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Abstract 
 The Philippine k-12 music education curriculum 
promotes engaging music classes through output-based 
learning.  Such a learning approach aims to develop 
students who are expressive, creative, socially and 
culturally sensible individuals. However, there are some 
limitations on how to deliver quality music education to 
our students due to limited information and resources 
on regional musical practices available for instruction. 
Such limitations call for studying local cultures and seeing 
possibilities of integrating local practices into formal 
education for a more contextualized music engagement 
among our students. This paper is anchored to Symbolic 
Interactionism with the aim to answer the question of 
how the Tultugan performance-teaching process be 
integrated into the formal education program using the 
Twelve Continuum Transmission Framework (TCTF) for 
a more contextualized music education. A qualitative 
ethnographic-case study was used to capture the context 
of our key-artisan from June 2021 to April 2025. Sources 
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of data are drawn from the interviews, pictures, and 
observations. Thematic analysis was followed in generating 
theme and validated through member-check. The data 
suggests that the artisan’s experiential process of teaching 
is beneficial in providing engaging musical activities where 

learners can make meanings and symbols reflecting 

quality music education experience.  Also, using the lens 
of TCTF, music educators can be able to reflect and assess 

the characteristics of their local music materials that can 
make an impact on the holistic learning growth of the 
learners, promoting their social and cultural sensibilities 
while simultaneously developing students’ expressive 
and performance competence. Thus, documenting 
and studying local music cultures, like the Tutugan, are 
necessary to deliver relevant and meaningful musical 
engagements to learners. 

Keywords: Tultugan, Performance-teaching process, Music 
education, Contextualization.
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Introduction
 The Municipality of Maasin is known as the bamboo Capital of the Visayas due 

to its abundance of bamboo supply. Such abundance has provided the people 

in the municipality an opportunity to explore and develop the various potentials 

of bamboo that can promote the community’s socio-economic conditions and 

creative expressions reflected in the Tultugan festival. The abundance of bamboo 

is also attributed to the Maasin’s watershed where it serves as a life source and an 

essential factor for the bamboo to thrive in the community (Marin, 2017; Province 

of Iloilo,” 2021).

 As the community’s way of celebrating the abundance of bamboo supply, 

the Tultugan festival was institutionalized in 1999 and celebrated every fourth 

week of December. The birth of Tultugan festival is drawn from the instrument 

called Tultug which means an act of making sound through pagpatik or striking. 

Through the Tultugan festival, the community can present their creative ideas 

through products and expressive performances (Marin, 2017; Jacinto, 2013) where 

lanug (sound reverberates to a distant place)  is heard from one point to another. 

 One must understand that the sound produced in a performance is a 

representation of expression and communication (Santos,1991, 2014; Maceda, 

1986; Muyco, 2016; Castro, 2017) where identity and culture are presented and 

promulgated while the community and society continue to adapt to the changing 

sociocultural dynamics (Kisliuk, 2008; Higgins, 2012). With that, music praxis in 

communities are socially mediated (Fredholm and Olsson, 2018; Grenier, 1995) 

and expressed through sound and performance expressions  (Seeger, 2004; 

Santos,1991) that, likewise, maintain harmony and order in the community (Stone, 

2015; Tomlinson, 1984). 

 The sound and performance expression mediated in the Tultugan festival is 

a social phenomenon (Falassi, 1987; Stone, 2015; Dimzon, 2016) that is similarly 

encountered by various cultures across the globe. In any performance expression, 

sound and expressive performances take various forms that vary from one culture 

16



TULTUGAN: CONTEXTUALIZING
MUSIC EDUCATION THROUGH THE ARTISAN’S 
PERFORMANCE-TEACHING PROCESS

H. F. CARTAGENA

to another (Dimzon, nd).  The performance expression in a festival, like the 

Tultugan, provides a festive soundscape (Santos,1991, 2014) that can be observed 

in different platforms and performances (Cartagena, 2022; Falassi, 1987). Thus, 

cultural performances promote value, culture, identity, ideologies, and present 

continuity (Getz, 2010). 

 Realizing the importance of musical performances, like the Tultugan, it is 

necessary to look into its music education potential. Music Education can be 

strengthened by grounding it in various contexts and how such context corresponds 

to individual, community, culture, and society. These are important anthropological 

perspectives to be considered in developing a critical, creative, and musical mind 

among learners, providing them an opportunity to learn and an avenue to make 

meanings and find relevance through their experiences (Anderson, 2012; Campbell 

& Scott-Kassner, 2010; Schippers, 2010) contributing to learner’s holistic growth. 

 Also, discourses in education dwell on the global schooling demands for a 

standard program of education. The global standard posts a challenge on how 

to make the learning experience more relevant to our learners (Anderson-Levitt, 

2003; Cornelio and de Castro, 2016).. Scholars suggest there is a need to provide a 

contextualized and appropriate learning experience for the learners. Educators, as 

agents of education, need to find balance in such perspectives depending on the 

needs, context, and situation.  Drawing from such perspectives, music educators 

can develop advocacies that can uplift the current conditions of the learners 

and people of different communities, especially those who are marginalized by 

society (Swanwick, 2012; Kratus, 2012; Regelski, 2012). Applying anthropological 

approaches in studying music and expressions can elevate the quality of learner’s 

music encounters leading to the development of learner’s creative expressions 

as mediated by music education. Through anthropological lenses, information on 

current situations and a glimpse of hope for the next generations to come can be 

provided (Ingold, 2017, 2018, 2023; Gonzalez, 2010; Greenman, 2005). 
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 Ingold (2018) and Ergül (2017) explained that education is a way of acquiring 

knowledge through the correspondence between the teacher and the student. 

In the process of learning, learners may accommodate information and assimilate 

new knowledge drawn from their experiences – personal and social. Furthermore, 

the “commoning” between student and teacher provides learners an opportunity 

to be more critical in learning new ideas – a transmission of knowledge but not 

a complete transmission, however, there is transformation. In Asian countries, 

learning music and performance expressions are done through an apprenticeship 

where the student and teacher (Guru) correspond with one another as the student 

develops his or her performance and expressive competence (Santos,1991, 2014; 

Stone, 2015). Such practices promote the creativity, musicality, and performance 

competence of the learners allowing them to evaluate each situation in relation 

to their personal, social, cultural, economic, and political situations attributing to 

the learner’s wisdom and growth.  

 Furthermore, studying the performance practices in Tultugan using an 

ethnomusicological lens can supplement the music education program in the 

country. The documentation and learning of the indigenous and local musical 

practices (Cornelio and de Castro, 2016) is beneficial for the learners as they gain 

knowledge, information, and wisdom of culture and expressive practices anchored in 

the context of a specific community. These, in turn, provide learners the opportunity 

to understand diverse cultures, practices, and perspectives where learners learn 

to appreciate and value such (Anderson-Levitt, 2003, 2012, 2022).

  This paper explored the idea of how the Tultugan performance-teaching 

process of the artisan can be channeled and integrated into music education as 

a tool for providing meaningful musical engagements to our learners.  Likewise, 

enriching our musical knowledge through local or community musical expression 

informs readers, fellow scholars, and institutions of the music education possibilities 

of the Tultugan practice in Maasin, Iloilo, Philippines, making music education more 

relevant and meaningful to our learners. 
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 This paper anchored on Social Interactionism (Blummer, 1986)) where an 

individual gains an understanding of a phenomenon through his or her interaction 

with the social environment. Through interaction, one develops his or her 

consciousness as he or she interacts and communicates with one another which 

can both influence their view of expressive practices and performativity. Also, the 

Twelve Continuum Transmission Framework (TCTF) framework by Schippers (2010) 

is incorporated in the study to assess the musical and sociocultural characteristics 

of Tultugan anchored within the context of the learners and the community. With 

the above claim, this paper would like identify the Tultugan performance-teaching 

process of the artisan and determine how the Tultugan performance-teaching 

process of an artisan can be integrated into music education using TCTF.

Methodology
 Having been introduced to the artisan in 2021, I decided to conduct a study 

about her practices in transmitting performance and musical expressions. To capture 

the lived experiences and contexts, this paper used an ethnographic case study.  

Qualitative studies are appropriate for documenting and explaining the personal 

accounts and lived experiences of people within their contexts (Cohen et.al., 2002). 

I have coordinated with the artisan and set an interview with her following the 

research protocol and ethical procedures.  Ethnographic study was conducted in the 

municipality of Maasin, Iloilo, Philippines since 2021 up to 2025. Data sources are 

drawn from pictures, videos, interviews, and field observation which are subjected 

to a triangulation process following the thematic analysis procedure (Ryan and 

Bernard, 2003; Braun and Clarke, 2012): (a) data familiarization, (b) generating initial 

codes (c) searching for themes, (d) reviewing themes, (e) defining and naming 

themes, and (f) producing the report. Analyzed data are then member-checked 

for the validation process. 

 The findings of the study do not suggest an absolute approach to music 

education. The study only explored and suggested approaches that are beneficial in 
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uplifting music education in the country, specifically to the Municipality of Maasin, 

for a more engaging and relevant learning experience for learner contributing to 

their holistic growth. 

Tultugan’s Sociocultural Context
 Tultugan is a representation of Maasin’s culture where identity is in a 

continuous process of formation and reformation. In such a process, people in 

the community learn to associate meanings and symbols that vary from context 

to context, generation to generation. 

 Before the institutionalization of Tultugan in the late 90’s, people in the 

municipality used Tultug as a warning device expressed through rhythmic patterns. 

The absence of advanced technology in the previous generation has led people 

to devise alternative ways to communicate – in the form of a tultug instrument in 

the context of Maasin.  Tultug is described as one-node bamboo with a slit (the slit 

is 1 ½ inches from the node). Our interlocutor, Bayag explained that an important 

sound element in the tultug is its lanug – A sound that can reach a distant place. 

Because of the lanug created by Tultug, nearby communities are being alerted of 

possible trouble. Furthermore, the people in the community gather and decide 

on the possible rhythmic pattern that would mean warning or danger.  The sound 

heard by the people must codify the message and relay it as well to nearby 

communities using tultug instrument also: 

 At night, if there is an emergency… there are striking patterns oriented to  

 the people that when they hear that particular pattern, it means there is  

 an emergency.

 - Field interview, Bayag (2023)

 Tultug is an instrument that provides security and harmony in the community. 

Through the functionality of tultug to the community, people learn to be more 
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aware of the peculiarities around that call for their attention and immediate 

response or action on the matter. Being curious about the origin of the tultug,  I 
asked our respondent about it.  However, Bayag cannot determine the exact origin 

or influence of tultug. She explained that each household in the community has a 

tultug instrument for them to communicate in a distant place in times of emergency: 

 A long time ago, tultug had many uses in the community… in time of gathering,  

 Tultug is used to gather people…If the intention is to gather the people in  

 the barangay, the Tultug is being struck.

 - Field interview, Bayag (2023)
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festival (Cartagena, field observation, 2023)
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 Aside from the tultug, the community values the importance of bamboo 

for it provided them a resource that led to economic growth that sustained the 

community until today. Bayag explained that the primary product or livelihood 

source of the community is the amakan and bamboo poles for construction supply: 

 The Tultugan gives… a great impact on the unity and prosperity of  

 the community… because the ultimate dream of the Tultugan… to make  

 the lives of the people in Maasin prosperous through Tultugan...

 - Field interview with Bayag (2024)

 Many of the people in the community are considered manug rara (weavers). 

Like the family of Bayag, her parents are called Manurukdap or manugsukdap and 

manug rara. As people in the community sukdap  and rara bamboo, they have 

explored creative ideas by creating different geometric patterns of amakan that 

can be used in different ways aesthetically. 
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Photo 2,3: Kawayan Tinik (Field Observation, Cartagena, 2023)

One of the bamboo species found in the area is the “kawayan tinik” which is produced for 
commercial purposes with more than 2 million poles yearly.  Bamboo provides livelihood to the 
community as it is the primary material in producing local products and handicrafts (Marin, 2017). 
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 Likewise, the people in the community use bamboo materials in farming. As 

an agricultural land, people in the municipality use some methods to protect their 

agricultural products. Like the tala-tala, it is used to drive away birds in the rice 

field. Furthermore, people have utilized and exhausted the potential of bamboo 

by innovating and elevating bamboo materials and products. 

  However, as time goes by, the former function of such bamboo materials 

and devices has changed. Such materials are being appropriated for aesthetic (re)

presentation of the community as reflected in the Tultugan festival.  The changed 

cultural value of bamboo materials and devices is being elevated for aesthetic 

purposes. With that, Bayag has developed ways to enrich the sound of Tultugan 
instruments as informed by the training and workshops conducted in the community 

to integrate such innovations in the festival that likewise promote the bamboo 

industry of the municipality. Bayag added that the festival is the “brainchild” of the 

mayor where he envisioned the promulgation of the bamboo industry as mediated 

by the Tultugan festival. 

 In the first year of the festival, the tultug is the featured or highlighted 
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Photo 4: A picture of gabbang instrument with amakan design in its body 
(Cartagena, field observation, 2024).
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instrument in the performance event. Most of the sound produced in the 

performance is highly rhythmic with some variations and contrasts.  With the help 

of the National Commission for Culture and the Arts (NCCA) commissioner Filipe de 

Leon, the instrument is furthered where sound colors and melodies are introduced 

in the Tultugan performances.  

 The integration of bamboo instruments in the Tultugan festival established 

the cultural identity and heritage of the municipality. What makes it distinct is the 

lanug that the instrument creates that reverberates to a distant place, where an 

ensemble of sound is heard by many with festive sonority.  Bayag also explained 

that the foundation of the Tultugan ensemble is the tultug instrument for it is highly 

flexible and can stand on its own even without the complementary instruments. 

The tultug alone can have dynamic rhythmic patterns played in different sizes 

with varied sonorities or sound colors where time and space (Santos, 1991, 2014; 

Maceda, 1986) are part of the performance elements. 

 Having been informed by the sociocultural context of Tultugan and 

understanding how it sprouted to become a festival, it is also important to look 

into the performance-teaching process of an artisan, as representative of the 

community, to understand how such performance practices are maintained and 

sustained. Such an approach can enlighten our music educators to look into the 

approaches of artisans and local practices to amplify music education. 

Performance-Teaching Process

 The continuity of a cultural practice lies in the process of transmission from one 

generation to another. In the context of the Tultugan festival, the transmission of 

musical performance practice is done informally through learning by experience. The 

performers learned such expressions as they participated in the Tultugan festival and 

the performers pass on such learned experience to the next generation. Their hands-

on experience has provided the performers with creative and musical knowledge 
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as they undergo the performance-teaching process such as (a) exploration and 

improvisation, (b) musical banking, (c) accommodation and assimilation, and 

(d) Tultugan performance.  Such a process has provided an opportunity for the 

performers to further elevate the Tultugan as the generations of artists (re)invent 

musical productions providing intensified performance experiences to everyone. 

Such experience has motivated the next generation of artists and performers that 

secure the continuity of their tangible and intangible cultural heritage. 

 Bayag plays an active role in the musical and creative development of the 

students/performers as reflected in their Tultugan performances. Her performance-

teaching approach can shed light on music educators on how we can develop the 

creative expression of our learners as we look into her process as a local artisan.

 According to Bayag, the first step in developing creativity and musicality is to 

allow the student/performer to explore and improvise by “just letting the children 

play” on the instrument. Bayag elaborated to me that she just observes the sound 

and rhythm created by the student and takes note of the patterns that she believes 

are aesthetically good and lets the student repeat the pattern as she describes 

that “any sound pleasing to ears are good music.” In the process of exploration, 

the student needs to be keen in terms of the sound produced by the bamboo. 

 What I do is, if there is a new instrument constructed, I let them [students]  

 make the sound… if the sound produced by the bamboo is not good, it should  

 be replaced 

 - Field interview with Bayag, (2023)

 We pick up patterns created by the student and develop the texture of sound  

 through the incorporation of other instruments 

 - Personal communication with Bayag through messenger (2025)
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 Such an approach provided an opportunity for the student to develop his 

or her individuality as the student explored and improvised more patterns that 

could later be infused into Tultugan’s expressive performance.  In my personal 

communication with Bayag she mentioned that “we bring out the best from our 

students and let them own their identified rhythmic pattern.”

 While the students explore and improvise, they also broaden their musical 

bank at the same time. The sound patterns created during exploration and 

improvisation are accumulated where the student/performer can later combine to 

create more complex sound patterns associated with creativity. Bayag explained that 

“the experiences of the student made them keener in terms of sound production… 

they were able to distinguish patterns.” Also, aside from being able to identify 

sound production, the students must be aware of the role of the instrument in 

the entirety of the musical performance to give justice and serve the purpose of 

the instrument in a performance. 

“Identify the kind of instrument that can be used and give justice to the instrument 

by knowing its role…each instrument must have its moment and can be heard 

when played” 

- Personal communication with Bayag through messenger (2025). 

 While exploration and improvisation are important in developing the musical 

bank of the student/performer, it is also important to realize that musical activities 

are social activities. Bayag believes that the weaving of sounds is a “collaborative 

effort” between her and her students.  Through interaction, the student/performer 

learns to accommodate new musical knowledge and assimilate such to a more 

complex performance expression that is later integrated into Tultugan’s expressive 

performance. Through the interactions of the students with one another and the 

artisan, they were able to enrich their musicality reflecting individuality that, likewise, 

is associated with creativity.  Assimilation and accommodation take place in our 
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social encounters that allow us to influence one another and further develop our 

existing musical knowledge and wisdom. 

 Furthermore, part of the assimilation and accommodation process is the 

ability of the performers to elevate the sound quality produced by the instrument 

informed by their experiences. Performers themselves learned to assess the quality 

and direction of the sound as they struck the bamboo during the exploration and 

improvisation phase. With that, the student/performer learns to consider different 

factors, structures, and properties of the material that can affect the sound quality 

of the instrument:

 If the instrument is constructed and when you play on it…. If the sound is  

 not good enough, it should be replaced…

 - Field interview with Bayag, (2023)

  When we talk about striking… and when the [tultug]moves… you should not  

 allow it… you should only strike in this section [and not on the slit]….  

 We decided to put rubber, and if there is a stand, we tie it with a lanot knot  

 and not allow it to vibrate since it’s made of bamboo…It should not vibrate  

 [on the stand] or else the sound will spread on its parts… the sound should  

 only be in the bamboo or else the sound will change… 

 - Field interview with Bayag (2023

27

Photo 5 : Tultugan performance of Central 
Elementary school (Bayag, nd)
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 Lastly, the Tultugan performance of the students/performers is the product 

of the process where creative ideas are woven together informed by their personal 

and social engagements creating a colorful soundscape where listeners and 

performers have shared roles in weaving sounds in the Tultugan festival. In addition, 

according to Bayag, the weaving of sounds is also done through the “unique 

variation of sounds” alternating during the performance as if the instruments are 

“communicating with one another.” 

 In terms of performance expression, sound transformed from an improvised 

expression of sound to a semi-structured sound expression. We can recall that in 

the first phase of the process, the student/performer explores and improvises. But 

as soon as the performers weave their creative ideas, informed by their musical 

bank and social interactions, the performance becomes semi-structured in which 

the performers can determine the sequence of their sound performance.  

 My field observation and documentation of the Tultugan performance made 

me realize the hybridity of sound produced. Listening to the musical performance, 

one can observe the mixture of predictability and unpredictability of sound - an 

element of a drone can be heard in the performance mixed with Western tonality, 

played by Gabbang (wooden xylophone), for melodic component. The predictability 

and unpredictability of sound intensify our auditory experience which we attribute 

to creativity.  On the other hand, Bayag explained that lanug is an essential aesthetic 

sound element in the performance.  Lanug is an indicator that the bamboo 

instrument can sing because, for her, “not all bamboo has the potential to sing.” 

With that, lanug is describe as the ability  of the bamboo to sing where the sound 

created by the bamboo instrument reverberates to a distant place. 

 Bayag also expressed that the experiences of the students/performers allowed 

them to tighten their musical and creative abilities contributing to their performance 

competence. With such experiences, the learners can discriminate aesthetic qualities 

of Tultugan instruments that significantly affect their performance expression. The 

experiences of the learners, under the guidance of  Bayag,  made them the next 
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generation of trainers and community artists. 

 Furthermore, seeing the learners/performers themselves thriving and making a 

mark in the Tultugan performance only means that Bayag made an impact on their 

musical and creative journey. Bayag expressed that she felt rewarded as she was 

able to pass on her legacy by transmitting her musical and creative knowledge to 

the next generation of artists in the community through her performance-teaching 

process. Bayag hopes that the tultugan performance practice will be incorporated 

into the formal education program for a more relevant  and meaningful musical 

engagement in music education.  Such hope is also “echoed by the former NCCA 

Commissioner but failed to materialize before.” 

 The performance-teaching practice of Bayag is a transmission process crucial for 

their culture to survive. Along with the process is the evolution and development 

of sound as informed by the various experiences and engagements of trainers and 

performers that vary from one generation to another. Such transmissions are an 

opportunity for the new breed of artists to (re)create sound and expression that 

will provide more vibrant sonorities at the festival.  One must understand that 

as the community adapts to the changing social dynamics so as the expressive 

practice in the Tultugan festival, a social phenomenon that cannot be avoided 

(Shelemay, 2008; Kisluk, 2008;  Berger, 2008).  Thus, such a process is important 

to be integrated into formal education to deepen the understanding of students 

inculcating appreciation and valuation of practices in different socio-cultural 

contexts, essential for the sustainability of Tultugan bamboo performance culture.  

 Having discussed the performance-teaching process of the artisan, we can now 

look into its potential for music education as we contextualize music engagement 

using Tultugan as a local material complemented by the Twelve Continuum 

Transmission Framework (TCTF).

Twelve Continuum Transmission Framework (TCTF):  Contextualizing Music 
Education through Tultugan Performance.
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 Education is important in the knowledge development of the learners. There 

are a handful of methodologies formulated by various educators in meeting 

the demands and needs of the learners. In music education, there are various 

approaches and methods of teaching music that center on the musical and creative 

development of the learners. Some of these methods are Orff, Kodaly, and Dalcroze 

(Campbell and Scott-Kassner, 2010; Anderson, 2012; Lamb, 2010; Benedict, 2009). 

These methods and approaches are designed to provide a meaningful learning 

experience to learners. Furthermore, Central to these methods and approaches 

is the usage of various musics as a medium in the development of learner’s 

knowledge, as well as their musicality and creativity. Hence, these methods are 

designed to provide a holistic learning development for learners that would lead 

to their life-long learning success. 

 Music education was able to formulate and design a lot of approaches to 

learning music that tap into the creativity and musicality of learners. However, 

these music learning approaches may vary according to culture and types of 

learners. Hence, the learner’s learning experience must be varied, contextualized, 

differentiated, and creolized (Ergül,2017; Greenman, 2005; Lamb, 2010; Benedict, 

2009) which is suitable according to the learner’s needs and demands. 

 To further contextualize (Ingold, 2017, 2018, 2023; Gonzalez, 2010) the music 

education experience of the learners, using indigenous or local knowledge and 

materials (Cornelio & de Castro, 2016) can intensify the music experience (Trinidad 

and Leviste, 2021) of the learners. In line with the contextualization, one may 

determine and become aware of the inclination or characteristics of the music 

materials to be used in the music classes that would promote holistic development 

of the learners. Considering Schipper’s (2010) TCTF may guide music educators to 

look into the characteristics of the material and assess its inclination that would 

benefit the learners the most.  
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 A musical foundation is necessary for developing learners’ performance 

competence. Introducing Tultugan in elementary years is essential in building 

students’ musical and performance potential. Likewise, Tultugan can be applied 

and appropriated to the context of high school students where rhythmic patterns 

and expression are more complicated than the elementary Tultugan experience.  

The level of difficulty or complexity of patterns and layers of sound and color 

becomes thicker and more expressive as the learner moves up from one level to 

another – a graduated Tultugan experience. With that, learners’ musical experiences 
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 One must understand that the Tultug instrument is constantly evolving as 

artists, trainers, and individual members of the community continue to innovate 

instruments brought by their interaction and socialization with other people and 

communities.  The interaction of people in the community allows them to adapt 

and adopt different instruments and approaches in playing where authenticity is 

continuously (re)constructed and develops a new identity (Santos, 1991, 2014, 1997; 

Kisliuk, 2008).   Furthermore, using the TCTF informs the music educator to provide 

Issues and Context

Static tradition       Constant Flux

‘reconstructed’       ‘New identity’
  authenticity        authenticity

‘Original’ context     Recontextualization

vary progressively and in a constructivist lens wherein learners construct patterns 

as they accommodate and assimilate knowledge from their experiences through 

personal and social engagements. 

 In the TCTF model, the students can use the Tultug instrument where they 

will be able to broaden their understanding in terms of its contexts, issues, and 

expressions. Likewise, student’s social interactions in musical activities through 

Tultugan will enable them to realize the complexity of the changing value of 

Tultugan practice in terms of functionality, performativity, and aesthetics.  

 Furthermore, the exploration of sound and patterns in the Tultugan allows 

students to be more imaginative and creative individuals. It is with such experiences 

that the students will be able to develop their expression and imagination which 

contributes to learner’s musicality and creativity (Cartagena, 2021; Anderson, 2012; 

Burnard & Dragovic, 2015; Campbell & Scott-kassner, 2010).  As music educators 

identify the issues and context of the material, they can assess and address concerns 

related to the material (see Figure 1). 
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Figure 1: Identifying the issues and context of Tultugan performance practice.
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Modes and Transmission
Atomistic/analytic      Holistic

Notation-based       Aural 

Tangible        Intangible

socio-cultural awareness among students by introducing the original contexts and 

functionality of the Tultug and how it is recontextualized by the community in 

various social paradigms. 

 The music educator should balance the musical development of learners by 

using the Tultug instrument. By applying the performance-teaching processes of the 

artisan—such as improvisation and exploration, musical banking, accommodation 

and assimilation, and Tultugan performance—music educators can provide both 

atomistic and holistic learning experiences, allowing students to explore and 

discover various patterns that contribute to their personal and overall development. 

Out of the discovered pattern in the improvisation and exploration, students may be 

able to create a combination and a sort of structure in an unstructured expression, 

informed by their musical bank which are furthered as they accommodate and 

assimilate knowledge through their interactions. An opportunity for the students 

to explore expressive possibilities through sound and rhythmic creation. Such a 

process, as done by the artisan, encourages students and individuals to develop 

their imagination and musicality (Racy, 1998; Cartagena, 2021; Campbell & Scott-

Kassner, 2010; Burnard & Dragovic, 2015; Anderson, 2012). With that, music educators 

must (re)purpose musical learning engagement using the Tultugan. In integrating 

Tultugan, music educators need to realize the nature of learning the instrument 

– through improvisation and exploration (See Figure 2). 
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Figure 2: Identifying the modes and transmission in using Tultugan as a learning material.
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 In the context of Tultugan, the learning process is done aurally. After 

developing the aural skills of the students, music educators may further introduce 

rhythmic notation in the latter part of the lesson where Western music literacy 

aspects come in. With that, the students can make themselves literate in the 

expression that is organic to their community and, likewise,  become knowledgeable 

of the Western music context – a balance between the global and local demands 

for music education. Thus, the music experience of the learners provides a tangible 

and intangible musical learning experience (Greenman, 2005;  Merriam, 1964) 

without emphasizing or having bias to the Western music concepts alone.

 In terms of dimension and interaction, music educators must ensure a balance 

of power distance while providing activities that cater to the individual and collective 

needs of the learners. Furthermore, music engagements using the Tultugan should 

be gender neutral which allows inclusivity and diversity where every student and 

individual is encouraged to promote self-expression. Likewise, to enable students 

to explore, imagine, take risks, and be creative, musical engagement for learners 

should be more on tolerating uncertainty for the students to have a sense of 

accountability and freedom of experience since the nature of the Tultugan is 

both structured and unstructured – with improvisatory characteristics. In effect, 

the Tultugan experience of the students should have a short-term and long-term 

orientation that can significantly build the character and musical potential of the 

students that will impact their performance competence. Thus, as educators, we 

must provide a safe space and environment to students that enables them to 

develop their creative and musical potential as they express their individuality (see Figure 3). 
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Dimension and Interaction
Large Power     Small Power
Distance      Distance

Individual      Collective

Central      Central

Strongly      Gender
Gendered     Neutral

Avoiding      Tolerating

Uncertainty     Uncertainty

Long-term     Short-term
Orientation     Orientation

 In introducing the Tultugan in music education, music educators must 

understand that the classroom has a diverse culture where students have their 

culture brought to the classroom (Schippers, 2010; Anderson, 2012; Campbell & 

Scott-Kassner, 2010). Thus, the music educator must have a multicultural (Tupas, 

2022) lens that will cater to the different learning needs of students with different 

cultures (see Figure 4).  

Approach to Cultural Diversity

Monocultural       Transcultural

Multicultural  Intercultural
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Figure 3: Identifying the dimension and interaction in using Tultugan as a learning material.

Figure 4: Identifying the approach to cultural diversity in using Tultugan as a learning material.
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 In line with multicultural education, music educators need to build or bank 

on materials that are context-based and promote local knowledge (Trinidad & 

Liveste, 2021), practices, and expressions.  There are still a lot of Filipino materials 

that need to be documented which can help uplift the education in the country. 

 In the context of music education, music expressions change through time 

as people engage with different cultures and communities (Santos, 1991, 2014; 

1997 Greenman, 2005). The interaction of people with other communities results 

in hybridity (Adorno, 1993; Taylor, 2007; Brown, 2000). The enculturation and 

acculturation processes play an important role in the evolution of performance 

and expressions (Ingold, 2017, 2018, 2023; Santos; 1997; Robertson, 1985). In music, 

we must recognize the original and hybridized form of music material wherein both 

of which are authentic and relevant to their specific period.  Music educators must 

recognize hybridity for us to understand how music evolves and is transmitted 

from one generation to another.  

 Also, Tultugan, as a musical activity, provides an avenue for children to (re)

discover their individuality as they express their thoughts and emotions while 

socially engaged with his or her social world (Azbell & Laking, 2006; Anderson, 2012 

Cartagena, 2021). Musical experience provides children with a meaningful music 

experience that leads to life-long learning experiences and success (Sze & Yu, 2004, 

Brock et. al., 2013). Likewise, Musical activities provide children with concrete, 

hands-on experiences that are essential to developing each child’s creativity and 

musicality (Hallam, 2010, Brock et. al., 2013; Campbell & Scott-Kassner, 2010). 

 Through banking and documentation of music material like the Tultugan, music 

educators and students will be aware of how music expression is reflected in the 

society of different generations, communities, practices, and cultures. Information 

must be grounded in various contexts that will empower and help music educators 

enrich their lessons and musical activities that will likewise engage their students 

in the classroom and provide a meaningful learning experience. 

 The TCTF is a learning design on how music educators navigate in teaching 
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music where students will have more engaging music experiences as they understand 

various contexts of different cultures. Through Tultugan, as an example of local 

music material, students can express themselves individually and socially as they 

interact with one another and with their socio-cultural environment, discovering 

various rhythmic patterns that contribute to the development of student’s music 

and creative potential. Thus, these interactions enable the students to make 

meanings and symbols personally, socially, and culturally.  

Discussion
 Music-making has creative processes that allow children to be musical and 

imaginative individuals (Campbell & Scott-Kassner, 2010; Anderson, 2012, Cartagena, 

2021). Musical experience and activities are viewed as an integral part of all 

children’s lives – children enjoy music making process (Siedliecki and Good, 2006; 

Choi et al., 2008; Yung et al, 2003; McKinney et., al. 1997; Adorno,1993).  Using the 

performance-teaching process of the artisan, guided by the TCTF, music educators 

can localize music education, making learning experience relevant to student’s 

contexts.  Thus, giving an opportunity and safe space for the students to explore, 

improvise, and innovate materials and performance expression through Tultugan 
performance practice can greatly impact student’s musical and creative potentials 

wherein the community can benefit the most as they establish their identity and 

present continuity of their cultural heritage from one generation to another. 

 Schenchner (1985, 2003) explained that people perform and play a certain 

role in society. Each role is under the structure of the society (Cvetičanin, 2012; 

Fontejon-Bonior, 2017)  that determines how we should act and play in the 

environment as our stage for performance. Huizinga (1980) also explained that all 

forms of human activity are considered play activity where an individual learns and 

develops skills and potentials through his or her environment. In connection to 

roles, schools have an essential role to play in shaping the next generation. Schools 

are institutional structures that transmit knowledge carried out by educators, as 
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agents of education. With that, music educators need to be knowledgeable and 

able to reflect on the needs of the students that will promote their holistic growth. 

 Meanwhile, Tultugan is a social activity that encourages interactions between 

paradigms where various roles are portrayed and carried on by human beings 

as agents of culture. Through Tultugan’s performance practice, members of 

the community develop their sociality, performativity, musicality, and creativity, 

mediated and contested socially and politically within structures. The learning 

experience of the performers and local artists in the community, as they perform 

their roles individually, socially, and culturally, encourages them to further explore 

and develop techniques through their pagpatik that will enrich and promote the 

Tultugan cultural practice in the community.

 Stone (2008) explained that cultural performances are important because 

they provide an avenue for people to exhibit their culture to larger societies. 

Likewise, the cultural performance by the people of Maasin is a way of displaying 

their hospitality (Higgins, 2012) and communicative competence (Adorno, 1993)  

in delivering the message to the audience. Performers showcase the relationship 

between the performance and the community (Magowan, 2001; Spiller, 2011). 

People perform and play their roles (Huizinga, 1980; Kartomi, 2014)  in relation 

to the community and society (Tomlinson, 1984; Cattermole, 2011). One must 

understand that the social environment itself is a big theater for people (Smith, 

2016; Turner, 1969) where various roles are portrayed and played in society. The 

Tultugan performance itself is part of the social process having different meanings 

and different levels that vary from one person to another, from one context to 

another (Schenchner, 1985, 2003; Bendrups, 2011; Bakan, 1999; Toynbee, 2012). 

 Realizing the significance of Tultugan in the conservation and continuity of 

Maasin’s bamboo performance culture, the education sector needs to look into 

how such practice can be integrated into formal music education. Integrating 

the Tultugan in the music education program, as supplemented by the TCTF,  

can provide a contextualized music education to our students where it enables 
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the students to connect to their social environment and find relevance in their 

musical-social activities (Anderson, 2012; Anderson-Levit, 2003; Brock et al., 2013; 

Burnard & Dragovic, 2015; Cartagena, 2021). Furthermore, integrating the Tultugan 
into the music education program of the municipality promotes sustainability of 

the culture where students learn their performance culture in formal, non-formal, 

and informal settings. With that, there is consistency in the transmission process 

which ensures the sustainability and continuity of Tultugan culture. Also, by 

applying the Tultugan performance-teaching process of  Bayag, our key-artisan, 

students can further learn and explore various rhythmic patterns that can elevate 

the production of the sound of Tultugan performance culture.  Such a process 

not only promotes the performance competence of the students but also their 

socio-cultural understanding where a sense of identity and cultural sensitivity are 

promoted to students ensuring the cultural sustainability of Tultugan bamboo 

performance culture. 

 Meanwhile, while we are building local materials and knowledge through the 

study of local performance culture, globalization presents a challenge to music 

education. The concept of globalization aims for the standardization of education 

(Anderson-Levitt, 2003), which raises concerns in music education regarding the need 

for relevant interaction and instruction to create meaningful learning experiences for 

students. Music educators must reflect on and assess the needs of their students to 

promote holistic growth. With TCTF as a guiding framework, educators can evaluate 

materials and recognize their potential to facilitate meaningful learning experiences. 

In doing so, this approach can help students develop a sense of individuality and 

identity, encouraging them to value diversity and the plurality of cultures across 

different nations worldwide.

 Also, educators must bear in mind and understand that both perspectives – 

global and local – are simultaneously conversing and complementing one another.  

There is a need for us music educators to emphasize the importance of experience, 

like the Tultugan performance practice, rather than highlighting the common 

39



TULTUGAN: CONTEXTUALIZING
MUSIC EDUCATION THROUGH THE ARTISAN’S 
PERFORMANCE-TEACHING PROCESS

H. F. CARTAGENA

structure or music form (Anderson-Levitt, 2003). It is with the experiences that the 

students gain more knowledge and wisdom that generates critical and creative 

minds (Campbell & Scott-Kassner, 2010; Burnard et. al., 2015; Cartagena, 2021) 

learning from within and understanding the complexities brought by their wider 

world.  As explained by Ingold (2003), knowledge is personal and is constructed 

through attention. Through attention, students learn to embrace opportunities and 

liberate their minds of the various realities of different societies. 

 In relation to symbolic interactionism, as our students explore and experience 

their social world through Tultugan performances, students can associate meanings 

and symbols. Students’ personal, social, and cultural experiences with Tultugan 
performance activities, as integrated into music education and supplemented 

by TCTF, can shape student’s understanding of the world where the value and 

meaning of a certain practice, like the Tultugan, shifts from person-to-person and 

context-to-context. Such experience will help our learners understand the diversity 

of cultures locally and globally where its value varies contextually. 

 In summary, Tultugan performance practice, if integrated into music education, 

will provide students an experiential learning where students can create packets 

of meanings in different fields as they develop their performance and expressive 

competence. Relating the Tultugan to Symbolic Interactionism, each learner 

finds value and meaning in the activities done in Tultugan as informed by their 

experiences and the people whom they encountered that, in one way or another, 

influence each other’s point of view. The experiences of the students in the 

Tultugan, aided by the TCTF, will ground student’s idea of their culture in relation 

to their history, community, and festivals.  In conclusion, as the student navigates 

to different contexts through meaningful musical engagement, like the integration 

of Tultugan, meanings, and symbols will always vary from person to person, and 

context to context – a form of Symbolic Interactionism. 

 The study recommends the implementation of TCTF in music education, 

especially those non-music education graduate teachers who teach music. In 

40



TULTUGAN: CONTEXTUALIZING
MUSIC EDUCATION THROUGH THE ARTISAN’S 
PERFORMANCE-TEACHING PROCESS

H. F. CARTAGENA

References
Adorno, Theodor W., and Susan Gillespie. “Music, language, and composition.”  

 The Musical Quarterly 77, no. 3 (1993): 401-414.

Anderson, William Todd. “The Dalcroze approach to music education: Theory and  

 applications.” General Music Today 26, no. 1 (2012): 27-33.

Anderson-Levitt, Kathryn, ed. Local meanings, global schooling: Anthropology and  
 world culture theory. Springer, 2003.

Anderson-Levitt, Kathryn M., ed. Anthropologies of education: A global guide to  
 ethnographic studies of learning and schooling. Berghahn Books, 2022.

Azbell, Erin, and Teresa Laking. “The short-term effects of music therapy on anxiety  

 in autistic children.” UW-L J Undergrad Res IX 9 (2006): 1-9.

Bakan, Michael B. Music of death and new creation: Experiences in the world of  
 Balinese gamelan beleganjur. University of Chicago Press, 1999.

Bendrups, Dan. “13 Performing Austronesia in the Twenty-first Century.” irgit  
 A (2011): 261.

Benedict, Cathy. “Methods and approaches.” (2009).

Berger, Harris M. “Phenomenology and the ethnography of Popular music:  

 ethnomusicology at the Juncture of cultural Studies and Folklore.” Shadows  
	 in	the	field:	New	perspectives	for	fieldwork	in	ethnomusicology (2008): 62-75.

Blumer, Herbert. Symbolic	interactionism:	Perspective	and	method. Univ of California  

 Press, 1986.

addition, further documentation of local practices is needed in enriching music 

materials to enrich music education in the Philippines.  To implement such, there 

is a need to create a workshop for teachers that will encourage them to document 

and study local music materials beneficial to music education programs. This study 

also recommends further studies on cultural diversity, sound ecology, ecosocial, 

biopolitics, and anthropology in music education which can help deepen our 

understanding of musics and likewise enrich music education programs locally and 

globally. 

41



TULTUGAN: CONTEXTUALIZING
MUSIC EDUCATION THROUGH THE ARTISAN’S 
PERFORMANCE-TEACHING PROCESS

H. F. CARTAGENA

Braun, Virginia, and Victoria Clarke. Thematic analysis. American Psychological  

 Association, 2012.

Brock, Avril, Sylvia Dodds, Pam Jarvis, and Yinka Olusoga. Perspectives	on	play:	 
 learning for life. Routledge, 2013.

Brown, Julie. “Bartók, the Gypsies, and hybridity in music.” Western music and  
 its others: Difference, representation, and appropriation in music (2000):  

 119-142.

Burnard, Pamela, and Tatjana Dragovic. “Collaborative creativity in instrumental  

 group music learning as a site for enhancing pupil wellbeing.” Cambridge  
 Journal of Education 45, no. 3 (2015): 371-392.

Cattermole, Jennifer. “10 Fijian Sigidrigi and the Performance of Social Hierarchies.”  

 irgit A (2011): 205.

Campbell, P. S., and C. Scott-Kassner. “Music in childhood: from preschool through  

 the elementary grades. Boston: Schirmer Cengage Learning.” (2010).

Cartagena, Hermie Fuentespina. “Developing musical sensitivity and creativity  

 through various forms of play activities.” Malaysian Journal of Music 10,  

 no. 2 (2021): 74-89.

Cartagena, Hermie Fuentespina. “The Country’s bamboo capital.” Edited by   

 Coronel, John Joseph Tradition	&	innovation:	People,	places,	and	practices	of	 
 bamboo music in the Philippines.  UP Center for ethnomusicology, (2022): 

 113-120.

Castro, Christi-Anne. “Sibod: Ideology and Expressivity in Binanog Dance, Music,  

 and Folkways of the Panay Bukidnon.” (2017): 261-263.

Cornelio, Jayeel Serrano, and David Faustino T. de Castro. “The state of indigenous  

 education in the Philippines today.” Indigenous Culture, Education and  
	 Globalization:	Critical	Perspectives	from	Asia (2016): 159-179.

Cohen, Louis, Lawrence Manion, and Keith Morrison. Research methods in education.  

 Routledge, 2002.

Choi, Ae-Na, Myeong Soo Lee, and Hyun-Ja Lim. “Effects of group music intervention  

42



TULTUGAN: CONTEXTUALIZING
MUSIC EDUCATION THROUGH THE ARTISAN’S 
PERFORMANCE-TEACHING PROCESS

H. F. CARTAGENA

 on depression, anxiety, and relationships in psychiatric patients: a pilot study.”  

 The	Journal	of	alternative	and	complementary	medicine 14, no. 5 (2008):  

 567-570.

Cvetičanin, Predrag. “Bourdieu’s theory of practice.” Capital in Serbia (2012): 25.

Demerath, Peter. “2020 Council on Anthropology & Education Presidential Address 

Decolonizing Education: Roles for Anthropology.” Anthropology & education  
 quarterly 53, no. 3 (2022): 196-214.

Dimzon, Eliodora L. (n.d). “Orality and Oral Traditions as Expression of Power in the  

 Selected Hiligaynon Short Stories, 1998-2015.” Philippine Journal of Social  
	 Sciences	and	Humanities	University	of	the	Philippines	Visayas 21: 3-18.

Ergül, Hakan. “On anthropology, education and university: An interview with  

 Tim Ingold.” Moment Dergi 4, no. 1 (2017): 7-13.

Falassi, Alessandro. “Festival: Definition and morphology.” Time out of Time: Essays  
	 on	the	Festival 1 (1987).

Fredholm, Susanne, and Krister Olsson. “Managing the image of the place and the  

 past: contemporary views on place branding and heritage management.”  

 Place Branding and Public Diplomacy 14 (2018): 141-151.

Fontejon-Bonior, Gina A. “Tales from the Field: Teacher’s Habitus, Capital, and  

 Agency in the Enactment of a Literacy Program.” Silliman Journal 58, no. 1  

 (2017).

González, Norma. “The end/s of anthropology and education: 2009 CAE presidential  

 address.” Anthropology & Education Quarterly (2010): 121-125.

Getz, Donald. “The nature and scope of festival studies.” International journal of  
	 event	management	research 5, no. 1 (2010): 1-47.

Greenman, Nancy P. “Anthropology applied to education.” Applied anthropology:  

 Domains of application (2005): 263-306. 

Hallam, Susan. “The power of music: Its impact on the intellectual, social and  

 personal development of children and young people.” International journal  
 of music education 28, no. 3 (2010): 269-289.

43



TULTUGAN: CONTEXTUALIZING
MUSIC EDUCATION THROUGH THE ARTISAN’S 
PERFORMANCE-TEACHING PROCESS

H. F. CARTAGENA

Higgins, Lee. Community music: In theory and in practice. Oxford	University	Press,  

 2012.

Huizinga, Johan.“Homo ludens: a brincadeira como elemento da cultura.” London,  

 Boston, and Henley: Routledge & Kegan Paul, 1980

Grenier, Line. “Musical Life in a Changing Society: Aspects of Music Sociology.”  

 (1995): 66-68.

Ingold, Tim. Anthropology and/as Education. Routledge, 2017.

———.  Anthropology: Why it matters. John Wiley & Sons, 2018.

———.  “Forum: What good is anthropology? celebrating 50 years of American  

 ethnologist.” Journal of the American Ethnological Society, 2023, DOI: 10.1111/ 

 amet.13245.  

Jacinto, Carl. “Hala bira. Tag Archives: Tultugan Festival.” Last  modified January 9,  

 2013, https://ilonggocoolturerific.wordpress.com/tag/tultugan-festival/.

Kartomi, Margaret. “Concepts, terminology and methodology in music performativity  

 research.” Musicology Australia 36, no. 2 (2014): 189-208.

Kisliuk, Michelle, Gregory Barz, and Timothy Cooley. “Shadows in the Field: New  

 Perspectives for Fieldwork in Ethnomusicology.” (2008): 183.

Kratus, John. “Nurturing the songcatchers: Philosophical issues in the teaching of  

 music composition.” (2012).

Lamb, Roberta. “Music as sociocultural phenomenon: Interactions with music  

 education.” Critical issues in music education: Contemporary theory and  
 practice (2010): 23-38.

Maceda, José. “A concept of time in a music of Southeast Asia (a preliminary  

 account).” Ethnomusicology 30, no. 1 (1986): 11-53. https://doi. 

 org/10.2307/851827.

Magowan, Fiona. “Shadows of song: Exploring research and performance strategies  

 in Yolngu women’s crying‐songs.” Oceania 72, no. 2 (2001): 89-104.

Marin, Golez “Bombette.” “Safeguarding Local Traditions through Tultugan.  

44

https://ilonggocoolturerific.wordpress.com/tag/tultugan-festival/
https://doi.%20%20org/10.2307/851827
https://doi.%20%20org/10.2307/851827


TULTUGAN: CONTEXTUALIZING
MUSIC EDUCATION THROUGH THE ARTISAN’S 
PERFORMANCE-TEACHING PROCESS

H. F. CARTAGENA

 My beautiful Iloilo website. “Last modified December 22, 2017, http:// 

 mybeautifuliloilo.blogspot.com/2017/12/safeguarding-local-traditions-through. 

 html. 

McKinney, Cathy H., Michael H. Antoni, Mahendra Kumar, Frederick C. Tims, and  

 Philip M. McCabe. “Effects of guided imagery and music (GIM) therapy on  

 mood and cortisol in healthy adults.” Health psychology 16, no. 4 (1997):  

 390.

Merriam, Alan P. “The anthropology of music.” (1964).

Muyco, Maria Christine. “Sibod: Ideology and Expressivity in Binanog Dance, Music,  

 and Folkways of the Panay Bukidnon.” Q.C. Philippines: Ateneo de Manila  
	 University	Press, 2016.  

“Province of Iloilo.” Republic of the Philippines, Province of Iloilo.  Last modified  

 November 9, 2021, https://iloilo.gov.ph/en/node/163 

Racy, Ali Jihad. “Improvisation, ecstasy, and performance dynamics in Arabic music.”  

	 In	the	course	of	performance:	Studies	in	the	world	of	musical	improvisation	 
 (1998): 95-112.

Regelski, Thomas A. “Ethical dimensions of school-based music education.” (2012).

Ryan, Gery W., and H. Russell Bernard. “Techniques to identify themes.” Field  

 methods 15, no. 1 (2003): 85-109.

Robertson, Carol E. “Process of transmission: Music education and social inclusion.”  

 In Becoming Human Through Music: The Wesleyan Symposium on the  
	 Perspectives	of	Social	Anthropology	in	the	Teaching	and	Learning	of	Music,  

 (1985): 95-113.

Santos, Ramon P. “From mannerism to new aesthetics.” (1991): 16-21.

Santos, Ramón Pagayon. “A concept of time and space in Asian artistic expression.”  

	 Sonidos	y	hombres	libres.	Música	nueva	de	América	Latina	en	los	siglos	 
	 XX	y	XXI:	En	honor	a	Coriún	Aharonián	y	Graciela	Paraskevaídis (2014):  

 135-146.

45

http://%20%20mybeautifuliloilo.blogspot.com/2017/12/safeguarding-local-traditions-through.%20%20html.%20%20
http://%20%20mybeautifuliloilo.blogspot.com/2017/12/safeguarding-local-traditions-through.%20%20html.%20%20
http://%20%20mybeautifuliloilo.blogspot.com/2017/12/safeguarding-local-traditions-through.%20%20html.%20%20
https://iloilo.gov.ph/en/node/163%20


TULTUGAN: CONTEXTUALIZING
MUSIC EDUCATION THROUGH THE ARTISAN’S 
PERFORMANCE-TEACHING PROCESS

H. F. CARTAGENA

Santos, R. P. “Universalism and particulars in folk music: Views on the significance of  

 Kodaly on system and practice, method and pedagogy.” Bulletin of The  
 International Kodaly Society (1997).

Shelemay, Kay Kaufman. “The ethnomusicologist, ethnographic method, and  

 the transmission of tradition.” Shadows	in	the	field:	New	perspectives	 
	 for	fieldwork	in	ethnomusicology (2008): 141-156.

Schechner, Richard and Turner, Victor. “Between Theater and Anthropology.”  

	 University	of	Pennsylvania	Press, 1985, http://www.jstor.org/stable/j.ctt3fhjzs.

Schechner, Richard. Performance theory. Routledge, 2003.

Schippers, Huib. Facing the music: Shaping music education from a global  

 perspective.	Oxford	University	Press, 2010.

Seeger, Anthony. Why Suyá sing: A musical anthropology of an Amazonian people.  

	 University	of	Illinois	Press, 2004

Siedliecki, Sandra L., and Marion Good. “Effect of music on power, pain, depression  

 and disability.”	Journal	of	advanced	nursing	54, no. 5 (2006): 553-562.

Spiller, Henry. “Sundanese Dance as Practice or Spectacle: It’s All Happening  

 at the Zoo.” Austronesian Soundscapes Performing Arts in Oceania and  
 Southeast Asia (2011): 45-70.

Stone, Ruth. Theory for ethnomusicology. Routledge, 2015. 

Swanwick, K. (2012). Understanding music as the philosophical focus of music  

 education.

Sze, Susan, and Sanna Yu. “Effects of music therapy on children with disabilities.”  

 Proceedings of Music Perception & Cognition 8 (2004): 341-343.

Taylor, Timothy D. “Some Versions of Difference: Discourses of hybridity in  

 transnational musics.” Beyond exoticism: Western music and the world (2007):  

 140-60.

Tomlinson, Gary. “The web of culture: a context for musicology.” Nineteenth- 
 Century Music (1984): 350-362.

Toynbee, Jason. “Music, culture, and creativity.” In The cultural study of music,  

46

http://www.jstor.org/stable/j.ctt3fhjzs


TULTUGAN: CONTEXTUALIZING
MUSIC EDUCATION THROUGH THE ARTISAN’S 
PERFORMANCE-TEACHING PROCESS

H. F. CARTAGENA

 pp. 161-171. Routledge, 2012.

Trinidad, Jose Eos, and Enrique Niño P. Leviste. “Toward greater access and impact:  

 Directions for a sociological understanding of Philippine higher education.”  

 Industry and Higher Education 35, no. 3 (2021): 201-210.

Tupas, Ruanni. (2022) “Decolonizing language beliefs and ideologies in ELT.” In NUS  

 6th CELC Symposium Proceedings, (2022): 29-50.

Turner, Victor. “Planes of Classification in a Ritual of Life and Death.” The Ritual  

 Process: Structure and Anti-Structure (1969): 1-43.

Yung, Paul, Szeto Chui Kam, Bernard WK Lau, and Tony MF Chan. “The effect of 

 music in managing preoperative stress for Chinese surgical patients in  

 the operating room holding area: A controlled trial.” International Journal of  

 Stress Management 10, no. 1 (2003): 64.

47


