me play
never an academic player
never very good at reading music
but I felt my emotions were conveyed through what I played
it was quite raw
simple
that’s the type of music I felt expressed me best
Jazz school
that really changed music for me
an environment that was competitive
male-dominated
cerebral like
in your head
you had to be fast
you had to be good
you had to be able to change keys fast
trying to be someone I wasn’t
playing music that didn’t resonate with my heart

The first encounter I had with the Orff approach

64

lots of games
completely different from what I had encountered
as a child in terms of music education
looked fun
everyone engaged
underpinning that were the essential musical skills
you need to be able to play
to be a musician
My great-grandfather was a composer
quite a well-known Māori composer
music was always a thread through our family
value was placed on that
part of my upbringing
sense of community
togetherness
and singing
worshipping together
a big part of who I am
that aspect of Orff was personal to me
touching
music as not only for the elite
for everyone
everybody can have a part
that’s a thing I really loved and connected with
Valuing everybody’s part to play
everybody’s voice
seeing that everybody has something of value to give
to the creation of forming something new
being open to that
to not say
“what you're doing is not right”
“you should do it that way”
nobody is wrong
not one way to do things
there are many ways
Everybody has a part to play
in creating or participating in music
everyone has the capacity
the ability
the beauty within them
to make and create music
that’s what I had lost when I was at university
the simplicity of why I love music
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Coming from a jazz background
I loved how Orff introduces improvisation from the very beginning
I love that about jazz
you have your own kind of palette
you're given the tools to be able to start from an early age
I loved that aspect of Orff
The integration
of music, movement, and word
enriches my practice
I love combining movement with music
visually it’s so effective and beautiful
kids connect with their body
see their bodies as instruments of creative expression
this is something that I never thought I could do
to Orff we all have the ability
to express ourselves
it is liberating
Creating a safe space for children to flourish
is really important
being open to where that creative journey is going
making them feel safe
tied in with inclusiveness
tied in with valuing who each person is
that takes time
being patient
changes music from being a subject
to something for wellbeing
music for health
Doing the university papers
I got a sound understanding of the principles of Orff
before then I was taking the activities
transplanting them into my classroom
that’s not the point of Orff
it’s to use what you have in your area
within your context
apply the principles to that
make it your own
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4.3

A nalysis of Findings

Analysing each interview separately first, and then working across the
interviews, I identified eleven different themes that participants talked about
in relation to their understanding of the Orff approach. This addressed the
first two research questions:

•

How do the teachers describe their understanding of the Orff
approach?

•

Do they identify key principles that guide their current Orff
teaching practice?

These themes can be described as key principles identified by these teachers
as being characteristic of their understanding of the Orff approach. These
themes also reflect personal beliefs, values, and practice patterns in their use
of the Orff approach. The identified themes are provided in Table One.
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Table 1: Key Them es for Analysis of Findings Part O ne
i

Creativity and improvisation

ii

Teacher working as artist; able to design own lessons drawing from a
range of materials and resources; being able to adapt teaching processes
in different teaching situations

iii

Integrated and holistic learning; flexible teaching sequences that spiral
through speech work, singing, moving, and playing; different starting
points.

iv

Collaborative learning; working in groups

v

Humanistic; person-centred learning that supports emotional wellbeing;
engaging mind/body/spirit

vi

Inclusive teaching; ensuring success for all children/all abilities/diversity of
perspectives; a democratic approach to learning versus identifying and
nurturing talent

vii

Active music-making; developing musicianship through doing

viii

Co-constructive approach; relational; student agency/child led; space for
personal voice; open process; learning through discovery; opportunities to
make personal/meaningful connections

ix

Fostering a sense of aesthetic awareness; developing concepts of beauty

x

Fun and enjoyable; engaging

xi

Using contextually responsive materials

Each interview was then analysed to look for common patterns of response
to address the third question:
•

Are there shared beliefs, values and practice patterns among
these experienced New Zealand Orff teachers?

There was a lot of consistency among the teachers in the themes they
described and identified, reflecting many shared beliefs, values, and practice
patterns in their use of the Orff approach. Table 2 illustrates which
participants explicitly mentioned each theme in their narratives and highlights
the consistency in their responses.
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Table 2: Them es as Identified by Individual Participants.
Key: * represents explicit mention of key theme;

— indicates the theme was not mentioned
Voices

Key Themes

A

B

C

D

E

(i)

Creativity and improvisation

*

*

*

*

*

(ii)

Teacher working as artist; able to design own lessons
drawing from a range of materials and resources; being
able to adapt teaching processes in different teaching
situations

*

*

*

*

*

(iii)

Integrated and holistic learning; flexible teaching
sequences that spiral through speech work, singing,
moving, and playing; different starting points.

*

*

*

*

*

(iv)

Collaborative learning; working in groups

*

*

*

— *

(v)

Humanistic; person-centred learning that supports
emotional wellbeing; engaging mind/body/spirit

— *

— — *

(vi)

Inclusive teaching; ensuring success for all children/all
abilities/diversity of perspectives; a democratic
approach to learning versus identifying and nurturing
talent

*

*

*

(vii)

Active music-making; developing musicianship through
doing

*

*

— — *

(viii)

Co-constructive approach; relational; student
agency/child led; space for personal voice; open
process; learning through discovery; opportunities to
make personal/meaningful connections

*

*

*

(ix)

Fostering a sense of aesthetic awareness; developing
concepts of beauty

*

— — — *

(x)

Fun and enjoyable; engaging

*

*

(xi)

Using contextually responsive materials

*

— *
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*

*

— *

*

*

*

— *

Chapter Five
Findings Part Two
5.1

O verview

In the post-course interview participants were invited to reflect on their
experience of the course. They were invited to describe in particular their
experience regarding the inclusion of the bicultural aspects, which were
incorporated into the course through the inclusion of a pōwhiri, a daily onehour kapa haka class, working with a legend in creative dance and musicmaking (which resulted in a final performance retelling the legend), and a
closing poroporoaki.

Participants were invited to reflect on any new learning and how they felt
their course experiences might impact on their future practice. They were
also invited to identify any perceived benefits or challenges they felt they
might encounter as Orff practitioners engaging with Māori performing arts,
traditional/Māori ways of doing, learning, and knowing about music.
The purpose of the post-course interview was to address the following
research questions:
i. How do these teachers engage with/reflect on the inclusion of
mātauranga Māori, indigenous worldviews and knowledge on
the course?
ii. Do these teachers believe that their engagement on the course
will result in them adapting their Orff understandings/practice,
and, if so, in what ways?
iii. Do these teachers identify any potential benefits or challenges
with linking the Orff approach with Māori performing arts
traditions / Māori ways of doing, learning, and knowing about
music.
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The following section presents selected narrative extracts from the postcourse interviews for each of the five participants, as was done for findings
part one. These capture, in their own words, a range of tensions the
participants experienced between their expectations as Orff teachers and
their engagement with the bicultural aspects of the course. The narratives
capture a process of deep self-reflection and highlight a number of issues
that need to be considered in the adaptation of the Orff approach in our
unique New Zealand socio-cultural and historical context. Each voice is
presented in three parts, to align with the research questions posed above,
creating a similar sense of flow in each voice. An analysis of the findings is
presented at the end.
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5.2

T he Narrative Excerpts
Voice A

(i)
I saw them as very gentle kapa haka classes
the pace was very slow
in consideration of the participants
the tutors were observing
the response of participants
pacing their kapa haka
at the pace of the slowest in the class
wanting to keep everyone on board
not a quick trip through
we were all learning the actions
we were all expected to get it right
as a cohesive group
although it was slow
it gave us a chance to really embed that
I didn’t get frustrated at any point
I would say by about day four I was starting to feel confident
I think if we’d done more
people would have dropped off the edge
I thought we were at capacity
the pedagogy is that
we all do it together
we keep everyone with us
I enjoyed doing it over and over again
an authentic kapa haka experience
imitative learning
rote learning
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We had an expert leader
the grace of her movements
her grasp of it
was really exciting to be around
it made you feel good watching her
thinking you might be looking a bit like that
even if you weren’t
I felt privileged on the first day
with the seriousness in which she addressed
telling the story of ‘Rata and the Totara Tree’
that story changed from being a picture book story
that we all kind of know
to being a story that really belonged to Māori
that will impact the way I see
other Māori myths and legends
We gradually began to understand insights
in relationship to the ancientness of the story
the connection with some quite complex
ancient Māori concepts like utu
the whole warrior thing
the retrieval of the body
she didn’t want to take us too far into those concepts
but she wanted to give us some depth
I felt drawn into a Māori world
by the way she was going about it
felt as if I was really sitting at the feet of an elder
having that experience of
being given a bit of a secret
She opened the door on the Māori world for us
in a generous way she said
these are my stories
these are my songs
they have nuanced meaning according to my tribal origins
I’d like to share them with you
she was very open about that
she gave us an opportunity
to see how the Māori world works
slowing things down
in terms of imparting knowledge
nothing happened in a big hurry
it didn’t happen so much in response to our questioning
more in terms of what she was offering
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I heard participants say
“can we use this?”
I felt that was jumping the gun
let’s have the experience
let’s learn it first
is that even a waiata that we would necessarily be wanting to use?
It sort of tripped the teacher up
yes you can
no you can’t
I felt she was put on the spot
it wasn’t quite a song in the public domain
she wasn’t being dithery
she was following the correct respectful protocol for her
If we took our time with the process
we would be inspired
when we went back to our classrooms
the next time we were singing a Māori song
we might feel that much more confident
add some of those beautiful actions
feel better about moving in that way
Sometimes as a group
we were pushing it
rather than letting the process happen
we wanted to ask questions
and get answers
part of this process is to let it be embedded
see where it takes us
The cultural experience
as envisaged as part of this course
was conceived as a straight kapa haka class
to take into account the fact we have to
grapple with being bicultural
it was not conceived as
‘how do we adapt Māori Music to Orff processes’ or
‘what does the Orff process look like if we use that with Māori material’
perhaps this was not clear enough to participants
there could have been more discussion
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(ii)
My overall engagement in kapa haka
made me think more about my own sense of place
what it means to be connected to a place
to a landscape and one’s ancestors
the spiritual dimension she carried with her
I wanted to think more about those things in relationship to myself
Often we think rather individually
in an isolated way
the importance of the collective versus the individual
was something I enjoyed throughout the week
and could relate to my teaching children too
to encourage that sense of who they are
how they identify with a sense of place
not in a disconnected way
even if it is their own letterbox on the street
they recognise when they go home at the end of the day
or special loved extended family members
(iii)
This issue of permission
I wonder whether I’ve got a right to?
I wonder whether I’m entitled to use that?
over and over and over again
the interesting thing is
this fear and anxiety
we have all developed around that
how do we overcome that?
We are dealing with the results of colonisation
it’s a much more complex situation
that’s really where the issues come
our own history here
how do we feel about that ourselves?
how am I positioned by Māori?
how do I position myself in response to Māori culture?
where do I fit in this?
what does it mean for us to identify as Pākehā
in relationship to Māori?
New Zealand identity is at the heart of it
what does it mean?
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There are different challenges
in adapting it to a
colonised country
where you’ve got an indigenous people
you’ve already got that tension between indigenous and the colonisers
then you’ve got the multicultural reality
I don’t think Orff had that
in any of his adaptations
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Voice B

(i)
I found the kapa haka class initially really challenging
then after a while I just calmed right down
so I could really enjoy it
which was great
We arrived there all sort of hyped up
wanting whatever it is that they’ve got
grab it, yay hooray
thank you for giving us this
I realised that this is what goes on every time
you think
here is material
I can take it and use it
even though I would do that in a totally respectful way
I’m not really understanding
it is not respectful
until you are prepared to wait
to get to know the people
find out who they are
find out what their perspective is
Initially we went in in a hurry
the pōwhiri element of it was too quick
it was the first thing we did
it went by too quickly
we didn’t hongi
we should have had that better introduction really
I can imagine in that Pākehā way it was like
‘oh well, let’s do this as fast as we can’
so counterproductive
I think the agitation could have been dissipated earlier on
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At the end of the first session
I still hadn’t got to that point
my insides were screaming out for information
the second day I thought
just relax this is what you’re here to do
by the third day it was
almost spiritual
more of an internal experience
very gentle and enjoyable
it was slow
at the same time as being slow it was incredibly challenging
really you couldn’t do that any faster
It’s a whole different thing in dance
in dance that process of
using those movements and modifying them
it’s a normal kind of thing to do
we change and adapt those moves
I’ve always thought that’s totally fine
it’s referencing those valuable elements
of that kind of cultural expression
not taking it
unless you are absolutely copying something
it’s your own creative work
particularly if children have developed it
You’ve got to be careful what you use
and what you don’t use I suppose
and know its not offensive in any way at all
but it’s beautiful
it’s fabulous
that all of those design ideas
and movement ideas
are now part of what we use in mainstream
such a stunning cultural thing that we have here
My biggest regret ever since childhood
is that that I didn’t do a whole lot more of that
I was super envious of those children at school
we didn’t have much kapa haka
but we had Māori students who did that stuff
in my mind there was this whole word
oh I’m not part of that
why not?
I want to be
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(ii)
It was an amazing thing for me
at my age and experience
to go through
to realise that although I think I’m respectful
really I have got no idea
it was new learning
They gave to me a deeper understanding
of the all those issues around
that idea of take it and use it
appropriation
but it’s deeper than that
it’s like a little window opening onto a world
where you see this whole rich world of things
that you really want to be involved in
but I’ve got to be respectful
be patient and be quiet
be appreciative
of the whole richness of a culture
that I really know very little about
I developed a new understanding of the fact
it’s not just yours to take
you’ve got to be respectful about it
that was deeply reinforced for me
really embedded it for me
You have to be really careful
about any of these stories that you use
which version of any legend you use
make sure that they are representing that story
make sure it’s valid and valuable
The course made me
feel like I could make some educated decisions around this
gives me an opportunity to make a firm opinion
without further consultation in some situations
and in other situations part of my process
of ensuring that I was right
would be to consult
if I thought I needed to ask questions
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The course hasn’t changed my understanding about the Orff approach
it’s just given me new things to think about
new ideas
new material
The Orff approach is so based in the humanness of all of us
it’s all about valuing the person
enhancing a person’s creative life
everywhere you go it must be similar
teacher to teacher would do it differently
but if you’re using that approach I think you would do it similarly
A lot of our material would be different
we use our own NZ material
we do use waiata
we do use our local stories
in those ways that would make it different
but the way that we do it
ideal teaching
when we are at our best
is a universal thing
I don’t think it is any different
(iii)
In the education system
we are really under pressure
in our schools
because we don’t do enough
but we don’t have a good plan in place
our leaders don’t have a proper plan
the temptation is well
I know all these waiata
I can just teach everybody
you can’t do that
you’ve got to approach it in a better way
find a process
find some Māori people in our community to work alongside
this is the way in
not to jump around and grab things
By having more courses like this
we would be better able to
tick more boxes around curriculum
meeting the requirements
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of having a lot of Māori material
included in our programme
I feel a bit more confident about making sure that happens
Kapa haka is a different thing from Orff teaching
it’s a different element
to be a performing arts teacher in New Zealand
it’s important that we can do that
there is a high expectation
in a school setting
we need to be able to teach some of these things
be able to incorporate it in the work that we do
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Voice C

(i)
We had 5 hours in total of kapa haka
to learn 2 songs
I kind of feel ripped off about that
I think 20 minutes a day learning those 2 waiata
would have been ample
Actually I was quite angry about it
not covering the content of level 4
to the depth I felt we should have been
we rushed a lot of stuff
that time was taken off us
I didn’t feel that kapa haka
the discipline of kapa haka
the way it was approached
the disciplined nature
standing in lines
learning a waiata and some actions
I didn’t feel it was in line with the Orff approach
The Orff approach means you can take aspects of things
learn something but use it in creative ways
get children improvising
composing
developing
that wasn’t the way it was presented to us
people felt fearful of what she was doing
There was no recognition of diversity
everyone had to do the same
if you can’t do it
you do it over and over again
repeat the words
almost a naming and shaming kind of thing
stopping to correct pronunciation
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it was over the top
I found it a little condescending
I felt uncomfortable about that
I felt challenged as a white person
not in a nice way either
I felt like I would get it wrong
that there were certainly wrong things to do
that I could be made to feel bad about that
people felt patronised
the comment I made about it not being in the Orff approach
is not a comment made only by me
The interpretation of the waiata she gave
her translation of it
was different to what the words were
she had translated it for this course
for me the integrity of the whole thing fell apart
I couldn’t bring that back to my kids or my kura
knowing that the translation was not literal
I felt why are we doing this
if we can’t take it back to our schools?
I’m here to learn stuff that I can use
I’ve learned a lot of Māori things
been involved in a lot of Māori dance workshops
they’re not like that
not at all
Our school kapa haka tutor
is not like that
he wants people using kapa haka.
he wants people using tikanga Māori
We don’t want to feel fearful about it
feeling like we’re doing the wrong thing
that we’re going to get in trouble
that’s gonna make people not do it
that’s gonna make people turn around and just go
nah it’s too hard
We need to be doing more in our classrooms
we need to feel comfortable and confident about it
we needed somebody who was happy
more comfortable
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about the creative approach
the idea of being more elemental
like here’s an idea
here’s some tikanga
here’s some moves that mean these things
here’s some understandings of these things
how about you develop those into your own way of understanding
We need Māori teachers who work in a creative way
allow people to take material and use it
in the context they are working within
quite freely
that is where teachers need to be
(ii)
We’ve got a production coming up
which I have to lead and direct
based on some local stories
a Māori woman has written
I’m really concerned about this
I’m a white woman and I have to direct this
take these stories and turn it into a production
what if I get it wrong?
To ensure that doesn’t happen
I’ve instigated contacting the writer of these stories
she’s coming to a meeting
to talk about the process
to talk about her understanding and her vision
to get her blessing on what we’re doing
to get her blessing on our creative licence so to speak
The kapa haka tutor
has started creating a waiata for my class
I have spoken to him too
I’ve approached them both to come to the table with their ideas
to allow and give us the blessing to do what we’re going to do
because I just feel fearful about it
a little bit
I guess that has been a change
taking a bit more of a
humble slow approach
I think you’ve got to build partnerships,
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you’ve got to be open to people’s ideas
even if I know what I want to do
the lesson I’ve learnt is
you’ve still gotta ask
get that kind of blessing for it
(iii)
I would like to see ONZA
touch base with people who are working
in creative Māori arts
who have a little bit more understanding in the bicultural stuff
people who are a
bit gentler
a little bit more creative and contemporary
open to people taking repertoire
to adapt to their needs
I’m into student agency
getting kids to come up with the ideas
to get the students to understand their world around them
why myths and stories are important
the messages that they teach us
their interpretation of that
is what matters
it’s not my interpretation that counts
it’s theirs
that’s why we would do stuff like that surely?
to get children to be developing different ways of communicating
different methods of comprehension
showing their understanding
In New Zealand
what we are starting to look at
in terms of how we teach
the pedagogy we use
is a social democratic model of teaching
For Māori children
the opportunity to explore and develop an understanding
within their own culture
is mandatory
it’s hugely important
understanding the world they are in
relating the messages and the contexts
to the wider world
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to their lives
to everything that’s going on around them
putting it in a context they can understand
can relate to
feel that they can take leadership in
Nobody should be fearful of it
it’s gotta happen
you’ve got to be allowed room and space
to do as much or as little
as you feel you can
without being judged by that
that’s essential
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Voice D

(i)

I thought the kapa haka was quite slow to get going
I thought that the teaching process could have got off
to a much more efficient start
I know I’m task-driven
but I felt frustrated at the beginning of that
I felt she wasn’t very well prepared
she wasn’t sure what she was going to do next
there were these long silences
it seemed to me that she slowed us all down
I wanted her to explain things
I found that frustrating
It was like getting blood out of a stone to learn very much
I didn’t know what she was trying to communicate
I really didn’t understand
I felt a bit cross
Māori people I’ve worked with before
have been much better at communicating
giving background and meaning of waiata
teaching something in a way I felt I could easily learn it
sort of efficiently learn it
There have been many Māori people whom I have really felt there was a warmth
skills that I felt that they had
attitudes that I felt were really wonderful
and I went along with them
a warmth and the whole whānau thing
happy to work with them
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I think initially she was quite protective of everything that they had
‘you can have this much of it but I’m not giving you too much
it’s very important that we keep it close’
when she did open up a little more saying we could teach this to children
there was a great feeling of relief from people
It seemed to me that she wasn’t able to be really lucid
about giving us the background to the waiata
I didn’t feel she had thought about how she was going to do this
We’re used to having something printed with some information on
so we know we’ve got it there to refer back to
the meaning of movements
there was a feeling that
with a toolbox of knowledge
you could make up your own movements
That surely is something we would need to be able to carry over
we want to be able to show children the movements
that might be useful within their own creative efforts
people really wanted that
were really, really keen to get that
It was a shame we didn’t get some more knowledge
of specifically cultural moves that we could then use ourselves
encourage children to use
to apply those things
which is surely part of the Orff approach
you've got to take some things
learn them
and then apply them in different contexts
know that it’s acceptable
She didn’t ever say you could make up your own
she didn’t encourage us to make up our own movements
to use these with songs that we want to teach children
it wasn’t something she communicated at all
many people feel that we’ve moved to that point
Having children comfortable and prepared to play with bicultural material
that would be great
not get the message that there’s only one right way of doing things
having the input of a creative dance person
who’s been immersed in Māoridom
who had the attitude that these things were for everybody to share
somebody who had the knowledge and experience
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and would allow to be used in an Orff kind of way
that’s what I would certainly like to see
If the poroporoaki was anything to go by
it was a really positive experience for some
it went so deeply into everything
to people’s feelings
people really were moved by the whole experience
I wasn’t prepared for that
I hadn’t heard a lot of those feelings expressed during the week
the depth of positive feeling
I think people are affected by others
somebody is very emotional
and that draws other people in
they can then sort of turn things around and see things in a different light
for some people it had hit a really positive and emotional note
felt this had broken new ground
It’s always good because it gives you an appreciation
in observing others do something that you've tried to do yourself
I mean it’s always worth doing because of that
but no, I’m never going to be a kapa haka teacher
By the end I felt much more positive about the bicultural aspect of it
early on I felt a bit frustrated
(ii)
I thought that the use of the legend was really powerful
I’ve used a lot of Māori stories
picture books
in an Orff kind of way
but this gave more ideas for process
that I felt I needed
The creative dance work
was very moving
the shapes that we ended up holding
the waka
the tree shapes
I love all that
It was great to have two waiata-ā-ringa
that was new to me
I haven’t actually achieved that
I felt quite pleased with myself
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what was good was learning the specific actions
the meaning of specific actions
that’s lovely to know
was really useful to learn
the meaning of those actions
I have much greater admiration for people who do kapa haka
to a very high standard
there’s really more to it than I thought
it can be quite challenging
it made me realise that it’s a very complex thing to be doing
it’s getting the movement exactly right and together
to be remembering all the words
and doing it with the wairua that’s required
I feel as though I will watch a kapa haka group
with more understanding of the complexity
probably get more from it
as far as the whole performance
the spirit of the performance really
I wouldn’t say they were bicultural elements that I would add to my practice
the only things were the particular movements in kapa haka
the particular meaning of some moves I would probably use with poems
or creative dance with Māori text

(iii)
I was definitely wanting something a bit more
that you could really get hold of
know that you could use
I know always they say ‘it depends on where you are in New Zealand’
‘it means different things in different places’
but there must be a core of ideas
that relate to New Zealand
movements that have specific reference to text
I’m sure there are
The Orff approach is broad enough to accommodate different cultures
it’s honestly shown that round the world
that’s one of its big strengths
it is able to be adapted
there are generic and adaptable understandings
as long as there is opportunity for creativity
and it is culturally sensitive
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There is certain knowledge that you need
in each culture that you're working
very definitely
use of the Māori language
is definitely very important
and traditional and contemporary Māori movement gestures
As long as the context and the material being used is New Zealand
I don’t think it needs a different approach at all
we have to bring the New Zealand material in
use that material in an Orff kind of way
material that our children identify with
As far as the process is concerned
that’s totally generic
could be applied anywhere in the world
there is enough fat in the process to accommodate any cultural differences
there was plenty of opportunity within that to make it culturally appropriate
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Voice E

(i)
The course was a bit of a journey
in terms of how I felt about it
two days in I felt very challenged
not so comfortable with some aspects of it
particularly the kapa haka
I didn’t see how it fitted
into an Orff approach
but by the end I was quite moved and touched
by the very thing that I was challenged by
That bicultural aspect
truly making a space
in which the Māori voice was heard
without being forced into a Pākehā framework
it was an emotional experience for me
quite a deep realisation
of what this course has offered
to our bicultural place
I came late at the beginning
the kapa haka teacher was there
she was speaking in Māori
there was a certain time that passed
where I noticed myself getting quite jittery
other people getting jittery
there was a certain time frame
in which Māori could do their thing
then that’s it
let’s move on
yes we can have room
but it is not going deep into the tikanga of what Māori beliefs are
the way of living and doing things
As a teacher
I’m very clear
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this is what we’re going to do
she was a lot more drawn out
it took ages for her to express certain things
at the beginning that was quite annoying
by the end I was more moved
by the warmth that she had
The kapa haka teacher’s approach was very gentle
non-imposing
there was that room
that space given I feel
for us to be able to shape
how we wanted things to go
It’s what you are prepared to see
she left it open
there wasn’t a running commentary
about ‘this is what we are imagining’
or ‘we are isolating movements to create a beautiful picture’
it’s your background
what you choose to see
but also how you see things
I’m being honest here
I think there was a lot of respect for the other dance teacher and her status
as a dance educator perhaps
there are attitudes we are not aware of
things we value unconsciously
we say things as a throwaway comment
but it does highlight who we choose to respect
whose opinions we value and whose opinions we don’t
have we formed judgements
because the kapa haka teacher took a long time to express a point?
do we choose to value people’s opinions when
they can articulate themselves well?
or in a faster period of time?
able to form answers quickly
we expect things from people
it is a very Western perspective
In previous courses it was about what we could get
and how we could use it in our school communities
in a way wanting to own things
everything is usable
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This course was different
it was teaching us about ourselves
how we see ourselves as a bicultural nation
but you can’t be explicit about that
you have to be open to the lessons that come out of it
not everyone will be open to that
not everyone will see it
not everyone will be challenged by it
some will just be like ‘that’s fine’ or
‘there is nothing wrong with how I saw this’
This course taught me more about myself
who I am as a New Zealander
who I am as a Māori
it wasn’t so much about me as an Orff educator
it was more about the relationship
between European New Zealand and Māori
actually making space for both cultures to be heard
to be respected and to be cherished
that is incredibly moving and touching and beautiful
I feel quite sad that I didn’t see that at the beginning
even though I am Māori
I feel like I had a white privileged attitude towards the teachers
that makes me sad
that’s just what destroys a culture and their mana
you sort of batter them into a mould
which is essentially your own cultural mould
My initial judgements were
that the kapa haka teacher was a staunch Māori
that would take offence
to every little thing somebody else did
that would be baseline probably
and it’s not right
I was able to see that in myself
In the talk at the end
I felt the spirit
that aspect of us as a whole
not just us as a mind
we were bringing our hearts to the table
that was a really special thing
that’s what I felt from their presence there
that heart of the course
that came from learning and
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relationship building through time
knowing her a bit more
understanding how she does things
and not judging
By the end there was this outpouring of emotion
you could see it had resonated
it had mixed people’s hearts or souls
that tension was there and they were confronted with it
At the end when we had that hui
when I shared I had never really felt part of the Māori world
the kapa haka teacher gave me a hug
“you have always been a part”
“you’re always welcome”
it was me who was feeling this
I just felt that warmth
I very much felt that love in her way
in the Māori way
I feel very proud to have lineage

(ii)
The learning was in little snippets
they weren’t huge things
they weren’t drawn out
but for me that’s what I hold on to
there should be meaning and significance to what we do
they were beautiful actions
the storytelling behind it for me
is really powerful
how long it took them to come up with the actions
really considering the story and really wanting to express that in the actions
it wasn’t just ‘I’ve come up with these sets of actions’
you got the sense they really thought about it
they really wanted to do that story and that song justice
really wanted to honour that story
it wasn’t just a matter of transplanting things
they did it with a full heart for that story
those people and that tribe
that’s one thing I really respected
With Orff we can get locked into the creativity freedom part
but the other end is the performance part
with kapa haka we are not part of the creative process at the beginning
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we find that a little bit hard
where’s the creativity in this?
we can’t see it
There’s a place
to keep the music sacred
in order to be respectful to those people
I gained more confidence and pride
in my background and knowledge
that I didn’t think I had
I have started a kapa haka group at my school since
it’s awesome
it has been the catalyst for me to go okay
this is what I’m going to do
At a basic level it’s giving kids exposure
to Māori culture
positive experiences and attitudes
towards Māori culture
rather than some of the negative views they may have of it
a deeper awareness of the meaning of
the cultural practices
rather than it just being a song
giving the background meaning
the significance to the stories
hopefully they can take something of that
that will change their perspective of Māori culture
feel closer to that
feel ownership of it
I am more Māoritanga hard!
I am much more visible as someone who is proud about my heritage
and keen to share what I know
Before the course I was more focussed on the communities
I was working in
trying to draw into my programme
greetings and welcome songs that represented the children
for me it has flipped a bit
I see that the bicultural is more important
how can you form a multicultural society
if our forming foundation
is not strong?
our country was founded on the Treaty
that relationship
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that partnership
we have two cultures that are of equal importance
have quite different cultural values
that makes us unique
I have seen the importance of connecting with the local marae
not just doing things to suit the school
really honouring the people of that area
that relationship building between our school and the Marae
that’s one thing I’m wanting to do
not buying into fast tracking things
to suit a Pākehā Western framework
not compromising that
it strengthened my conviction to honour
to give voice to the Māori worldview
as much as the Pākehā worldview
which I would have probably
been uncomfortable with before
but not stand up to it
(iii)
What draws me to the Orff approach
and what frightens me at the same time
is that at the core of it
every person is of value
relationships are important
you value everybody and their contribution that they make
that sometimes requires
a shift in attitude
a shift in expectation of that person
regardless of what our idea of what a good person
or a good musician looks like
you should be open to learning from the person that you least expect
But as educators we are still expecting to learn from the best
we are not necessarily open to learning from people that we that think aren’t up to
our standard
it’s a challenging thing
you need to truly respect them and be open to what they have
rather than judge them
and have them fit into what your mould
what your idea of ‘good’ means
that’s what was so rich about this course
if you allowed it to
you were able to peel back those layers
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of who you are
who we are
who they are
As an Orff practitioner
we shouldn’t feel that we know it all
we should be able to be vulnerable
open to different ways of doing things
An Orff style of teaching should be evolving
you shouldn’t have a set outcome
in terms of that process
maybe the kapa haka teacher was more aligned
with the Orff approach
fitting in with the groups’ needs and strengths
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5.3

A nalysis of Findings

In reading the five narratives, it is clear that each participant engaged in their
own unique way with the bicultural aspects of the course and drew on their
own personal experiences and knowledge to make sense of their experience.
All of the participants took their time during the post-course interview to
grapple with why they felt and reacted as they did. They reflected deeply on
their own reactions drawing on their personal beliefs, experiences and
knowledge as New Zealanders, as teachers and as Orff music specialists. As
discussed in the methodology chapter, I worked with each participant closely
to reduce the interviews to the essence of what they were saying in a way
that they felt expressed themselves best. Each participant also checked
summary statements I made for the findings, which are presented here. I
have identified a number of themes that emerged within and across the postcourse interviews that address the research questions. These themes are
presented here under each research question.

5.3.1 Research Question i
How do these teachers engage with/reflect on the inclusion of
mātauranga Māori, indigenous worldviews and knowledge on the
course?
Six salient themes became apparent in relation to this question and are each
considered below.
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Theme 1
A perceived tension between kapa haka and Orff pedagogies

All participants discussed the difference between the pedagogy of the Orff
approach and that of the kapa haka classes. Voice A did not express any
personal frustration with the kapa haka class as it met with expectations that
it was a separate thing. However she did observe frustration in others who
she observed as being quite intent on getting materials that could be more
readily applied to the their own Orff teaching contexts. The other voices
describe initial frustration and lack of understanding around the inclusion of
kapa haka on the course. There was a tension for participants between the
traditional presentation of kapa haka as teacher led, repetitive, and imitative,
and the pedagogy of the Orff approach that encourages self-expression
through creative collaborative work. For those expecting the course teachers
to make a clear connection between these two pedagogies, the frustration
was felt more strongly. Voice B later reflected that kapa haka was important
for all New Zealand performing arts teachers to experience and understand
better as part of their professional knowledge but quite separate from the
Orff approach. Voice E felt that, on reflection, there was a place for kapa
haka within her Orff practice. Voices C and D felt that the kapa haka class
was not directly relevant to their work as Orff teachers.

Theme 2
Challenges with the delivery style of the kapa haka class

Voice A was not challenged by the different teaching approach of the kapa
haka class as, again, it met with expectations of traditional teaching in Māori
performing arts and, for her, felt authentic. The other voices describe
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expecting a faster pace at the beginning and a smoother, more structured
teaching process overall. There was a higher level of frustration expressed
by those participants expecting material that could easily be taken away and
directly incorporated in their own Orff teaching contexts. Voice D talked
about expecting a higher level of teaching preparation from the kapa haka
teacher such as having printed materials available. Voices B and E raised
questions about the worldview that shapes these expectations and what we
value as ‘good’ teaching such as polished teaching processes, confident
presentation, being able to quickly articulate clear answers to participants’
questioning, and efficient teaching that makes it as easy as possible for
participants to get a grasp of the material. Frustrations were felt early on in
the course about the kapa haka teacher’s slow, seemingly tentative teaching
pace, which was perceived by some as reflecting uncertainty. When the
teacher took her time to consider the questions about material use this was
perceived by some as being overly protective. Voice E also reflected on her
own initial judgement, which she later reflected on as being wrong, that the
Māori teacher was a “staunch Māori” who was going to take offence and be
judgmental of non-Māori efforts, making her feel defensive.

Theme 3
Anxiety and fear about getting it wrong with Māori material

There was participant anxiety that resulted from a feeling of ambiguity and
uncertainty around what material could be taken and used outside the kapa
haka classes. Again tensions were highest for the participants who were
expecting material that could be taken away and used in creative
improvisation and in a compositional way. Voice C felt that the process in
the kapa haka class of repeating movements and words, with the aim of
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achieving precision, unison, and accuracy of pronunciation, exacerbated
teachers’ fears of getting it wrong. There was also some anxiety expressed,
by voices C and D, about how best to deal with regional variations in material
and a desire for a simpler collection of core Māori gestures and movements
that could be used throughout Aotearoa New Zealand without causing
offence. Voices A and B felt there was plenty of Māori material already
available in the public domain that they felt confident about using in their
own creative teaching. They were content to viewing the kapa haka material
presented on the course as potentially having a different purpose from
classroom use, i.e. to have the experience of learning it themselves and not
necessarily feeling the need to transfer it to their own teaching contexts.
Voice E felt empowered to take aspects of the kapa haka material,
particularly some of the tikanga behind certain movements, back to her own
teaching context and was inspired to do some further independent research
and community consultation to reframe it appropriately for her own classes.

Theme 4
Creative music and dance work seen as “safer”

All participants described a difference between participating in the kapa haka
classes and working creatively in response to the Māori legend with the other
teachers on the course. Working creatively with Māori material in the music
and creative dance classes, with an improvisation and creative compositional
approach, was positively received. All the voices describe, in their own way,
how they enjoyed the freedom to explore ideas in a creative way with the
opportunity for self-expression, particularly in the more general dance
classes. In these classes there were no perceived limitations around how
participants felt they could interpret and work with the Māori material.
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Several of the voices talked about this feeling like a “safer” and more
comfortable learning environment in terms of working with Māori material as
compared to the kapa haka classes where there was an emphasis on getting
the material right and doing it in the right way.

Theme 5
Tensions with time

The overall timetable was busy, and the music and dance classes were fast
paced and covered a lot of material. The kapa haka class was noticeably
slower being focussed on perfecting movements and pronunciation for two
pieces to a level where everyone felt confident to perform accurately. There
was an initial desire among some participants, voices B, C, and D, to cover
more in kapa haka, even though there was a shared feeling among all the
participants that they were at capacity learning two pieces to perfection from
memory. Voices C and D felt the kapa haka class took time away from the
other learning areas, which were rushed at times and had the additional
pressure of assessment.

The pōwhiri was initially perceived as being too slow for all the voices except
A. Voice B and E reflected that when coming from a Māori worldview it was
important that this wasn’t rushed and it was important to realise that feelings
of impatience came from a different worldview and a different set of
expectations around what needed to be achieved on a course such as this.
Voice B felt on reflection that the pōwhiri was fast tracked to fit the timetable
as there was no time given to hongi or to gel properly as a group through
the sharing of food, both of which are traditionally included in a pōwhiri.
Voice E shared her concerns with timetabling Māori elements of a course,
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such as pōwhiri and poroporoaki, in a way that does not give them the time
and space needed to engage genuinely with a Māori worldview. Voices A
and E also reflected that participant agitation could have been dissipated
earlier on through more discussion and preparation beforehand, particularly
in terms of what to expect.

Voices A, D, and E talk positively about the poroporoaki at the end of the
course as having the effect of bringing everyone together very positively for
shared reflection. They comment on the depth of positive emotional
response to the course allowing people to see the bicultural aspects of the
course in a more positive light. People shared a feeling of group
achievement at having mastered the two kapa haka performances combined
with the positive experience of the final performance of the Māori legend
done through creative music and movement work. For Voice E this was a
significant point in the course where she felt empowered to embrace her
identity as Māori.

Theme 6
Evolving considerations of biculturalism through self reflection

The themes identified by participants above draw attention to some of the
key challenges and tensions that arose from engagement with the bicultural
aspects of the course. The other key theme was that of a positive shift in
participant perspective to consider things from a different point of view, an
attempt to consider things from a Māori perspective. For all participants
there was an increased awareness of the Māori perspective and critical
reflection on the meaning of biculturalism. Towards the end of each
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interview there were new realisations of trying to do things differently and
with more awareness of the limitations of thinking purely through their own
worldview and cultural lenses. Table 3, below highlights some evolving
considerations around biculturalism as expressed in the narrative interviews.
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Table 3. Evolving considerations around biculturalism as expressed by
individual participants.
Evolving Considerations

Voices

An increased awareness of the importance of belonging to a place
through knowing, acknowledging, and carrying with you your own
history and ancestry.

A, B, and E

The importance of being patient and expressing a willingness to learn
about the Māori worldview through non-judgemental participation, a
commitment of time, and an acknowledgement of bicultural/colonial
history.

A, B, and E

The importance of building relationships with Māori in one’s own
contexts and communities and working in partnership to develop
bicultural teaching practice.
The importance of taking a humble approach and the time to seek
consultation with Māori in one’s own context, and inviting further
contribution even if feeling confident in what you want to do.

A, B, C, and E

A, B, C, and E

The importance of taking time with Māori experiences, such as pōwhiri
and poroporoaki, so that there is genuine space to consider a Māori
way of doing things.

B, and E

To critically reflect on one’s own worldviews and consider how this
might affect one’s expectations and judgements of things Māori. Not
trying to fit Māori material/ways of doing things uncritically into existing
practice/mainstream teaching frameworks.

A, B, and E

An appreciation of storytelling by kapa haka teacher which took
understanding of the legend to a deeper level, leading to a more
nuanced interpretation based on the teacher’s own personal and tribal
history.

A and E

The value of participating in kapa haka as an opportunity to experience
a traditional Māori way of doing things, so as to better understand it as
a unique art-form and to enjoy the positive experience of a successful
performance. To appreciate that high level kapa haka performance is
complex and requires repetition, practice and a lot of skill.
Addressing bicultural partnership in teaching is separate to addressing
a commitment to multiculturalism, and is essential as part of our
commitment to the Treaty of Waitangi and unique to our Aotearoa
New Zealand context.
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A, B, D, and E

A, B, C, and E

Table 3 illustrates that all the voices described shifts in their thinking around
biculturalism to different degrees. However, for three of the participants,
this thinking was seen as quite separate to the question of making changes
to their Orff teaching practice, which leads to the next research question.

5.3.2 Research Question ii
Do these teachers believe that their engagement on the course will
result in them adapting their Orff understandings/practice, and, if so,
in what ways?
Voices B, C, and D felt there would be little change to how they currently
taught as Orff teachers as a result of the bicultural components of the course.
For these participants the kapa haka experience was seen as something quite
separate and not directly relatable to their Orff teaching. In terms of
adapting the Orff approach to the New Zealand context, these participants
felt that strength of the approach was its universality and its applicability
anywhere in the world. There was a feeling that all Orff teachers taught in a
similar way, the difference being in the selection of teaching material i.e.
songs, texts, and movement ideas. Changes in practice articulated by these
participants were in relation to being more careful with the selection and use
of Māori material and developing relationships with Māori in their school
communities to help guide them on the best material to use in ways that
would make them feel more culturally safe.

Voice E described a bigger shift in practice having embraced her identity as
tangata whenua and taking on a leadership role back in her school running a
kapa haka class and organising pōwhiri to complement her Orff practice. She
felt inspired to pursue her own postgraduate studies to consider how the Orff
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approach could be adapted in New Zealand’s bicultural context. She felt it
was important to focus on the unique bicultural situation, the Treaty based
partnership, to truly make a space for the Māori worldview to be considered
in terms of the approach, going beyond a consideration of what songs and
movement material would work best, to considering broader questions such
as “what does ‘good’ teaching look like in a Māori worldview?” and “how
does that fit with Orff teaching?” She felt it was important not to get locked
into the creativity and improvisation aspects of Orff, but to also make space
for the development and refinement of traditional Māori music making and
finding ways to keep the music sacred and linked to a Māori worldview.
Voice A described the learning on the course as contributing to a journey
that started many years ago, in thinking about the adaptation of the Orff
approach in Aotearoa New Zealand. She also articulated a desire to critically
reflect more broadly, not just on the material but how we go about teaching
in a way that honours our unique bicultural context.

5.3.3 Research Question iii
Do these teachers identify any potential benefits or challenges with
linking the Orff approach with Māori performing arts traditions / Māori
ways of doing, learning, and knowing about music?
A number of perceived benefits and challenges with linking bicultural
learning on the course with the Orff approach were identified by the different
participants and are presented in Tables 4 and 5 below.
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Table 4. Perceived benefits with linking bicultural learning with the
Orff approach as identified by individual participants.
Perceived Benefits
We have many Māori design and movement ideas available to us in the
mainstream that we can confidently incorporate into creative arts
programmes, an opportunity to share in the beauty of Māori art,
language, and design.
Incorporating a Māori worldview in creative music and movement gives
us all the opportunity to think more deeply about our sense of place
through connection with the landscape, our history, and our ancestors.
Creative and artistic experiences in music and movement can lead
people to make meaningful personal connections and engage with
material in a way that resonates deeply. People can safely explore a
Māori perspective in this way to further develop their ideas about
biculturalism.
Working with Māori movement, language, song, and story in the creative
arts can meet a desire of many non-Māori to safely experience a Māori
worldview.
Through incorporating pōwhiri and poroporoaki, everyone has the
opportunity to share in the spiritual aspects of a Māori worldview, a
unique opportunity provided by our bicultural context.
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Voices

A, B, C, D, and E

A, B, C, D, and E

A, B, C, D, and E

A, B, C, D, and E

E

Table 5: Perceived challenges with linking bicultural learning with the
Orff approach as identified by individual participants.
Perceived Challenges

Voices

Adapting to a colonised country that also has a multicultural reality in the
classroom

A and E

Complexities around nationhood and identity: What does New Zealand
identity mean?

A and E

Not knowing if there are regional differences in material and concern
about inadvertently causing offence

C and D

Workshops that teach a range of songs and dances from around the
world can lead to teachers using material from different cultures in an
isolated way that does not honour the cultural background, context, and
significance of the material.

B and E

Difficulty in reconciling kapa haka teaching pedagogy with current arts
pedagogy, including the Orff approach, that promotes student agency
and learning through exploration, self-discovery, and open-ended
creative work.

A, C, and D

Needing more support and guidance about seeking out deeper cultural
understandings through relationships with Māori in their communities

A, B, C, and E

Pressure from the education system driving teachers to find easy access
to Māori material that can be easily incorporated into current practices.

B, D, and E

Uncertainty about where to go for more opportunities to participate in
Māori arts experiences, and not having personal access or connection to
a Māori community as a non-Māori.

A and B
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Chapter Six
Discussion
6.1

I ntroduction

Despite Orff-Schulwerk having spread to many places around the world, my
review of the literature highlighted a significant gap in addressing questions
of adaptation from a critical multicultural approach. In New Zealand today,
there is increasing acceptance and acknowledgement of the country’s
colonial history and how this continues to influence our systems of thinking
and societal structures. There is growing enthusiasm among many New
Zealanders in political, social, and educational spheres to engage more with
Māori cultural identity and mātauranga Māori. Bell (2014) and Jones (1999)
describe enthusiasts, within a modern New Zealand settler society, who are
being driven by what they term ‘redemptive impulses’ and a liberalist desire
to be taught authentic Māori knowledge by means of dialogue and
relationships with Māori. A critical multicultural approach, however, demands
we consider critically and carefully how we go about building bicultural
relationships.

As described in the literature review, a critical multicultural stance
problematizes colonially shaped thinking, which fails to consider injustices
produced by colonisation and its ongoing effects. It further challenges
simplistic approaches to defining cultural identity. For those wanting to learn
from Māori, a careful consideration of intentions and expectations is crucial.
It requires reflection on elements such as teaching structures, allocated
timeframes, or overall processes, that may be leading to an oversimplification, and essentialising, of Māori knowledge and material. Without
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first critically considering the dominant Pākehā cultural position, there is a risk
of making judgments and responses to Māori knowledge and material that
have serious shortcomings.

The following discussion sheds light on a number of these tensions and
challenges. It considers how the findings of this study might contribute to an
adaptation of the Orff approach within New Zealand’s bicultural context,
using a critical multicultural approach.

6.2

F indings

The findings in this study represent the experiences of five individuals. The
gateway approach precludes drawing conclusions of the whole course
experience by generalising individual responses. However, on the basis of
the narrative extracts I was able to discern certain patterns of response from
the five individuals and these are discussed below.

The responses were rich in self-reflection, and echoed a number of the key
considerations found in the literature on current bicultural discourse in New
Zealand. The participants’ reflections provided insights that have the
potential to help guide us in designing future bicultural learning situations.
As Mears (2009) says:

A gateway study, as with any qualitative investigation, is an attempt to add
to what we know about the world, to inform matters that have yet to be
illuminated fully, and to pursue answers to questions that can shape a
deeper understanding about some aspect of experience. (p. 140)

and
Its attention to the voices of those who lived an event or circumstance
contributes the potential to share a more holistic understanding of the
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complexities of life situations so that those who make decisions or plan
action related to such situations may be better informed. It can be a way of
linking worlds. (p. 153)

6.2.1 The First Part of the Study
The findings in the first part of this study (from the pre-course interviews)
reflect a group of five highly experienced Orff teachers who felt motivated in
their teaching by their engagement with the Orff approach. They each
identified a number of key principles that guided their Orff teaching practice.
Collectively, they reflected numerous shared beliefs, values, and practice
patterns. All of them emphasied creativity, open child-led learning
processes, teacher artistry, integrated/holistic learning, and inclusivity. These
teachers were also driven, in particular, by active music-making in
collaborative learning communities and by having fun. The priority given to
these key principles by the participants reflects the predominant focus in
New Zealand-based Orff research, which is on creativity and improvisation in
composition and teacher artistry. Synergies are clearly evident between the
Orff approach, as described by the participants, and contemporary
educational discourses that promote a social–constructivist approach to
teaching. This is characterised by student agency and empowered teachers
who are innovative and flexible curriculum designers.

6.2.2 The Second Part of the Study
The findings in the second part of this study (from the post-course interviews)
captured the complexities surrounding issues of identity and teaching
practice. They reflected the multiple perspectives and discourses that can be
found in discussions around biculturalism. The findings very clearly highlight
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the value of participants reflecting on intentions and expectations when
entering into bicultural learning experiences and relationships.

Similar to the findings of Jones (1999), some participants in this study shared
moments of feeling challenged and being uncomfortable with some aspects
of the bicultural learning on the course. As highlighted in Chapter Five, there
was evidence of some participants feeling challenged by the delivery style of
the kapa haka class, by anxiety around their future use of bicultural material,
and by tensions around elements of the bicultural learning feeling it was too
slow-paced. Frustration was felt most strongly among the participants who
were expecting to be given material and resources that could be easily
incorporated into their existing Orff teaching practice. As Voice D said:
We’re used to having something printed with some information on
so we know we’ve got it there to refer back to
the meaning of movements
there was a feeling that
with a toolbox of knowledge
you could make up your own movements

and Voice E
In previous courses it was about what we could get
and how we could use it in our school communities

Voice A, while not feeling challenged in this way herself, noticed it in other
participants:
I heard participants say
“can we use this?”
I felt that was jumping the gun

Voice C shared feelings of anxiety arising from a sense of being judged by
the Māori teacher for not getting the music and movement ‘right’ in the kapa
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haka class. By extension there was also anxiety about getting it wrong back
in the classroom. As voice C said:
I felt like I would get it wrong
that there were certainly wrong things to do
that I could be made to feel bad about that

Voice E noted that her initial impression was that the Māori teacher was
going to be strongly judgemental, and reflected deeply about what led her
to this assumption:

My initial judgements were
that the kapa haka teacher was a staunch Māori
that would take offence
…
and it’s not right
I was able to see that in myself

Contrasting some of these challenges faced in the kapa haka class were the
positive reflections, shared by all the participants, of working with Māori
material in creative ways with the other teachers on the course. The focus on
improvising and the opportunities for self-expression were particularly well
received. Participants enjoyed having the freedom to interpret the Māori
material in a way that was meaningful for them and using processes they
were familiar with.

Voices C, D, and E also shared their expectations going into the course, that
clear connections would be made between kapa haka and Orff pedagogies.
These connections, however, were left up to participants to consider for
themselves and were not openly discussed as part of the course.
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Jones (1999) discusses similar feelings of frustration that, in her study, came
from a sense of limited access to full knowledge. This is referred to by Bell
(2014) as the propensity for the modern settler to expect to be able to
capture a full understanding within one’s own cultural terms. It was clear that
the Māori teacher on the Orff course was focused on providing teaching in
her own way without explaining or justifying her approach. She did not
intend to merge kapa haka and Orff pedagogies but rather to provide
participants with an experience of indigenous Māori music and dance
learning. She provided enough information to teach the group the kapa
haka material so they could successfully perform two pieces as a group,
which they did. Furthermore, voices A, B, D, and E all shared feelings of
enjoyment and satisfaction in being able to successfully perform the kapa
haka pieces at the end of the course. As Voice D said:

It was great to have two waiata-a-ringa
that was new to me
I haven’t actually achieved that
I felt quite pleased with myself

At the same time, the Māori teacher provided participants a glimpse of a
whole lot more knowledge and understanding that was only partially
revealed and illuminated. As Voice A noted:

she didn’t want to take us too far into those concepts
but she wanted to give us some depth

and
it didn’t happen so much in response to our questioning
more in terms of what she was offering

This caused some participants to feel unsettled as if the teacher was
withholding information. In the words of voice D:
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It felt like she was quite protective of everything they had
‘you can have this much of it but I’m not giving you too much
it’s very important that we keep it close’
….
I was definitely wanting something a bit more
that you could really get hold of

Voice C highlighted feelings of concern around the authenticity of the
material when the Maori teacher provided a translation of a waiata that was
different from one she was familiar with. Voice C was clearly unsettled by
this:
The interpretation of the waiata she gave
her translation of it
was different to what the words were
she had translated it for this course
…
to me the integrity of the whole thing fell apart
I couldn’t bring that back to my kids or my kura knowing that the translation was not
necessarily literal

In sharing their frustrations, some participants mentioned expectations of a
faster teaching pace, more materials and knowledge, ‘core’ concepts that
could be transferred to anywhere in New Zealand, printed information, and
more efficient teaching overall. At the same time some participants also
expressed concern with inadequate time allocation for Māori activities, such
as the pōwhiri, to allow for genuine engagement with each other in a way
understood to be consistent with a Māori worldview.

Across all the participant voices, albeit to differing degrees as shown in Table
3, Chapter Five, a theme developed regarding the importance of taking time,
being patient, being humble, being open to new learning, building
relationships, and to being appreciative. The more open-ended poroporoaki
(shared reflection to close the course) was received very positively by three of
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the participants also reflecting this theme. Voice E described the close of the
course like this:
In the talk at the end
I felt the spirit
…
that heart of the course
that came from learning and
relationship building through time
knowing her a bit more
understanding how she does things
and not judging

These findings offer a number of valuable considerations for the design of
future bicultural learning contexts.

6.3

B roadening Views of Biculturalism: A New Conceptual Space

A recent Waitangi Tribunal Report calls for a more sophisticated Treaty
partnership and a broader view of biculturalism: "a twenty-first century
relationship of mutual advantage in which, through joint and agreed action,
both sides end up better off than they were before they started" (Waitangi
Tribunal, 2011, p.17).

This statement reflects increasing calls by numerous New Zealand
researchers for Pākehā to consider ways to work co-intentionally with Māori in
a mutually beneficial way (Huygens, 2016; Came, 2013). Barnes (2013)
highlights the importance of having many experiences in a diverse range of
Māori settings in order to unsettle both mono-cultural and essentialist
thinking. He also highlights the need for Pākehā to have the time and space
to recognise for themselves the value of engagement in te ao Māori (a Māori
worldview).
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Bidois (2013) recommends creating a conceptual space where Māori and
Pākehā can move beyond the binary code and “work together at the
boundaries of identity and difference” (p.153). Durie (2012) describes this
kind of conceptual space as follows:

the idea of an interface between cultures as an alternative to there being
only one body of knowledge into which other knowledge is to be fitted. This
interface is neither one knowledge system nor the other; rather it is a more
neutral place rich with potential (p. 22).

The concept of such a space is consistent with a social constructivist
paradigm, where knowledge is seen as actively created in relationship with
others. This paradigm is consistent with the ethos of our current curriculum:
learning is inseparable from its social and cultural context. Students learn
best when they feel accepted, when they enjoy positive relationships with
their fellow students and teachers, and when they are able to be active,
visible members of the learning community (Ministry of Education, 2007, p.
34).

Collaborative learning can be seen as a distinct process of cultural learning
that requires both a reflective learning group and integrated perspectivetaking, that results in “cultural creation or construction rather than
transmission” (Tomasello, Kruger, & Ratner, 1993, p. 501).

Given this current direction in bicultural and educational discourse, a key
consideration is how to develop pedagogy that supports collaborative
learning spaces that provide dignity in difference, whilst also opening a
space for constructive cultural learning that clearly does not have assimilative
intent.
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Bell (2006) cites Edward Said’s musical metaphor to encourage a broader
view of biculturalism, wonderfully suited to the musical topic of this study.
This metaphor is that of counterpoint and contrapuntal melodies which “exist
both in opposition and in conjunction with each other” (p. 258). This
metaphor addresses limitations with binary discourse, such as Māori and
Pākehā cultural groups being essentialized into homogenous cultural groups,
that fail to recognise the diverse realities within each group. It also
addresses the tendency to define the two groups in relation to each other,
often in opposing terms. The relationship invoked in the metaphor is
synergistic rather than parallel or oppositional. At the same time this
metaphor still honours the distinct voices of two cultural groups,
acknowledging the value of shared identity lines. Hairston and Strickland
(2011) also use this metaphor of contrapuntal orchestration to describe the
establishing of dialogic space within educational courses to accommodate
different cultural viewpoints:
not one with a single melody all sounding the same, but one which
celebrates voice in dialogue, one which provides space for all to be heard
and creates not a synchronous space but “hybridization”. (p. 651)

Such a space would foster the creation of new understandings through a
process of counterpoint where Maori knowledge and the Orff approach
interact dynamically while retaining their distinct voices. As Bell (2006)
asserts, it is necessary in bicultural discourse to retain the language of these
shared identity lines, in the form of indigenous Māori and Pākehā/modern
settler, in order to problematize, discuss, and critically consider colonial
thinking.
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6.4

M oving Forward

Buchan (2004) proposes a framework to manage adaptations within an
environmental education context, inspired by frameworks used in the field of
natural resource management. She adopts an active adaptive management
approach, which she defines as a model that supports reflexive and
purposeful action within a system that is dynamic and evolving. The
framework acknowledges the dynamic processes of continuity and change in
any adaptation. Her framework aims to support people working at different
levels within the field of education to make successful adaptations while
mitigating the effects of, for example, the use of inappropriate assessment
structures or the uncritical adaptation of materials or resources in a
classroom. Buchan’s framework offers an expanded view of an action
research/teacher inquiry cycle commonly used in the field of education
(Ministry of Education, 2007), the significant difference being that it is more
future-focussed and values-driven. All actions are considered against core
long-term values making it an appropriate framework for guiding actions
towards more sustainable goals rooted in social and ecological justice ideals.
It is worth considering how such a framework might help guide the
adaptation of the Orff approach in New Zealand’s bicultural context adopting
a critical multicultural approach.

The key aspects of Buchan’s framework that, I believe, are relevant to
implementing the findings from this study are:

•

Defining the context

•

Focussing on key broad principles

•

Enabling reflexivity
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These three aspects are unpacked below, after which I share my own
modification of Buchan’s framework. I believe, based on my review of the
literature and the experiences of the participants in this study, that such a
framework could provide a valuable starting point for guiding future steps in
adapting the Orff approach in New Zealand’s bicultural context.

6.4.1 Defining the Bicultural Context
Cain, Kahu, and Shaw (2017), along with many others, highlight the
importance of acknowledging and appreciating the complexity of New
Zealand’s colonial history and how this influences where we are today. The
value of acknowledging the historical pathway is captured in te ao Māori,
where whakapapa (ancestry) and social and environmental contexts are
continuously acknowledged and seen as crucial to informing future actions
(Te Whāiti, McCarthy, & Durie, 1997).

From a critical multicultural approach, it is essential to acknowledge that
when you are within the dominant culture you are often unaware that what
feels ‘normal’ reflects a particular worldview. Critical reflection is required to
see how this ‘normal’ worldview disadvantages certain cultural groups.
Matthewman (2017), with reference to Jones (1999) and Bell (2006), points
out that when Pākehā are required to learn within a Māori worldview they can
quickly feel “ignorant, peripheral, and alienated” (p. 85). Reflecting on this
kind of experience can help disturb the worldview of the dominant culture,
unsettle it in order to genuinely consider the positioning of other cultural
groups (Mahuika, 2011; Jones, 1999; Bell, 2014).
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Barnes (2013) recommends that Pākehā engage in a diverse range of
experiences in contemporary Māori settings in order to appreciate the
diversity of Māori realities, and the complexity of multiple and overlapping
identities. From a critical multicultural stance, this is an important step in
becoming aware of the ongoing effects of colonising structures and systems
of thinking that persist today, and challenges or problematizes this thinking.
It is through such diverse experiences that we address essentialist thinking,
tendencies to oversimplify Māori identity and to draw provisional conclusions
regarding what constitutes ‘authentic’ Māori knowledge.

6.4.2 Focussing on Key Broad Principles
Based on findings from the first part of this study, a series of shared beliefs
and characteristics of Orff teaching were identified. The participants’
reflections also suggest that there could be some benefit in grouping these
themes under some broader key principles. This could reduce the tendency
to focus solely on some aspects of the Orff approach such as creativity and
improvisation at the risk of not appreciating other aspects also identified as
important. As Voice E commented:

With Orff we can get locked into the creativity freedom part
but the other end is the performance part
with kapa haka we are not part of the creative process at the beginning
…
We find that a little bit hard
where’s the creativity in this?
we can’t see it

A strong focus by some participants on the lack of student creativity and
improvisation within kapa haka teaching seemed to hinder their
consideration of other possible synergies with the Orff approach, such as the
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use of imitative teaching, call and response, the collective group effort, the
place for refinement of movement, and a focus on artistic expression.

Paring back the philosophy of the Orff approach to some broad key
principles might also help reduce the potential to focus on teaching tools
that are easily and successfully transferred to different cultural contexts.
Further it might help reduce focusing overly on gathering materials, such as
songs and dances, to use as cultural artefacts in the classroom. In this way it
could guide a more open and flexible consideration of the possible synergies
between the Orff approach and Māori experiences. Such broad key
principles could provide a useful starting point for the creation of a
conceptual space, as described above, in which participants begin to
broaden their understandings of biculturalism through shared artistic
endeavour.

The table below takes the key themes identified by the participants, in the
first part of this study, and groups these under five broad key principles.
These could potentially become central to an adaptation framework to guide
discussion and decision-making.
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Table 6. Grouping key principles as identified by participants under five broad
key principles

Key Themes as Identified by Participants

•
•
•

Inclusive education with success for all children
Catering for diverse abilities and perspectives
A democratic teaching approach

•
•
•

Creativity and Improvisation
Teacher as artist, able to adapt materials and processes
using different starting points
Aesthetic, beauty, fostering artistic judgment

•
•
•
•
•
•

Student agency and co-constructive teaching
Allowance for the personal voice,
Child-led Discovery
A pedagogy of relations
Collaborative work in groups/community learning
Developing musicianship through active participation

•
•
•
•

Integrated and holistic learning
Humanistic
Support emotional wellbeing, engaging mind/body/spirit
Fun and enjoyable

•

Use of contextual materials important

Broad Key
Principles of
the Orff the
approach
Social Justice

Artistry

Social and CoConstructive
Learning

Humanistic Learning

Contextual
Responsiveness

6.4.3 Enabling Reflexivity
Cain, Kahu, and Shaw (2017), among many others, stress the need for a
willingness to be reflexive and open to examining one’s own perspectives
and assumptions about New Zealand and its inhabitants. This requires being
open to learning beyond our own knowledge frameworks and understanding
in bicultural learning situations. This also requires an awareness that one’s
comfort level may be disturbed. Further, as the voices in this study
effectively highlighted, it is important to reflect critically on one’s
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expectations and intentions and, as Bell (2014) recommends, being open to
responding without intention. In terms of an action research cycle, as
recommended in Buchan’s (2004) framework, along with monitoring through
research and review we also need to be reflexive taking a critical multicultural
approach. Reflexivity can be enabled at this point through:

•

Critical consideration of personal and shared perspectives and
assumptions about national identity, culture and belonging

•

Critical reflection on how personal and shared expectations and
intentions may have been met or challenged.

This process of reflexivity feeds back to defining the bicultural context in a
way that acknowledges adaptation as a dynamic process.

6.4.4 Future Adaption of the Orff Approach within our Bicultural
Context

Figure 1, below, is my modification of the adaptation management
framework offered by Buchan (2004). It draws together key considerations
around bicultural learning that emerged for me throughout my research, from
both my review of the literature and the experiences shared by the
participants in this study. I believe that this provides a valuable starting point
for future considerations around the adaptation of the Orff approach in New
Zealand’s bicultural context.
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F igu re 1. M y modi fi cat ion of B uc h an’ s (2 00 4 ) Adaptat ion Fr amew ork
C on ce pt: Gu idin g Nex t S te ps in Adapti ng t he Or ff Approa ch to ou r
B ic ul tu ral Co nte x t.

In starting with an acknowledgement of our colonial history, and its
continuing influence in the form of societal structures and dominant systems
of thinking, we make the first step towards successfully adapting the Orff
approach to New Zealand’s bicultural context from a critical multicultural
standpoint.
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When we have an awareness of the past, we also acknowledge that music
and movement in the form of waiata, karakia and whakapapa have historically
been central to life and learning within Māori society (Kaiwai & Zemke-White,
2004).

Placing broad key values within an adaptation framework keeps the heart of
the Orff approach illuminated. At the same time the framework supports
defining our bicultural context in a way that acknowledges diverse Māori
realities and the complexities of multiple, overlapping identities that all New
Zealanders have. Ongoing reflexivity supports a willingness and openness to
consider expectations and intentions driving bicultural decisions as well as
reviewing one’s own assumptions and perspectives around identity, culture,
and belonging in New Zealand. In this way, the framework mitigates against
essentialist tendencies that oversimplify cultural considerations. The
framework most importantly defines adaptation as a dynamic process,
echoing the vision Carl Orff had for his original Schulwerk. The proposed
framework can help support new growth in New Zealand Orff teaching, as we
make spaces to develop new shared understandings about what bicultural
identity means for us as Orff teachers.
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Appendix A
Letter of Invitation to Participate in Study and
Participant Consent Form
Address

8th of January 2017

Dear
I am writing to you because you have registered to participate on the Orff
New Zealand Aotearoa (ONZA) six day, level 4 course. As you will know, this
is the first time the level 4 course is being offered with a clear bicultural focus
specifically aimed at experienced Orff teachers working in a New Zealand
teaching context. There will be a daily kapa haka as well as creative music
and movement-making centred on a traditional Māori legend, ‘Rata and the
Totara Tree’. As you know, New Zealand educational policy is firmly
grounded in a commitment to honour a bicultural partnership through a
respect and acknowledgement of Māori ways of learning, doing, and
knowing. The hope of ONZA is to place the Orff approach within this unique
bicultural educational landscape and to inspire experienced New Zealand
Orff teachers to work creatively and collaboratively with Māori material and
cultural knowledge in a safe and supportive environment.
I have decided to take this unique opportunity to do a small research project,
as part of my study towards a Masters of Education. I would like to engage
in some research to capture teachers’ experiences during this course with a
focus on their engagement with Orff philosophies and practices in a
bicultural New Zealand context.

The research questions will be focused around exploring:
•

•

teacher beliefs about the relationship between the principles and
processes of the Orff approach and Māori culture and performing arts
traditions and
teacher reflections about the impact of new bicultural knowledge and
understanding on their future practice as a teacher and potential
changes to their future classroom practices.
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•

what teachers identify as the challenges and potential benefits of
linking the Orff approach with Māori performing arts traditions/Māori
ways of doing, learning, and knowing about music.

I would like to invite you to be involved in this study. I am mindful that I
need to engage in non-obtrusive research that does not add much to your
workload during the course. As a participant on the course myself I will be
sensitive to the demands of the course on your time and energies. Your
participation in the project will be restricted to two conversations, one precourse and one post-course. The goal is that these conversations will help
you to reflect on the learning intentions of the course and your own
developing ideas, rather than distracting you from the enjoyment of the
course.
You can expect the interviews to be recorded and to receive copies of the
transcripts of your interviews for review and correction. You can expect to
have you privacy protected and personal details and research data to be kept
confidential to the researchers. Your name will be kept confidential in any
writing up that I do.
If you take part in this study, you have the right to:
•

•
•

•

Refuse to answer any particular question, and to withdraw as a
participant from the study at any time and any data up until the point
of analysis,
Ask any further questions about the study that occur to you during
your participation,
Provide information on the understanding that it is completely
confidential to the researchers. All information is collected
anonymously, and it will not be possible to identify you in any reports
prepared from this study.
Be given access to a summary of the findings from the study when it is
concluded.

I am attaching a consent form that I would appreciate your completing and
returning to me by mail (address). My phone contact details (phone
numbers).
Warm wishes,
Priya Gain
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The University of Waikato
How teachers experience Orff philosophies and practices taught within a
New Zealand bi-culturally framed learning context.

Participant Consent Form
I have read the Letter of Invitation for this project and, where requested, had
had the details of the study explained to me. My questions about the study
have been answered to my satisfaction, and I understand that I may ask
further questions at any time.
I understand I am free to withdraw as a participant from the study at any time
and to withdraw my data up until the point of analysis. I also understand that
I can decline to answer any particular questions in the study.
I agree to provide information to the researcher on the understanding that it
is completely confidential and my identity will remain anonymous. I
understand that:
• Participant identity will be protected through the use of pseudonyms
within the data collection, analysis and final dissertation and
• Data will be analysed and shared in a manner that does not identify
particular participants to detailed information.
I am happy to participate in this study under the conditions set out in the
Letter of Invitation.

Signed:

Name:

Date:
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Appendix B
Interview Guides for Pre-course and Post-course
Semi-structured Interviews

P re-Course Interview Guide: Questions and Prompts
How would you describe your journey so far as an Orff teacher?
Could you tell me about how you first became interested in the Orff approach and
how you have got here to level 4?
How long have you bee using the Orff approach in your teaching?
Can you tell me a bit about the different contexts in which you have applied the Orff
approach?
In what ways do you think your teaching has been influenced by the Orff approach?
Could you describe a typical Orff lesson for you? What does the term Orff
“process” mean to you?
Based on your experiences with the Orff approach so far are there key principles
that you believe particularly apply in your teaching/feel are central to your way of
teaching?
What kinds of resources/materials do you find most helpful in your Orff teaching?
Examples? What aspects of these materials are most helpful?
Thinking about the upcoming level 4 course are there any particular skills that you
are keen to develop?
What interests you most about doing a level 4 Orff course that is explicitly linked
with Māori performing arts traditional and Māori ways of doing/learning/knowing
about music and movement?
Are there any particular outcomes that you hope are achieved from this course?
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***
P ost-Course Interview Guide: Questions and Prompts
Generally, how did you feel about the course? How would you describe your
experiences?
Was there anything that stood out for you?
Was the course what you expected? Was there anything that surprised you? Did
you learn what you hoped to learn?
How did you feel about the bicultural learning on the course?
Did you feel challenged in any way during the course? Do you think other people
felt challenged? In what ways?
How do you think the participant group as a whole generally responded to the
different aspects of the course?
In what ways do you feel that your experience and knowledge of kapahaka and
Māori performing arts developed during the course?
Has the course changed your understandings about teaching the Orff approach in
New Zealand contexts? If so, how?
What do you see as the key elements that would uniquely identify a NZ-Orff
approach to music education?
Do you feel you discovered any new links between Māori knowledge and the Orff
approach?
Do you see advantages to developing a uniquely NZ approach to teaching music
using Orff principles but in a bicultural environment?
Do you think the Orff approaches and the bicultural elements introduced on the
course worked well? Were there things you think didn’t go well?
Are there any key bicultural elements you feel you will take away and apply in your
work context? If so, why these elements?
In what ways do you see your new learning during this course being applied in your
future practice?
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Do you intend incorporating bicultural components into your current Orff practice as
a result of what you have learned on this course?
Do you see any challenges in introducing biculturalism into your current Orff
practice? If so, what support do you think may be needed to facilitate a change in
practice?
Can you describe any potential benefits of applying your new Orff and bicultural
learning in your work context?
Can you describe any next steps you might take in this area of professional
development?
What would you like to see in terms of future professional development for Orff in
New Zealand

***
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Appendix C
Guide for Preparing Extracted Narratives by Mears (2009)
The following steps for putting together the extracted narrative voices are
taken directly from Mears (2009) pp.124-135.

•

Read and reread all transcripts for a single narrator in their entirety.

•

Review your notes from the interview sessions and your research journal to
see how they might contribute to your understanding of the narrator’s
perceptions about the experience.

•

Each time you read the transcripts, mark areas that seem especially pertinent
to your research questions. As difficult as it will be, some wonderful stories
will have to be set aside for the time being, if they don’t address your
immediate research questions and purpose. However, mark these passages
for consideration later.

•

Highlight passages that are of value in communicating the story that is
necessary to provide the context.

•

Using the electronic version of the transcripts, cut and paste the chunks of
relevant data into a single document.

•

Examine these chunks, observing repeated phrases, patterns or recurring
elements, sequenced stories, descriptive metaphors, and so forth.

•

Go back through the material, settling on a tentative plan for sequencing the
data in ways that will communicate the overall experience meaningfully.
Some data will lend itself to being arranged chronologically. Some will be
more thematic.

•

Go back through the data again; highlight words or phrases that seem to be
the most descriptive or moving.
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•

Pay special attention to phrases that are repeated verbatim; often they will
form a sort of refrain that gets at the heart of the participant’s relationship to
the experience and may help you discern underlying patterns.

•

Reflect on the patterns that you see and carefully consider broader themes
that these might embody.

•

Closely assess other words or phrases to determine if they are essential to
communicating the meaning. Transition words, filler words, asides, etc., can
be easily deleted at this stage. Remember, you will be using fragments, not
complete sentences in your display.

•

Arrange these fragments in a “string” that runs down the page, looking
much like a poem (or a grocery list!) instead of a paragraph.

•

Review again and again, each time becoming more focused, distilling the
interview into its essence, the simplest, purest form that communicates
coherently. Your goal is to evoke the experience and bring it to life, not
describe it or summarize it from a safe distance.

•

Keep in mind your research questions and your purpose. Readers need to
know how it felt and what it meant to have this experience if they are to
deepen their understanding of the findings that you generate through data
analysis.

•

Cut, delete, purge. There is power in the fewest words – select the words
that allow the reader to connect at an elemental level into the experience
and evoke an empathetic resonance of understanding. Pare it down to the
only words – those words that are critical to communicating the essence of
the narrator’s experience and response.

•

Give yourself permission to change verb forms, if necessitated by resequencing the excerpts, and to replace nouns with pronouns (and vice
versa) to smooth out the rendering.

•

Narratives can be sequenced chronologically or thematically. You can later
decide how to present your data in the final report.
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•

Play with the placement of individual passages. Switching the order of
phrases might add dramatic effect. Just be certain that you don’t change
the meaning by doing so.

•

Check the original transcripts one more time to be sure that there’s nothing
you left of that connects to what is emerging from your data.

•

When you have prepared the narrative, repeat the process for each of your
study participants in turn.

•

Later, for data analysis, you will consider each excerpted narrative with
respect to its message (a vertical consideration) as well as in regard to all the
other narratives (a horizontal analysis) to discern common themes, patterns,
understandings, or differences that emerge across your study population.
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