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SUMMARY

This dissertation sets out to investigate the
relevance and the effectiveness of the Primary Teachers’
Diploma (PTD) Music Syllabi. The Main focus is the
KwaZulu and Natal Colleges of Education that offer

PTD.

Chapter 1 outlines the background to the research
study, and discusses the role played by Music in
both rural and urban Black communities. This chapter

also summarises the musical needs of black communities.

Chapter 2 reviews the literature that deals with the
teaching of Music 1in schools. This literature is Vthen
compared and contrasted with the prescribed Music
syllabi of the South African Black schools and

colleges.

Chapter 3 describes and discusses the interviews,
questionnaires and observation (Triangulation) that are
used to investigate the relevance and effectiveness of

the PTD Music Syllabi.

Chapter 4 presen?ﬁ% the findings that are concluded
in- chapter 5. The prescribed PTD Music syllabi are
found to be generally relevant but ineffective. The
ineffectiveness 1is attributed to factors such as poor

musical background of music students, inadequately



trained music teachers, amount of allocated time, and .a

shortage of music equipment.

The researcher recommends that Music teachers should
be in-serviced and be helped to improve their music
knowledge and qualifications. A balance 1is to 'be
brought about between the allocated amount of work
and time. Secondary schools are to try and offer

Music as a subject.



CHAPTER I : INTRODUCTION
SECTION A

Introduction

Music, in the form of Class Singing, has had a place in the
primary and secondary school curricula for quite a long time
now. This kind of music also features in the curricula of
teacher-training institutions like colleges of education and

universities.

In this research project, an investigation is conducted to
establish whether the current music teaching and learping
programmes are relevant and effective. This is done by
investigating the relevance and effectiveness of the Pri-

mary Teachers’ Diploma Music Syllabi.

1.1 Statement of the Problem

No study is known of that has ever been done on the
investigation into the relevance and effectiveness of the

PTD Music syllabi.

It is important to note that most of the South African Black
éoét-matriculants are musically illiterate though music, in
the form of Class Singing, is prescribed for all the school
classes in Natal and Kwa-Zulu. These school classes are

sub-standards A to Standard 10.



The music prescribed for the above-mentioned classes acts
as the foundation on which the PTD Music syllabi are con-

structed.

In order to check the effectiveness of the PTD Music sylla-
bi, taking into consideration the fact that students enrol
at the colleges without any previous knowledge of Music as
a school subject, there is a need to check the relationship
between the amount of work prescribed in the syllabus and

the time allocated.

1.2 Aim of the Study

The aim of fhis study is to investigate the effectiveness
and the relevance of the PTD Music Syllabi because of an
observed imbalance between the annual number of teachers
who studied and completed music in their primary teachers’
training courses, and those who actually teach music and

are competent therein.
1.3 Hypotheses

1.3.1 Illiteracy of the post-matriculants in music is
caused by colleges of education (formerly known as training
schools) which fail to equip student-teachers with suffi-
-ciént music skills to gain confidence when they are quali-
fied teachers. If the college music lecturers taught all
that is included in PTD music syllabi, their students would

then graduate from colleges with enough music knowledge and



skills to make them resourceful in music. Such music
teachers would be able to cultivate the music literacy among

school children.

At present, most of the black post matriculants are unable
torread and write music using staff notation or tonic solfa.
This failure is largely caused by the college Music
lecturers who.have limited knowledge in the wvarious of

music, for example:

a) instrument playing

b) singing

c) rudiments of music
d) didactics of music and general musicianship.
(cf. 1.5.5)

1.3.2 The prescribed PTD music syllabi are not proportion-
al to the allocated time. There is too much work that is
to be covered within a very short space of time.

Nﬁ: This will be reflected in the analysis of the PTD

syllabi in Chapter 2.

1.3.3 The prescribed music syllabi (SSA to PTD) are large-
ly irrelevant to the Black societal musical needs.

(NB: The Black societal musicai needs are dealt with in 1.9
ana the S8SA to PTD music syllabi will be analysed in

Chapter 2)



1.4 Background and Significance of the Study

This study is aimed at the investigation of the relevance

and effectiveness of the PTD music syllabi.

This investigation was prompted by the discrepancy that was

observed between the‘prescribed music content of SSA to Std
10 music syllabi and the actual music literacy level and
competency of post matriculants (PTD student recruits).
Many college students usually state that they do not like
music as a school subject. This is also supported by the
low percentage of students who voluntarily join school or
college choirs. Very few students come to colleges with
effective functional music reading skills and knowledge.
Students should have had, at least, twelve (12) years of
music learning by the time they register at the colleges.
After these twelve years, students should be able to play,
at least, one musical instrument, sing in harmony, and be

familiar with the music terminology.

The majority of students reach colleges of education without
having had music classes beyond sub-standard B. The Music
programme for SSA and SSB entails singing without stress on
theoretical aspects 6f music. It is meant to create pupils’

repertoire of nursery rhymes and game songs.

The colleges of education have to start the students from
the fundamentals of music. Those students who never had a
chance of being in the school or church choirs have great

difficulty with both tonic solfa and staff notation.



In surveying and evaluating this discrepancy, special atten-
tion was paid to what causes the pupils to be "musically
illiterate” when they register in colleges after the twelve

years of music learning.

It has been observed that, because of various reasons, music
is’ not sincerely and competently taught in the primary and

secondary schools. Very few teachers ever teach music
beyond SSB. This forces the colleges to spend almost all
their time trying to make up for‘this lost music back-
ground, or they have just to run over their PTD prescribed
" syllabi, disregarding the lack of sound musicai background.
The general practice of colleges of education is to intro-
duce students to staff notation. There is no continuity
between the music taught at colleges to that found in
échools. There is no effective music insfrumental work
offered in schools; communities, and at the colleges of
education. These institutions use tonic solfa for their
choral work, and the staff taught at the colleges of educa-
tion is not put into practice. The teachers who graduate
from such institutions are ill-equipped in music and,

therefore, they avoid teaching music; as a subject they

lack confidence in.

The PTD Music syllabi disregard the fact that the work
prescribed for SSA to Std 10 is mostly not taught at all.

These PTD syllabi are built on what was supposed to be



taught in the preceeding classes, and the content thereof

is arranged for Music Didactics as found in PTD 2 and 3.

The two pfeceeding paragraphs can be supported by the re-
searcher’s observation when he taught in a secondary school
and also now that he is at a College of Education. It
would further be supported by informal discussions he has
had with practising teachers (qualified) who say that they
basically like music but they feel ill-equipped to teach
it. They also feel that certain parts of the music syllabi
need to be modified before they can be relevant and effec-

tive to the pupils they teach.

It is hoped that, when completed, this study will help
reveal those parts of the PTD syllabi that are not rele-
vant, and tend to make the syllabi ineffective. The cor-
rection of irre;evancy and ineffectiveness méy lead to the
production of "qualified” music teachers who would come out
of the colleges prepared and ready to teach music sincerely

and efficiently.

It is hoped that this study will contribute to the revision
and improvement of the current PTD Music syllabi. This
could come true if the research findings are analysed and
taken into consideration by the Music Subject Adviser of
Kwé*Zulu, who in turn would pass them on to the relevant

planning section.



1.5 Definitions of Terms and Abbreviations

1.5.1 PTD:

PTD stands for Primary Teachers’ Diploma. It is for
both men and women, though many colleges register only
women for PTD (Junior Primary). The academic entry
qualification is, at least, a SENIOR CERTIFICATE without
university exemption. The subjects which are considered

for entry are those regarded as school subjects.

PTD curriculum covers the work of substandard A to Std 5.
The students who take PTD (JUNIOR) concentrate on the
teaching methods that are appropriate to SSA up to Std 2.

PTD (SENIOR) concentrates on std 3 to 5 teaching methods

All the post-matriculants in South African Black schools
(including homelands) are expected to have done Music,
either as Class Singing or Theory of Music, from SSA

to Matric.

1.5.2 TRIANGULATION

Triangulation as a research method is based on the concept
triangle. Each angle helps in clarifying research problems
in a better way. In this research, triangulation would be

as follows:



Interviews

. A} 9 .
Observation and Questionnaires

Participation

The advantage of triangulation over the use of one particu-
lar fesearch mgthod is that the various chosen methods
supplement and complemeht each other, that is, they he;p to
cover the ground that might be overlooked by one meth;d,
and they also affirm and reinforce the findings of the
other methods. So,.the use of triangulation promises a more

reliable research outcome.

1.5.3 TARGET POPULATION

Target population refers to the people and educational

institutions that are involved in Music teaching and learn-
iné. These people and institutions will be regarded as
representing the needs and ideas of the society, of which

they are a part.



The follbwing Colleges of Education that offer PTD were part

of the target population:

(1) ’APPelstSCh College of Bducation
(i1) Madadeni " "

(iii) Mpumalanga " "

(iv) Umbumbulu " "
(v) Indumiso " w
(vi) Ntuzuma " "

Some of the people that formed part of the target population

were:

(i) Music Advisers of the Department of Education and
Training (DET) and those of the self-governing national

states.

(11) Principals and music teachers of the primary and
secondary schools. (At least 10 primary and secondary

schools from different circuits of Natal and Kwazulu) .

(11ii) Prominent members of the Black communities. These

were those who show interest in academic or school matters.

1.5.4  Student-Teachers
Students enrolled in Colleges of Education, trained to be

teachers.



1.5.5 Music Teachers of High Quélity

"Music teachers of high quality", refers to teachers who
have considerable musical knowledge and proficiency in the
branches of music, such as singing, instrument playing,
History of Music. Such a teacher would be resourceful to
his pupils and would easily bring about the fusion of

theory and practice in Music.

1.5.6 Rote Learning

Rote learning refers to memorization of facts or any given
information without any understanding or insight. Such
information may not be readily used in appropriate situa-

tions.

Most of the students who take Music at colleges just memo-
rize the given music information so that they would repro-
duce it in order to pass their examinations, and, thereaf-

ter, forget all that they had memorized.

1.5.7 "White Areas"

"White areas” are residential areas in South Africa that are
set aside for Blacks, and are governed by the Central gov-
ernment. The Department of Education and Training (DET)

controls the schools in these areas.

10



1.5.8 "Self-governing States"/Homelands

"Self governing states" are reserves within South Africa
that are organised along ethnic lines, and are presumed to
be self-governing. The Republic of South Africa supports
these states financially. Schools found in these home-
lands/states are controlled by their various Departments of
Culture (DEC). Each DEC is responsible for the day-to-day
administration of schools and DET is responsible for the

syliabi and examinations.

1.5.9 Music as an Examination Subject

Mﬁsic, as an examination subject, is titled Theory of Music
and students are evaluated on it at the end of each year.
The marks obtained by students in this subject are included

in the student’s total marks at the end of the year.

1.5.10 Non-Examination Subject

Music, as a non-examination subject, is not evaluated at the
end of the year. The marks obtained by students in this
subject do not count towards the promotion of the students

to the next class.

11



1.6 Limitations of the Study

The researcher expected to be limited in the study by the
following foreseen problems in relation to the attitude of
teachers and officers of the Department of Education in

relation to Music

(i) There are teachers and principals who strongly feel
that they teach music sincerely and effectively since they
have live "unbeaten" school choirs. These school choirs are
not an extension of the music teaching done in class. Such

choirs only sing for competition purposes.

There are also schools where music is well recorded under
"schemes of work and daily preparation” but is seldom taught
in class. Such records give an impression that music was
actually taught in class. Some of the music areas that are
recorded aS‘haQing been taught are the very areas where

teachers themselves have problems therein.

Following the above-cited cases, the researcher foresaw the
problem of responses that would be manipulated so as to
give the impression that music is taught in such schools.
Also, these schools (with good choirs) feel that they have
no problem in music-teaching since they regard choral work

as the actual music teaching.

12
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(1i) There are also teachers and officials who believe
that Music is not a subject worth teaching in schools, more
especially because it is a non-examination subject. Most of
the subjects that are promoted in schools are those that are
vélued for their utilitarian results, as well as those which
are usually passed in examinations. Since such teachers
see no value in Music and are also pressurised to complete
the syllabi, they usually influence pupils with their nega-
tive attitude and tend to teach other examination subjects

during music periods.

The attitude shown here in (ii) above leads to a situation
where there is no thorough supervision in music teaching.
This also leads to a point where music teachers are. not

encouraged to improve their music qualifications.

The responses from the above-cited case (ii) might not
reveal a true picture of the music situation in schools.
1.7 Procedures for Collecting Data

Triangulation: This was a combination of:

(1) informal and formal interviews
(1i) -~ observation

(1ii) <questionnaires

The subjects were a sample that was a represantative cross-

section randomnly chosen from colleges of education that

13



offet PTD in Kwa-Zulu. There were also people chosen from
the Black society in Natal and Kwa-Zulu. (cf. 1.5.3) The
chosen people were first met informally (informal inter-
views). Later, there were formal open-ended interviews.
Questionnaires drawn from data collected during interviews

were used.

Students randomnly chosen for subjects were from those
taking music in PTD. -Music lecturers were also included, as

they are the people who work with the PTD syllabi.

Structured tests (cf. appendix iv) were given to students to

evaluate their level of competency'in:

(1) Sight singing using both tonic solfa and staff
notation.
(1i) instrument playing (8 bar melodies were supplied).

(iii) = rudiments and theory of music.

1.8 Procedure for Analysing Data:

Inferential statistics was used.

The sample data collected inferred some characteristics of

the population from which the sample was drawn.

Various scales were used to measure the effectiveness and
relevance of the PTD syllabi. The information drawn from

these scales was graphically represented.

NB: Test of Hypotheses was part of the chosen inferential

statistics.

14



Before actually looking in at the effectiveness and rele-
vance of the PTD Music syllabi, there is need to know what
the Black communities have as their musical needs. The
following section 1.9, gives a brief account of these musi-

cal needs.

SECTION B

1.9 Survey of the Musical Needs of Black Societies
1.9.1 Society:

A societf is a social community, that is, people living
in the same localities with certain commoﬁ ties holding
them together. Such ties may be in the form of institu-
tions, traditions, knowledge, values, beliefs, and oﬁher

things.

"Institutions” refers to family and kinship systems,
political systems, the military, religion, forms of
social control, the economic system, the stratification

system, and education. (Cuff and Payne 1984)

In this particular case, Black Societies, refers mainly to
the African societies of South Africa (with special refer-
ence to the African societies in Natal and KwaZulu; Xhosa

speaking people in the Cape Province, Sotho speaking people

15



in the Orange Free State and part of the Transvaal, and in
the remaining part of the Transvaal where we find the Venda

-, the Pedi -, and the Shangaan speaking people.

Christopher Small (1977), among other writers, has written
about similarities and differences among the people of

Africa:

As Africa is an enormous continent, it is not
surprising that it is not culturally homogeneous,
or that its music should show great variation ...
from religion to religion, country to country,
and tribe to tribe. Nonetheless, there are
certain features that are common at least to the

music of black Africa... (p. 49)

These Black societies are also subdividéd into two major
areas, thatvis, the‘urban and the rural areas. Most of
urbanised Blacks have come to be affected by the western
music influence and acculturation and have then come to
accept this western oriented music as theirs, and they just

develop themselves in this music. Bascon (1958) wrote:

The spectacular growth of mining and urban
centres has brought together in more permanent
contact, Africans who were formerly separated
by distance or hostility. Here Africans are
learning customs, magic, dance and music from

each other perhaps even more quickly than they

16



are learning European ways. New forms of
music and the dance are developing which draw
on several African traditions, as well as

manifesting some European influence. (p. 7)

On-the other hand, the rural Blacks are fighting hard to
cling to, and also preserve the ethnic music. This ethnic
music carries and reflects the traditional cultural norms,
attitudes, and behaviour of the people. These cultural
settings are the remnants of the true African societies,
and for»such societiés music and life are inseparable

because music features in every day activities.

A brief iook at the structure of the traditional Zulu
society, as well as the manner in which urbanisation -has
affected this structure follows: (NB: this only serves as
an illustration of what happened, and still happens in

other Black societies.)

The Zulus were polygamous people and each man would nor-
mally aspire to have two or more wives. Each man built his
domus which accommodated the huts of the wives as well as
those of his childreh. Everywhere at intervals of about a
kilometer, one would see other simple homes (as mentioned
above) belonging té separate families. A group of families
(an extended family) consisting of the progeny of a common
ancestor was called a clan. The Zulu were normally orga-

nised into such clans, each under a chief. Several clans

17



with similar customs, language, and other practices formed

a tribe, ruled by a king. {(Bryant, 1967)

The tribes were distinguished by their closely-knit commu-
nal life, which promoted the spirit of unity. That is why
one finds that the birth of a child within a family was

not only a family matter, but affected everybody. People

were always called together for various ceremonies within
the tribe, for example, the coronations of kings, thanks-
giving for new summer crops, recruiting of young men into
regiments,and hunts (ingina). Each ceremony had its own

rites and songs. The king was the supreme power whose word
was final. His subjects revered him, and lived to carry

out his commands.

From the above, we see that the culture, norms, and values
of ~each clan or tribe played a major role in keeping the
people together. ' With the arrival of whites in Natal and
KwaZulu in the early ninenteeth century the communal life
Af the Zulus began to break:down. From about 1850 oﬁwards,
this diéintegration was aggravated by the work of mission-
aries, by formal schools as institutions of education, by
commerce in the forﬁ of mines and industries and by other
subtle oppressive ways. The above-mentioned forms were
used to undermine the authority of the king and most of
the Zulu customary practices were regarded as primitive,
savage, and sinful. The Christian converts were expected

to disassociate themselves from the tribal ceremonies. So,

18 -



as a result, the Zulus were split into two groups (the

converts and the non-converts) thus breaking tribal unity.

With the opening of the mines and industries all over South
Africa towards the end of the 19th century, young men were
forced to leave their homes and go to these places in order
to sell their labour. This was also promoted by the fact
that the Zulus had lost most of their land to the whites.
The departure of these young men from their tribes affected
the songs that were‘mainly sung by men back at home. When
reaching the mines and industrial - centres, these men met
many others with different cultures and, as a ?esult, new
sub-cultures (with their music) cropped up. When these
young men returned home, they no longer associated with
their peers at home, they just formed their own urbanised
society, since the other group was seen as uncivilised and

backward.

Though the differences between the rural and urban Biack
societies have been explored, there are still common
practices among them. In fact, there is now a current swing
- of wurban Blacks who want to revive their lost music

culture, that is, the culture still found in rural places.

1.9.2 Musical Needs:

A need can be defined as circumstances requiring some
pursuit leading to fulfilment of the initial desire.

Musical needs are :

19



(1) what the Black societies want as music, that is, the
type of music that would be part of them and that
would express their feelings. (This will be further
explored under "the role played by the various types

of music found within these societies.")

(ii) the preconditions for the growth of music and
material needed to make the music mentioned in (i)
to be meaningful -and effective. These "pre-
conditions and material” include people who are
experienced in music, music instruﬁents, theéry of
music, and the social atmosphere that will promote
the propagation of music knowledge within the

members of the'society.

There is a need to know the role played by various types
of music used by different societies. Each type of music

has its identifying characteristics.

129.3 THE ROLE PLAYED BY MUSIC IN THE TRADITIONAL RURAL

SOCIETY

Each society has its distinguishing norms, values, and
culture; and these keep on changing due to the dynamic

nature. of societies.

The ethnic songs usually contain uniqueness of each
society. Most black societies do not regard music merely
as entertainment but as an embodiment and expression of

belief and societal norms.

20



The African ethnic songs are usually performed with action
and they do not follow the conventional western harmoniza-
tion rules. Usually, the ethnic songs are not sung to, or
for, an audience, but are usually sung with an audience.
An audience is normally asked to join in the singing and
clapping of hands. In this way, music is seen as a unify-~

ing force within the society.

Ethnic mﬁsic is characterised by melodies based on an
untempered scale, unlike the western scale which is divided
into twelve equal semitones. Traditional melodies are
predominently strong, and unaccompanied except by body

- actions and drum. Huskisson (1969) has this to say:

Traditional Bantu singing and dancing is
characterised by its advanced combination of
rhythmic units ' (drums, hand-clapping, etc.),
into rhythmic harmony, on the principal of

cross-rhythm (polyrythm)

and this rhythm is often repeated without words several
times as a way of keeping the music going, that is, alive.
This repetition may be observed in African traditional
dances (indlamu) where one melodic line may be repeated over
ana over while individuals alternate in getting into the
arena to display their skills in dancing. Such a melodic

line is supported by handclapping and drumbeats.

21



(11i) WEDDING SONG

Example: Iqghude
Leader Chorus
Ighude we Ma ....... lakhal kabili, kathathu,

sekusil’ amanz’ awekho

awekho Ma, .......... amanz’ awekho 3x
sekusile amanz’ amanz’ awekho, sekusile amanz’
awekho awekho.

English Translation

The cock has crowed twice, thrice, it is morning

there is no water.

There is ululation in sharp voices with the latter part of
the song. The ululating women praise the singers and also

stress the fact that it is great to have children.

(iii) BATTLES AND WAR

Example: (a) Wenduna

Wenduna uth’ ayihlome,
Wenduna -uth’ ayihlome kanjani?

Ngenyanda yomkhonto ongangoZulu.
You; Nduna (commander) instructs us to take up arms
"Nduna, how can we take up arms with a bundle of

spears which equals the whole Zulu nation?"
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Example: - (b)  Isililo Ekuseni

Isililo sakhal’ ekuseni
ufile umuntu |
bamhlabe ngempela
ufile umuntu

nang’ ethwelwe

A cry is heard in the morning
a man is dead

- they have really stabbed him
he is deéd

there they carry him.

The above war songs are preceeded by a ritual of the army
being strengthened by medicine (izintelezi) to protect it

(army) against the enemy.

(iv) BURIAL:

NB: The following song is sung when burying the fallen
soldiers. - The remaining.soldiets fully arm themselves
when attending such a burial. They show signs of happiness
for the deceased is regarded as a hero who is to join the

multitude of other fallen soldiers who are now ancestors.

Example: O ukikizile umfazi washona le
Nansi impi iyeza

Kuyokhal’ onyoko
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We’ nsizwa makhal’ onyoko
nosishaya nisizuma

kokhal’ onyoko

Oh, a woman ululated moving that way
There is a army approaching

Your mothers will weep

you young man, your mother’s nostrils
you’ll only beat us through ambush

your mothers will weep

In Black societies, members of a group or choir are able to
intuitively harmonize a sung melody without being trained in
conventional rules of harmonization. It is also seen from
the foregoing examples that Blacks prefer melodies suggest-
ing major keys. Usually, it is the melody that would be
given more attention than the words, that is why one would
find people repeating the same melody for a long time
without tiring out. (This will be illustrated under the

modern Black societies.)

1.9.4 THE ROLE PLAYED BY MUSIC IN MODERN BLACK SOCIETIES:

The modern Black society seems to enjoy both traditional and
western music. The type of ethnic music that we normally
find in these modern Black societies is that which is adul-

terated with Western influence. Bascom (1985) when
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explaining the effects of acculturation brought about by

urbanisation, states:

~-...new forms of music and the dance are developing
which draw several African traditions, as well as

manifesting some European influence.

The common types of music found in modern Black societies
are Cothoza Mfana (traditional music adapted to be performed
in concert halls), songs for working, choral, instrumental,

gospel, popular music, and jazz.

Music, in modern Black society plays various roles, for
example, as entertainment, a unifying force, as commercial

advertisement, as well as for political purposes.
(1) MUSIC AS ENTERTAINMENT

This is the music that is usually bought in a record or
tape. form, and listened to for pleasure. People also go to

various entertainment centres to listen to this music.

The examples of this music are Cothoza Mfana, choral music;
various dance forms, i.e. gumboot and ballroom; popular

music, and so forth.

(1i) MUSIC AS A UNIFYING FORCE:

The following Zulu songs will illustrate how music unifies

people:
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(a) SONGS FOR WORKING;

It is characteristic of Blacks to sing whenever they are
working. This can be seen and heard in the mines, roads,

building industries, and so forth. This has a psychological

effect on the workers. It is taken for granted that, by
singing while they are working, the strain and stress
would be made lighter. The singing is usually done by

men while they are working.

The songs which are sung on such occasions are usually
pregnant with meaning. They may express feelings of
frustration, and also political expressions, as it will be

indicated in the following Zulu music example:

Leader Chorus
Abelungu ........... oDamn, oDamn
Basibiza ........... ngo Jim, ngo Jim

English Translation

Whites are damned

They call us "Jim"

The above song is seriously sung, especially when African
men are digging trenches with pick-axes. At each of the
chorus responses, the picks will simultaneously strike the

ground.
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(b) POLITICAL SONGS:

This type of song is sung during political gatherings,
especially in protest against oppression and detention,

as well as other such evils.
Example: Abantwana be-Africa

Thina bantwana base-Africa
Sizimisel’ inkululeko
Nkululeko, nkululeko,

inkululeko asinayo

Asikhathali noma singaboshwa

Sizimisel' inkululeko

English Translation

We, the children of Africa

Are striving for freedom

Freedom, freedom,

We do not have freedom

We do not care even if we can be detained

we are striving for freedom

Most of the music found within the modern Black societies
easily lends itself to notation. This is caused by the fact
that most of our present composers are people who were
brought up in the western-oriented music environment that is
dominated by S.A.T.B. (Soprano, Alto, Tenor, Bass) style of

composition. So, in most cases, these composers compose
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using the text that would lend itself to notation. 1In fact,

the melody is normally composed over the text.

Now that the roles played by the various types of music in
both rural and urban Black societies have been seen, there
is a need to find out what these societies need in music,

and how the teachers can help satisfy those needs.

During the symposium: Music in a Changing South Africa,
presented by UNIZUL, Thembela (1986) presented a paper on
"THE SOCIOLOGICAL IMPORTANCE OF MUSIC IN SOUTH AFRICA". in
thisﬁpaper, he pointed out that music should have something
to do with one’s life; and one is always a member of a
pérticular society. The music taught in schools shéuld
therefore be relevant to pupils’ social environment as well

as to their individual lives.

In the same.symposium, Mngoma (1986) also emphasised the
important part played by rhythm in an African life, and
added that, in teaching, these should be the starting
points. (This idea is also stressed in the teaching methods

of music as suggested by Emile Jeques-Dalcroze, (1921).

There is a need to define "Education" in its simplest form.
Duminy (1983) sees education as the guidance and assistance
given by the adult to the child in choosing or accepting
particular religious, cultural, social, or personal values

and norms. Education can also be seen as the socialisation
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of the younger generation by the older generation into the

culture, norms, and values of the society.

Without education, the younger generations also fail to
understand the culture of their particular society; they
also fail to understand the music found within the society
and this may limit them in their expression of feelings,
musically. Older generations need to transmit their culture

over to the young through media such as music.

Traditionally, music was passed by word of mouth (orally)
from generation to the other. This transmission was done
informally, that is, people got to know the songs as they
were sung during the appropriate festivals or situations.
Boys learnt most of .the songs when they were herding
cattle. Chances of practice were also offered during the
evenings when the young children listened to stories told
by their gréndparents. The historical part of the music
concerned would be narrated by the older generation to the
children, so as to give the background to the songs. Small

(1977) puts traditional teaching as follows:

Traditional:instruction is not generally organised
on a formal basis.... The principle ....seems to be
that of learning through social experience. Exposure
to musical situations and participation are

emphasised more than formal teaching. The
organisation of traditional music in social 1life
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enables the individual to acquire his musical
knowledge in slow stages and to widen his
experience of the music in his culture through the
social groups into which he is siowly absorbed and

through the activities in which he takes part. (P 52)

Nowadays people learn music both formally and informally.
They learn it informally through various media, for example,
radio, television, publications, and also through live
concerts. Music is formally learnt in schools where music
is then\regarded as a subject worth exploring. In the
latter case, both the educator and the educands have
particular aims and objectives in teaching and learning

music.

In conclusion, there is a need to trace how and when the
Black community, (especially Zulus) in South Africa lost
their identity. Music was one of the most significant

identifying elements of a people.

Before the development of mining and industries in South
Africa, Blacks used to be complete parts (elements) of their
societies. These societies were closely-knit by common
culture, norms, values, beliefs, and many other such things.
As a fesult, one was easily identified as a member of a
particular society, and one would adapt oneself fo the

societal lifestyle.
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With the development of mining and industries in big centres
like Johannesburg and Durban, young men were forced to leave
their homes to go and sell their labour at such places.
’Others were forced to work on the roads and railway lines.
Strong family ties were broken since these men would be
away from home for periods stretching up to a year. These
Zulu men met other young men from other parts of Africa,

for example, Xhosa, Sothos and Ndebele.

Each ethnic group came with its own culture and lifestyle.
Acculturation took place, and what‘was once valued in one
culture became devalued and vice-versa. Some lifestyle
patterns were also copied from the ' Whites and the Indians
‘that happened to meet these Zulus at work. As a result of
the above, the Zulus in urban areas developed their own
sub-culture that gradually differed from their original
culture back home. As a result, they lost their identity
and changed‘to become strangers in their places of birth,
and tended to look down upon their own menfolk. Zulu
ethnic music also lost its place in the lives of these

urban Zulus.

Urbanisation also contributed to demise of hunting and war
songs. Songs associated with various rituals were also

discouraged by Christian churches.

It is only recently that Blacks want to recover whatever
good was lost through urbanisation. The recovery of the

lost identity is what Black societies desire.
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If this recovery is to be made, the following music

conditions should be met:

(1) The Black societies should be socialised into both
ethnic and western music. This will help members of the
various societies to understand their own music as well as
that of others, and this may improve human relations.
When Blacks are socialised into their own music, they will
re-discover their lost identity and get to understand the
musical meaning embodied in their mgsic._This understanding
of black musical styles sets the musical foundation from
which other musical genres and styles may be perceived.
(NB: It is hard to communicate effectively with others if

:one does not know who one 1is, i.e. the self).

Small (1977) stresses the point that we feel sound or
music as we have been trained in our cultures. Therefore, as
we are in-South Africa, a multiracial country, we need to
be trained in music of various cultures, so as to under-

stand one another across racial, and colour lines.

Better understanding of human relations across racial lines
is seen in the music that has recently been jointly produced
by Paul Simon and Ladysmith Black Mambazo [1]; this is the
fusion of western music and Mbube (African music). This
may further be shown in the music of Juluka [2] and other
groups which are fast developing, bridging the rift

between Black and White.
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(ii) Young Blacks should be given thorough training in
music rudiments and other related academic aspects.
Notation (tonic solfa and staff notation) needs to be taught
so as to promote the reading, writing, analysis, and
performance of music. Music notation also helps the
musicians from various cultures to communicate better
through a common language, that is, the language they may
all read. Music notation is important in the preservation

and transmission of music with regard to time and place.

Young people should also be trained to be critical when
dealing with the history of music (African and Western) so
that they would better undexrstand the development of music
‘from earliest times up to the present time. It is this
understanding that helps determine which music 1s to be

preserved and propagated.

(iii) Through early training in music, Blacks should be
helped to develop aesthetically in music and other related

arts.

(iv) Blacks should be taught to produce music, for example,
through instrumenﬁs and also naturally, that is, through

singing.

Schools have developed as social institutions entrusted
with the education of the society, therefore, music (its
importance has already been discussed) should be included

in the school curricula. Not only would schools help the
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young generation to earn a living through music (that 1is,
those’who will be professional musicians), but would help
every member of the society develbp an ear and taste in
music. The "ear and taste of music" are a result of
music underétanding and appreciation that are cultivated by

schools in individuals.

1. Paul Simon is a pop composer who, during the past years
has invited Black South African mbube groups to have joint
music recordings with him. He, together with Ladysmith

Black Mambazo, have produced an album called GRACELAND .

2. Juluka is a two-men group which specialises in guitar
and Zulu tribal dance music. These men are Sipho Mchunu and

Jonny Clegg. Most of their music is in Zulu.
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CHAPTER 2

A REVIEW OF LITERATURE:
2.1 INTRODUCTION:

The purpose of this chapter is to review literature on music
education and its administration so as to clarify the scope
and limits of Music Education. The music syllabi for the
South African Black schools and colleges have also been

reviewed and analysed.

A brief historical background of the current music syllabi

is given.. This chapter also includes:

(a) The set-up and general aims of the controlling body of

the Education System of Blacks;
{b) the general aims and practices in Music Education;

(c) the study of the current Black Primary and Secondary

School Music Curriculum and its administration;

(d) the study of the Black Primary Teachers’ Diploma Music

Curriculum and its administration

Before 1955, each province of the Union of South Africa
controlled the education of her people. As from 1955, the
gducation of all South African black people was made to be
controlled by the central government under the system of
Bantu Education. This came as a result of the Bantu Educa-

tion Act No 47 of 1953.
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The Eiselen Commission that was appointed to formulate the
principles and aims of education for Blacks as an independ-
ent race, expreésed the view that Bantu Education would
emphésise the functional value of the school as an institu-
tion for the transmissionband development of the Bantu
cultural heritage. This meant that Blacks were given educa-
tion that would exclude them from other racial groups, and
this, in turn, would limit them in their inter-relationship
with these racial groups. In short, the government’s aim
was to éducate the Blacks to be ‘efficient’ only in their

reserves and not universally. (Horrell, 1986)

This education aim has led to both controlled and uncon-

trolled protestation and demonstrations.

The then new curriculum for the lower primary course was
introduced in 1956 and it had Singing as one of the sub-
jects. The syllabi for the higher primary classes provided
‘for the development of the foundation laid in lower primary

schools. (Horrell,1986, pp58-59)

Singing was allocated time as follows:

(1) Sub-standards A and B = 40 minutes per week.
(11) Standards 1 and 2 = 40 minutes per week.
(iii) Standards 3 to 6 = 40 minutes per week.

New syllabi for forms 1 to 3 were introduced in 1967. Music
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and Singing were (and are still) offered as non-examination

subjects throughdut the course.

Music was also included in the curriculum of the primary
teachers’ courses, junior secondary teachers’ course and as

optional for Secondafy Teachers’ Diploma.

At present, the administration of education in ’self-
governing states’ of South Africa is done by the ’‘states’
themselves, but the subjectrsyllabi are issued by the cen-
tral government. The Music and Class Siﬁging curricula for
Black sehools in 'white areas’, as well as for those in
'self-governing states’, are compiled by the Department of

Education and Training (DET).

2.2 GENERAL TRENDS IN MUSIC EDUCATION:
2.2.1 AIMS:

Many Music Educationists regard the general objectives of
teaching music to pupils as to develop them aesthetically

in music. Paynter (1982) has this to say:

the music we teach should not only be for enjoy-
ment but also didactic. Through the delightful
music we must....see something of more permanent

value learned. {(p 3)

Nye and Nye (1977) reinforce the idea of general objective:
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when music functions as it should in the class-
room, children will enjoy music and have
aesthetic experienceé with it. Enjoyment will
result from involvement in the process of
planning, producing, analysing, and evaluating
musical experiences which grow out of realistic
personal and enviromental problems that have

significance in their lives. (p 8)

Bentley (1975) states that education that has no intellectu-
al content at the level appropriate to the age and develop-
mental stage of the child, is no education. Therefore,

music lessons should not be taken as entertainment.

Paynter (1982), Beer (1973), Boney (1970), Natal Education
Department’s music syllabi, House (1873) and many other
authorities feel that before a teacher can successfully
carry out the given music aims, he himself should be enjoy-
ing music, have sound habits and tastes, be informative in
rmusic knowledge, and be really a good model in his society.
Bentley (1975) sums it up when he states that success in
music education depends largely upon the teachers’ atti-

tudes.

2.2.2  CONTENT:

According to many music educationists, such as House
(1973), Bentley (1975), Brocklehurst (1962), and others,
rudiments and theory of music should be promoted through

sight-reading in both notations. As music deals with
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sound, music of a practical nature, for example songs,
forms the content of Class Singing. Rudiments and Theory
of Music are means to an end, the end being the practical

experience of music.

Bentley (1975) recommends that from a very early stage,
sounds are to be associated with visual symbols, that is,

music notation.

Some of the activities that are included in music experience
are listening, singing, playing, bodily response to music,
composing, reading, writing, and analysis. Music should be

mainly experienced aurally, since it deals with sound.

2.2.3 RECOMMENDED METHODS:

Educationists such as Duminy (1980) and Van der Stoep
(1984) stress the point that in a didactic situation, a
teacher (who really knows his pupils and the subject area)
chooses methods that are appropriate in his particular
class and to specific learning content. He also creates a
conducive atmosphere for effective learning through his
téaching methods and organizational skills. This point is
also reinforced by Beer (1973), Bentley (1875), Nye and Nye

(1877) .

It is also recommended by House (1973), Boney (1970),
Paynter (1982), and others, that a music teacher be a person

who is experienced and resourceful in both theoretical and
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practical aspects of music. He must be versed in music
didactics and must be prepared to sacrifice a lot of his
time since fhe practical part of music is usually conducted
after the normal school hours. Therefore, in the light of
the above, there is a need for trained music (Class Sing-

ing) teachers with organisational skills.

Die effektiwe onderrig van skoolvak, derhalwe
ook van klasmusiek vereis dat dit deur voldoende
opgeleide onderwysers onderrig sal word. Klas-
mﬁsiek opgeleidig deur onderwyserkolleges en
univesiteite is dus baie belangrik.

{(Mulder, 1986, p35)
Beer (1973) has this to say about the teachers’ methods:

The beginning teacher much learn to provide
activities for his students rather than talk,

for it is through active participation in the
music experiences - singing, playing instruments,

moving - that children learn about music. (p 61)

A trained music teacher will have been guided as how to set
up a music room or centre. He will also know about the
basic material that should be available and also how to make
efféctiﬁe use of such material. (Brocklehurst, 1962 pp 157-
163) . The trained music teachers will try by all means to
prevent the situation where pupils tend to "hate” music.

Paynter (1982) illustrates this situation:
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It has always worried me that music which, out-
side school, almost continuously goes in and out
of‘young people’s heads, which stirs their
feelings and activates their bodies, becomes
when presented - or as presented - inside

schools, a "dead bore’. (p 1)

House (1973) re-affirﬁs the afore-mentioned idea when he

says:
Paradoxically, music occupies a big place in
our lives, but largely on a natural, automatic
ﬁasis; few individuals show the results of
skillful training in the higher aspects of the
art....(schools contribute to the above because
they) have spoken of broad and general music
training in the elementary schools and have
mainly taught rote songs - often not ﬁsing even

good folk material.

Even this instruction has often been shallow
because the classroom teacher couldn’t or
wouldn’t teach it, and the necessary music

specialist didn’t exist. (p 9).

| 2.2.4 EVALUATION

-Maﬁy writers believe that evaluation should always be
applied whenever there are set goals. This evaluation will
help reveal whether the aims were achieved or not, and also

to check upon the changes in behaviour after one has learned
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something. Some of such writers are Duminy and Sohnge
(1980), Bentley (1975), Beer (1973), Nye and Nye (1984),

and Leonhard and House (1959).

Authorities in the field of Education, like Beer (1973),
believe that in mﬁsic we need to evaluate the pupils’
musical growth, périodically. This would help music educa-
tors to find out if there are any misunderstandings in as
far as the music is concerned and also to correct whatever
misconceptions or wrong behaviours that might have been
1éérned.. Evaluation also acts as a positive reinforcement
to the learner because they are made to see where they
rstand’ in music, that is, whether they grow musically or

are just static.

enjoyment, both immediate and long-term, is
important, but real enjoyment arises ffom the
satisfaction of achievement at the level
appropriate for each child.

(Bentley, 1975, p 85)

Van der Stoep (1984) states that "every theme of the sylla-
bus must make provision for evaluation" and Beer (1973) goes
on to mention that "much of the music program must be evalu-

ated on the basis of what is seen and heard."
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- 2.2.5 PHILOSOPHY OF MUSIC EDUCATION

Reimexr (1970), Beer (1973), Leonhard (1959), and many
authorities believe that before one can successfully teach
a particular subject, one should know the philosophy
underlying it. Thembela (1968) defines philosophy, as
'applied to music, as underlying belief in music, its power
and the qualities that make it a worthwhile pursuit. Reimer
(1970) regards a philosophy of music education as a

systematic statement of music education’s nature and wvalue.

There is a need for a well articulated and applicable
philosophy of music education. It is such a philosophy that
leads to a better understanding of the value of music and of
teaching and learning music. This philosophy provides a
foundation on which the entire structure of music education

rests.

Once teachers know why music is to be taught, then they
will be inspired and guided in their teaching. Thembela

(1968) has this to say:

A well—formuiated philosophy helps the teacher
to decide to whom to teach, what to teach and
how to teach. Aims, curriculum content, methods
and administration are all a direct reflection

of the basic philosophy of the educator. (p 21)
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Beer (1973) also reinforces the point that has just been

mentioned:

Before he can effectively plan a single lesson,
the teacher must be convinced of the importance
of music in the total curriculum. If he regards
music as an unimportant subject, this will be
reflected not only in his planning, but also in
his teaching. Children are very perceptive,
they are quick to "read" teachers’ attitudes,
and they can tell when a teacher is insincere.

(p 62)

At present, the generally accepted philosophy of music
education is that of letting people be aesthetically

sensitized to music (Reimer, 1970; Leonhard, 1959).

Musical aesthetics is the field of thought which is
concerned wiﬁh questions of nature and value of music aé an
art. In musical aesthetics the nature of music is affirmed
in mﬁsié itself, and such music is expressed in relation to
life. This means that the selected music content must be
relevant to the society in question and to the general

conditions under which the chosen education system operates.

Music as an art is amedium through which a realm of human
experience can be explored and understood. Most of the
American educationists recommend that expressionsism be

adopted as the appropriate music aesthetics viewpoint.
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Expressionsists recognize that the different elements of
music have no meaning in themselves, but when they are
skillfully used in a musical work, they then express
meaning; Each individual aethetically experiences the

musical tones according to one’s life of feeling.

Reimer (1970) sees aesthetic experience in music as the
sharing of insights into the nature of life, through
perceiving and reacting to aesthetic qualities which are
expressive of the nature of life. The ability to experience
music aesthetically is referred to as "aesthetic

sensitivity”.

When music education is treated as aesthetic education then
the music used at all levels and in all activities should be
good and expressive music. Opportunities for the expressive
power of music should also be constantly provided so that
children will progressively become more sensitive to the
elements of music which contain the conditions which can
yield insights into human feeling. Lastly, the terminology
used by the educators must be appropriate for the purpose

(Reimer, 1970).

It is the right of every individual to be aesthetically

sensitized to music.

48



2.2.6 ADMINISTRATION OF MUSIC EDUCATION

In assigning music teaching loads, the following factors
are to be considered; time to accomplish the prescribed
work, the work load of each music teacher, also taking

into consideration the enrolment in each class.

It is not unusual to find schools with more
than 1 000 pupils on roll having only one
(full time) music teacher wo;king in a single
foom to all intents and purposes exactly like

any other classroom. (Paynter 1982, p 138)

Discipline problems generally arise from
bo:edom and lack of involvement. This is more
likely to occur when a subject such aé music is
taught on a ’'whole-class’ basis..... the
commonest cause of boredom among pupils in
music lessons is the ’"unreality’ of the lesson
cohtent. Taught as a purely ’information’
subject (with lecture presentation and
‘dictated notes) it bears little relation to
the reality of music outside the classroom.
(Paynter 1982, p 140)
Where possible, the job description of the teacher should
be clear. This clarity should eradicate these popular

misconceptions about the music teacher’s role.
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seriousness lacks in the secondary school phase.

In the minds of most people (including quite

a few Heads and education administrators),

the image of the school music teacher is that
of the ’Director of Music’ conducting choirs,
ochestras or bands, and organising concerts.
Class teaching he is expected to take in his

- stride, and it is generally assumed that this
will not be particularly demanding; a little
‘music appreciation’, perhaps, or some class
singing and theory. No doubt many Heads are
simply unaware of music’s curriculum potential,
but at present it often appears that, given a
choice, they would prefer to see the specia}ist
extra-curricular groups flourish even if ﬁhis
had to be at the expense of lively and
interesting work in the classroom. (op. cit.

p 149)

There are music educationists such as Simpson (1976) and
Bentley (1975); who have observed that primary schools

usually try their best to teach music seriously and such

(1975) has this to say about the importance of music

continuity between primary and secondary schools:

by the time a child transfers to secondary

school, he has developed certain attitudes

Bentley

towards music. Those attitudes will depend
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largely upon the kind of musical experience

he has had iﬁ the primary school, the kind

of teaching, the extent of skiil he has gained
iﬁ music and knowledge about it. Often the
attitude is negative because of ignorance -

he has not been given a chance to come to
grips with music in any way comparable

with his opportunities in other skills or

areas of learning. (p 23)
Simpson (1976) states the above problem in these words:

‘Music tutors in colleges of education find
that the great majority of their ....entrants
have no discernible musical literacy, and
that not a few of the men in particular can-

not even sing. (p 95)
Brocklehurst. (1962) adds to the above:

It is little wonder then that the teacher of

music in a secondary school, faced with a form

of new arrivals drawn from‘several Jjunior

schools, find himself in the position of being
able to take nothing at all for granted and is
obliged to devote the first year, or part of it to

giving a basic training in rhythm and pitch. (p 2)

What is reported by Brocklehurst in the previous extract is

"said to be also applying to almost all school levels.
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2.3 ANALYSIS OF THE CURRENT BLACK PRIMARY AND SECONDARY

SCHOOL MUSIC CURRICULUM

The current Music syllabi were issued on these dates:

1981 : Std 9 and 10
1982 : SSA, SSB, Stds 1,2,6,7, and 8
1985 : Stds 3,4, and 5

The syllabi of Class Singing of SSA up to Std 10 may be

summarised as follows:
2.3.1 AIMS:

The aims of teaching Class Singing in primary and secondary

schools are:
(1) to train pupils to enjoy music for its own sake;

(1i) to develop the natural inclination of body movement
to sounds and rhythms;
(iii) to promote musical literacy and encouragement in the

cultivation of sound habits and tastes;

(iv) "to educate the child through music by promoting
values such as discipline, concentration, creative expres-
sion, which will enrich his life and contribute to the

culture of which he forms a part." (Std 4 and 5 syllabi)

The first three aims (i-iii) imply the expressionist
viewpoint of aesthetic philosophy of music education. The
fourth aim implies the referentialist viewpoint wherin music

is used for non-music ends.
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2.3.2 RUDIMENTS AND THEORY OF MUSIC IN BOTH

TONIC AND STAFF NOTATION:

The pfescribed syllabi stipulate that the rudiments and
theory of music should be promoted through sight-reading in

both notations (of section 2.2.2)

Every pupil should be given the opportunity to
learn to read music. Tonic solfa is used only
as an introduction to staff notation, which is
the medium throughout the world, for writing

music. (Std 3 to 8 syllabi)

Some activities that are included in music experience are
listening, singing, playing, bodily response to music,

composing, reading, and writing, analysis.

2.3.3 RECOMMENDED METHODS:

According to the latest music syllabi, music teaching and
learning are to be approached through practical music
making, e.g. singing of songs, with body movement if

possible.

(ii rSinging games should be conducted out-of doors

whenever possible’

(i1) ’Improvisation of rhythms, to be played by pupils on
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instruments (home-made or purchased) while songs are beiﬁg

sung’. (Std 3 and 5 syllabi)

(iii) 'Dictation of elementary rhythms combined with

pitch, in solfa and staff.’ (Std 4 syllabus)

For sub-standards, reading of music 1is usually done
through the use of hand-sings. This is later replaced by
the use of sight readers which contain graded exercises in
both tonic solfa and staff notation. (SSA and SSB syllabi).
The commonly used sight readers are Pathway To Music Books

1,2, and 3, by Elwyn Rees.

2.3.4 The prescribed syllabi stipulate that there should
be no evaluation done in classes. Singing is treated as "a

non-examination subject".

This absence of evaluation contrasts with the stated views
of many Music Educationists, as discussed in section

2.2.4.

Now, there is a need to find out how the fore-going primary
and secondary school music curriculum is administered in

Kwa-Zulu and Natal.
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2.4 ADMINISTRATION OF MUSIC EDUCATION - PRIMARY

AND SECONDARY SCHOOL MUSIC CURRICULUM

According to current Music Syllabi in South African Black
schools, Class Singing is supposed to be taught from SSA to

Std 10. The allocated minutes per week are as follows:

According to the 1987 Structure, periods stand as follows:

SSA 4 periods x 30 minutes = 120 minutes per week.
SSB 3 periods x 30 minutes = 90 minutes per week
Stds 1 to-4,_ 2 periods x 30 = 60 minutes per week
std 5, 1 period x 30 minutes = 30 minutes per week

Stds 6 to 10,7. 1 period x 35 min = 35 minutes per week

The syllabi suggest ways of administering music lessons:-

(a) Lists of songs previously taught and those to be
taught in that particular year should be prepared.

{ all classes)

(b) Where two periods are allocated, one period should be
used for singing of songs and listening to music. The other
should be used to foster the theoretical and musical aspects

mentioned in the General Remarks on the syllabi. (Std 3

to 5)

(c) There should be time set aside for appreciation of

music. This can be achieved through listening to recorded
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music as well as attending live performances. Choral work
is to be seen as part of Music Education because it is also

where the taught music aspects are applied.

' Nothing is mentioned concerning the music teaching, that is,
whether it is to be done by every teacher in his class or it
should be those who specialised in Music. (2.2.3 second

paragraph)

There is no way of administering evaluative measures because
Class Singing is a non-examination subject. Those schools
(pupils) which want to take music as an examination sub-

ject, have to choose the syllabus titled: THEORY OF MUSIC

2.5 ANALYSTIS OF THE BLACK PRIMARY TEACHERS’ DIPLOMA

MUSIC CURRICULUM AND ITS ADMINISTRATION
2.5.1 PTD STRUCTURE, 1985

According to the latest Structure (1985) for Primary
Teachers’ Diploma, Music falls under Didactics, that is, it

is treated as Music Method.

The term ’‘didactics’ here reveals that the stress is on
teaching methodology of teaching music to pupils in primary
scﬁbols. The content, i.e. theory of music, is only includ-
ed as a guide to how various music concepts may be taught.
This means that the student-teachers should already be

familiar with the content over to pupils.
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Primary Teachers’ Diploma is divided into two sections
sections which are Junior Primary and Senior Primary.

(cf. 1.5.1)

The allocated time for Music per week is as follows:

PTD 1 Junior 1 period x 40 minutes
PTD 2 Junior . 1 period x 40 minutes
PTD 3 Junior 2 periods x 40 minutes

NB: PTD (Senior) has Music as optional. They choose
between Music and Physical Education only when they reach

reach their final year, which is the third vyear.

PTD 3 Senior 4 periods x 40 minutes

These PTD students have other subjects they do other than
Music. The subjects breakdown is:

PTD 1 (J) does 18 subjects other than Music

PTD 2 (J) .. 16 ce . .- ..
PTD 3 (J) .. 17 ce .. .- ..
PTD 3 (S) .. 14 ce e .- ..

The pass requirements of PTD are:

(1) A pass mark of 50% is required on each subject
(i1) All subjects must be passed

(iii) Teaching-practice average of 50%.
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2.5.2.1 AIMS OF THE PTD SYLLABI

(1) To train students to teach music in the lower and
higher primary classes, taking into consideration the
special approach to music required when dealing with
specific group, that is, according to pupils’ developmental

stages.

(ii) To encourage students to enjoy music for its own sake
and also guide them towards a better insight into ethnical

and western music.
2.5.2.2 INTRODUCTION TO THE PTD SYLLABT

(1) According to the prescribed syllabi, the following
musical skills should be developed:

(a) Singing

(b) Movement

{c) Instrument playing

(d) Listening

(e) Cregtivity

(£) Notation

(ii) "The course is designed to bring enrichment to the
students’ knowledge and experience of music." (PTD Struc-
ture, 1985). The teaching and experience of theoretical
concepts must be approached through the medium of practical-
music making, whether vocal or instrumental. Emphasis is to
be directed to the establishment of an elementary knowledge

of both notations; staff notation and tonic solfa.
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(iii) Attention should be given to develop the students’
teaching abilities in music and specifically techniques used
‘in each primary phase, that is, Jjunior and senior primary

phases.

(iv) Every student must become familiar with singing and
playing of instruments, e.g. xylophones, piano, recorder.
(v) Indiginenous music is to be used for didactic

purposes.

2.5.2.3, CONTENT OF PTD SYLLABI
These PTD Music syllabi recommend that:

(i) Songs should be used to master tonic solfa and stéff
notation.

(1i) Rudiments and theory of music form part of the
content. (iii) There should also be instrument playing.

{(iv) Students must also listen actively to music.

(Q) Students must be taught Teaching Methods. This
includes fundamental objectives, concepts and principles of
teaching school music. A study of great Music Educationists
such as Dalcroze and’ Kodally is done. Students are also
to be trained in planning of music lessons for each of the
appropriate classes.

(vi)  Students also need to be introduced to general
principles and techniques concerning conducting and choir

training.
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2.5.2.4 EVALUATION:

The PTD syllabi recommend that:
Student-teachers be evaluated throughout the year so as
to check upon their musical growth, and evaluation is to

be done on these aspects:

(a) Theory and rudiments of music; this includes methods

of teaching music.
(b) Teaching-practice.

(c) Prdjects such as teaching aids, collection of tradi-
tional songs and building of instruments.
(d) Practical skills: singing both in tonic solfa and

staff notation; and conducting techniques.
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SYLLABI FOR CLASS SINGING

DET Sub-standards A and B 1983
.- Staﬁdard 1 1983
.. Standard 2 1983
.. Standard 3 1985

.. Standard 4 1985

.. Standard 5 1985

.. Standard 6,7, and 8 1983

.. Standard 9 and 10 1981

.. Primary Teachers’ Diploma (Junior Primary)
... Didactics, 1985 Structure.
.. Primary Teachers’ Diploma (Senior Primary)

... Didactics, 1985 Structure.

Natal Education Department Music syllabi 1982
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CHAPTER 3

METHODS AND PROCEDURES
3.1. INTRODUCTION:

The methods and procedures for collecting and analysing the
data are generally described. Colleges and inspectorate
circuits used for sampling are mentioned. Reasons for the

distribution of questionnaires are listed.

3.2. PROCEDURES FOR COLLECTING DATA: (cf. 1.7)

This research field covered Natal and Kwa-Zulu. The target

groups for this study were:

(1) the colleges of Education that offer PTD.
(i1) primary and secondary schools that are to give musi-
cal foundation to college entrants.

(1iii) communities in Natal and Kwa-Zulu.

Data were collected through triangulation. This triangula-
tion is formed by three research methods, namely,

(1) Interview;
C{(ii) Questionnaires;

(iii) Observations. (cf. 1.5.2)
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Triangulation was chosen because each of the three research
methods counter-checks the ground that might have been

overlooked by the other methods.

These three research methods highlight the current position
of music in schools and colleges. The collected data were
then compared to the prescribed music syllabi to check the
discrepancy thereof. The relevance and effectiveness of the

PTD Music Didactics syllabi were investigated by:

(1) critically looking at the musical background of
college entrants in relation to what colleges are expected

to offer, that is, Didactics in Music.

(1i) critically evaluating the content of the PTD Music
Didactics syllabi in relation to the amount of time that
would be sufficient to master such content. (NB: Here we
considered the actual music competency of entrants as they

enter colleges).

(iii) critically evaluating (assessing) the college music
lecturers’ knowledge, in various aspects of music; their
experience in the teaching of music, especially primary
schools because they are training primary school teachers.
Music lecturers were assessed because they are the people
who interpret the prescribed syllabi and put them to prac-
tice. The lecturers’ interpretation may either make the

syllabi to be effective or ineffective.
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3.2.1 INTERVIEW:

The chosen interview format was semi-structured. The fol-

lowing people were interviewed: (cf. 1.5.3)

(a) teachers and other school officials.
(b) community members

(c) students from different school sectors.
The purpose of interviewing was to find out:

(1) if communities in Natal and KwaZzZulu believe they need

music in their schools.

(ii) the type of music to be included in schools and wheth-

er this music should be an examination subject or not.

(iii) the communities’ assessment of music~teaching in

schools and colleges (see appendix 1)

The respondents were interviewed in small groups (of about
eight people at a time) so as to get group discussion that
would highlight the ideas (about music teaching in schools)

held by the majority.

The prepared interview form acted as a pool from which
questions were drawn to suit each group interviewed. This
meant certain questions were omitted when interviewing

people who do not teach music.
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3.2.2. QUESTIONNAIRES
The researcher distributed three sets of self-completion

questionnaires.

3.2.2.1 QUESTIONNAIRE A : SCHOOL TEACHERS SSA~STD 10

This questionnaire was distributed to teachers of schools
randomnly chosen from seven (7) circuits of Kwa-Zulu and
Natal. From each circuit, the chosen schools were a lower
primary (SSA to Std 2), a higher primary (Std 3 to 5), a
junior secondéry (std 6 to 8), and a senior secondary
school (Std 9 and 10), and each school stratum was repre-

sented by, at least, two teachers.

The purpose of this questionnaire was to find out the
effectiveness of the training done by colleges. This
effectiveness was evaluated through the sténdard of work
produced by teachers who passed from those colleges. There-
fore, in order to evaluate the effectiveness of music-
teaching in colleges, one has to check the music work of

music teachers who are college graduates.
The following circuits were visited:

(a) Umlazi North and South circuits.

(b) Umbumbulu.

(c) Port Shepstone.

(d) Kwa-Mashu.

(e) Mpumalanga, Pietermaritzburg (DET) and Edendale.

(£) Inkanyezi and Mahlabathini.
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(g9) Madadeni and Mnambithi.

- (See appendix II)

3.2.2.2 QUESTIONNAIRE B : COLLEGE TEACHERS (COLLEGES

OF EDUCATION

Questionnaire B was distributed to college Music lecturers
that offer PTD in Kwa-Zulu and Natal. Eight questionnaires
were also posted to Music lecturers of colleges of other

provinces.

This questionnaire was aimed at finding out the musical
background (plus qualification in music) of music lecturers;
their teaching experience; their attitude towards the sub-
ject they teach as well as other relevant points of impor-
tance. o

(See appendix III)

3.2.2.3 QUESTIONNAIRE C : COLLEGE STUDENTS (FIRST YEARS,

BEFORE THEY ARE TAUGHT MUSIC AT COLLEGE

Questionnare C was distributed to first year students of
colleges in Natal and Kwa-Zulu that offer PTD. This was
used in conjunction with eight-bar-melodies in both staff

notation and tonic solfa.

This questionnaire was aimed at finding out the college

entrants’ Music Theory background. The 8 bar-melodies
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checked upon the entrants’ sight-reading skills. Students

had to sing these melodies.
The following colleges were chosen:

(a) Umbumbulu
{b) Mpumalanga
(c) Appelsbosch
(d) Indumiso
(e) Madadeni
(£) Ntuzuma

(See appendix IV (a) and (b)

A record was kept of all questionnaires distributed and

those returned.

3.2.3 Part of the data was collected through the research-
er’s observation of music-teaching in schools and colleges.
This period of observation covered a period over twenty
years during which the researcher both attended and taught
in various schools. Here are some of the areas where the

researcher attended or taught:

Durban, Eshowe in Zululand, Alice in the Ciskei, and

Umbumbulu College of Education.

The researcher also compared his observation with other

music teachers from different provinces of South Africa.
The purpose of this observation was to discover:-
(a) how Music is taught in schools in relation to what is
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prescribed in the syllabi,

(b) the attitude of school teachers and officials to Music
and its teaching,

(c) the attitude of pupils to learning Music,

(d) the attitude of the communities to Music, as offered

in schools.

3.3 PROCEDURES FOR TREATING DATA: (cf. 1.8)

Inferential statistics were used.

Upon the return of questionnaires, the researcher edited
them (questionnaireé) to check whether all gquestions were
answered. Missing answers were cross-checked from other
sections of the questionnaire, and also from the open-ended

(semi-structured) interview.

Tables for analysing each response in a questionnaire were
drawn. The sample data inferred some characteristics of the
population from which the sample was drawn. The information
from questionnaires and interviews is graphically

represented.

3.3.1 ' The analysis tables for questionnares A and B carry
the following information:-
(1) - Number of questionnaires distributed

Number of questionnaires returned

Number of YES responses.
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Number of NO responses.

Number of UNANSWERED questions.

(ii) Where multiple-choice answers were given, the number
of each chosen answer was recorded and compared to the

total number of answered questionnaires.

3.3.2 The analysis table for questionnaire C carried the

following information :-

(i) number of questionnaires distributed.
(ii) .. .. .. returned.
(1i1) .. .. YES responses compared to NO responses.

(iv) .. .. UNANSWERED questions.

(v) for questions 3 to 15, the number of correct ansﬁers
was4compared to those of wrong answers.

(vi) questibn 13 is a multiple-choice; the number of each

choice was recorded.

3.3.3 The practical aspect of questionnaire C (that is,

the 8 bar-melodies) was evaluated as follows:
Students’ performance was categorised into:

(1) Weak - could hardly sing or play the melody.

(ii) Satisfactory - played or sang the melody but with
obvious problems with rhythm and time.

(iii) Good - sight-read melodies with ease. (fair treat-

ment of time and rhythm).
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There were two melodies in staff notation and two in tonic
solfa. One melody in tonic solfa modulated from tonic to

its dominant and back to tonic.

For this section, the number of total students tested was
recorded. This number was then distributed among the

three chosen categories. This was graphically represented.

0 3.3.4 The interview responses were treated by recording
the number of respondents and grouping their information

into sub-headings, e.g.

(1) total number of respondents,

(ii) number of respondents who play musical instruments -
the mumber of respondents was considered from each of the
following instruments :-

woodwind, brass, string, percussions.
(iii) practical music was divided into categories such as

choral, gospel, traditional, and instrumental.

The opinion responses were critically analysed and a summary
thereof written. Sub-headings were used when analysing
these responses, and the data drawn from the interview

graphically represented.
The questionnaires were manually scored.
Finally, the collected data was critically weighed against

the prescribed PTD Music syllabi and this reflected
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similarities andrdifferences between what the communities
" perceive as their need and experience, and what is pre-
scribed in the syllabi. The collected data was also
critically assessed to check whether it reflected the basic
philosophy of education, that is, music aesthetic

sensitivity.
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CHAPTER 4
FINDINGS OF THE STUDY
- 4.1 INTRODUCTION

The primary purpose of this chapter is to state the findings
of the research conducted. The instruments that were used
to collect and analyse the data are described and dis-

cussed.
The findings are presented as follows:

(1) Interviews
(11) Questionnaires

(iii) Observation

The summary of the findings is statistically presented in

the form of percentage ( % ).
4.2 INTERVIEW: ( Ref. Appendix I )

The interviews were conducted in groups, therefore, group

responses are recorded.
4;2.1 MUSICAL INSTRUMENTS PLAYED AND MUSIC READING

Many respondents do not play musical instruments and they
are also unable to read music. They desire to learn how to
play various instruments, especially keyboards. Though a
few have revealed a deep desire for reading music, top

priority was actual playing.
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The few respondents who do play instruments, play keyboards
and guitar. { Ref to tables 4.1 - 4.4 for statistical

figures ).
4.2.2 PARTICIPATION IN PRACTICAL MUSIC:

About 50% of the respondents take part in choral singing.
Choral music is normally loved because it is promoted by
schools, churches, and the community as a whole, in the form
of music cbmpetitions. rRespondents stated that they join
choirs because choirs are social activities which offer them
a chance for recreation. Tonic solfa is mainly used in

these choirs, and they sing a capella.

The next popular form of practical music is Gospel music. A

minority take part in ballroom dance, and in musical plays.

4.2.3 MUSICAL BACKGROUND:

It transpired that almost all respondents were taught Sing-
ing at primary school. Though they believed that this was
learnt without any insight and motivation, a foundation was

laid.

Very few of the respondents ( about 1% ) were ever exposed
to music-teaching and learning in the junior and senior
secondary levels. Only choristers were exposed to rote-

learning of songs, in preparation for music competitions.
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4.2.4 FURTHER STUDY IN MUSIC

Over 90% of respondents suggested that Music should be
taught in schools. The only practical aspect in which

people so far apply themselves to is choral singing.
4.2.5 WHETHER THERE IS A NEED FOR TEACHING MUSIC IN SCHOOLS

Almost all respondents suggested that music should be taught
in schools. They also suggested that the theoretical knowl-
edge should be applied in practical music, for example,

singing, dance, and instrument playing.

The main purpose of teaching music was summed up as being
the guidance offered to pupils so that they should under-

stand music and then appreciate it.

Here is a summary of what respondents gave as reasons for

the need for.teaching music in schools and colleges:

- to develop an individual’s innate talents,

- transmission and preservation of culture,

- training people to play various music instruments and to
enjoy music for its own sake,

- to promote expression of emotions and ideas,

- . to help those people who want to take music as their
vocation, |

- to share musical ideas with people all over the

world, therefore, a need for reading and writing music.
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'4.2.6 TYPES OF MUSIC TO BE TAUGHT:

Reséondents felt that all types of music, for example,
indigenous and western music, should be promoted at school.
Schools can do this by allowing students to apply their
theoretical knowledge in the practical fields of their

choice, for example, jazz, popular music, and choral music.

The justification of having all types of music is that
people are unique and they often find themselves in differ-

ent situations that need different types of music.

The majority of respondents specifically suggested the
teaching of staff notation. The given reason for this
choice is that staff notation is internationally used. ( I
hope television s¢reens also promote this idea, by showing
how musicians who read staff notation easily join bands and

orchestras in performances ).
4.2.7 EXPECTED MUSICAL KNOWLEDGE

Through interviews, it transpired that a post- matriculant
who has been exposed to music teaching, for at least ten
years of schooling should, among other skills :

(1) be able to sing simple melodies both in tonic solfa
and staff notation with ease,

(1i) be able to read staff notation,

(iii) be able, at least, to play one mﬁsical instrument

{iv) have basic knowledge in rudiments and théory of

music.
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4.2.8 WHETHER MUSIC IS EFFECTIVELY TAUGHT

The opinion of respondents was that music was not effective-
ly taught in schools. The reasons supplied for this inef-

fectiveness were:

(1) the shortage of musically qualified teachers in
schools,

{(1i) music is regarded as a non-examination subject,
therefore, no serious supervision is given to the subject,

- {iii) there is a great shortage of music facilities.

4.2.9 WHETHER THEORY OF MUSIC SHOULD BE COUPLED

WITH MUSIC OF A PRACTICAL NATURE:

All respondents felt that theory cannot be divorced from
practice since they complement each other. Theory of music
re-inforces the fundamentals of music which are wvital in

the execution of practical music.

The response to question 3 was that music is sound, there-
fore, it needs to be experienced aurally, and should be
responded to physically, for example, through body movement .

( Ref. appendix I )

4.2.10 WHETHER EMPHASIS SHOULD BE ON AFRICAN OR WESTERN

MUSIC.

The respondents revealed that emphasis should be on African
music (folk material) in the very lower classes. Western

music should be gradually introduced until both types are
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treated equally.Music should be taught as a universal
subject, that is, one’s musical knowledge must apply

universally.

4.2.11 WHETHER COLLEGES OF EDUCATION ARE EFFICIENT IN THEIR

TRAINING OF TEACHERS

The majority of respondents reported that colleges try their

best to produce efficient teachers, but have so far failed.

This failure is clearly reflected when respondents who are
not music teachers state that they observe no difference in
behaviour between people who were taught music, and those

who were not.

One respondent stated the following, in regard to college

efficiency:

"There is no contact between schools and the society, there-
fore, it is hard to tell whether or not teacher training
institutions are efficient. Schools need to sell their

image."
4.2.12 WHETHER TEACHERS FEEL INSPIRED TO TEACH MUSIC:

The majority of respondents did not feel inspired to teach
music because they felt they were not adequately trained in
music-teaching. They also reported that emphasis was put on
examination subjects, and as a result thereof, they also
had heavy loads on these ‘examination’ subjects. Another

bfactor which discouraged prospective teachers was the fact
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that many principals are not prepared to spend money on

music equipment.

4.3 QUESTIONNAIRES :

Questionnaires were divided into three types, that is, A, B,
and C (cf. to chapter 3). These questionnaires were person-
ally distributed and collected. BAll copies were'returned.
To save time, common questions will be simultaneously
analysed and the statistics thereof compared. There are 56
copies of questionnaire A, 9 copies of B, and 200 copies of

C, that were completed.

QUESTIONNAIRES A AND B
4.3.1 MUSICAL INSTRUMENTS PLAYED

At present, this research has revealed that there are very
few teachers and pupils in schools who play musical instru-
ments. The figures revealed 26.5% of school teachers, 89%
of college lecturers, and 9% of pupils could play musical
instruments. Though approximately 80% of both school
teachers and pupils read tonic solfa, only 8.5% were able
to read staff notation. 100% of college music lecturers
read tonic solfa with ease, and 79% were well versed with

stéff notation.

The musical instruments in question are recorder, piano,

organ, and guitar.

80



4.3.2 STANDARD OF MUSIC INSTRUMENT PLAYING

Most of the school téachers who play musical instruments
stated that their standard of playing was average. With the
college music lecturers, the figures were:

22% were beginners, 45% average players, and 33% were

excellent players.
4.3.3 INVOLVEMENT IN MUSIC OF A PRACTICAL NATURE

The survey revealed that 78% of college music lecturers, 57%
of school teachers, and 49% of college students take part in
music of a practical nature. This practical music was

dominated by choral music, followed by dance and gospel

music. The percentage of students involved in musical
plays and traditional dance (ingoma) was significantly
low.

4.3.4 TEACHERS WHO DID MUSIC DURING THEIR TRAINING

82% of school teachers and 78% of college music lecturers
did music when they trained as teachers. Only 49% of school
teacher respondents were teaching music when this research
was conducted. It transpired through interviews that many

of the respondents had passed music through rote learning.
4.3.5 SPECIAL MUSIC CERTIFICATES

It was discovered that only 6% of the primary and secondary
school teachers had special music certificates. These

certificates were predominantly those of Theory of Music,
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grades 1 to 3, and a few individuals had grade 1 in
Pianoforte. These theory and pianoforte grades are those of

Royal Schools of Music, and Trinity College of Music.

67% of college music lecturers had special music certifi-
cates. The work prescribed for such certificates is Theory
andVHarmohy of Music, instrumental and vocal music, and
History of Music. Most of these lecturers also did music

at university level in addition to music grades.

4.3.6 CURRENT MUSIC STUDIES

It transpired that only a few teachers were still pursuing
' music studies. Only 4% of school teachers, and 11% (1)
of college music lecturers are currently improving their
music qualifications. This is an indication that the
music knowledge teachers had missed at schools was never
supplemented, and, as a result thereof, they have limita-
tions in their music teaching. Question 9 of the prepared
interview (cf. appendix i) revealed that music is not
effectively taught in schools because teachers lacked exper-

tise therein.

Those teachers who were improving their studies were doing

them in Theory of Music.
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4.3.7 MUSIC TEACHING EXPERIENCE

Among the school teachers who were randomnly asked to fill
in questionnaires, only 49% were teaching music. With
colleges of education, only music lecturers were asked to

£ill in the questionnéires.

The analysis of the college music lecturers’ teaching

experience may be presented as follows:

Only one college lecturer (11%) had lower primary school
music teaching experience, and this was less than two years’
expefience. A total of three lecturers (33%) had higher
primary school music teaching experience. Out of the afore-
mentioned three, two had 3-5 years’ experience and the third
one had over 11 years’ experience. The remaining teachers

(56%) had never taught primary school classes.

Only 23% of the school teachers said they enjoyed teaching
music. The reasons stated by the teachers who do not enjoy

teaching music were:

(i) They feel incompetent to teach music because of their
music background and knowledge.
(ii) ‘Music is a non-examination subject, therefore, they

put emphasis on examination subjects.

Most of the music teachers and lecturers were found to have

other subjects to teach in addition to music. Two college
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lecturers (22%) taught music only. The remaining 78% shared
music with subjects such as Education, English, Afrikaans,

Biblical Studies, and Biology.

4.3.8 SPECIAL MUSIC ROOMS

The study revealed that there are a few institutions that
have special music rooms/centres which will allow sufficient
space for music activities such as games, small ensembles,
and choral practices. Only 12% of schools and 78% of col-
leges had special music rooms. One‘third of the rooms are
attached to other classrooms. Even those rooms that are
seperated from the classrooms were found to be situated at a

distance of not more that 40 metres away.

4.3.9 MUSIC CLASS AVERAGE ENROLMENT

Many schools‘and colleges are over populated in classroéms.
The research revealed that 49% of schools had an enrolment
of more than forty five (45) pupils in class, 71% of col-
leges had a class enrolment of between 15 to 30 students and
29% between 31 to 45. There was no college with a class

enrolment of less than fifteen students.

Colleges had an average of 193 music students taught by one

music lecturer.
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4.3.10 CLASSES THAT ARE TAUGHT MUSIC‘

Our study highlighted that there is music teaching from SSA
to Std 5. There were no respondents who had music teaching
in their schools in standards seven (7) to ten (10).
There was only one respondent who taught music in standard

six (6).

4.3.11 FAMILIARITY WITH PRESCRIBED MUSIC SYLLABI

There was only 29% of the school teachers who reported to be
familiar with the syllabi of the classes they taught. 78%

of college music lecturers were familiar with their syllabi.

Familiarity, here, refers to the good understanding, inter-

pretation, and execution of the syllabi.

Few teachers reported to be following the préscribed sylla-
bi as it is, for example, only 33% of college lecturers
followed the syllabi per se. The reason given forvthe
deviation from the set syllabi were that teachers lacked
some of the practical music skills that form part of the
syllabi, and they also had problems in interpreting some

aspects thereof.

4.3.12 BALANCE BETWEEN THE PRESCRIBED WORK

AND ALLOCATED TIME
67% of college music lecturers felt that the allocated time
was too little compared to the prescribed work. With

schools the statistics were:
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24.5% of teachers reported that there was too much work, and

there was 33% that did not respond.

4.3.13 RELEVANCE OF MUSIC SYLLABT

Only 33% of college music lecturers regarded the prescribed
syllabi as totally relevant. The remaining 67% stated that
- the syllabi were partly relevant, with some shortcomings,
for example, they wére regarded too western oriented. This
part-irrelevance was also reported to be revealed by the
fact that music taught at school has no continuity with the

music found within communities.

4.3.14 NEED OF MUSIC TEACHING IN SCHOOLS

(cf. section 4.2.6)
All respondents (school and college staff) expressed an
.undisputed need of teaching all types of muéic in schooié
and that certain schools should take it as an examination
subject. rMany respondents expressed a deep desire to léarn

how to play musical instruments.
4.3.15  EVALUATION IN MUSIC

According to the prescribed school music syllabi, there

should be no evaluation conducted.

The research revealed that 27% of school teachers did not
test pupils in Theory and Rudiments of music. 43% of teach-
ers did not test pupils in practical music at all. Those

teachers who tested, did their testing monthly and/or
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quarterly. Practical music was tested through pupils’

performance in school choirs as well as in concerts.

The study revealed that almost all colleges tested their
students in Theory and Rudiments of Music at various
intervals, for example, 33% were tested monthly, 22.2%
quarterly, and 55.5% at the end of each music unit. Certain
colleges used a combination of the aforementioned test

intervals.

Most of the college ﬁusic lecturers tried to measure their
students’ developement in practical skills. There was no
uniformity in the types of measures used, for example, some
relied on the choir as the basis of measurement, others

organised concerts or other arrangements.
4.3.16 MUSIC TEACHING PRACTICE

Only 33.3% of colleges sent out their students for teaching
practice in music. 3 colleges reported that their student
teachers did only one criticism lesson per student over the

whole PTD course, that is, over a period of three years.

4.3.17 PRESCRIBED BOOK FOR MUSIC DIDACTICS
Many colleges had no book prescribed for Music Didactics.
Threé colleges reported to have a prescribed book. One

college reported to be using Essentials of teaching

elementary school music by Nye and Nye as their prescribed

book. The other two colleges did not specify the books they

prescribe.
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4.3.18 SCHOOL/COLLEGE CHOIR AND EXTRAMURAL ACTIVITIES

It was discovered that all college music lecturers and also
many of the school music teachers were also responsible for
their college or school choirs. They trained and conducted

their choirs.

The majority of them also reported to be responsible for
other extramural activities, such as the Student Christian
Movement, Girl Guides, Boy Scouts, Athletics, and Netball

and Soccer.

QUESTIONNAIRE C (College Students)

4.3.19 MUSICAL INSTRUMENTS AND COMPETENCY

IN SIGHT READING

The reseach revealed that there are very few students who
play musical instruments - only 9% played any musical
instrument. Though 79% of students could read tonic solfa,

only 8.5% were able to read staff notation.

49% of college stﬁdent respondents were reported to be
involved in music of a practical nature, for example, choral
music, dance, gospel, and musical plays. The popularity of
mu;ic‘types was as follows:

63% respondents were involved in choral music, 20% dance,

and 17% in gospel and other types of music.
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The students’ experience in this music varied markedly from

one student to the other.
4.3.20 THEORETICAL KNOWLEDGE (MUSIC LITERACY)

The data collected through questionnaires gave a good illus-
tration of the college entrant’s level of music literacy.
Only 25% of students knew of the use of accidentals, that

is, sharps and flats; 6% knew of the keyboard layout; 6,8%

knew of the key signatures. (cf. table 4.3)

4.4 OBSERVATION

Hereunder, follows the researcher’s observation of music
teaching in schools and colleges. This period of observa-
tion covers a period of over 20 years, during which the

researcher both attended and taught in various schools.

Thekrésearcher’s schooling and teaching experience covers
tpe following areas: Durban, Eshowe, Alice, and King
Williams Town. The researcher had also, in the past, had
informal interviews and exchange of ideas in relation to
music with many school personnel from various provinces

and circuits.

As a college music lecturer, the researcher has regular
contact with schools, in connection with music teaching.
Through such contact, the reseacher has observed that

music lessons are normally recorded in preparation books

but seldom taught. -
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It also transpired through these "exchange of ideas"™ and

personal observation that:

(i) School music teachers are generally limited in their
music teaching, and in methods thereof.

{(ii) Schools, especially secondary schools, do not teach
music; they concentrate on the examination subject, hence

their supposed-to-be music teachers have full loads in these

subjects.

(iii) Although 73% of school teachers had reported to give
regular tests in Theory of Music, the researcher’s observa-

tion makes this doubtful because:

(a) Many teachers in the circuits that the researcher has
visited openly admitted that they were not teaching Theory
of Music because of their limitations therein. They only

recorded the lesson preparation just for record purposes.

(b) These teachers further stated that, on certain days,
they ask pupils to sing whichever songs they know (when

they are to teach songs).

The researcher has observed such a situation in the schools
he has visited for teaching practice in music. Student-
teachers normally experience problems when following the
mﬁsic teacher’s work programmeibecause, in most cases, what

was recorded as had been taught was actually not taught.
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4.5 ANALYSIS OF THE RESEARCH FINDINGS

4.5.1 THE CURRENT MUSIC BACKGROUND OF

THE COLLEGE ENTRANTS

The opinion of the Black communities (as stated in section
4.2.7) is that college entrants are expected to have accom-

plished the following by the time they reach college:

-~ to be able to read, at least, simple melodies both in

tonic solfa and staff notation in wvarious keys,

- be able to play, at least, one musical instrument,
- be good in singing, especially, using tonic solfa.

(cf. 2.3)

4.5.1.1 At present, this research has revealed that there
are very few teachers and pupils in schools who play

musical instruments.

The collected data also revealed that college entrants are
musically illiterate. {cf. 4.3.20 and also table 4.3) The
students’ music illiteracy may be a result of various fac-
tors that affect the teaching-learning situation of music in

schools. Some of these factors are:
(a) Teachers

82% of school teachers did music when they trained as teach-
ers and only 49% of the teacher respondents were teaching

music when the research was conducted. It transpired
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through interviews that many of the respondents had passed

music through rote- learning.

Only 4% of the teachers were still pursuing further studies
in music. This is an indication that the music knowledge
that they had missed at school or college, was not supple-
mented, and as a result of this, they have limitations in
their music teaching. Question 9 revealed that music is not
effectively taught in schools because teachers lack exper-

tise therein.

(b)  Syllabi

The syllabi contribute to illiteracy because of the

following:

(i) Evaluation: The prescription is that no evaluation
should be done becausé Singing (Music) is a non-examination
subject. This absence of evaluation promotes ineffective
teaching because there is no way of assessing whether there
is progress in the teaching done. Another implication of
"no evaluation" is that the subject is not important, there-
fore, some teachers stop teaching it and teach their exami-

nation subjects during that music period.

(ii) Content: It also transpired that there was no balance
between the prescribed content and the allocated time. This
gross imbalance discourages many teachers from teaching

music.
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Eacﬁ class (from Std 1 to 5) is expected to learn 10 new
songs each year. No specific songs are mentioned. These
songs are an addition to the other prescribed content. The
prescribed time is too short to accommodate these songs,
as well as train pupils in playing musical instruments. (cf
2.3.3 (i1)). Tuition in instrument playing needs individu-

al guidance and a lot of time, in order to refine the skill.

The recommended teaching approach is that of practical music
making. Many teachers were not familiar with the pre-
scribed>content, and lacked in music skills necessary for
the interpretation of the content. Only about 8.5% of

teachers understood staff notation.

(c) Equipment
Effective music teaching is not conducive in schools
because of the lack of music rooms and equipment. (cf.

4.3.8)

Music deals with sound, therefore, for it to be better
understood and loved, it must be experienced aurally.
Pupils and teachers need to be familiar with the different
tone colours of music instruments and also be able to
perceive the sound of written music. For this to happen,
schools need to be equipped with sufficient music instru-
ments on which pupils would practise. There should be

radios and records to be used for music playing.
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Another importént point here is the availability of a spe-
cial music room/centre which will allow sufficient space
for music activities. Only 12% of schools had such special
music rooms. Other teachers are disturbed by the practi-
cal music classes if their classrooms are adjacent to class-
rooms used for music. These classrooms are not sound-
proofed, and, as a result of this, some of the music teach-
ers avoided letting their classes sing during music lessons

because they did not want to disturb their colleagues.

(d) Administration

It was discovered, through observation and interview, that
many teachers who teach music have other examination sub-
Jjects to teach. Most of these teachers usually use music
periods to teach other subjects in which pupils would be

evaluated.

Many principals were found not to be prepared to spend money
on music equipment. The defence given by principals was

this:

(i) Music equipment is expensive, and there is no safe
space to store such equipment.

(ii) It is also hard to get efficient and experienced music
teachers, therefore, one may not buy instruments that may

not be utilised effectively.
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4.5.1.2 MUSICAL SKILLS

The collected data revealed that college entrants lack in
musical skills such as instrument playing and notation. It
came out clearly that these music skills are relevant to the
needs of the communities ( cf 1.9 ). 67% of college staff
respondents stated that there was no balance between the
amount of prescribed work and the allocated time. To
further reveal the lack of practical music skills, it was
found that only 6% of student respondents were familiar with
the keyboard layout; 18% were used to the modulator ( in

tonic solfa), and 9% played music.

4.5.1.3 SINGING AND PLAYING OF INSTRUMENTS

In the light of what is expected by the syllabi : "college
students should familiarize themselves with singing and
playing of instruments, for example, xylophones, piano, or

recorder.”

The collected data revealed that students have no serious
problem with singing using tonic solfa.About 80% of the
respondents were familiar with tonic solfa. Students had
no background of instrument playing. Colleges find it hard
to teach individuals how to play instruments. This is
caused by the fact that the first and second year students
have only one (1) Music period per week. The music class
enrolment is usually high; leading to a shortage of instru-

ments on which to practise. Students get very little time
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of actively listening to music (appreciation lessons).
This is caused by the fact that teachers spend almost all
teaching periods trying to ‘cover up’ the work that was to

have been done in the primary and secondary schools.

4.5.1.4 EVALUATION

According to the prescribed syllabi, "student-teachers are
to be evaluated throughout the year so as to check upon

their musical growth."

This study revealed that almost all colleges tested their
students in Theory and Rudiments of Music at various inter-
vals. The aspects that appeared to be inadequately evaluat-
ed were:

(i) growth in practical music skills

{(ii) teaching practice.

Most of the college music teachers tried to measure their
students’ development in practical skills. There was no
uniformity in the typeé of measures used. With all measure-
ments used, not even one ensured the measurement of an
individual student’s development. This was attributed to
time, the enrolment per class, and the availability of

musical instruments.

According to the PTD Music Didactics syllabus, "at least one
criticism lesson and two practical lessons per student over

the last two years of this PTD training course”" should be

taught.
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Only 33,3% of colleges sent out their students for teaching-
practice in music. Student teachers who do no practice in
music find it hard to conduct music lessons. Such teachers
would lack self-confidence in an actual teaching situation
and, as a result thereof, avoid music teaching by all

means.

4.5.1.5 COLLEGE MUSIC LECTURERS

The research data revealed that college music teachers are

adequatély qualified to teach music. The statistics were:

(1) 89% could play one or more music instruments
(ii) 78% could sight-read staff notation

(iii) 100% could sight-read tonic solfa

(iv) 78% took part in practical music

(v) 78% did music when they trained as teachers

(vi) 67% took Music as a major course

Armed with the>above mentioned-skills, the college teachers
are in a position of being very resourceful to their music
students. If one’s teaching experience is a contributory
factor to one’s effectiveness in teaching, it is appropriate
to analyse the music teachers’ teaching experience.

(cf. 4.3.7)
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4.5.1.6 BLACK COMMUNITIES’ MUSICAIL NEEDS
It was pointed out in Chapter 1 that:-

(i) people want music which expresses their feelings as
well as their culture.

(1i) they also want to be exposed to Theory and Rudiments
of Music so that such knowledge would be useful in practi-
cal music, for example, in singing and instrumental
playing.

(iii) they want to be exposed to many types of music so
.that they may have an aesthetic growth in music. Aesthetic
growth refers to one’s continuous development in being
sensitive to the way different music elements are brought
together in order to express the musical meaning. Once an
individual‘has learnt how to aesthetically perceive and
react to music, one is then in a position to differentiate

between good and bad music.

The many types of music to which people need to be exposed
include chorél-, popular-, western-, ethnic-, gospel-,

dance-, and other kinds.

4.6 COMPARISON OF THE COMMUNITIES’ MUSICAL NEEDS AND THE

WORK PRESCRIBED FOR PTD MUSIC DIDACTICS

There are no marked differences between what communities

need in music with what is prescribed for PTD Music

Didactics.
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The similarities 1include the following:

(1) The communities need relevant music which would be part
of their culture and be expressive (ref 1.9.2). This need is
accommodated in the PTD Music Didactics; PTD (Junior)
specifies that ethnical music be given priority - teachers
do their own selection of music. The use of indigenous music
is also mentioned in PTD (Senior) syllabus.

(ii) Sections 4.2.5 and 4.2.6 point out that people should
be socialized into both ethnical and western music. This is
included in section A of the PTD (Junior) syllabus.

(iii) Section 4.2.1 points out that people should apply
their music theoretical knowledge in practical situations.
The interview response was that many people have a desire to
learn how to play various musical instruments. The PTD
syllabi include instrumental teaching and playing. Students
are also encouraged to sing in college choirs.

kiv) Section 4.2.5 also indicates that people need to be
given thorough training in rudiments of music, and also be
helped in aesthetic development. The PTD syllabi include
Rudiments of Music, for example, the PTD (Senior) syllabus
prescribes 60 periods té the theoretical section of music.
Aesthetic sensitivity is accommodated in music aspects such

as listening, creativity, and in performance.

The subtle differences include the following:

(i) The PTD (Senior) syllabus does not cater much for

indigenous music.
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(ii) The PTD Music syllabi are not intensive to cater for
those students who wish to be music specialists, that 1is,

people who intend making music their vocation.
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CHAPTER 5
CONCLUSION AND RECOMMENDATIONS
5.1 INTRODUCTION

In this final chapter the research findings are summarized
by drawing conclusions and then giving recommendations. The
recommendations will be given as suggested solutions to

encountered problematic areas.

The first chapter implied that music teaching is very unsat-
isfactorily handled in South African Black schools. Part of
the blame for this unsatisfactory performance was assumed to
be the result of the ineffectiveness of Colleges of Educa-
tion. The PTD Music syllabi were also considered to have
gross‘imbalances between the prescribed work and allocated
time. Certain parts of these PTD syllabi were also consid-

ered irrelevant to Black communities.

The second chapter dealt with the general trends in Music
Education as applied all over the world. These trends were
compared to the prescribed music syllabi. The PTD music

syllabi were analysed and summarized.

In the third chapter the instruments that were used to study
the'current state of music teaching and learning in black
communities were discussed. The opinion of people, in
regard to the need of music teaching in schools and colleges

was looked into. The relevance and effectiveness of the PTD

Music syllabi were researched.
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The fourth chapter tabulated the findings.

Whereas the relevance and effectiveness of the PTD Music
Didactics syllabi were investigated, the recommendations
covered the ground from primary schools to colleges. Focus
was given to primary and secondary schools expected musical
foundation that is to be laid by these schools. Without
sound musical background, college music teaching would be

ineffective.
5.2 CONCLUSIONS DRAWN FROM THE COLLECTED DATA

The investigation into relevance and effectiveness of the
PTD Music Didactics Syllabi revealed to us a network of
factors thaf led to the current state of music in colleges,
as well as in schools. We shall now conclude the chapter
by checking into the relevance and effectiveness of these

syllabi.
5.2.1 RELEVANCY

The curreﬁt PTD Music Didactics syllabi are relevant. These
syllabi are relevant in the fact that most musical aspects
and skills needed by Black communities are prescribed, for
example, instrument playing, notation, singing, listening,

movement, and creativity. (cf. 1.9)

100% of college music lectures (as well as respondents from
other sectors) expressed the fact that music must be taught

in schools both as an examination subject and also for
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general knowledge. About 78% of these respondents believed
that the PTD Music syllabi were generally relevant though
there were a few things to be attended to, to make them

more relevant.

What tended to overshadow this relevancy was the admini-
stration of these syllabi. The way in which a programme
is administered, either causes that programme to be effec-
tive or ineffective. The same applies to our Music syllabi
because they are basically sound in conception but

ineffective in practice.

5.2.2 EFFECTIVENESS:

The current PTD Syllabi are ineffective. The ineffective-
ness is a product of several contributory factors. The

ineffectiveness is clearly explained by the following:
5.2.2.1 MUSICAL BACKGROUND OF COLLEGE ENTRANTS:

The PTD Music Didactics syllabi were compiled for students
who had previously done Music/Class Singing in primary and
secondary schools. During the first year, students are to
revise Theory of Music, and also improve both their theoret-
ical and practical music skills. In short, students have to
pplish up their music, and also improve in creativity,
listening, notation, history of music, and other branches.
The second and third years are set aside for training stu-
dent-teachers as to how they are to teach music in primary

schools. These years are to be dominated by teaching prac-
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tice and demonstration lessons of how various materials may
be taught to pupils. Skills in choir training and

conducting are also to be developed here.

Unfortunaﬁely, PTD syllabi are not effective because the
majority of college entrants come to college with minimal
music experiencé (if any). College lecturers, therefore,
have to start afresh in teaching what was to have been
taught from SSA to Std 10. College lecturers resort to
this teaching (starting from scratch) because they cannot
train éﬁudent-teachers to teach what they (students) do not

know.
Simpson (1976) has this to say:

music teachers in colleges of education find
that the great majority of their entrants have
no discernible musical literacy, and that not
a few of the men in particular cannot even

sing. (p 95)

These student-teachers would leave colleges with little
Music Didactics, as well as having rote-memorized (in

most cases) information on theory and rudiments of Music.

The above is best illustrated by Thembela (1968) when he

gives his observation:
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A vicious circle is then created, where
teachers leave the ﬁraining schools without
the necessary preparation to handle pupils

who will also arrive at the training school
without the necessary background for effective

training. (p 22)

5.2.2.2 ALLOCATED MUSIC TIME (cf. 2.5.1)

PTD 1 and 2 (junior) have one period per week, respectively.
PTD 3 (junior) have two periods per week.
PTD 3 (senior) have four periods per week. (NB. They only

start doing Music at third year level).

The research finding showed that 67% of college music teach-
ers felt that the time allocated to music was too little
compared to the prescribed work. If we were to consider the
students’ musical experience and competency when they enter
college, we would then conclude that the situation is‘worse

vthan that reported by college staff.

It was pointed out in the previous chapters how the college
music lecturers spend the allocated time; what makes matters
worse is that, during the first two years, music is allocat-
ed a single period per week. This arrangement breaks the
éontinuity of the lessons because, by the time the following
music period comes, students would have forgotten about the

previous work. Paynter (1982) states:
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One thing is fairly certain, and that is that if we
are to make any significant impact educationally
with music, a single 35-minute period once a week

is not much use ....

Yet how often are we guilty of creating ‘weak
teachers’ by asking them to do the impossible; to
generate enthusiasm for music and a genuine
involvement with music in mixed ability classes
‘on 40 minutes once a week? If there was ever an
- undertaking that required skill in handling, it 1is
surely the single-period once a week music lesson.
There is so little time to develop even the
simplest of ideas. The bell goes and the impetus
is lost. Next week the whole process must begin
again - and because we made such little headway
in the previous week we may well have actually
loét ground. Progress 1is slow, pupils become
bored, and the teacher feels he/she is fighting

a losing battle. (p 149)
Thembela (1968) sums up the problem in these words:

The greatest difficulty for a music teacher in a

training school is to find time to

(1) develop students as practical musicians;
(1ii) give students useful knowledge and

understanding of music.
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(i1ii) help them to acquire a repertoire of music
suitable for children at various ages and
stages;

(iv) help them to acquire a technique of
presenting this music;

(v) acquaint students with notation and
(vi) teach students how to release their pupils’

creative potential in music. (p 22)

The effects of this shortage of allocated time is illustrat-

ed by Van der Stoep (1984) -:

In order to cope with demands of comprehensive
teaching content, teachers of [MUSIC] all over
the world ignore the practical aspects which must
be dealt with .... because this would take too
much time. The teaching of these sﬁbjects (1.e.
practical subjects) not only looses in quality;
their essential nature is jeopardized because the
subject does not come into its own right. This
means that the meanings and values contained
within these subjects are only partially exposed.
The effect is that pupils’ command of these
subjects is inadequate because memorization
replaces insight. In the end, the aim is merely to
pass the examination - within this context, the
child’s actual insight and understanding are
therefore irrelevant..... A large group of pupils

develops resistance to this kind of study. (p. 205)
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To conclude this problem of time, it is appropriate to point
out that student-teachers lose a lot because they do not get
time for didactics and teaching-practice. Boney and Rhea
(1970) discuss the importance of student teaching in music.
They point out that students are provided "an opportunity to
. observe and to work actively in various aspects of the music
teaching field..... student teaching marks the beginning of

one’s career."

The lack of thorough guidance in student teaching leaves
students feeling ’‘insecure of their approach to music’
(Poole, 1979). This insecurity eventually leads to a nega-

tive attitude towards music.

5.2.2.3 MUSIC PHILOSOPHY (cf. 2.2.5)

The current PTD syllabi are issued without any accompanying
philoéophical foundations. A well- formulated philosophy
‘would guide the teacher in almost all his teaching. It is
this philosophy which would be the foundation of music love
and positive attitude. Teachers who have a positive atti-
tude towards Music normally try their best to equip their
students with music that can be put into practice - all
the skills, knowledge, understanding, and appreciation that
are acquired by the student must be transferred to the

home and the community.
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5.2.2.4 CLASS ENROLMENT ACCOMMODATION

According to the PTD syllabi, students must be developed
in such musical skills as instrument playing, singing,

and listening.

The research revealed that 71% of colleges had a class
enrolment of between 15 to 30 students, and 29% between
31 to 45 students. There was no college with a class of
less than 15 students. 78% of colleges also had special
music rooms and one third (33.3%) of these special music
rooms are attached to other clasérooms. Even those rooms
that are separated from other classrooms were found to be
situated at a distance of not more than 40 metres away.
This close proximity of music réoms to the other classrooms
leads to the disturbance of other classes by music ’‘noise’
caused by singing, instrument playing, records and tapes,
and other musical activities that might be conducted. The
avoidance.of such disturbance leads some teachers to avoid
" practical skills and activities, and only concentrate on

theory of music.

The numbers are so high in classes that teachers find it
hard to teach instruments. Most of the musical instru-
ments need individual tuition, and it is hard to afford
this because of time, accommodation, and also manpower.
One teacher cannot afford coaching more than 100 students

per week. (refer to Table 4.4)
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Almost all the colleges do not have spacious music rooms
or centres that make it easy for conducting music games.
In fact, most such rooms are even too small for effective

choir rehearsals.

Therefore, high class enrolment and poor accommodation tend

to weaken the effectiveness of PTD Music Didactics syllabi.

5.2.2.5 ADMINISTRATION OF MUSIC DIDACTICS

Another factor which contributes to the ineffectiveness
of Music Didactics is the manner in which this is adminis-

tered in colleges and in schools.
5.2.2.5.1 Teaching Loads:

The research study revealed that only 22% of the music

teachero ‘

Ataught only music. That, at times, was caused by the
- fact that many people regard music teaching as compris-

ing of only theory of music and singing. In fact, many

colleges (and schools) regard competency in choir training
~as the important criterion of advertizing teaching positions
for music teachers. Usually, teachers who are overloaded
with work and also teach other subjects in addition to

music, tend to sacrifice music teaching for these sub-

Jjects.

In the minds of people (including quite a few
Heads and education administrators), the image

of the school music teacher is that of the
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'Director of Music’ conducting choirs,
orchestras, or bands, and organising concerts.
Class teaching he is expected to take in his
stride, and it is generally assumed that this
will not particularly be demanding; a little
"music appreciation’, perhaps, or some class

singing and ‘theory’.

...a teacher who tries to maintain a high
level of general music activity in class
lessons but is well aware that, from point of
view of the administration, it is the band (or
whatever) that really matters, can easily find
himself seriously overworked. (Paynter, 1982,

pp 149-150)
5.2.2.5.2 Inadequate Music Facilities:

According to B7 of Junior Primary Subject Didactics :

-Music, colleges must acquire instruments such as the

following:
piano, karimba, recorders, drums, and bells.

It was discovered that most colleges do not have such
instruments because of meagre financial resources and, also
ﬁecause of the unavailability of time and accommodation to
use such facilities. Hence, students end up without getting

a chance of using such instruments, and thus loose practical

music experience.
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The findings were that the PTD Music Didactics syllabi are
relevant in the sense that their contents are those
needed by Black communities. These syllabi were found to

be ineffective. This was mainly attributed to:

(1) musical background of college entrants,
(ii) time allocated for music teaching,
(iii) music class-enrolment and accommodation, and

{iv) general administration of music didactics.

These findings affirmed:

Hypothesis 1 (section 1.3.1). It is better to note that
music lecturers revealed their eagerness to share whatever
music skills and knowledge they have with their students;

only time inhibits this.

Hypothesis 2 (section 1.3.2) It was found that there is a

lot of work to be covered within a limited period of time.

Hypothesis 3 (section 1.3.3) was negated by the findings of
the investigation. All the work prescribed in the music

syllabi was found to be part of what the Black communities

need.

5.3 GENERAL RECOMMENDATIONS

For Music Didactics to be effective in colleges, there needs

to be serious music (Class Singing) teaching from SSA to Std

112



10. Secondary (junior and senior) schools should be active-
ly involved in music teaching. The research revealed that
there is virtually no music teaching in junior and senior
secondary schools. Most of the primary school teachers
indicated that they get discouraged in their teaching
because ﬁhat they do has no continuity to secondary

schools.

If possible, within a circuit, there should be a chain of
special schools that would do Music as an examination sub-

ject. This chain can be as follows:

Lower primary A...... Higher primary B..... Junior secondary
C...... Senior secondary D.

Lower primary A would teach music and refer its music pupils
to higher primary B upon completion. Higher primary B would
continue from where A ended. B will in turn feed C with
music students which will'then proceed to D until they go
to collegés and universities. By the time these students

" reach college, they would be musically literate.

The Department of Education and Culture should also explic-
itly accept Music as a subject worth teaching. So far, the
picture that is painted is that music is not an important
subject - this is revealed by the fact that there is no
serious supervision of Music. Music is not usually included

in the panel inspections conducted in schools.

More time should be given to music teaching, both at school

and college level.
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5.4 PRIMARY AND SECONDARY SCHOOL MUSIC TEACHING

The ihterviews highlighted that primary schools do attempt
to teach music (Class Singing) but secondary schools
(junior and senior) have no music teaching what-so-ever. It
is at this secondary school level that the interest in
music-learning is totally deétroyed. Only school choirs are

made to flourish.

To make music teaching to be effective at the primary and

secondary school phases, the folloﬁing are recommended:

5.4.1 Clear Philosophy of Music

The Philosophy of Music adopted by Kwa-Zulu Departmént of
Education and Culture sﬁould be clearly.stated so that
teachers would know exactly what is regarded as music at
school. They would also be guided as to why they need to

teach, how to teach and whom to teach.

This philosophy of music can be issued together with music
syllabi. It should also be emphasised by the teacher-
training institutions, as well as in-service centres. A
well-formulated philosophy would act as a foundation of all
music teaching that is to be done. The writer suggests the
»following philosophy of music education for schools and
colleges in Natal and KwaZulu: the development of aesthetic

sensitivity to music (cf. 2.2.5.)
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5.4.2 Music Teachers.

To overcome the shortage of music teachers who love and are
dedicated to their subject, both primary and secondary
schools are to: - have particular teachers who will be
responsible for music teaching in the school, for example,
teacher X may be assigned to teach music {(as a specialist)
in the whole school, or part thereof, depending on his duty

load as well as school enrolment.

House\(1973) recommends this idea when he states that some-
classrooms teachers in the primary schools may have to teach
music to more than one classroom, while their collegues

handle other subjects for them.

Such an arrangement may benefit both students and teachers
because such teachers will be concentrating on their
particular subjects, and they tend to improve due to spe-

cialisation.

Where possible, music-teaching posts should be created and
be advertised so as to draw suitably qualified music teach-

ers.

- To increase the number of Music specialists, the

Department of Education may open a programme of Music
upgrading, for example, a limited number of teachers may be
given study-leave for a year, during which they may go to

colleges to do intensified work in Music teaching - as it is
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done with Library Science and Physical Education in the
Transvaal College of Education. With such a programme

available, more teachers can come forward and teach music.

5.4.3 Music Administration:

Whereas Class Singing is a non-examination subject, it has
to be taught to all children. When all children are taught
music (Class Singing), there will be a need for more music

teachers.

Mulder (1986) and Paynter (1982) emphasizes the idea of
exposing all children to music-teaching-learning situation.
This would challenge the pupils and it would also encourage

them to proceed with music learning to higher levels.

Elke leerling in die skool behoort om klasmusiek te
ohtvang....en daar behoort genoceg onderwysers vir
klasmusiek opgelei te word om in alle hoerskole se
behoeftes te voorsien, anders kan klasmusiek nie

suksesvol aangebied word nie. (Mulder bl. 35)

If the child in the early stages learn a
considerable number of songs of a simple
character, he has more chance of developing

the musical sense. (Paynter, p 10)

To avail more floor space for music activities, special

music centres should be provided. Where such a centre/room

116



is not available, furniture should be arranged in a way that

will suit the type of prepared activities.

Music can only be challenging when it acommodates both the
theoretical and practical aspects. Usually, classrooms that
are full of desks which are heavy to be moved about, are
only conducive to lecture methods of teaching. Normally,
in music, the lecture method leads to boredom and hatred of

the subject.

Schools should be encouraged to buy musical instruments and
other facilities that would promofe music teaching-learning
situation. These musical instruments and equipment like
taped casettes and records would help fuse theory and

practical music.

Like in other subjects, there should be thorough supervision
and guidance given to music teachers. The Department of
Education.and Culture may help by availing funds and re-
sources that would promote music. This promotion may be
brought about by music inspectors and music advisers
(employed by the Department), whose work may be to check if
music. is taught, and to give guidance and in-service train-
ing in areas where problems arise. School inspectors are
also to help principals and H.0.Ds to supervise and

encourage music teachers.

This encouragement may also be brought about by scouting for

possible sponsors who may donate in the following ways:
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(2) Building music rooms (even music schools, where possi-
ble) .

(b) Sponsoring programmes that may help upgrade music
teacher’s experience, for example, through seminars, ex-
change programmes, and also music scholarships.

(c) Sponsor music material that can be used by the whole
circuit for example, have facilities like music libraries,

and equipment that may be used by all schools.

_Principals may help by organising the administration of
music Qithin their schools. They may also supply the music
'matérial that may be needed by teachers. For effective
music teaching, principals must aécertain which class teach-
ers are capable of such teaching, and assign them the task.
In many cases, this will mean that some clgss teachers in
therprimary grades will be teaching music in more than one

class.

5.5 COLLEGES OF EDUCATION

Whereas musiciwas ineffectively offered in the primary and
éeéondary schools, .colleges should not despair, but take the
current state of affairs as a challange to them. With the
type of manpower that is available in colleges, certain
iﬁprovisations that can improve the effectiveness of the PTD

Music syllabi should be afforded.

To improve the effectiveness of the PTD Music syllabi, the

following are reccommended:
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5.5.1 Allocated Music Time

In order to supplement (actually start afresh) the music
theoretical and practical work that was done (or supposed to
have been done) in the primary and secondary schools, the
college Music Structure should provide music teaching with
more time, at least, three periods for PTD 1 (Junior) per
week. At three periods a week, colleges may spend the
first year intensifying their teaching in Music theory and

practice.

The specialisation done by PTD 3 Senior in Music, should, at
least, commence at their second year levei of study, as was.
done before the implementation of the 1985 Structure. If
this"specialization commences at second year level, student
teachers would get sufficient time for observation and
teaching-practice in music. Again, at this level, students
are not over-anxious ébout the work pressure they have and
there is no threat posed by the prescription of a new

subject to them. (cf. section 2.5.1, subject breakdown)

In addition to the allocated time, music teachers may still
sacrifice their time for extra tuition in music, where

possible. (Most of the music teachers are already sacrific-

-ing) .
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5.5.2 Class Enrolment

Though it cannot be disputed that there is a shortage of
colleges of education, over-enrolment in classes normally
brings about adverse results - poor teaching, leading to a

high rate of failure.

Music'is a practical subject and, as such, students need to
have (where possible) individual guidance and tuition in
musical instruments; .Small manageable numbers are also
bette: for guidance in choir training and other choral
activities. If each student-teacher is to be actively
involved in practical work, small numbers of about 25

students per class (at most) are recommended.

The control in class-enrolment may ease the shortage of

- Floor space.
5.5.3 Music Rooms/Centres

It was pointed out that, practical music activities such as
songs, and games disturb other classes. To overcome this
problem, it is recommended that colleges have special music
centres that are detached from other classrooms. Such
rooms should be big enough to be used for choir practices
and other music activities that are part of the prescribed
>work. There should also be facilities of storing music

equipment, for an example wall cabinets with locks are

ideal for individual student use.
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Such rooms/centres are usually conducive to effective music
teaching, and they promote freedom in the execution of

practical work.
5.5.4. Music Teachers

Most of the colleges are at present staffed by suitably
qualified music teachers, in as far as music knowledge and
skills are concerned. Very few of these college teachers
had primary school teaching experience. As a result there-
of, most of the teachers theorize when guiding student
teachers in the art of presenting‘ music to primary school
pupils. There is usually a difference between what ought
to be done and what actually happens. Exposure to a pri-
mary school teaching situation puts a teacher in a better
teaching position when éuiding student teachers in didactics

. that is relevant to primary schools.

It is then recommended that the music teachers in colleges
that offer PTD, should preferably have primary school teach-

ing experience, in addition to their music qualifications.

It is then recommended that the music teachers keep strong
contact ﬁith the primary schools in their vicinity so that
they. know of developments of interest in their field and,
as a result thereof, bring about continuity of what was

taught at college with what is found in schools.

The college music teachers should also be well versed with

the philosophy of music adopted in the education system
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under which they fall. This clarity would facilitate

their interpretation of the prescribed PTD Music syllabi.

It is then recommended that the Department of Education and
Culture (and also DET) issue a clearly formulated Music

philosophy.

5.5.5 Teaching-Practice

It is recommended that student-teachers be offered intensive
guidance in the teaching methods appropriate to music. The
effectiveness of these methods will be revealed when the

student- teachers are actively involved in the teaching-

learning situation during their teaching-practice.

PTD (Junior) music students should undertake, at least,
three criticism lessons and nine daily (ordinary) lessons in
music over a period of three years. PTD (Senior) should
also try the same number of lessons as recommended for

junior though recommendation 5.2.1 should be the priority.

5.5.6 Music Supervision and Guidance

It is recommended that the Department of Education offer
assistance to music teachers in the form of clear and proper
guidance as to what is to be taught - for example, clear

music philosophy.

There should also be specific songs that a prescribed to be

taught at colleges. These are the songs that will help show
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teachers the type of songs that ought to be chosen.

The Departments of Education, through its officials, should

organise in-serivce training for college music-teachers.
5.5.7 Assistance from Other Sectors

The assistance of business and private sectors in the promo-
tion of music teaching should be sought. This assistance
may be in the form of cash, equipment,and bursaries for
music.

The colleges can also have close working contact with local
and cultural organisations - this may offer students chances
of performing their music and also that of gaining practical

experience.

5.6 SUMMARY OF RECOMMENDATIONS

The following recommendations are given in response to the

findihgs of the conducted research.

1. There should be, at least, a primary school and a
secondary school that offer Music as an examination subject
in each circuit. This arrangement will ensure that pupils
who had started music in the primary schools continue with
it up to college level. Such pupils would reach colleges

fully equipped with music knowledge and skills.

All other pupils, who are not taking music as an
excamination subject, should do general music (Class music)

for general music understanding and appreciation.
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2. There must be a well-formulated philosophy of Music
distributed to schools by the Department of Education and
Culture, KwaZulu. Such a philosophy would help guide teach-
ers as to why music needs to be taught. The suggested
philosophy of music education is that of helping each
individual pupil to be aesthetically sensitized to music.

Music should be taught for meaningful enjoyment’s sake.

3. Primary and secondary schools should promote the idea
of subject teaching in music, that is, having a teacher (s)
specialising in music. Music posts should be opened and

advertised.

4. In;service tfaining should be organised for music
teachers, who should also be given a chapce of upgrading
themselves in the subject. College music lecturers should be
asked to help with the in-service training in each circuit.

Music workshops should also be organized by circuits.

5. Music theory must be taught in conjunction with music
of a practical nature, hence a need for music instruments
and bigger accommodation. Singing and different musical

instruments should be the ground for applied music.

6. Music rooms should be detached from other classrooms so
as to minimize the music noise that may disturb other class-
es. Such rooms should be big enough to be used for choral

practices, small ensembles and other orchestral works. The
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rooms should also have locked-up built-in cupboards that

would be used for the storage of music equipment.

7. There must be thorough supervision and guidance by
Music advisers and other personnel given to music teachers.
Such guidance should be aimed at letting teachers improve in

their music teaching. During inspections, music should also

be featured.

8. The college PTD Music Didactics curriculum should be
given more time, so as to satigfactorily treat all the
prescribed work. At least three periods ( 3 x 40 minutes) a
week should be given to music teaching. This time will also
accommodate the practical aspécts of music as well as teach-

ing practice.

9. Student enrolment per class should not.be more that 25,
if music teaching is to be effective. The low enrolment
would help teachers give individual attention to students.
Each student would also be afforded sufficient time for

class teaching practice.

10. In appointing college PTD Music lecturers, preference
should be given to those teachers who have primary school
teaching experience in addition to the university music

qualifications..

11. Student teachers should be given more time (than what

is currently allocated)'to do teaching-practice in music.
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At least two criticism and four ordinary lessons should be
taught each year during the second (2nd) and third (3rxd)
year-level of study. The teaching practice periods help

students in refining their teaching skills.
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SYLLABI:

DET

CLASS SINGING

Substandards A and B 1983

Standard

Standard

Standard

Standard

Standard

Standard

Standard

1 1983
2 1983
3 1985
4 1985
5 1985
6,7, and 8
9 and 10

1883

1981

DET Primary Teachers’ Diploma (Junior Primary)

...Didactics, 1985 Structure.

DET Primary Teachers’ Diploma (Senior Primary)

. ..Didactics,

1985 Structure.

Natal Education Department Music Syllabi 1982.

MUSIC RECORDS:

(a)

(c)

JULUKA:

Musa ukungilandela MINC(E) 1100

Work for all MINC(L) 1070

BLLACK MAMBAZO AND PAUL SIMON:

Graceland WBC 1602
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10.

1l.

12.

13.

14,

15.

16.

17.

-18.

Appendix I

Interview

Is there any musical instrument you play? Do you read your music?
Do you take part in practical music? Mention.
Were you taught music at school,and as well as when you trained as a teacher?

Have you improved your music qualification since you left school?

.Do we need to teach Music in our schools?Justify your answer.

Which types of music should be taught? Mention and justify. v
As you are aware that there are Music (Class Singing) syllabuses for SSA to
std. 10; what would you consider to be reasonable music knowledge of post-

matriculants.Mention the things you expect them to know at this level.

Do you attempt to teach music following the prescribed syllabus per se.

Do you think Music (Class Singing) is effectively taught in all school classes’
as expected by the prescribed syllabuses? Justify your answer.

In your opinion,hovllong would it take you to teach:

(i) 30 nursery rhymes (ii) 20 nursery rhymes (iii) 10 S.S.C. songs.

Are you familiar with the music syllabus(es) of the class{es) you teach?
—comment on the balance between the amount of the prescribed work and the

time allocated.

Should Theory of Music.always go hand in glove with Music of a practical

nature? Justify your answer.

"'Classes should be taught music practically and there should infact be
instrument playing to produce sound and rhythm."

~what have you to say on this?

If more stress were to fall on practical music,how do you think we could face
this demand since most of our teaching staff are underqualified in practical
music?

Should the stress of taught music be on Af¥ican or Western Music? Justify.
How do you judge Colleges of Education in the production of Music teachers?
—~Are they producing efficient music teachers?Justify.

Do you feel inspired and challenged to teach Music? Justify.

AS a principal of a school,how do you cope with the scarcity of music teachers?




Questionnaire A (SSA to STd 10 teachers)

Kindly answer all questions as fully and honestly as you can.Your responses will
be treated as confidential.Where applicable;kindly respond with a YES or NO.

1. (a) Do you play any musical instrument? YES/NO.If yes,name it (them)
(b) Do you read your music in (i) staff notation? YES/NO.
(ii) tonic solfa? YES/NO.
2. Judge your standard of playing against each instrument.Write down only the
lettername. A: Beginner B: Average C: Excellent (e.g. if poor,i)

eesssssesestutestscssastetesaneseresserntnnsesaasnestitonsstesenestasbose
A

3.- Do you take part in music of a praétical nature such as singing.dance,
musical plays etc.? YES/NO.
If yes,mention the type of music and the number of years' experience therein.
Cectecstsacsetacsarscontassntscenssacetoraseonssoounsrtonnatatatoetennstes

L R A R A R T N R R R R ]

4, Did you do music when you trained as a teacher? YES/NO.
5. Do you have any special Music certificates? YES/NO.

If ¥eS,StaLeucssccusssrvreonrrcncnsssecosssessasssnssasssssscssarsesssnsanes
6. Are you undertaking any Music studies at present? YES/NO.

If §eS,STaLe.crceencecctrcncccnnccscasccsonsonsarascsanssssansncannsnocsna
7. Do you teach music at present? YES/NO.
8. Do you enjoy teaching Music? YES/NO,

If NO,WhY? STALE.cveresonnncsoasocnsssscsessasessnsassncosnsssansascnssens
2. Do you have a special Music room/centre where you conduct your lessons? Y/N.
10. How big is your largest music class?CROSS THE APPROPRIATE LETTER. '

A: 5-15 pupils; B: 15-25 pupils; C: 25-35 pupils; D: 35-45 E: 45 and over
11. Which music classes do you teach? Also mention the number of periods per week

and the duration of each lesson.

e.g. SSA....4 periods per week x ZSVminutes.

i2. Are you familiar with the prescribed music syllabus(es) of the classes you
teach? YES/NO.
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Questionnaire A (continuation)

13. Do you attempt to follow the prescribed syllabus? YES/NO. If not,briefly
FOUT BIT2NEEMENtecsccasceosacrocsssssssvsosssassosvrossacncssasasssassansese
14. How do you find‘the prescribed music syllabus(es) in relation to allocated time?
A: There is balance betveen time allocated and the amount of work.
B: Too little work and a lot of time,
C: Too much work and less time.
15. Where do you get the songs to be taught to pupils?
A: From the Department of Education.
B: From my own compositions.
C: From pupils' collection of songs.
D: From other sources.(specify).......;...................................
. 16. How frequently do you test your music pupils in Theory of Music?
A: I do not test them.
B: Monthly.
C: Quarterlr.

PR ¢ 1 T-3 0 €372 -3 2 J Y

m

it
te
1

s Mozxliy .
C: Quar:erly;
D: Other.(speCify)iecececacecesserncccccsioncsscssssanscssnscsssonaccssnssne
18. How do you measure your pupils' developzent in the practicel skills in music?
A: I do not measure their development.
B: I let thex perform in school conncerts.
C: Pupils sit for music practical examinations.
D: Other.(specifr).ieeeecerccececcccncoseassscacossecessoscasseassonncannesn
19. Are you responsible for the school choir? YES/NO.
20. For which other extra-mural activities are you responsible?....c.cveceenes
21. Do we need to teach music in our schools? YES/NO. If yes,vhet sort of pusic?
22. Should this music be an examination subject? YES/NO.
23. Is the music taught in our schools found to be of help to the comzunities
served by these schools? YES/NO.(justiff)ececerccvenncrccesccsscvoncancrenn

€CEEEEEEeOEECEBRRRTORELEREERbECEREOEECERACEBEEREEEIREERE S OARERT R CEOaRRRRE

Thank you for your co-operation.
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Appendixz II

Questionnaire B: (colleges of Educarion — staff)

Kindly answer all questions as fully and honestly as you can.Your responses will
be treated as confidential.Where applicable,kindly respond with a YES/NO.

1. (a2)Do you play any musical instrument? YES/NO.If yes,name it (them)
(b)Do you read your music in (i) staff notatrion ? YES/NO.
(ii) tonic solfa ? YES/NO.
2. Judge your standard of playing against each instrument.Write down only the
letternace.
A: Beginner B: Average C: Excellent (e.g. if pcor,A)
3. Do you take part in nousic of a practical nature such as singing,dance,musical
plays etc.? YES/NO.
1f yes,mention the type of music and your experience in yearS.......c.e:v.s

R L T A e Ry R RN

4, Did you do music when you trained as a teacher? YES/NO.
5. Do you have any special Music Certificates? YES/NO.Mention,if yes.........
5. Are iou undertaking any music studies at present? YES/NO.State if yes.

P R R N e N R R R R R R R R R R Y R R T R PP

7. How long have yvou taught Music?....ccviceercececceceranssayeArS,
(i)experience in lower primary schools.......ccveecn.eee..years.
(ii)experience in higher primary schools..................years.

8. Which other subjects do you teach.at present?c.c..ceccecccccscsceccsccccses

9. Approximately how many music students do you have in your college?........

tu. How many Music lecturers are there at the college?.i.eceicerenccecncnccnns

11. What is your average class enrolment?(write down only the average figure)

12. Do you have a2 special music room (centre) ? YES/NO.

13. If yes (12),vhere is it situated in relation to the other classrooms?

A: Separated from the other classrooms.

B: Linked / adjacent to the other classrooms.

C; Next to the library.

D: Other (Specify).cececcecrecrcccerccccrcrsocccsnasessssacsssscanscasnnne
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Questionnaire B: (colleges of Education — staff)

Kindly answer all questions as fully and honestly as you can.Your responses will
be treated as confidential.Where applicable,kindly respond with a YES/NO.

1. (2)Do you play any musical instrument? YES/NO.If yes,name it (them)
(b)Do you read your music in (i) staff notation ? YES/ANO.
(ii) tonic solfa ? YES/NO.
2. Judge your standard of playing against each instrument.Write down only the
letternace,
A: Beginner  B: Average C: Excellent (e.g. if pcor,A)
3. Do you take part in music of a practical nature such as singing,dance,musical
plays etc.? YES/NO.
I1f yes,pention the type of music and your experience in vearS.,.....cec...
4, Did vou do music when you trained as a teacher? YZS/NO.
5. Do you have any special Music Certificates? YES/NO.Mention,if yes.........
. Are fou undertaking any music studies at present? YES/NO.State if yes.

P A A N

7. How long have yvou taught Music?e.cecrsacscnsseccsnncscsaes¥EArS,
(i}experience in lower primary schoolS.....cceveeeeee.....yearS,
(ii)experience in higher primary schools.........c........years.

8. Which other subjects do you teach.at present?...cceeevencencatcccaracccens

9. Approximately how many music students do you have in your college?........

1y, How many Music lecturers are there 2t the college?...covveercncnocsnocsnns

11. What is your average class enrolment?(write down only the average figure)

12. Do you have a special music room (centre) ? YES/NO.

13. If yes (12),vhere is it situated in relation to the other classrooms?

A: Separated from the other classrooms.

B: Linked / adjacent to the other classrooms.

C: Next to the library.

D: Other (SpeCify)eccececsencsscsscssecscessccnscnnncssssansssanscossssnse
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Appendix IV (a)

QOuestionnaire C (collece students)

The aim of this questionnaire is to find out your music background,so thar we
shall know where to start with our teaching.Please answer the following to the
best of your ability.

It is not necessary to write vour name.

1. (&) Do you play any musical instrument? YES/NO.
If yeS,mentioN.cciceecarscecosnncnacasccasssscsssssasssncasasssssnncas
(b) Do you read your music in (i) staff notation? YES/NO.
(ii) tonic solfa? YES/NO.
2. (2) Do you take part in music of a practical natu;e e.g. singing,dance,musical
plays etc. 7 YES/NO.
(b) If yes,for how long have you been involved? Mention the type of music
and experience in years.

3. In music,notes (and keys) are named after the first letters of the alphabet.

4. A(semitone/tone) is a distance in pitch(sound) between two adjacent notes.

5. What function is served by the following signs:
(i) a sharp (#F) a note by one in pitch.
(ii) a flat () a note by one in pitch.
- §. Underneath each note wrire down its name. -

S

7. Give the meaning of the following time-signatures:

(11) Goererorermmenrnnericeineiiiiaianinee,

(1) Bececeiiceroseatnncecncacercsccsssencas

8. A dot (adds/subtracts) (quarter/half) the value of the note
it follows.

9 Sharpened or flattened notes that are nor part of the given key-signatures,
are called .

10. Complete the following kevboard by writing the letternames of the notes marked

1,2,3,4 and 5. |4 (2) =
¥

o jo¥ ¥ ¥ \@F F | FwE | ¢

R )

NI v

(1) 2) 3 (%) _ (5
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11.

12.

13.

16.

Questionnaire C (continuation) y

What name do ve give to a prac:zce of bndgmg from one key to the other in

— T - e

asong" o T PR -

L)

Complete the ollowmg nusic diagram by fillin'g'"'in ‘t-he- unshaded spaces.

o
(0]

NS

S L _
TIE N \\\‘\\\\* -
Put a cross on the alphabet that represents a .m;sie coe.poser..
A: William Blake Johannes Bach . . . .o
C: Newman Sibisi Khulekani Magubane
E: Sibusiso \yembezi F:
G: John Milton : H; Richard Strauss :.
I: James Hardly Chase ) J: Bod Marley -
WUrite dovn the keys represented by the followlng key-sig

m o TN S . .

<
o

2
/

t)

X

IRl%

V/
4/

Lavrence Mabuya ™

WS S

i Ja P by

7 7=

AP

<2 Ty B

E’ key

d key i
Write down the leeternames of the follo&inq notes AR
D4 ",';.-‘L- - -

key,

J

N
37

L L,

i

0

—

- -

Lo

Write down the meanmg of the followxng terms and sigas:T

ii) Andante ceccsesicintesettaersasnonsniessesanssens
w) /2

v) b.C.

L R R R R IR N R AR

R R N Y R R NN Y

i o

'ée@e“e. SEEE N e S et e BT G T AT S e SN (a g e e o L T e R

Thank you for your co-operation.
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Appendix IV (b)
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Appendix V

e —~ — - — —_ .::nu-‘l .._'%... S e
. T DEpamtvENT oF IDUCATION ATD TRAINIMS -
S JT PRDuaRY Tzacmzast _DIFLGHA (JUNTOR' PRnMAR vy, " .
N T SYLLABUS FOR e -
= .7 | JuNIOZ PRTMARY SUSJECT DIDACTICS i MUSIC ::.
A, AIM OF :3: SYLLASUS .| .T. ... . . .

To train students to tear.'-. nusic in the Lower Prizery classes, takin
into considerazion the spe:.al epproech to zusic required when dea2ling

vith the young child. { o 2aised -“L‘A:-"——J .
" 7o guide the student tewasds 2 be...e:' insight inso ethnical and L'este_:'n
N " cusie. o " ‘_'- ) e ) ) )
8.  INTRODUCTION TO THE svuasus | T U S
: .1, - Edhaical music sh uid receive griority but can be s";p" ezented by
f_. ¢ Westera nusis zaterial to develer the following musical skiils:
& .. 1.1 singing ) T T N - K
) . 1.2 Movemexz | - P . . .
R 2.3 Instousenvted playing . . ‘. .
Y .- 1.8 Listening TR o o R .
’ 1.5. Creativity -~ R ~ o .
1.§ XNotation. ' T - ’ o
2. ‘The course is dasigned T0 Bxing enxichzent o the stdiZeats?
- knowledge and expecisnce of zusic. |, . )
a - - I=phasis susT alse £211 on droadening the s~Lde-x.s‘ “tec“eti: k4
. | xnowiedge Dy fastesing thels bdasic musical skills end by -ivi.-::
* attention to the develozzent of :ea:..ﬁ '-‘Ls specifically reeded
™ - in the Junics Prizery School.
3 3.  Singing s‘\at.l:'. for= the basis ¢f the pusic educetisn. Zlezents like
. zezory, aurel sxkills, creativity and expressicn by meens of shythziz
and creative =svezent sheuld gFou in the fizss pla:g frea the use |
. - Tof’ vcca.l musis, ) - o $ ’
. 5.0 'n‘c .e&ch'.::z 2nd experience of t.‘.ed-:t}‘zal cancepss it Se ep-
the -a“v.: of ::ra»-"c-' ::us~-~-a\ ng, .
vocal or instruszental. wtarm J.-q ‘domme A
$. " During ’\:’.s course e=phasis s‘xculd be directed to zhe estt.‘:‘.i =ent
: ’ 2 of an e?.t:e...z:y (dasic) inewledge e. notation. Solfa will L

T
inftially be the poinz of de:a..—:u:e. taff notetvieon end Solfa =us<
be taught sizultanecusly. Students should also bescme acqueinted

with the added signs used in Steff notatien for the -:z.'.dc-ins of

- o . N cofeet o smtmir e ——ree
IMA‘-’R:U\.D':‘:\IS;Co T ——

. ——— e
- ————

§. Every stucdent must Decome fexiliex uwith the playing of imstTuments.
(preferadly wizh one which has a £ixed pitch, e.gz. & kexizta, (13gd
: xyleghone er piase). Cther useful fastrizents ave The pezorder

s p— —— -

)
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their spare time. 7. T a7

7. _IT is in nt that students. gain a wide musical exjerience, For
“ - this reason colle,,es zust acquire. the following:

7.1 Record player and records for intreducing differsnt instruments:

o and ¢ifferent types.of zusic. - . . -
G702 Radiel v Um0 Ee )
. 7.3 Tape-reconder. LTI e . :
7.8 Piano (which pust he tv.r.ed regu"&"y) o i;
7.5 Kazrizda R co e T .
7.6 teg xylegheme .00 .. Tl v .
"7.7 Xylophone STy .. L
7.8 Chize bass . . .
e 7.8 Drums o TLTT oLl T y S
..7.1% W¥ocd Blocks and two-tone blocks . - LT

7.11 Sleigh bells, hand bells or Indian he.’s
7.12 TIriangles.

7.13 Recorder cenelr

8. : The use of indigenous. musiz fox d_dactzc purr.es, supylezented by

YWest *-x '-us:.c, s..oule& -ecai'-re p"‘.:zrr"j. .. "
\ - . . LR

. '94. ’ Dusing "‘xe course studenss snou‘.d ba p—cw_ded with 2s =zany =usizel

ex;:e*:.enc,s. as possidle e.g.

&

$.1 Auditory dises iminarion ,;'_'-
8.2 Rhyth=ic rgvemsat- and danee C
8.3 Improvisation and creativity in music a..d zoveme

10. A workdock (o::nibus) nust be csmpiled ea.t"*'-z all zhe usa:’.; .

terial worked with during the course; ""i.el songs; pistures, -~
netheds, descriprions of learning aids and instrusents. The werk-
bock :z-.xst ‘Be provided with an. index.

12, Iz the fiIrst yesr cne perisd per weak I 231cssmed fon wnis sv1la-
bus, cne period in the second’year and two periods in the third

. year, (preferably a double period) ' e

12. The allccaticn’, of periods for each of the different c?:pon.-:.:s
of the syllabuses of ezch year iz left <o .the discression of the
lecturer. X . L. ..

|CONTZNT OF THE SYLLARUS S

Ee e e L msrm.a R

SOYSS AND STNGING
.1.1 Short songs needed for =astering Tonic Solfa an 'its :elz‘:e; Stass

notation . .- .
1.2 Suitadle songs 0 teach In each of t.\; Lower Prisary classes
1.3 Relizious songs .

1.4 Cue 27Tenszisn sheulZ Se siven Sriefly =o:
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" 1.4.1  Eand signs ’ SR e
7 £ :

1.5.2 Freach Tize Mames - - A X
1.8.3 Modulater work L ] .
: How %o teach a song . S <

1.8.5 Criteria for se'lec‘tir.g. songs S ..
R UI.B.S The rounding off of songs
. . Students should becoze fazilias to aspects such as dictien,
i Lo .'. . breathing, the value of pronunciation, self-discipline

© 7 ¢! in ousie . ‘“-f Slelael L e s S

1.8 Oznibus (o?:icn&i)' Sote LT ’ :-' - N
- Collection of three different graded songs in the home-language

. " . (i.e. nussery songzs, singing gazes ets.) suitadle Sor each of the
© ... Lewer Primarmy classes. Students will have to B2 given guidance in
. <he collestion of suitable songs and dances. It is advisable 20

- maxe'a collection of loose sheets and then tTo £ile thex ecrrectly

- m into thexmes. A cassette, contaiaing the scngs and thaiz béc?.g::z"nd,

- B, ACTIVEZ LISTZNING T0 MUSIC e T .

- 5.

L}

£+ zust De ready and available for the moderator. . -
VOVEMENT ., el b e eI e e e .

As'ua.':y cusical experiences as possidle, in rhyth=is zovexents and danze,
should de incorporated end practised. The ethnical song s 3daal

Tl

suited for exprassion through bedy —cvesents.. N

INSTRUMENTAL PLAYING . . .o

‘3.1 Intreduction To playing a keyboard imstouzment: recognivicn
layout of a keyboasd. Letternanes. Determining seni-tones

. ‘tones froo any key on, the keyboard .

3.2 An elezentacy knowledge of the playing (use) of instouxencts
and without pitch .

3.3 Matters that should receive attention a-e:

2.3.1 An eleczentary knowledge of the nature of sound an
that sound iz produced by the instruzent seleczed

.o P
2.3.2 Guidelines Iz groupwork and selt-ins:ruc:ia:g
3.3.13 The handling and sToring of insdru—zensts.

tive listening of appropriate sound caterisl o3 illusTtTate asgects cf

singing, Sovement, instrumental playing, creativiszy and nazazion

CREATTITITY : - ’

Coeating songs or sections of songs. Iaprovisation and creativ

susic and movezent =usT be developed in all aspecss. of, susiz-zaxs ing

and gusic teaching.

NOTATION ’ e - e :

€ * e Ynusimen=s of Solfa and Staff Motazion <o Be zaught sizu
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2. e o - .- . ..

Students should de able to transcride from staff notation to
"solfa ard vice versa to have access to:the vast notated sour-~

ces in staff nozatien - | - -

P - A )
Rudinents of Toaic Solfa <L )
Flesentary koouledge of3 PRI ..

C§:3.1 Pitch L
$.3.2  Pulse ;
. "8:3.3.“Transizicas “Iuth hridge notes shich acesnon-vhrematis

; i el o L *$.3.8 ~ Regognition €F :the laycut of sheet cusic
' : . ° §.3.5 - Sizple-toanspoesition to staff notatien. -
T R v s = 8.3 Rudinents. of Staff ¥otezion . .o ... 0 .

-76.8.1 The fgentification in staff motatisa o. <ke positicn
. of Wsph® or "ﬂ"h" iven cn any lirs o space ef the
tuf' (sightTerding purpdies anfidedues frmwof <he
- . other solfa notes) c . ot
"htx:zf! cah be v‘t.h eruithous.z clef

8.!.2 ne Tl r.le. z:u‘. ".ette:-'_::es. Voiving end Identi-
7+ fyfny notes enTthe toeble’stars, leger lines woT ex-'

‘eetding o r.bavt axd oo délow the $3xf; The sh n.;,

Zlxt and nesur -' . . . ) s i

. {opziozal & zas::.e‘) N -1 - -

B = t.‘.t"ﬁ‘ .tal.r:‘t noses/rests: x:d heiz Telativs values:

- .xsc&m\u, oining wro <chet, qx.e.vc*. seciguaver (gotzed
A:xd tied hotes ex:lv.d°")- . Theis corvesponding nizes

. (hglf note, quarter note eic,) shocld z2lso be kewn.

BN N l.ﬁ- The sizple tize-signatures 2 3 & and an elesentesy
7 arrangeczent of the 2love r.ates and rests within then,

I

£.%.5- The scales ané key-s-gﬁaﬁ.rts ©f €, G &2 T maler and

s £, 2 and Dninox (n2 tursl-form exly). The interval

of ‘2he cajor.second, aejor and =iror third, pecfect

fourth and perfeet Lifth formed ebcve the jonie ia

0t °" each of the specified keys. All degrees ut the szales
: zust be paced in their solfa nexmes, nu= :hx. letTer

* °  nazes end technical neres. Students rust be acgusintsd

with the basic construction of the sczles...

Opticnal : A, E and D cinor(harmonic fors) adled

5 o - ) - M. Wrizing and ffentifying <he toaic twis? in close Toot-
7 = ~ .. pesizlon oa the tedle sTaff {2 the keys spacified
- e i T L re in §.5.8 - . - - ¥
K J7* _ opticnal : Writing and ken‘:‘»'y Ing’ive suddoainant and
’.? © ~'J. i ¢ominant toiads on the Toedle or pass staves IAINE
- ..*- v keys specilied in sec_tipn 6.%.§ . .
. $.8.7 Trazsizizuion izto Tonic Solfa - =
- B - - 3
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N B e b cm e ot s o e—— — = - e en sl o T e e e em
‘t - * - - R ',’._". .. ) e
! EVALUATION Tl e e W F e e S et
/ 1. Rudizments should be tested regularly., & -+ - - . 4
" 2.  An irternal’ examination w11 be wrizten at the end of The year.
-_i '.:. -t 'mc June exarination mst fors 9&:-1 cf the yez.. zark. : Coas
- - -
R Allocation cf Year Mark ) :
SRR e T L e .,-:.:'—._‘-'.;‘*;:éssigmm Lainfzos 82.2) .- .
i w2 L C . ZzTesrs. and. Jute exzminszion - -
- - e SR > et Totel g
A =t s s wd t. J.-tsmx&ﬁ:rzzh e mmted s follows:
e _n.z’_.xee_ Macx s o, .
i N g S Y R W }:xmrazicaw,gg 50 - L0 U e, i i
- s S R Il:l.a.lr .100 S S ’
VA S S Tte . L
ik 3.3 Sha-:*soags &!ﬂ‘ﬂ fﬁ“me‘inxk:ic Sol.xm 213 Telazed
A w ST PVEERD- ¥% 3 Sui.éle. soags o t:a!xin ez:hc‘ the Lover Prizary classes.

) y ) : X w3 .. ,Ihose for Substandard A to Substandard 3 should preferadly

R TP - . have a co:passat 2-5 notes. Those for ¢ e.nda...s 1 to 2 _can
. vary up to 8 cr ¢ notes.. fz-o: Standaxd 1 sizple two-part -
e . - songs will de introduced. .

PR D 21 3.3 Due atteatien skould be given !:riefly tos
LT S e B - 2.3.3 - Head sign® - - - ’
=T e e Lo 77 4+, 2.3.2  French Tize Neres ’ L,
- - wre 1 1.3.3  Modulater wazk - - ' - g
. 31.3.8 Eow to teach a song .

- i - Cam T e T 1.3.5 Crizeria for selecting suitable sengs -

e . . : ..~ 1.3.6 - The rounding off of songs !
o e - s ... S$tudents should become familiar“with aspects such as
- i - ey R R @iction, brexthing, the valie of pronu "xclu'ien. self-

: ’ : . . :diseipline in rusiec,
S i s v2. . -1s% Omnidus (eprional) ’ ’ B

. ‘Szudeats.should ‘e given ;::itac o hom-Tn it ] abouz collecting
- 4. SONES. azd-gances suitable for use in zhe Junior PrizsTy School.
It £s cesireSle =0 collect loose sheets and then o file then
correctly .in theze sections.

The section levoted 0 the vernac ula. should de as co=plete 28

T . . mreeiMla 8 ccac ol ahe Flaee . v . - .
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J - - 7 . Lecturers should keep a raster copy of inforzation collected
. and cozmpiled by student teachers, and add regilarly to irt.

~ R E A copy hereof, supplexzented by a cassette of the :‘ecerded”

music, should be made availadle-to the moderazer.

’ . HOVEMENT T .

As =any as possible musical experiences in shyth=ical zoveaents and
. - “dancing should de incorporated and practiced. The ethnical seng
* i3 ideally suited to expression through body —ovezents. :

3. INSTRIMENTAL FLAYING . - - .
. .7, _Contiauation of werk done iIn the first yean:
, 3.1 Introduction to playing 2 keybozrg instru=zent:. r:coﬁnition
. of the layout of & keybeard. Letternazes. Datercining seai-
.. tones and tones frox any key on the keyboard

N 3.1 #n elecentaxy knouledge of hew Instruzents (with or without
P T . pitch) are played | T o )
oL - 3.3 ,.atte-s that should —eceive attention ere: .
L
G . 2.3.1 A brief outline of the nature of sound an? sound
.l . production for the specific instruxe: tts)

3.3.2  Guidelines for grouvpworK and self-instouetion
L 3.3.3 The handling and storing of ir:st-.-u:ents .

S . 3.8 Relaz ed exercises fer p-eyi:sg those Instruasnts {where ap-
L e plxcable). i

8. ACTIVE LISTENING TO HUSIC . - ST

* -Active listening of zpproprizte sound material To iliustrate 2s-
pects of singing, movezent, iInstrurent playing, creativity and
notetion. . - P

“ S.  CREATIVITY : R

Creating songs or sectisns of songs. I*px:ovisat-oﬁ and creativity
in gusic and Sovezent cust be, deve’oped in a1 espects pf pusic-
rpaking and zusic teaching. i

§.  NOTATION -
Continuatien of '-ork done in the firs‘ yur.

6.1 The Rudinents of Solfa and Staff Kot e‘ion o de tau;. sicul-
.taneocusly and in relation to each other. - .

6.2 To have access to the vast notated sousces of staff rotation,
students should de able o transcride fron staff notation To
. golfa and-vice versa’ Lo - H )

. 6.3 Rudiments of Tonlc Solfa .
[ Basic knouledge of:

§.3.1  Pized : ) . C.

PhmsmemS e coman & S ve o
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/ . s- 6.3.2 Pelse . ’ R .
/ . Sicple, duple, triple a:\d quadouple t'.:e' Ceopoun
’ )  duple, triple and quadruple ti...e

1

.o 6.6 Rud.nen s of staff Fotation . . .
g - 3 . .
. . S.t.i fder.t-.icat!on ia staff notazion of the posizion
_ . C . of "sch" or *¢ch”™ given on any line or space of the
T staff (for sight reading purposes) and ceduction of
o . the other solfa rotes. The staff can be with er
e T, . . " without a clef. -
- R ’ 6.%.2 The <-edle clef, Sass clef and lettesnaxes., Friving

L and identifying riotes on the Treble and dass staves,
- . . leger lines not exceeding two 2dove and two below the

- .- stave; the sharp, flat, naturael.

. . ’ 6.4.3 The following notes/rests and treix relative values:
seribreve, piniz, erotchet, quaver se:xic,:e.'e:". dotted
’ - . ‘mintm, dotted crotchet; tied notes. Their relexive

- *-  names indicating duration (e.g. half note, guarzer
- . .- . note, etc.) skould &lso be kacwm.

e -t 6.5.5  The sizmple tize signatures 3 3 § ane ..’1-1. coTTes~

K o ) - peading eozpound Tize signatures § g and 32 erd an

. ' . elecentary arrangezent c- .he &bove notes gx'.:! sests
T T 0 o withia them. . ..
- " Optiocnal: AYY simple tize signztices in duple, tniple
. . and quadruple ';gi:e. In sizple tize adling the tine-
- . signature to'a given bar and 2dding des-lines to an

. unbarred phrase. . -

€.8.5 The sczles and key-siznasvoes of C, G and ¥ mzior
and A E and D minor (ratural, harzcnic and meiodic
- . .7 forms).
C - The Intervals of the rzjo- second, =afor n? nince

-

- . third, perfect fousth and gexfect fifth formed a2bsve

the tonic in each of the specified keys. _All degTees

.7 of the scales &ust be nazed by theiy scls} nezes,

c . N nNumerals, letternanes and technical naces. Students
cust be zequainted with the bzsic construction 2f the
scales. - .

"< " opticnal: D, A, B>, E® maior and B, F-shazp, € and C

-minor (haszoniec forz enly) added. . .

.o
’

6.8.8 VWriting and identifying tonic » Sub-dopinant and
doxinant triads In close root-position ¢ one sTave

i _(tTeble or bass) in the ktys specificd ia §.8.5.

' T e Transcription =5 Solfa '

c T B.B.8 General zusic Ter=s of speed, ¢yma=ics and rejetizions.

- 7. - *
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/1. TZACHING METHOD I coe T g R -
/_ - T.1 A study of thz scheczes and syllabz.ses :.a use in sx.bs.a-:da-\ds
g <" 7 A and B. i i
. . L -
8 "7.2 The prepzration of lessons for substandards A and B.
T 7.2,1. Singing 0 . - e :
Lo - 7 = voige exercises . .
- .. T .. 7 ¥« ‘Hand signs, modulator work, etc., tine naces
e *I ..~ The lesrning of a song or part of a song.
oLl 7.2.2 . I.-xst*m;entz.l activ‘.ties - -
e o '_Pe-c:.ss;an . ‘ ) N A
TT . "7.2.3 - Singing games and cances. an .
. A R R ceet . - -
0. T .. 7.2.%  Musical appreciation lessons - - o o
.. vt 7. =.records " R -

.

~ the inverest table °
5 _" 7.3 A zeas; tuo practical lesscns and one criticism lesson Fes
e - student must be taught du:--..z the yeer. - ’
< - L S .
~. 8. coxpucrIng R T

H General principles and techniques concerniag conducting r.’xd. choir

- t-ei:uiag ceme &n. introduction. .
. LY
Do }:VALUAT"ON

: 1.':’ R\.dinents shm.ld de regpularly tes‘ced
- 2. An isternel exazination wity be vritten at the exd of esch yea. .
3.7 pllocation of Yesr Mark < ——
Tests (and June exacinetion) 08 - ) N
. . Assignzents (zinizux of 2) : 100 - T
. . SoL oL 200 + %
{_?‘ S . . = $0,
t - . . -~
©&. It is reconmended that za2rks te 21lncaticn es fol lo'.s-
« - 7 w1 Yeas Maxk T s P
- '%.2 Examination o N . D ose ) 3
- - S U I ,
_ - THIRD YEAR S
C. CONTENT OE' ET SYLLABUS . - .
: 1. .SONGS AND smeme - - - S e
. 1.1. Short scngs needed ’ov us e-inz notation. (Toniec Solfa
. and its related StafZ notatfon). Stucents zust also beesze
. scquainted with the adled sigzns used in Eta?f notation fer
( " _ Tendering I:v.‘. genous Music. -

1 2 Songs suitaue for teaching in each of the Lovex .-i.;ry
classes. . . .

- . S be aleeoa VulafVly ene.
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L 'S B
Q

- \a.

-usable materizl built up during the course;

1.3.1
1.3.2.
1.3.3
1.3.8

Hand signs f . Lo
French Tice Nemes! .
Modulator work ¢

Reading exercises, containing the sudject zatver set
out in 6.3 and 6.8.

Cznisus e oo - ’

A sorkbook (oznidus) rust be conmpiled, incc:-;g:-ntinz 21l the
i.e. songs,
pictures, cethods, descriptions of learning aids and instrument.
The worklvok must be provided with 2n fndex.. It s desfratle
20 make collecrions of songs and dances cn lcose sheets and
then To Zile then correctly unde> themes.
to the vernaculzr should be 2s

The section davoted
possitle. A eopy
of the first two or three bass of the song should accozpany
eazch Title. o . ° .

Lecturers should keep & raster
lected 2n conpiled Ly student teachers, and should add T2
it regularly. A copy lereef, supplezented by & cassette of
the recorded music, should ke available to the moderator.

complete 2s

copy of the fnforceticn col-

MOVEMENT - e .

.. As many msical experiences as possidle, in rhyth=ic movenerts and

.'3_
2.1

2.2

2.3

o . 2.8
2.8

‘2.6.5

. .- . cance, should be incorporaticz and yrgc:ised..
Students should be femitfes with:

Exploration of sounds in the eavironcent, e.g. a clock ticking,
nd reproducing thez by clapping hands or tapgping feet.

Exyteic speech patterns
Body pexcussion

Follow-ny-leader games B A
“he six basiz tempes in the prizs-y schi

2.6.1
2.6.2

Slow walk: -
Welk: T
2.8.3  Quick walk

2.6.%

]
"
:
"
a9 an He PR

" Gallop:. e sl
S b
nevcle;;ing and ex';»lcring locomotor movenents, includiag
valking, eli=mding, zarching, reaning, hepping, jusmping,

skipping, galloping, rolling, crawling, leaping, siiding anc
trotting.

2.6.6 Swing:

Eon-locozoter or axisl =ovezents:

8,.8.1 Swingiag and svaying .
%.8,2 Beziding and stretching”
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/ . w.8.%

7 %.8.5 Twisting and turning

4 . %.8.6 Shaking- .
E j e

RN . - . -

- 5.9

z © T - 8,10 Mosfeal drmtisations

SO ms*nur::rra.. pavmg - L

? .. . .
Rising fand falling

Creative rovenents exploring space and time

Lt

.
" a

2.1 Continuation of bvrk done- :.n the previous years

R 2.2 Developing, through nusic, the  following dasic cenc-p-;s ia

- - - . the young child, using instrucents (hoze-rmake o> manufaciuvsed)

: “. T 3.2.1 fast - slow -:e
Tt 3.2.2 high - 0 low |

-t ‘ .. 3.2.3 long - | short

} .- .07 3.2.8° soft - lcud

at T 73.2.8 . sound(s) - s"len:c

%. - ACTIVE LISTENING TO NUSIC

©1 - . %.,1 ‘Active listening to 2ppropr
“- - v aspects of mg::sg.mn.gn

IR .. 2nd notation -
Y 5. 2 The'music ccme“l ‘ .

D 3 Eu:‘h"t..z..cs

$.. CREATIVITY Ll

. . as an extension of the dody:

te sound matexial idlustmating
s instousental piaying, crerzivity

RS Creating songs“cr sections of songs. Izprovisaticn and creetivizy

in nusic and movesent cust be developed in 21) aspes

. _raking and music teaching.
e o
¢ 6. NOTATION

F

ts of =usic~

. Contiruation of work done in previous years.

§.1 The Rudizents of solfz and Staff Notation to be taught sizul-
taneously and in relatica to each other )

6.2 To have access to the vast notated scurces in staf?
/ students should be able to transcride fron staff notatisn to

- . solfa and vice versa.

¢
nozeticn,

.§.3 Rudizents of Tenic Solfa - R .
° Basic knowledge of - .- -
.. s.3.1  Pitex . . ) .
. ‘. ... . . Chromatic notes anlceed o
e P 8.3.2 Pulse T T ce T LTTUTT Lt e -
, Si:plo ang Cozpound Tize .
§.3.3 . Transitions, making use of Bridge notes and ckrazatic

notes
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- —~ — .o - . T oo .

/ T ': . given scales in 6.8.5 cn the keydoard. COpticnal: -
/ - .+ 4 7" Deterzining the chords pentioned in €.%.6 on the N
/7 - i .',: keybo;rd. U ) xS
7.  TEACMING METHOD Tt Dm0 e s

7.1 Feads=enzal ob,ect fves, co'xcep.s and pri ne p-es of teaching

R ' _school rusie .. . .

<~ . 7.1.1 A short imiroduction to Dalcroze
-7.1.2 A short introduction to Kodaly .

. 7 T.-.-  7.1.3 " A shozt introduction fo Orff N
< A . .
- 7.2 Identifying and urde*stz.nd:.ns:}e musical necds of young
R ) chiléren in the various s»a,es of .he:.:- neatal, physical and
N ezotional developse'x‘ . . .

1.3 Techniques znd rzterials used in explering the elexzents of
77w 7. rusic through singing, playing pelodic end rhythz instruseats,
- bodily covement and creative acfivity -

'c.--.

- .7 % The content of rusic lessons for classes frox Substandar? A
to Standard 2, and the 2llocaticn of tize for the developzent

o of desic rusicel concepts and =kills )
) " 7.5 -The Planning of lessons for each of the classes in the Junier
.. «  prizary school, by the lecturer in colladoraticn wizh the
X .7 studeat Teachacs. o . o R
- - © Such lessoas will im:lu e .

7.5.2 Basic musical ccm:epts'. and gazes
. 7.5.2 Notation (froz Standard 1)

.. © The presentation of lessons for classes in Standacd
2 &nd 2 Invelving the Lses, 2s prequired, ef:--—~ - - -
) - hand signs -
- : < . podulator - . T
V -, 7. exescises vritten on the chalkdoard in toniz selfa
g N and in staff _rciaticn .
.. - - individual sight-singing Bocks, together with theory
. of rusic, vhere . zppropriste . :
) - . tizme rhythws | . . § )
7.8 Songs = Method ’ e Tl ..
. 7.5.1° The teaching of songs . ’ - ’
7.6.2 The development of dasic :us!:cal elezents and csncepss
I - . in the pupils with regexd to pitch, rhytha and beat,
e . . ’ _ aural developzent and training, creative activities

and elezensary instrucental piaying thoough songs and
other zeazs (see pac. 2 SMovezentd. co
. 7.7 Criticisa lessons . . i .
AT least two practical lessons an? one criszicisa lesson jer
sTudent Sust de Taught during the yeas

cem “® % e ine® medecamlan
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n.

2

=]

! supervisicn of the leciurer. The 'ollou:n projects a.-:e
.I -7..  recozmended: - .

:

§

7.8.3 Tvse A: Elesentery instrusent-making, i.e. fairi-
cating a serles of cheap z=elodic or percussien in-
strusents out of ordinary household cbjects, for use

. . - . in the classroom - or the meking of other i'xdxgenaus

. - insc-u.e:x’s .. : .

- 7.8.2 Tyve 3: The preparaticn of flash cards in staff no-

.- tation (or teaic s5lfa) of subject nattes prescrided

: * s in the sylladuses adove,e.g. tize patterns

. “7.8.3 Type E-lcompulscrv): The ccllection ef at least 8
Lo- tradizicnal songs end their histo*y . M

2 T.8.8 Tvoe D (ce=sulsory): Tae ccz-.pilatioa of & =usical
s -T2 L filefoznibus as stated in the Introdustion, par. 10
and Third Yesr Centent, ;;g:'. 1.5 .

7. S Basic musical s (fer 25 z:ticgl external :o‘e“at-c?.)
7.9.1  Solfa singing with and witheutr words, transitions

T 7.8.2  Stelf sic aging with end w_:r-:u: wosgs

277.9.3 Eand sigms and key-finding

" 1.8k Clapping axd recogniticn of hy—‘:hzx patterns
& --7.8.5 . Singing of scales;. c..:o:a.t-c notes - : A
. - 7.9.8 . Musicianship: sk:g g of a short song
CONDUCTING L

Continuation of general prinéiples and technigques concerning conduztin
and choir traing ] .

EVALUATION - .- .

1. &n internal exa:.i.‘.:ti;.:n (with external =oleration) will be uwritten
) 2t the end of the year - - ' T
Marks aze To be allocated as fanou's":'" . e . i
1.1 Theory and Kethod (exaxiznation ' ) -éou narks
© 3.2 Teaching practice (sudject to extesgel y
roderation) - 50 marks
1.3 Prcject: (sudjest to ex‘.e:-x-.a.l soderetion) . = S0 packs
- 1.8 Practical skills (subjec° <o ex‘er"cl -
. . poderation) S - S0 zacks
T 1.5 Year Mark L - _50_zacks
: Total - 300 zatks:3
. . = 100 u:ss "
2. Teaching ;nct_cc (1 2) i.e. a cu:uht've zark fo- 2_praciic
- lessons and ore criticisn 1uson - k . 50 u:ks
3. -Projects (= 1.3) evaluated as follous:
3.1 Teaching and flash cards ° . - €10 catks "

3.2 Self-madeinstruser:s -3l mavbe
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roo .. . the paderator) A
8,  Practical skills (r1.%) evaluated 25 follows:
- 8.1 Solfa singing, without words
.8.2  S$odlfa singing, with words
X ‘.2 Singing of bridgenotes in transition
: B.8  Srafs singing vithout words ™ .
%.5 Staff singing with words
-5 %.6 Hand signs . : -
=" %.7 Clapping ef rhythaic pattess/recognition
LR of zhythns : ’
L+ .= 77 w8 Singing of scales/chrozatics
7 %.8 Musicianship: singing of a shert son
@ e T U T
oo 5. Mlocation of yesr mack:-
. ‘_’ - T 5.1 Assignments and practicel work 100
<. 5.2 Tests and cid-yesr exazinztion _100
. T - ” Total:

Collection of traditional songs
{Xote copies must be availadle for

.7 - and 75§ to obtain a distincticn.

. . .
..
sl L T S,

. Total:

- B N - = .

.. €s Proootiom ra=k: 1.1 ¢ 1.Z+ 2.3 + 1.8 .+ 1.5 = 300.+ 3 = 100
> . . ASIEN

W,

- 7. A candfdaze must cbtein et least 50% o prss this sudject




Appendix VI

DEPADIFEDD OF EVISATION MDD ITUIRING

FRDLRY TESCESRSS DIFLOW. (STHJOR FRDLIRY)

SYLL=0S
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¥D5IS
. (S¥ICR PRIFIRY SUDISCT DITACTICS)
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Syilabus For lueie

Ae 2T .

The objrctives of thia courso ires

1. To train -tx.-em;: to {tenck uusic in Stondrrd 3 to 5, teking into
considcr-t*o- tha spscizl damand of the apaci2l proup;

2. To encourn3e studonis to enjoy nusic for i*s cinl szke.

B. "IRTRODUSTION

1. During this cowrse the thecretical ha“"'ec.f'e cf the stulint Dust
be ‘brcadered cornsicerably os well as tke dzvelozment of his ovm
ruzicel skilis.

2. I‘/;u::.l etiention rmust b2 ziven to develsp kis ta::bin* 2bilities
in pusic ond spesifical 1~' t.—.caricuer used in tke Senior Frimary
S:hool.

3. A work boo\: zust be co:m‘.lle" cf every uszdla Latericl built up

- Curing the year, i.e., songs, pict res, Leitnods end description
gé‘ 1ear;:ing 2328 2a& instruments. This Lust be rrovided with zn
2ex.

4. The stufents showld eirich tieir musical experiznee by zeans of

- setive listering os well as razler p..rtsc-r;‘:z:-ﬂ ir rusical
Tograrmes- e.g. Singing in the colleze choir
5. Tive pe*’lcr:s per week &re ellocated Ior ._is ceusse.
[»

. C.,.-.L...L

Genere.l tusicel mowledge

Te
1.1 Teonis Solfs
1.1.1 Tind siges
1.1.2 Che ""L..L.tcr .
1.1.3 Ssales: izicr; Zdner (zelodic)errenctic.
Sceles tc oe Gone cscending snd deatending.
 1.1.4 Forizontel exeraises in 2-pulse , 3-pd s2, 4—p.xl=e ond €-puls:

nezcure, involvins tle notes aad rests of tkhe value of =
h21f, one, two, tiree ang feur, inal: \-::-5 rﬂ*s
froz one bar to tre ..e‘.t, ...n in aadition

.2) rotez %o the value of c¢ne-znd-s h2if pus’s fellicusl by a2
holf-rulsas
-, 2.8 ;m 3 -

b} quorter-pidse notes in groups of four; £t the gaze pitch,e.p.
d a.8.4a: d D222 0
ané in sejucnice, €-L.
derez.f.s g.l.0.T.r

¢) thirds of pulse, €. & triplets [N .
1,8,d:8 ¢, oy

&)  coexhinzticns’ef hrlf-tnd cuarter-pulse ot the szue piteh
or in sequence; e.z.

4 :d.e.2.4 3=
4 :d.d.8.8 s~
& :8 .r.m;r wr.z,f 3 tete.
4 :&, r.mT irye.fnn sete.

1.1,5 A detz2iled stuly of tromsition.
1.1.6 The sigging of ch.cr:...ti..s fron the zofulnicr &nd herizontzl
exercise.

1.2 Stzff motaticn(Irsdle znl boss clefs) (40 periols)

KOTE: Toris Solfa must te used inm coanjfuction with lessons in

. Stefl hbtﬁtiv’l- R

1.2.1 The position of notes en the rtzve z=nl up to two lelger
lires zvove o delew the stave, Thz names cf the lincs
aad epIces =uIv oC ..e..:r.saf:.

1.2;2 The ke yh-.‘.‘.. Corstruction ¢f ks mijor secola, psecexdin’
to C ¥ajer. -
1.2.3 Zey :;-:.a:u:e:: 2y, b, 7, G, A
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1.2.4 The follovin:;
tize nuees 'y

33 o tholv ceorzes ina
crctehet (euarier rnote), the
e({vhoie note), the chrotchot
), iied rercs and the

and miniz, the cusver (eight zo
seni-quaver | (sixteenth rote).
2 G v~ - » 2 52».,5 6 . b
1.2.5 Tize signetures: £7;3°74 g

©1.2.6 Tune contant of bors, using time sigctures in 1.2.5 zhove

= forsiat in
ené notes m rests in 1.2.5 zbove onl notes anl rests in 1.2.4
cbove.

»7  Accilenta s® shrps, ficots, naturel ond otker nacessary acoidanisl

in conjunciion Witk . fe, to, se ond noba-se-l

& The techniczl nzmes of tha scale.

«8 Intervale® ¥zror, Perfects &nd Winer in koy C conly ond @
- the octove, rending upaards from ik notles of ihie soiles
s2luling the minor sevansh.

1.2.10 Tritter woriz shouid dnclrle t e trorseripticn of sinmple

melofies fnvelvings, asubject Soiter sLove ITrim itcnic solfa dnts
stoff notetion znd from otoff notatien.

1.3 Lusienl Formse. (Fordod mRlliccotion ingliulel in Sescionis Stafl
Notation.)
Texns for speed, voluze ond interprotaticn imelivding € ose
wviuich appezr in scngs shich are stulied.

1.4 Dictation. {FPemicl 22lccation inclrdel in Sections end
1.2 Kotation. ) )
Practice in the cerreet vritirg of tordic sedlfa cod stall noln
for wniscn oxnd part singing, with cr witzout voxrds, iavelwns
sabjest metior s2t ib the syilsius sbove, with epecisl referen
to the centent of Iars, inciulin: sivple omd corpeunld tize
3 the soouping of aotes el polses,

1.5 Tistenin: tc narrztive music of Aidfernt sizlez =zud pexicds.
(€ vesicaz) .
& writtin of work wnlerdslen in this ceoumestiscn shocld b by
Yotn lecturar zxd o vients o pact of trhe worlsesin

B

2. TFractiex=) Vork' (34 perieols

2.1 Sazse. Tre lecondn: of & mindren of 1€ gosgz, rapresenting

Both th2 nothor tommgze ond efficiel ixmmgunger, i.e. £ix giaced
son, 8 for ths Ticher Frimary clisses. They should not b 1200
lengixy, cove ing the various tapecis of tre syllabus,

2.2 Yoice Trzining

Tre lewrnins ond resuler przsiice of woice exercises enfd teskhniguwes
© 1o ¢zvelops tenn ontlity; bre enibility of veics
Zietiong intonsticn; espressicn culd resercace in wnicon tnifer

in ports.
Devels puent of 3:tcic Fusical shills
Solfa einiing %-

it words
Staff singing, (=ith worle

trensitions

’ »

L (s Lt s W W

s sl
RKey Iindins/Fusiny Zork tecimiguss
1os:ins of riztimic potterns/ Tine nines.
" Sinzing ¢f choomatic notes/ sealas,
Bexting tice. .

o« v .
¢y

! e A =
.

NMMN'N NN

156



2.4

2.5

. end traindsg, creative activeiti

Dictation

The writing down of elenantary tuacs 22 tize patierns and
indfgsnous cusic. .

Prajascte/rorkasok

The nakin: of teaching 2ilds by tha sitviant teacher undaer siper_
vision of the lecturer. The following projacts are recommended!

2.5.1  TYPE A: Elezentary instrument-zaing,i.e.fabricating 2
saries of cheap different meladies or pareouszion in-
strunsats out of ordinary housahold objiects for use in
th2 classroaa or (a2 m2king of other indizanous instru-
Zante.

2.5.2 TYF3 B: The prepavatisn of £la23kh cards in staffnotation
{er tonic solfag af certzin basic subject matier Iro-
scrived in the syllobus above, e.g. time patters

2.5.3 TYTZE Cs {Cazpul

least six tradit

]
ot
108
3 S
]
44.

ilation of 2 muaical file/
73, Iatrodustion.

2.5.4 72YP2 D: (Coxpuisary) The cox;
. worksodk a3 sat oul in paragr

Tidzstica of Ssafor Primary Teaching. {30 periods).

3.1 Fundamental objcctivaes, contepis 2ad priaciplas far fecching -
sshaool cusic.

X short introdustion %o:

3.1.1 D2lcrose
3.1.2 Kcdaly
3.1.3 O=ff

3.2 Identifying the masical naeds of children in th: &3iff
stoges of davalspzoat, with specisl esphasis o1 the €
Fricary thuse.

3.2 Thra developzent of besic musi

ats 2rt concepts in
pupils with ragard o pilsh, =

Finn an? Bazt, zural drvels
A 25 snd elesentary instrumzntsd
Playing through sonzs 223 othar azens.

3.4 The coatzat aof musfic lz2s=on2 for clisses fraim Standarijto
standird 5, covering tiie various aspects and 2i=3 ol these
syllzbusecas.

3.5 Tha2 plaaning of le:ssons for execx of the cl2sses in th
Seuaior Prizary icracl, My the lecturer in colladboration with
the student tezclhars.

3.5 Soass
The ¢aiching of sonis:

3.6.1 bty iaitating $a> toxcher

3.6.2 by r2ading Iro:a the wrising board
3.5.3 37 reading fron falividaal codies
.5§.4 other acthols

3.7 Vaice oxercisaz

7.1 RPales razirlinz thr toaiatng of childraa’s volcas,
«7.2 The s2loction and przatisz in claze of exersises

wivg W
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ticise lozzons .
At least twn precticel) lassons 2nd on2 criticisa lesson per
studnt muat be conductad during the yesr.

D, _ELLTIOS
R 1.7 218 1§ 2 ercdict subjeet. Tio =:irks s to be 2llosated as
Tollow=: :
1.1 Theory eal Methol ..... 120 narxs
1.2. Tozching Tractice ..... 50 max
1.3 Projzcts ceene 50 o2ries
1.4 Przetical SElls  ..... 80 narks
03,5 30 oirzs
! : 2. .Refucs narks to> a povcontaze T
| © 2.7 A, 1.1/2 hour cxsuinstisn paner must be mritten in
theory zn2 Moihol, with the feilowing ._5\:.. 2llocation:
2.1,1 Solfea znd torme PR 30
2.1.2 S+aff notstion reens
2.1.3 FK=zthod ersee " 50 =arls

—— s vt
§ ., .

; - L TOTAL - 120 maris

———

2.2 Te2ching FRAvcticr, d.e. & cumlative mack
Tox 2 -10"'21..1. lasr a8 &nd eriticizn
lesson cosee ‘50 zmarks

2.3 Trojects, eveluatiod cs foliows:
- 2.3.1 %Ze2ching Jide and flzsh ezxds .....10 marks
2.3.2 Instrunents bilt X

P . ‘ T 243.3 Iusic £il2 £l Toxr'chiak esves20 marks
i ' 2.3.4 OCsllection of trzditisnal
: ; sonzs/24d=ation teeeal0 madky
Xote: . copies zust b2 a»—al =12 for
the modarzt r. : —————
i $0 zexrk

- s e

2.4 Practical Sitlls:

2.4.1 Lclif= cinginem, vithout ceean S naris
. words |
2.4.2 S»>lfz siagiz, with worde ..... 10 narks
- 2.4.3 S5lfe siazing, troansitions ..... 5 patko
2.4.4 St2ff singing, vithcat S earks
v:ards
. 2-4.5 Staff ginzging, vith worlds ..... 10 =arks
2.4.8 5-.-.;::..‘, 2f intareals, I S parks
sczlos, throzeties
2.4.7 Tuaing forik technique/iey ..... S marks
. ﬁ'td..ng .-
2.4.8 Con ucting techaigan/ vesss 10 porks
beztiag tine
2.4.9 Clap i-xa of rrrixaic veoes 5 marks
-t‘en:s
c 2.4 10 }:.xsici -aship sinz,ing sease 20 psrks
- of & short song. —
89 =arks

————

The aar: sliocated Zav 2h: pr
-l -
as

tizz]l =
A exndiante smst shéia 1.—: t 503 ¢

% will %2 nmoderated.
3 pasa this credit.
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Figure 1

I

Map of Natal and XwaZulu showing educai’on circuiis whevre the reseacth

was conducted.

Scale : 133 a0 oo

KEY

1. Ulundi
2. Madadeni
3. Eshowe
4, Ntuzuma
5. Pieter-

maritzbt

6. Edendale
7. Mpumalang
8. Umlazi
9. Umbumbuly
10. Port-
Shepst:

-

!
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- Table 4.1

Questionnaire A — Summary

Teachers who play musical instruments . 1 Y 4
Teachers who read staff notation P T8 ¥ 4
Teachers who read tonic solfa Y 42
_Teachers who take part in practical music ..................572

£

* Teachers who studied music at college/university .......... 827

Teachers with special music certificates ....... O Y4
Téachers who currently pursue music studies ....cvecencenns . 47z
Teachers who are currently teaching music ........... R A A
Schools with special music rooms/centres secessencns eees 127
Téachers who are familiar with music syllabi ............... 29%

Music classes of more than 45 pupils ...cceceniecencececsa.. 497
Too much work and less time . 1 ¥ A

( 33% did not respond )

No testing of theory of music teeesccnecetteneccanaasane 27%
No testing of practical skills ....ceeeecenss cecenecsons .. 43%
Music to be an examination subject ....ceiieceiiciiiiennans X

( Many did not respond here. This was best covered by interviews. )

NB: No. of persons who played each musical instrument:

‘ Recorder =1 ; Orgen =1 ; Piano = 4 Guitar = 2 ; melodica/

_ unspecified keyboard = 5 ; Saxophone =1 .

-Special music certificates : Grade 1 Pianoforte ; grade 2 Theory of Mus.

Studies currently done : Grade 2 Theory of Music ;

161,



Table 4.2

Questionnaire b — Summary

‘Music lecturers who play musical instruments ....c.eeecee.. 8972
Music lecturers wﬁo sight read staff notation .............. 78%
Music lecturers who sight read tonic solfa ................ 100%
@usic lecturers who take part in practical music ........... 78%
Music lecturers who studied music at college/university .... 78%
Music lecturers who have special rusic certificates ....... 67%
Music lecturers who do further studies in muSic ............ 11%
Music lecturers with lower primary school teaching experience 11%
Music lecturers with higher primary sch. teaching experience 33%
Music lecturers who tezch only music R LR R R R PR . 227
Colleges with special musicC TOOMS ..ccieecececencnnneeeeees 7184
Teachers who feel the need of music teaching .............. 100%
Lecturers fagiliar with prescribed syllabi (..eeeveeeeeee.s 780
Lecturers who follow the syllabi as prescribed ;.......... 33%
Lecturers who régard syllabi as relevant .........ccceveeee 33%
-Lecturers who regard syllabi as having time-imbalance .....  §7%
- Colleges with prescribed iusic Didactics boék ceecassesnsse  33%

Colleges with iiusic Teaching Practice ..ccceeeeevecceneess 33%

Kb: No. of lecturers who played each musical instrument:

Piano = 8 ; Piano accordion = 1 ; Organ = 2 ; Guitar = 2

Recorder = 1 ; Percussion =1

tlusic certificates : Gr. 5 Theory of Music = 2 ; Gr. © Theory = 2

Bachelor's degree in Music = 7 ; A.T.C.L. (Singing) =1
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Table 4.3

Guestionneire C — Summary

Students who play musical instruments ......eccee..ci... %%
Students who sight reasc¢ staff notation .................. 8.5%
Students who sight rezd tonic solfea S < 074
,§tudents who take part in practiceai muéic e, 492
Students who know about the 7 basic letternames ........ 36%
Students who know about the tones and semitones ........ 25%
Students who know the use of sharps-and flats ‘.... ...... 4.5%
Students who know the names of ﬁotes and their velues ... 12%
Students who know zbout time signatures ........... O 4
Students who know the use of & dot ( used in note values) 30%

Students who know about accidentals/chromatics ....eee.. 2.5%

Students who know the keyboard layout O < 4

Students who know the practice of transition (modulation) 15.5%
Students who know the modulator ( in tonic solfa ) .... 18%

: Students who are femiliar with mentioned composers ... 23.5%

Students who know about key signatures ....ceeceaces 5.3%
| Students who know the letternames of given notes .... 117
Students who know the musicel terms and signs . 14%

Out of 200 students, only 4 played pianc, 5 guitar, 1 flute, 1 melodica

and 1 piesno accordion.

Practical music was split as follows:

(i) chorel music $3% (ii) dance 20% (iii) gospel 17%
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Table 4.4

enrolment of music students per college

College A B c D E F

Col. mus. enrolment 340 230 174 294 200 265

Average class enrol 35 37 45 44 26 25
‘No. of Mus. teachers 2 2 * 1 1 2
Criticism lessons (3yrs)2 1 1 1 1 1

* There was no music lecturer during the research period - the former

lecturer had resigned.

s
4
£
4
4
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- Example

N B WwWwN

~d

10

11

12

13

Accompanying audio cassette

Title of the song

Thula mntwana ( lullaby )

Thula mntwana | .( lullaby ) 2nd version
Ighude ( wedding song )
Wenduna ayihlome ( war song )

Isililo ekuseni ( war song )

Wawuyaphi empini ( war song )

Ufile umthandi wempi ( war song )
0! ukikizile umfazi ( burial song )
Abelungu o damn ( work song )

Thina bantwana be Afrika ( political song )

Sifun'umsebenzi ( sung in Zulu and English)
Asimbonanga ( sung in Zulu and English )
Homeless ( sung in Zulu and English )
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