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SUMMARY

A big question for the researcher is whether the current school choir

competitions have positive or negative effects on the choristers and

the rest of the community. Therefore the aim of this study is to look

for the possibilities of enriching this choral practice or drawing

everyone's realisation to the effects that exist in choral competitions.

The procedure of interviews and questionnaires has been employed

because not much information about this study has been investigated

and preserved.

The habit of competitions is retraced back from the Zulu culture,

where there exists a non-musical competition. Speech and melody,

harmony and rhythm is cited with the nature and African tendencies

in mind.

The NATAL AFRICAN TEACHERS' UNION is an organisation that has

made and kept school competitions going.

Four regions of NATAL have been used as a field of study. This is

because each of these regions has a college, and colleges also serve

as a source of information. Questions used during research have been

justified with an intention of making it possible for the researcher to

get information related to attitude, experience, amount of

participation and the level of literacy.



OPSOMMING

'n Groot vraag vir die navorser is of die huidige skool-koorkompetisies

positiewe of negatiewe gevolge het op die koorlede en die res van die

gemeenskap. Die doer van hierdie ondersoek is dus om na die

moontlikhede van die verryking van hierdie kooroefening te soek of

om almal se besef tot die effekte wat in koorkompetisies heers • te

trek. Die prosedure van onderhoude en vraelyste is gebruik want nie

veel navorsing oor inligting oor hierdie studie is gedoen en behou nie.

Die gewoonte van kompetisies word van die Zulu kultuur herlei waar

nie - musikale kompetisie te vinde is . Spraak en melodie • harmonie

en ritme word met die aard en Afrika tendense in gedagte genoem.

Die NATAL AFRICAN TEACHERS' UNION is 'n organisasie wat die

skoolkompetisies gestig en aan die gang gehou het.

Vier streke in Natal is as studieveld gebruik. Dit is omdat elk van

hierdie streke'n kollege het en kolleges dien ook as 'n inligtingsbron.

Vrae wat gedurende die navorsing gebruik is • is geregverdig met die

doer om dit vir die navorser moontlik te maak om inligting wat

verwant is aan houding , ervaring • omvang van deelname en

geleerdheidsvlak te bekom.
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CHAPTER I

1. STATEMENT OF THE PROBLEM

1.1 INTRODUCTION

The aim of this study is to investigate problems that arise in school

choral competitions in the Zulu community. The role, status and

quality of music in the Zulu community will be investigated with the

purpose of establishing whether the modern activity of choir

competitions is relevant to music education. The topic coined for the

purpose of investigating problems (to be later defined) is:

CHORAL COMPETITIONS : A CRITICAL APPRAISAL OF THEIR

RELEVANCE TO MUSIC EDUCATION IN KWA-ZULU.

The choral competitions referred to are those which are organised by

and for schools; hence the employment of the concept "music

education". Choral competitions will be investigated, while weighing

their strengths and weaknesses that are related to education. As

music education is a wide field of study, in this work it has been

narrowed down to possible educational values that an individual

acquires through being attached to choral competitions.

1.1.1 Definition of the problem

The phenomenon of choral music competitions in the African society

in general and African schools in particular, raises the main question



Page 2

which faced the researcher: Do school choral competitions make

any useful contribution to music and the development of positive

social values?

Other questions that are to be answered in order to arrive at a base

that will coherently be related to the topic are: How do the traditional

competitions differ from the western kind of competitions? Can

school choral competitions be replaced by other musical activities

which will have more relevant and positive values? The purpose of

this study is to look into the problem defined and posed in the first

paragraph. In answering the three above-mentioned questions, the

'concept' of competitions will be defined, and the purpose of choir

singing will be made clear. Suggested techniques and methods of

teaching choir singing will be stated under recommendations. The

eventual purpose will be to show the relevance of school choir

competitions, by naming its direct advantages to the chorister(s).

In order to arrive at recommendations to be later tabulated, the

procedure for collecting information will be from four sources:

(a) From the school choir conductors,

(b) From the college music lecturers,

(c) From the choristers themselves, and

(d) From the observations and experiences of the

researcher.
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For (a) , (b) and (c). questionnaires will be used. Some of the ideas,

especially in chapter 2 have been obtained through informal

interviews with people who were incapable of responding on a paper

designed.

Background and significance

The incorporation of the concept "music education" is to arrive at

certain important musical contacts. They are:

(a) Musical contact which takes place in class and which

measures class achievement in terms of tests and

examinations.

(b) Direct musical contact which results in the development of a

rich and wide appreciation, whether the student becomes a

professional musician, a gifted amateur, or a responsive

member of the audience (The New Oxford Companion to

Music, 1984, p610).

The researcher therefore intends to investigate school choir

competitions in the light of (a) and (b) above.

The investigation has been confined to school choral music because

choral music as a musical style, has been practised for a long time in

Zulu society. The researcher, therefore, aims to investigate whether

the chorister acquires understanding and grasp of what has been

taught to him through music, and makes it his own, thus becoming
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educated (Duminy, 1990 p3).

At the moment, most of the music in schools is choral music.

A short study of traditional competitions which throws light on the

background and the significance of competitions as understood in

traditional Zulu society has been made. Before going any further with

this discussion, the term traditional will be defined.

paraphrased:

When

... that which can be handed down from generation to
generation. it can be opinions, beliefs, customs, etc.(Oxford
Dictionary. 1986. p.10).

Therefore. the term carries the function of also describing the type of

people who are going to be discussed in this chapter. Generally, Zulu

society is or has at least three distinctive classes; amabhinca (the

traditionalists), amagxagxa (the semi-skilled class of workers),

(Vilakazi. 1965. p1371 and izifundiswa (the educated or the elite

class). The insiders tend to view one another as practising different

styles instead of the "superior-inferior" assumption (Vilakazi, 1965,

p.1371.

The traditionalists are thus people who have been able to resist

western Civilisation and the influence of education to a certain degree.

Therefore. by looking into their life-style. it will be discovered whether

competition is a western concept or if it existed before the influence

of the missionaries.
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Limitations of the study

Very little reference or nothing at all has been written about

traditional competitions and their relevance to music education. As

a result, this study is limited by the availability of written material and

findings from interviews. Most of the material obtained is based on

what other people have experienced, that is, African music

teachers\educators, choir conductors, choristers and from the

researcher's experience as a chorister and as a choir conductor.

The researcher has also limited his scope of research to school choirs.

Although school choir competitions go concurrently with adult choir

competitions, school choirs were chosen as a main field of study

because the membership of adult choirs is mostly drawn from school

choirs.

Because the Zulus are predominantly found in Natal province, the

researcher has also limited his study to Zulu society distributed in the

fourmain regions of Natal: southern region, southern coastal region,

northern region and the central region. (see map in the appendix 1)

A further limitation of this study arises from the fact that all school

music competitions are controlled by the Natal African Teacher's

Union and no comparisons can be made with the other organisations.
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RESUME'

The problem which posed a big question for the researcher is whether

the current school choir competitions have positive or negative

effects on the choristers and the rest of the community that

participates.

The aim of this study is to look for the possibilities of enriching this

choral practice or drawing everyone's realization to the effects

(whether negative/positive) that exist in choral competitions. The

procedure to be followed has been stated to be in four parts.
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CHAPTER 11

INTRODUCTION TO THE TRADITIONAL CONCEPT OF COMPETITION
IN TRADITIONAL ZULU SOCIETY

DEFINITION OF TERMS

Zulu person

This is a member of the Zulu society, whose identity as a Zulu is

shown by the culture, customs and language which he promotes. The

word Zulu belongs to a chief, son of Malandela and Nozidiya, after

whom the Zulu nation was named (Vilakazi, 1949, p.900).

Zulu society

It will be important to start by defining what in this case is meant by

Zulu society. It refers to the social way of iiving in so far as it obtains

among the Zulu people. In this way, an emphasis is laid, inter alia, on

.how the Zulu people live together as an organised and civilised

community. However, the domain of community is broader because

Zulus of today do not live together in one compact geographical

setting. This community is predominantly found in the province of

Natal. They are spread between urban and rural areas, and of course,

the tendency is to leave the rural areas for urban areas.

The Zulus were formerly of warrior culture, and as a consequence of

their military culture, competitions in Zulu society are an old tradition.
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A successful Zulu gets to power because he has worked his way up

and because he has proved to be the strongest. He receives respect

because he has proved to be strong in acquiring the position. A spirit

of rivalry has always existed but in an entirely healthy sense, because

your rival is not your enemy. The defeated rival accepts defeat Quite

graciously and with an open heart.

Traditionalist

This is a class of people who are still attached to their traditional

habits, customs and general tribal way of life. They have been able

to resist civilization and have remained 'uncontaminated' by the new

style of living. They are still attached to cultural beliefs, because the

presence of ancestors forms the basic pillar of their life. They are

totally uninfluenced or influenced to a limited extent by the western

kind of religion.

Inggwele

Inggwele is usually a young man, who, because of his outstanding

stick-fighting skill. achieves this name. He receives respect not only

from his peer group of his village. but also from the rest of the

district.
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Ubhedu

This is a portion of a heart which the boys usually have to fight for.

It is usually placed in the centre where everybody will have to see it.

Other boys stand around it with sticks, waiting for the one who might

be brave enough to go for it.

Ukuthela ngamagubu

This is a Zulu saying referring to the ambitiousness of a young man

who acquires more wives when his elders have a lesser number.

Before the arrival of the missionaries there existed only one type of

marriage, Le. the traditional marriage. These days, the Zulu people

have a choice of either marrying traditionally or by Christian rites.

Both of these are legal. The term 'umshado wephoyisa' refers to

the traditional marriage because it requires the presence of a

Government official to officiate. This type of marriage is popular

amongst the non-christians, because it includes the right to have

more than one wife.

Umbhidi

This is a person who leads a group singing wedding songs or

'umbholoho'. In a western sense, he plays the role of a conductor.

He does exaggerated movements which are partly to encourage his

group and poke fun. To command his group, he uses a whistle, which

he blows whilst indicating what he wants his group to do.
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Umaskanda

This word originally comes from an Afrikaans word musikant,

meaning musician. In Zulu the word refers to a self-accompanying

soloist on a guitar or concertina. These musicians seem to have two

sources of inspiration for composing. Firstly, instrumental

2.1.9

improvisation which suggests certain words for the performer. This

results in a new, irrelevant text derived from the instrumental

sounds. Secondly, the singer composes as a result of his prevailing

emotions at the given time (Mthethwa, 1979. p.121.

Indlela

In western sense, this is a path. It can only exist in relation to the

other parts in the overall polyphony (Mthethwa. 1984. pAl.

2.1.10 Isiga

This term refers to a rhythm initiated from the spoken words. The

words are spoken articulatively, following a certain rhythmic pattern.

Usually there are two groups. A group or person that calls, and a

group that responds. The Zulu saying: Ukukhuza isiga. refers to the

responserial effects initiated by the caller. A certain part of isiga is

repeated by way of concluding. The repeated section is sometimes

danced to in a traditional manner. Isiga is never to be omitted during

royal gatherings. or in spots where young men of the same village are

gathered.
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I-Toi-Toi

The term refers to a jumping movement done by a group of people.

usually those who stand up to express their agitations against their

superiors. This movement can be done in a uniform movement. Songs

which express their intention of staging such an action are sung to

these movements. This action song was started by prisoners

somewhere in Johannesburg who used to do it as an expression of

anger against the body-search routine by their guards (Interview, Prof

K V Mngoma).

COMPETITION IN NON-MUSICAL EVENTS IN RURAL AREAS

Competition among the boys

This kind of competition still takes place in rural areas where the boys

are herding cattle. They always want to know which bull is the

strongest in each herd. The bulls are made to fight in order to

discover the strongest. The boys also make clay-bulls, the horns are

made stronger and sharper because they are the defending weapons.

These clay-bulls are hand-operated. The clay-bull that has been able

to destroy all other clay-bulls without much destruction to itself.

causes the owner to be the hero of the day.

Stick-fighting

This is another non-musical event which exists in rural areas. Males
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always promote this kind of competition. A young man who defeats

all other men of his age in his district is known as inggwele. A young

man acquires his praise-songs through his ability to prove strong and

unbeatable. While fighting, praise-songs are sung by those who

know the fighters. This rouses fighters to great efforts and they

become more determined to defeat the adversary. Among other

occasions where fighting takes place, the fight starts after a cow has

been slaughtered and its portion of the heart, known as ubhedu, is

put at stake for the young men to fight for. The winner in the

occasion will be called inggwele. The winner also receives respect

from all the members of the village.

Marriage and polygamy

Polygamy, which still takes place mainly in rural areas, bestows a

higher social status upon a man. Therefore when a young man

marries two wives, his other brothers feel humiliated and they try to

acquire more wives. The Zulu saying: ukuthela ngamagubu, is used

to show that they have been humiliated and thus challenged.

The wives of one man always compete to be the first to bear a son.

The successful wife becomes the favourite of her husband because

she has produced the heir (indlalifal to the man's estate or riches,

which is always in the form of cattle.

Sometimes the wife even suggests to her husband the idea of him

•
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taking another wife. This she does if she realises that her husband

is paying more attention to the other wives. By encouraging him to

take another wife, who would be younger and lovelier, the husband's

attention will automatically be taken away from others. Usually the

wife who comes with the suggestion always make sure that the

husband will not find it difficult to propose love to the prospective

wife.

MUSICAL EVENTS

Weddings

This kind of group music making takes place predominantly in rural

areas. The singing is competitive. At a wedding the bridal party and

the groom party both sing a predetermined programme and a friendly

competition takes place. Both parties ululate, and there were

competitions with ululating. The watching crowd always determines

the winner by the amount of response they show when applauding.

Although the style of singing at weddings can be regarded as

traditional, it has a feature of western influence in that it has four-part

harmonic texture. Like Scathamiya, it has choreography. The group

is led by a conductor, umbhidi, and he always wears comical attire.

His movements are exaggerated, and are partly to encourage singing

and poke fun. The umbhidi, who, with his group, has been able to
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win the favour of the day, may be garlanded by the ladies during the

process of singing.

Competition among male voice choirs

Male voice choirs usually sing in a distinctive style known as

isicathamiya, which was developed among the Zulus around the

1920's. This form of vocal music is thought to have started in the

industrial zones of Natal, and coal mines. It was meant for

recreational purposes. The choir is usually composed of 8 - 22

members. The leading voice is the tenor, followed by one soprano

(high false.!t0) and one alto. The rest sing bass. The fact of having

the bass line as a strong part, is mainly, and this brings about

intensity of seniority and a clear I-IV-V-I progression.

The singers were originally called ojazibhantshi, because of the long

coats that the groups wore as their uniform. These long coats were

fashionable at that time. The style later again became known as

ingomabusuku, which means 'night songs'. This name was a result

of the competitions which always took place at night. Later it

became known as imbube, because of the bombing style that

characterised its singing. Alexius Buthelezi, the late SABC Radio Zulu

announcer, named it cothoza. This term means a neat cat-like

manner of movement that is always incorporated in their

choreography. The essence of this style of music has always been
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competitions. Different groups compete for a prize isiteki, (usually a

goat). The music is never prescribed, but it"'fii chosen by the choir.

The choice reflects the group's extent of musicianship, its musicality,

their inventiveness and their taste, that is, their ability to choose

material that is rich and varied in styles. Their repertoire includes

nostalgic, political, topical and love songs.(see appendix Ill.

They are able to take defeat quite graciously. But there are of course

moments where they feel that they have been robbed. Traditionally,

participants are free to use extra musical aid to increase their chances

of winning, so that there might be a greater element of gambling in

that a group is allowed to have its own inyanga who will increase

their chances of winning by casting his spells. The general belief was

that if they do not win, in addition to them being limited in their talent

(which is never admitted!. it was because the medicine was not good

enough.

A virtuoso instrumentalist

There is also competition amongst individual music makers, who are

commonly known as omaskanda. The word originated from the

Afrikaans word 'musikant', which in English means a 'musician'.

Each tribal village has its own maskanda, who is known as inkunzi or

igagu (a musical person). They are highly valued individuals who are

respected by all, of course, by the up and coming maskandas. His
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fans always deny the ability to play having been self-taught. Instead

he would claim that his virtuosity was a gift from a previous deceased

maskanda who passed his skill to him as a result of a number of visits

to his grave. In a competition gathering, each player introduces his

performance by firstly playing his tuning piece called izihlabo.

Listeners are never to be made aware of the actual piece, they find

themselves in the middle of the song. While singing, he introduces

his own praise-songs. His praise-songs always narrate his own

experience, his place of birth and his general achievements as a

guitarist. It is all about him, which makes him a winner. The players

perform in turns, and the crowd evaluate by applauding. The player

who is responded to by the biggest applause is regarded as a winner.

2.4 AFRICAN CONCEPTUALlZATION OF SOME MUSICAL ELEMENTS

The elements of speech, harmony and rhythm are fundamental

common concepts in both western and African music. Bongani

Mthethwa's view (when interviewed) about melody and speech is:

melody and speech cannot be separated, because the

melody is vested in speech. The word is the song and given

to musical sound it becomes music.

To the traditionalist, the melody is indlela. which means a path for

song.
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Speech and melody

. -
Much of African music is mostly affected by speech. "African

traditional deliberately treats songs as though they were speech

utterance" (Nketia, 1977, p.177). Nketia explains that by saying

African languages are 'tonal languages', which goes on to explain

that " ... languages in which tone is phonetic, or serves to distinguish

words in much the same way as to vowel and consonants". He

continues .. ... distortion of the intonation of phrases or bones of

words create problems for the listener. .... (Nketia, 1977, p. 177). A

practical example supportive of this statement by Nketia, can be

derived from the Zulu word isende:

(a) isende: can refer to the still remaining path to be covered, e.g.

isende indlela: the path\way is still too long.

(b) isende: the term refers to a genital.part of a male or animal.

In an African sense, a melody must not be independent, it must allow

other melodies to join in. That is why when singing and allowing

one's self to dominate you are regarded as ibhimbi, an unmusica\

person. Sing and leave pauses to allow others to come in, which is

defined as ukuhlaba-izisele .
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la) Harmony

Harmony is thought to be of western invention, which is not

true because harmony also exists in Zulu songs, which is called

isigubudu. This word means a beast with converging horns.

On the other hand, Zulu singers refer to harmonic music as that

of pain and sorrow, umculo onosizi.

(b) Rhythm

For an African, it is the rhythm which invites responses, and

this inspires bodily movement. The words may be

meaningless, but the music must have a constant rhythm and

a suggested dance. Nketia confirms by saying:

Since the African is predisposed towards percussion
and percussive textures, there is an understandable
emphasis on rhythms, for rhythmic interest often
compensates for the absence of melody or the lack of
melodic sophistication (Nketia, 1977, p.125).

What Nketia says above can be proved by quoting indlamu dancers,

who actually have acquired the ability of percept rhythms. The song

is started without drums or percussive instruments. When the leader

feels that the tune has been well digested by the participants, he

signals for the drums to join in. After that, singing then stops, as

what becomes important now is rhythm, which rouses the performers

and the audience. Variations in the dance dominate, as the words of

the song become less important and disappear. For an example, in
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indlamu dance, the rhythm plays an important role. The clapping of

hands by the audience re-enforces and intensifies the rhythm and it

is part of accompaniment. The significance of iziga; amongst Zulu

men, has a rhythmic effect which automatically initiate a dance

movement: For instance in the Zulu saying of iziga, the spoken

words initiate a specific rhythm to which the leader and the audience

react:

Leader:

J JJJ
Shl:> nr:.ni!

,

) JJ j
Sh --: .o Ill-nJ..

j f)J
~

Sho ni-ni!

Audience: JJJ}
.t::ziyol'

~ ~ ~, , ,
......... ....,

I-ziyo-li-yoli!

( This phrase is repeated again and again.)
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The musical elements just discussed are the recognizable features in

African notated songs which are used for competitions. The following

chapter defines and exposes these features. The names of African

pioneers in notated songs will be quoted together with the example

of songs.
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RESUME'

This chapter gives evidence in relation to why this study had to be

started in the first place. Competition has been stated as an old

phenomenon in the Zulu society. It is seen as a normal phenomenon

also because the ability to achieve is measured by the amount of

competition impact that the competitor has been able to shoulder and

withstand.

Competitions have been divided into two, namely, a non-musical

competition and a musical competition. The purpose of this division

was to clarify the fact that the end pleasure conceived through

competition remains the same from both competition kinds.

By citing the nature and influence of concepts like speech and

melody, harmony and rhythm, the intention was to establish whether

these concepts are viewed in a similar way in both worlds (African

and western worlds). The concepts are described with an African

belief, language, tendencies and music in mind. Amongst the three

concepts, rhythm is seen as a dominating feature in the African

music.
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CHAPTER III

A STUDY OF LITERATURE ABOUT MUSIC COMPETITIONS IN
KWAZULU AS THEY RELATE TO MUSIC EDUCATION

The history of music competitions in wider perspective

Competitions in music are not new. As early as the sixth century,

musical battles between Phoebes and Pan were taking place. This

practice went on until the 13th centuries, when it ran concurrently

with festivals. Festivals took place in England, United States (1857-

83), Germany and Austria. (HARVARD DICTIONARY OF MUSIC). In

western society, competition in general, is described as an effort to

stimulate man's love for sports with the inter-est of cultivating a

refined ability or skill of his art (Oxford Dictionary,l. It has affected

the United States of America since the close of the First World War.
~

During the 20th century, musical competitions have been widely held.

The movement swept even outside the British Empire. For an

example, in Canada, competitions were highly organised, and the

adjudicators from the British Isles were invited to grand festivals

annually. This system of musical competitions has also taken a wide

extension to countries like Australia, New Zealand (where this system

has been developed), Jamaica and South Africa.

For a long time, music competitions in England were mainly am.ongst

the brass bands. Around 1880's, the idea of competing was
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extended to vocal performance. and this resulted in the establishment

of the Straford Musical Festivals by Curwen. The purpose of

encouraging musical competitions in Britain has been that of raising

the standard of musical technique and the standard of music.

Music education in Zulu society

Before the coming of the missionaries

In traditional societies, music was never seen as a separate entity but

was a part of everyday activities. The African learns about life and is

disciplined through music. Through traditional songs and dances.

young men and young women receive instructions in family life.

customs and practices. Festivals, and music which has become an

inseparable part of them, play an important role in giving Africans the

feeling of kinship and loyalty in their community. Songs provide a

strong means of social adjustment in an African community. A song

is a means of expression; individuals may be publicly derided through

a song. for some action performed contrary to the way of life in the

community.

The researcher is employing the term African society or community,

because in the different African societies. there exist different kinds

of musical traditions. These traditions possess common margins and

aspects where their music meet. Because of the modern distribution
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of African people between the rural areas and cities, some musical

activities are now rarely promoted. For an example, ritual music,

AMAHUBO, which was the religious kind of music, is now rarely

performed. Only during royal occasions, do we find warriors,

AMABUTHO performing them for the purpose of making the occasion

respectable.

Music making is a communal event in which children are not

excluded. The singing is an integral part of the game, it is not a

musical version of the game which might be played without the song

(Jones, 1971, p.16).

Emphasis is placed on exposure to musical situations and that enables

an individual to acquire musical knowledge gradually. During the time

of performing whether a singer has or does not have a beautiful voice

is irrelevant, it is rather the artistic use he makes of what he has

(Small, 1977, p.51l.

Children also learn to imitate what their parents are doing. This

suggests therefore that learning and teaching of a song is informal.

Sometimes songs may not be meant for their games, but they would

go to the extent of including songs that belong to the music of the

adults.
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After the coming of the missionaries

During the Livingstone era (around the eighteen twenty's) and the

advent of the evangelical missions, Africans were made to ignore

their music and they were fed with influences of Wesleyan hymns.

From their minds, the so-called 'evil' music which they had been

practising through the promotion of their traditional practices, was

completely erased. This resulted In African music being

misunderstood, disparaged or ignored altogether. To the converts,

the acquisition of western music gave higher social status, and it

came with the blessings of literacy and medicine.

Urban influence also had a role to play in distancing an African from

his music, because gramophones, radios, etc., helped to spread

western music ideas. As a result, "imitation of the foreign European

is still the hallmark of social success" ITracy, 1966, p.52J. Africans

who were exposed to school life, became elite privileged middle-class.

Actually, indoctrination by the missionaries divided Africans, and this

of course, was the aim of the colonial government, so as to spread

its system of ideas, values and loyalties which agreed with the

government. By so doing, tribal African societies were undermined.

Even so, surprisingly, educated black people were not treated as

equals by the colonists themselves.
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The music of the Africans also suffered, because traditional dances

and traditional instruments were regarded as hea-then_ As Nketia puts

it:

In some cases the converts were not only prohibited from
performing traditional African music, but even from watching
it. Hence, active participation in community events - in
festivals and ceremonies - was discouraged (Nketia, 1979,
p.151.

The church and the school were closely related because the

missionaries themselves served as teachers in the mission schools:

In fact, translated hymns were sung both at school and in church.

The music curriculum of western-style education introduced by the

church emphasised western hymns, school music and art (Nketia,

1979, p.151. New forms of compositions with western derived

harmonies, which were as a result of the early usage of church

hymns, were born. The four-part compositions showed a fusion of

western and African traits, because western harmonies were

exploited. Surprisingly enough, the missionaries were not ready to

appreciate African traditional music, because they had it in their

minds that two musical systems could not exist in the same world

and develop along separate lines. It was then their duty to give to

native Christians their best base and deep comprehension of their

western musical system. Inherent to hymns came to existence an

African choral-written song.
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During this period of missionary control of schools, competitions

existed in different fields, such as competitions in hand-work. The

school inspector would go from school to school collecting what

could be exhibited on grand jubilee days. Each school was expected

to produce its best work. The school with the best hand-work won.

Competitions also existed in gardening. The inspector did the same

action of collecting, and the school with the best garden produce

won. There was also competition in drum-majorette, and hand

writing (Interview, ET Z Mthiyane).

Competitions in football and basket ball were organised on different

days, because team eliminations had to take place before the best

school could remain. Competitions of this nature still take place even

today, although it is now no longer the Department of Education

which controls them. That responsibility has now been taken by

private companies like Coca-Cola, Toyota, Clover, etc. The

teachers\schools formed (and still do) teams to represent their

schools, either in soccer of athletics, and companies provide

sponsorship. Competitions in singing, which is today's dominant

tradition, also took place.

3.2 DEVELOPMENT OF CHORAL COMPETITIONS FROM THE EARLIEST
TIMES TO THE PRESENT

By the 1900's, industrialization was taking its course, and the result

of this strong influence was a distinctive urban-working class.
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Africans also had their culture affected. including their own music.

The condemnation of traditional culture by the missionaries also had

an indelible effect on educated Africans. who were trying their best

to achieve "imposed civilization". This frustration caused Africans to

create a Bantu National Music. for the purpose of eradicating the

common imitation of Europe and for the revival of traditional music.

On the other hand. there already existed three kinds of music in urban

areas, ragtime, marabi and jazz, but many Blacks did not like this

music. By the 1920's African teachers founded adult choirs. During

the year 1931, Mark Radebe of Johannesburg and Hamilton Masiza

of Kimberly founded the South African Bantu Board of Music

(SABBM). The duty and the function of the Board was to organise

provincial Eisteddfods for teacher's choirs. SABBM had also its two

main objectives: 'to preserve and develop the individuality of native

music, and concurrently, to encourage the finer refinement of

European music ICoplan, 1985, p.16J. Late in 1931, the first

Eisteddfod was staged in Port Elizabeth and Johannesburg.

The SABBM was made of Black and White cultural promoters, hence

the Eisteddfod provided competitions in athletics, performance

activities for all African classes. The first Eisteddfod not only helped

to reinforce middle-class musical standards, but to a certain extent

also provided greater respectability to African traditional music.
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The rise of a written African song

Initially, songs that were performed by amakwaya (choirs) were

transmitted aurally. Amakwaya can be regarded as a combination of

western and African practices. African composers wanted to

modernise a traditional song so that its performance could be more

refined. Trained choirs were used to perform four-part harmony

songs. The upsurge of African nationalism also had a role to play.

Educated Africans realised that the missionary idiom, that of

condemning African tradition and culture, was becoming recognizable.

As a result, there was conscious effort among those who composed

music, to include features in their music, which were distinctively

African. Again, this effort was reinforced by the political philosophy

of Black consciousness of the 1960's.

Some of the leading composers of choral compositions. who

predominantly used songs notated in tonic solfa are inter-alia reflected

in the appendix.

John Knox Bokwe, Ntsikana Gaba, J P Mohapeloa and Reuben

Caluza, who were generally regarded as the leading innovators of

African choral compositions. will be discussed. John Knox Bokwe, a

product of Lovedale and at the same time a newspaper editor. did his
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best to combine traditional melody, proper tone-tune relationships,

and Xhosa patterns of accentuation with four-part harmony and the

use of diatonic triads (Coplan, 1985, p.30l. His pure expression of

his political beliefs and philosophy is reflected in one of his songs;

"Plea from Africa", (see appendix IVa) with music in the style of

Scottish hymnody and lyrics by an unidentified 'Glasgow lady'

(Coplan, 1985, p.30).

Ntsikana Gaba, a minor Xhosa chief and a Christian convert, was the

first to use traditional music as an authentic African expression of

Christianity. Bokwe in his tonic solfa arrangement of Ntsikana's

hymns, notated one of Ntsikana's hymns 'Ulo Thix' omkhulu' (Thou

Great God) (see appendix IVb) which has been transmitted orally

among Xhosa Christians for a long time. Bokwe's transcription of

Ntsikana's hymns in 1876, popularized Ntsikana's music.

J P Mohapeloa was born in 1908, and he grew up in the Lesotho

which was then called Basutoland. For his compositions, he like

others, notated his music in tonic solfa. His first collection of his

compositions combined western and African principles of harmony

and melody, which are antiphony, polyphony, pentatonic scale and

his formal music tuition which he received from professor Kirby,

helped him to write complex compositions in tonic solfa. In the

appendix, is included one of his famous compositions 'Obe'. (see
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appendix IVc)

Another of South Africa's greatest composers of choral music was

Reuben T Caluza. His music, also in tonic solfa, had, besides the

influence of mission bands and choral music, definite American

ragtime influence. This is observed in the half note value that

dominates almost all his songs. For example, the song, UMSHADO.

This then made him the main promoter of the re-indigenization of

music appealing to all classes of (educated and uneducated) music,

which had deep effects even on working class music kinds. He and

his contemporaries also praised his nationalist outlook in his

compositions, and his ability to maintain a balance between western

and African manners of composing. An example of his song

'umaconsana', which poke fun at shebeens which were and still are

a common social feature in the African setting. (see appendix IVd).

3.3 RE-INDIGENIZATION OF A CHRISTIAN HYMN AND DIVERSIFICATION
OF AFRICAN FOLK MUSIC

The imposition of western civilization did not only get the African to

discard his indigenous first names and replace them with biblical

names, but extended to indigenous music. Through the media,

indigenous music was broadcasted as from 1940, the African

intellectuals (the products of civilization) rejected those programmes.

Their argument was that Blacks were freely exposed to this kind of

music only to emphasize their difference and their "lowness"
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compared to other South African citizens. But, Blacks in the rural

areas, continued to practice this kind of music, that is, performing

songs (AMAHUBO) in their ritual ceremonies.

The government's action of introducing apartheid in 1948 also left

much to be desired, as indigenous identity as a result of political

division became weakened. This was during the time when African

intellectuals had a taste of civilization, and were unwilling to be

excluded from it. Including the African composer, he also wanted to

be as near as possible to western musical culture.

But the opposite happened around the 1960's, the upsurge of African

nationalism and Black consciousness spirit was pandemic. Black

intellectuals opted for those characteristics which identified them with

their cultural heritage. It was also during this period that music

became a vehicle for the Black's ventilation of political agitations.

Through music political solidarity was effected. Toi-toi action music

started in prison somewhere in Johannesburg. The prisoners

expressed their political agitations through it. It is currently music for

political expression (Interview, Prof K V Mngoma).

Indigenous music tendencies exposed themselves in the singing of

these hymns, because singers brought embellishments by introducing

antiphonal textures - to make the hymn more "lively". Bodily
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movements which stimulate dancing were also incorporated in their

singing. Whether the stresses after translation were distorted, it did

not matter. The indigenisation of western hymns through their

translation, distorted the original text meaning and rhythm.

The eclectic composers were bound to take the lead if he still wanted

to be accepted both by the missionaries and the civilised communities

to whom the music was dedicated. They employed tonic solfa

notation because of its access (it was taught at school) and because

it was easy to learn.

In this section, in trying to clarify some factors and elements, the

researcher has decided to pick on the examples that have been given

when discussing this chapter. In those compositions, the themes

pertain to legendary occurrences, topical instances, African history

and general communal life. These are as a result of the modification

of the western hymns because the harmonies are triadic texture and

have melodic lines like the structure of the Christian hymn. [refer:

Appendix IV].

These compositions are meant for listening, as a

result, they are dominated by harmony which is also

a trait inherent in African singing. These African

composers, compose music controlled by bar lines.
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This of course, is against the poly-rhythmic feature

of folk music. Folkloristic characteristics are

therefore going to be discussed below.

The song 'ULO THIXO OMKHULU', (see appendix IVb) has its theme

on the legend Ntsikana, the Xhosa convert. The song is based on

Ntsikana's text and it is for SATB. CB Qwesha, in his composition

based his theme on Ntsikana's prophesies. The song is dominated by

antiphony. At some places, like in bar 1-10, the 'call' is from the

soprano line. In other instances, the'call' is from the bass line, like

ill 1]-46. The song does not change its key. "Homna-homna" has

been used by the composer for all parts at the end of the song. This

is a Xhosa expression which does not say anything except to

reinforce the rhythm of the music. It can also be explained to imitate

the soft sound of "Dingdong", as the imaginative bells of Ntsikana

sound it, although "Homna" has more power when compared to

"Dingdong". The text goes:

Niyakhumbula ngexesha lookhokho,
Niyakhumbula ngomfana kaGaba.
Indodenkulu yayiprofethisha
Igama layo inguNtsikana
Umprofethi uNtsikana waqal'emdudweni,
Ukucela nokuthetha ngoThix'osezulwini.

Waprofetha wathetha izinto zabanjalo,
Wazixela iintlang'ezi-zakufika
Homna! Homna! (sung by the basses)
Ezivela eMpumalanga nomqulu
Eziphethiqhosh' elingenantunja
Inwele eziyephu yephu.
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Wath'abantu abantsundu bophalala
njengamanzi
Wath'i!izwe likaPhalo lozaliswa
zindlela zololiwe
UloThix'omkhulu ngosezulwini
Nguyena ikhakha lenyaniso
Nguyena inqaba yenyaniso
Ahomna! Homna! (for 8 bars)

Obe, (see appendix IVc) is a song from Mohapeloa's first publication,

It is legendary and based on a story of a one-eyed beast. The song

is for SABT. The bass line dominated all the music up to the end. The

impression given by the bass is that one of a terrifying beast which

frightens the children. The song has no modulation. It can be said

that the song has antiphonic and polyphonic textures. The text of the

bass is totally different from the text sung by the other parts, the

singing of both texts is concurrent. The other text by SAT, has

exclamations which imitate the cry of a terrified child. who at the is

time begging for protection by the parents from the one-eyed and an

ugly terrifying beast. The text goes:

OBE: (Bass) Jo! kalebona' nathoana'
batho! Jo! Jo!
Kea Thusoa ke mang? Jo! Mme, 'Mena
Tsohang Le
Nthuse Hie! Ntte oena! Tsohan Lethuse
hie! Jo!
Kalebona! K'eare mong oe! Ntate
Tsohe hie!
Ntate Ntho Keena. Hela ntate, K'ena
enkuka! K'ena
Jo! Ake Letsohang ntate? Nka, Nka
koantsanyane le
Molamo oa tsukulu, ue'o ebolaea! 0 E'
oebola hie!
Eka fariki eohlo leleng. ekaaka khomo!
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(Concurrently with the other part, the bass text
goes)

Obe (x 3) ure uboneng?
Obe (x 3) ngona 'Batho! Obe!
Obe Tsebe lima ephoeepho! Jo! utiare
mang oe?
He ut/a re uboneng! Obe!
Lose ihlo le leng phatleng! Ke seja
bana
Obe Selo selitsebetsebe! Obe! Tsebe
Iimaephoepho!
Obe kea tsamaea joale robalam He!
Tlisa ebolaea. Ke Fe ebolaea hie!
Ke'en? (x 3) JO! JO! JO!

The song UMACONSANA, (see appendix IVd) was composed by R T

Caluza. It is a four part song (SATB). The song is about a certain

kind of beer, brewed from the shebeens in the African urban society.

The antiphonal kind of texture is exposed by the fact that the

composer has tenors and basses (TTBB), singing against sopranos

and altos (SSAA); this feature is also common in the African folk

songs. The 'call' is from the females and the 'response' is from the

males. The first section of the song has antiphonal singing (bar 17 -

56). The third section (bar 57 - 64) has the bass leading its melody.

The next is the same but it is not sung simultaneously.

In the fourth section (bars 65 - 76), the male sings as a 'humming'

accompaniment in unison against the female voices (SSA). This

setting is maintained right up to the word "qedibhabhalazi", sung at

a cadential point (bar 72). The song has a modulation (bar 33 - 39).

The song does not have a straight melody by one part because of
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,calls and responses'. In other words, the existence of a melody as a

result of the response from the main section, which repeats the same

text sung by the female section. The text goes:

Sanibona Zihlobo, Sanibonani bakithi
Saubona sisi, saubona bhuti, Ma noBaba
Siyejabul'ukunibona, thina
bas'eManzimtoti
Saubona bhuti, Saubona sisi, Ma noBaba
"Call" "Response"
Sesifikile thina Sesifikile
(SSA TTBB)

Sivel'esikoleni Sase Adams
Baphum'eJubhili Ejubhili
Thin'esidlaveleni Dlaveleni
Sizobona nina Nonke
(SSA TTBB)

Senziwa ukubona ukubusa
01 Sithokoza Sithokoza
Sithokoza 'eAdams
(SSA TTBB)

Sisaphephile Siphephile
(SSA TTBB)

Kumaconsana Maconsana
(TTBB)

Kugavini Kugavini
(TTBB)
Nesishimeyane
Umaconsan'ugavini nesishimeyan'siphelile
(SATB)
Kunjani lapha sisi Kunjani na?
(SSA TTBB)
Kunjani lapha bhuti Kunjani na?
(SSA TTBBI

(In this section the "call" is from the Bass line
and the response is from the SETB).

Bhekani nangu "Mam' ethengumaconsan'
Bhekani nangu' Mame ethengisa ngogavini
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Ukhuluphele njena ngokuphu'umaconsana'
Bhekan' indaba kamaconsan'

(In this section the males hum is a unison (TB)
accompanying the females (SSA).

Benzenjani' eGoli la sebephuz'
isigomfan'?
Benzenjani' eGoli la sebephuz' ugavini?
Benzenjani' eGoli la sebephuz'
umqombothi?
Bheka bethi baqed'ibhabhalazi.
(SATB)

THE FORMATION OF NATU (NATAL AFRICAN TEACHERS' UNION

HISTORY OF NATU

Much of the history of this Union is lost to us all, because NATU had

no archives. The introduction of Bantu Education, also had disastrous

effects not only on education of children but even on the union itself.

What the researcher has gleaned, is from oral testimony and a few

written speeches and documents delivered during NATU celebrations.

Before NATU (then known as Natal Bantu Teachers Union, NBTU)

was established in 1918, there existed two teacher's unions in Natal.

They were the Northern Natal Teacher's Association (NNTA) and the

Coastal Teacher's Association (CTA). The two bodies felt that they

had common aims, goals and objectives and interests. They then

decided to unite. A new body called Natal Bantu Teacher's Union

(NBTUl. was born.
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The pioneers on NBTU felt that in order to strengthen their

organisation, branches should be formed in various areas of the

province in Natal. By 1920, out of 11095 teachers in the province,

306 were members of NBTU (Shandu, (MS). 1988, p2).

During this time, this body proved itself effective. It influenced the

Natal Department to increase the number of bursaries tenable at Fort

Hare. It also persuaded the department to introduce the matriculation

course at Adams College. A committee set up by NBTU studied

language, culture and music, which the education system did not

advocate at that time. This innovation had more weight on music as

it is today. What really established the stand of the union, was the

successful fight to increase teachers' low salaries. Its other project

was that of getting an insurance company to issue policies to Black

teachers at competitive and unloaded premiums.

PRESENT DAY

Refer for brief history to paragraph 3.4.1 .

ADMINISTRATION OF CHORAL COMPETITIONS - NATAL

The music committee is set up by the Central Executive Committee

of the four regions of the Natal province. (see map appendix 1)

(a) Southern Coastal Region

(b) Northern Coastal Region

(c) Northern Region
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(d) Central Region

Its life lapses with that of the said Central Executive Committee. The

representatives of each region, from the provincial Music Committee,

under the convenorship of the Music Organiser. His main duties as

the music organiser are:

(a) To choose venues for provincial competitions

(b) To make music (copies) available to school

conductors

(c) He determines, together with his committee,

what to charge at the door

(d) He selects adjudicators

(e) He organises provincial work-shops, and seek

venues for these workshops.

Music work-shops and seminars are usually held at Ashdown,

Madadeni and the University of Zululand since the early seventies. In

these seminars, competition songs of all levels, that is High Schools,

Secondary Schools and Primary Schools, are studied and discussed.

The provincial music organiser organises leaders to preside over these

sessions separately. Conductors come with their representatives

selected from the choristers. Conductors together with their

choristers sing the songs. During this time, such problems pertaining

to the prescribed songs, that is, legibility of photocopied music.
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history and the style of performing the songs, are looked into.

The process of organising competitions, normally takes place from the

lowest level. There are four levels which are strictly followed:

Branch level, Zonal level, Regional level and the Provincial level. All

these levels mentioned above have their own music committees with

their own music organisers, who function and serve these levels.

Regional music organiser and the provincial music organiser.

The Provincial Music Organiser, when drawing up the choral

competition's programme for the year, studies the annual programme

of the Union and prescribes dates which do not clash with those of

the national body (ATASA) (African Teachers Association of South

Africa) to which NATU is affiliated.

ADMINISTRATION OF EISTEDDFOD

The National Music Competition is formed by the music organisers of

each province. All competitions basically end at provincial level.

They are conducted in an alternative manner, that is, if colleges and

primary schools go to Eisteddfod this year, the high schools and

secondary schools proceed to Eisteddfod the following year.

SECTION OF MUSIC FOR PROVINCIAL AND EISTEDDFOD
COMPETITIONS

For the Eisteddfod competitions, music is selected by the National
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Music Committee. For the provincial purpose, the music is selected

by the provincial music committee, and the lower classes that is, sub­

standard A and B, competitions take place at branch level and the

branch level committee is responsible.

A problem always exists in selecting music for the Higher Primary

Schools, because these choirs do not have a strong bass line. One

music organiser maintains that this problem has always been there,

because they have always met problems when looking for music

suitable for this level. In the appendix V, is included songs which

have been prescribed for Higher Primary schools this year (1990).

Most of these prescribed songs are sometimes extracted from popular

works of either G F Handel or W A Mozart. For an example, the

CORONATION MASS by Mozart, has had three of its items prescribed

for high schools for the past three years. Due to scarcity of pianists,

some of these songs are sung unaccompanied (a capella), thus

flavour and the destiny of the song is lost.

The songs are distributed and are notated in tonic solfa. Usually the

music organiser looks for somebody to transcribe the music from

staff-notation to tonic solfa. Sometimes mistakes are committed

during the transcription process, and it is during the music clinics that

such problems are treated. Although this music organiser maintains

that the committee usually scrutinises the music and its matching
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standard before it is prescribed, recent song selection has disproved

this assertion.

For an example, the song "Sing Ye To The Lord" from the work

ISRAEL IN EGYPT - G F Handel, (see appendix VI) was prescribed for

high schools in 1987, and it is a very demanding song for the high

school children in all respects, because of melisma which is poorly

executed and the high tessitura of the song.

SELECTION OF ADJUDICATORS

In most of the competitions organised by NATU, the issue of

adjudicators has always been a sensitive and a contentious one, but

up to this point and time it has never been looked into closely. This

particular music organiser observes that the problem of adjudicators

is an old one, he also admits that there exists no way for them to

measure how musical the adjudicator is, but that the common

allegations that adjudicators selected know nothing at all about

music, is not true.

He goes on to say that a person who has been involved in choir

competitions as a conductor, is a relevant one. He puts it as a

problem that the society always demands more, by wanting to know

what musical qualification the adjudicator has. He observes that

because of the shortage of qualified adjudicators, they find
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themselves compelled to use one and the same qualified adjudicators

in different competitions. Thus they do not meet the demands of the

choral music competition enthusiasts. Deducing from what he says.

there usually is no prior consultation with the adjudicators. This has

resulted in sometimes adjudicators being exposed to competition

music for the first time. that is, during the time when the competition

is in progress. The adjudicating material is always provided by the

music organiser(s). It is usually a score sheet, with columns of points

and remarks provided. A sample of a common score sheet used for

school choral music competitions is provided in the appendix VII.

RESUME'

The role of music in the African society is a fact not to be denied.

Social activities are more sensible to the community members

because of the music that constantly affect their daily life practices.

Songs are a means of expression, a means of social identification and

a means of attachment to culture: Total participation of an audience

by means of clapping for the dancers, signifies an equal importance

of both parties (audience and the dancer). The children get to know

the song during this activity of music making. They are never

ostracized from joining the adults, just as an •outsider' is not

prevented from participating.

The rise of African nationalism saved what was left of African music
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from being swamped by western influences and culture. African

music was saved from being totally handicapped by western influence

and its powerful perpetrators. The missionaries, who were also

teachers at mission schools, were able to introduce tonic solfa

notation to those africans who could afford to go to school.

Choir music came as a means of saving the worsening music

situation, where-upon marabi music was almost completely taking

over the music scene. Choir music became the music of the middle

class. Media too, had an effect on restoring some musical traits that

had been able to resist complete modification. Musical elements

mentioned in chapter 1, became recognizable in the written songs

that were notated by the first African music composers.

NATU, amongst other teachers' organizations, has been able to play

a recognizable role in promoting choral competitions among the

schools and adult choirs.

In the following chapter an attempt will be made to investigate the

effects that choral music has on KwaZulu schools. The researcher's

experience and observations, questionnaires and interviews will be

used to make information available in this respect.
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CHAPTER IV

METHODS AND PROCEDURES

PROCEDURES FOR COLLECTING DATA

The field of this research covered Natal and

KwaZulu. and the targets mentioned below are found

in the four regions of Natal.

The music educators at colleges of education

1. Esikhawini College of Education

2. Kwa-Gqikazi College of Education

3. Madadeni College of Education

4. Ezakheni College of Education

5. Umbumbulu College of Education

6. Ntuzuma College of Education

7. Amanzimtoti College of Education

8. Eshowe College of Education

The school choir conductors. preferably those who are still active in

choral music competitions. The following circuits were visited:

1. Mehlesizwe. Nseleni. Nkanyezi and Hlabisa.

2. Mahlabathini. Nongoma. Ubombo and Madadeni.

3. Umbumbulu and Umlazi (North and South).
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4. Port Shepstone.. _

5. KwaMashu. (places around Durban)

6. Pietermaritzburg.

7. Bergville. Maphumulo. Nquthu and Nkandla.

(see appendix 1)

The choristers who are still active in school choir competitions. The

data was therefore compiled through three research methods:

(a) Interviews

(b) From own self experience and observation

(c) Questionnaire A and B

INTERVIEWS

An interview format was compiled and it was directed to the music

educators at colleges of education.

(see appendix VI/a)

JUSTIFICATION OF THE THREE TOPICS USED IN THE FORMAT

On music education

(a) Who is the music teacher?

The researcher wanted to establish if a music teacher is a

person who deals with any aspect of music directly. The
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direction of this question revolves around the relevance of a

choir conductor who teaches a song with an implication that

he\she is teaching music.

(b) Do you think music really belongs to the school? The purpose

of asking this question was to find out if the music educators

feel that music be seriously taught at schools, and the pupils

prepared for external examination purposes. Another purpose

was also to find out if the music educators really prepare

teachers at pre-seNice level, by equipping them with the basics

for providing pupils with both theory and applied music.

(c) What role do you think music has amongst the Zulu people?

The purpose was to find out if the Zulu people have another

understanding of music other than it being for the purpose of

enjoyment, also what music doe~ to social values of the Zulu

society.

(d) What background should a music teacher have?

By this question, the researcher wanted to find out if wide

background is important for a music teacher, and if growing in

other music aspects, such as instrumental knowledge and the

abilitY to sing, can facilitate his imparting of musical

knowledge.



4.2.2

Page 51

On choral music and procedures

(a) Do you think choral singing really encourages musical growth

to pupils of all levels (Pre-school, Higher Primary, Secondary

and High Schools)? The intention was to find out if methods

used for the learning of a song (for a competition) leave the

pupils enriched musically; does the memorisation of a song

provide musical literacy.

(b) What is the role of choral music in KwaZulu

schools?

This question was asked to find out from the music educators

if competitions have done much to preserve the "spark" of

musical love of the society as a whole; or has choral

competitions been used as a means to an end, to eradicate

what the society has as music for itself.

(c) What do you think of a choir that wears a traditional attire for

a performance of an African composition? For an example,

AMASIKO NEZITHETHE by Ngxokolo. The researcher intends

to find out if the attire is relevant to music performance or not.

(d) How much time should be spent on each of the following

during choral practices?
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1. Singing a song in tonic solfa notation

2. Interpretation of a song

The researcher is aware that these distinguished aspects depend upon

a teacher (conductor) and his\her choristers; to the teacher because

of his method of teaching a song effectively, and to the choristers

because of their aptitude and uptake with relation to duration.

On school curriculum

This section demands of an interviewee to state unreservedly his

hypothetical response as to what he sees can contribute in bringing

about betterment to the existing music educators.

EXPERIENCE AND OBSERVATION

This part of the data is made up of specifically the researcher's

musical experience encountered whilst still a student and his

observations as a music teacher. Although this method can be

regarded as subjective and unscientific, the researcher thought it wise

to include it. because his interest towards this research was triggered

by experiences and observations encountered whilst participating in

school choir singing, and he did not want to draw conclusions of his

own observations without comparing and relating them to other

sources of research. The researcher's participation was in three folds;

as a member of a school choir, as a school choir conductor and as a

music lecturer\teacher. Participation of this kind is not common
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because the last fold (music teacher\lecturer) is usually never

achieved through experience and exposure, but to a formal situation

of music teaching. The following places are where the researcher

taught and attended school:

(a) Durban - (Umlazi and KwaMashul - as a student and choir

conductor.

(b) Eshowe College of Education - as a music student and as a

teacher for singing and music.

(c) Ongoye High School (in Zululand) - as a choir conductor.

(d) University of Zululand - as a music student and a part-time

choral technique tutor.

(e) University of Natal - as a researching student.

(f) Umtata in Transkei - as an adjudicator for school choirs.

(g) Esikhawini College of Education - as a teacher for music and

singing.

As a student, the researcher has observed the way school choral

competitions have been so dominant at schools and also the attitude

of many students towards choral competitions. He has also observed

how choral competitions affected the tone of the school and

ultimately the school examination results. The attitude of the pupils

. towards class music has been observed also.
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The researcher has also observed what effects choral competitions

have on the other teachers of the same school. As a conductor. the

researcher has also observed the attitude of the choristers towards

choral competitions.

Some observations also cover the researcher's experience as a music

teacher\lecturer at colleges of education, which relates of the

difficulties that the college entrants encounter as a result of an

attitude. The relevance and adequacy of the college syllabus (for the

STD). (see appendix Ill)

QUESTIONNAIRES

Questionnaire A (to the school conductors) - (see

appendix VIIb)

This questionnaire has been compiled in such a way that it covers the

conductor's background of music. his attitude towards choral

competitions and all its effects, procedures pertaining to problems

encountered during preparation for choral competitions and the

method(s) used to teach a song.

Justification of the questions used. The first question has been asked

to find out whether the musical background acquired. has been

through experience and exposure to musical activities. A person who
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has studied music will definitely understand the difference between

music and singing. Therefore this question's purpose was to

establish whether the actual music dearth in school was in teaching

or in singing.

In question 2 and 3, the purpose was to find out what the

conductor's attitude was. In fact, what was expected was to state

the advantages and the disadvantages experienced as a result of

choral competitions.

In question 4 and 5, the purpose was to find out what the attitude of

the conductors is towards tonic solfa and staff notations, and how

much music time should be spent on each of the above notations.

Question 6, was asked to find out about the attitude of the

conductor, and to find out how much of competitive spirit has to be

encouraged on school choral music.

Question 7 and 8, are slightly different from each other, because the

purpose is to find out about difficulties encountered during

preparation for choir competitions. The difference exists in the

manner that the conditions mentioned in question 7, are what affect

directly the progress of learning a song; and in 8, the conductor

needed to mention problems encountered when teaching a song
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solely for choral competitions.

Questions 9 and 10 were meant to be straight forward for which a

conductor was to mention the positive and negative effects that the

adjudication has on his choir. Question 11, required the conductor to

mention problems he has encountered either from the choir or from

the supporters of the choir.

Question 12 and 13 refer to whether competitions in music are doing

any good to the school. The researcher also expected to hear how

other conductors who are principals might react.

Question 14 was addressed to suggestions that a conductor might

have. The question was asked with full awareness that a conductor

who was not in favour of school choral competitions might not

respond, therefore the conductor who was in favour of school choral

competitions would respond because he would like to see his

recommendations being implemented so that his attitude become

more positive.

This question (15) deals with the procedures followed by the school

conductors during early periods of forming a choir. Here, the

conductor had to expose his criteria for the selection of his choir.
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With the last question (16), the conductor is expected to explain how

he would tackle each aspect reflected on the questionnaire. Basically

it is the method that is expected of the conductor to describe.

Questionnaire B (to the choristers) (see appendix Vllc)

The aim of this questionnaire was to find out about the musical

background and the attitudes of the choristers. It was to find out

also whether songs taught to them do provide some musical literacy.

This was to be investigated by including simple tonic solfa questions

based on items that are commonly found in the songs that are

generally prescribed in tonic solfa.

Justification of the questions.

Question number one (1) was to find out if a chorister had a

background either of music theory of practical music received

formally.

Question 2 was asked to establish where the incentive for singing in

the choir came from. The researcher was aware that this question

involves intrinsic and extrinsic factors of motivation. In question 3, a

clear response is expected, because the aim is to establish whether

the length of time has anything to do with the capability and
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incapability of a conductor to teach a song. or the receptive ability of

choristers is also to be taken aware of.

For question 4, the response had to establish whether singing

becomes meaningful because of competitions among schools, or

whether singing for competitions leaves behind viable effects for the

choristers to quote.

The purpose of question 5 was to find out if choral singing is the

dominant musical activity at schools. which leaves the pupils with

less room for the other kinds of music making.

Question 7 involved basic music literacy, with questions asked in

tonic solfa and a few definitions of some terms that are commonly

used in the music or songs encountered in almost all the music

prescribed yearly by NATU. The last question (g). has been asked to

find out if the chorister had any basics for simple harmonic

progression. The researcher took it for granted that almost all the

songs the chorister had sung had the following caption of a perfect

cadence. The chorister had only to put in a note that belonged to his

part\voice.
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RESUME'

The method of research to be used in this chapter will be applicable

in the four regions of Natal, namely, Southern region. Northern region,

Central\Midlands region and the Northern region.

Each of these regions has a college, which makes it easier to get

information from college music educators. The circuits visited also fall

within the regions mentioned. These are also the circuits where the

researcher does his work. People who are actively involved in school

choral music were also used as source of information. These people

who were once members of school choirs were also used as source

of information because they are regarded as products of school choir

singing. They form adult choirs because they were influenced during

their schooling time.

The questions used have been justified with an intention of making

it possible for the researcher to get information related to attitude,

experience, amount of participation and the level of musical literacy.
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CHAPTER V

FINDINGS OF THE RESEARCH

In this chapter, the findings of this study are to be presented in the

form of percentages, but a short layout of the present music teaching

situation in class will be presented.

Music teaching rarely exists in the classroom, because music periods

are usually not observed. Sometimes, the music periods can be

substituted by the lessons that the teacher wants to bring up-ta-date

with the students. (refer to research results in the appendix).

Sometimes the music periods can be used for the purpose of cleaning

school premises. It can be unfair to blame the schools about this

deed, because music teachers are very scarce. Jeffrey Robinson

observes:

There are few if any Black primary and secondary schools
where music is being taught as a subject. Where time is usually
for choir singing. I do not presume to understate the value of
choir singing but as many of us know, this is being done less
with a view to the student's benefit of their music
development but with a view to the school's prospects of
success in choir competitions (Robinson, 1984, p.56).

(a) The government syllabus

In the syllabuses attached (in the appendix Ill) obtained from

the KwaZulu Music Adviser), is reflected:

A Tonic Solfa Theory



B
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=
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Staff Notation Theory, and

General Music Knowledge.
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The above are the three main divisions into which the syllabus

is divided. Choral singing does not feature. It becomes very

doubtful whether the music syllabus itself is ever used for the

purpose of music education.

In an interview with a Music advisor of the Kwa-Zulu schools,

he put it that music although prescribed as such, is regarded as

an extra-mural activity, and it not meant for external

examination purposes. Teachers take advantage of this setting

and teach competition songs or any subject.

(b) Tonic Solfa

The songs that are normally practised, are written in tonic

solfa. If it happens that the song is available in staff notation,

the conductor always finds a problem of how to make the

music available to the school pupils.

(c) Teaching Aids

The widely used instrument for giving the key to the choir, is

the melodica. Teachers are taught music at colleges during

their pre-training, and it is generally assumed that instruments,



Page 62

like melodicas or key boards, are taught to them. But this

instrument has always given problems to the conductors. The

mouth organ and the tuning fork have been dismissed as being

old fashioned, but both have been used effectively since the

beginning of school choral music among the Africans.

Sometimes the use of a tuning fork demands the conductor's

musicianship if a number of songs have to be performed using

the same tuning fork. This is because a tuning fork has one

pitch to which it is tuned, the conductor therefore has to

establish different keys from the set one.

A thick paper (chart) is also used for writing songs for the

choir. A single chart-copy for all, has always been a common

traditional way of learning songs. The teacher or conductor

has the attention of everyone at one focus and at one spot.

Because of the reason just mentioned, song problems like

phrasing, are solved jointly by all. When using the chart, such

essentials as visibility of the written material, the colour of the

chart itself and legibility of the text and notation, are taken

care of. Sometimes singers get individual copies, and this is the

method used today and has to a certain extent, proved to be

advantageous in that members are able to make homework out

of the song, by attempting difficult passages on their own. It

is with the chart copy where the contact with a song and.its
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problems is only during the actual practices. The chart is left

in the practice room.

Although using individual copies has proved to be more

advantageous, such minor mistakes as the correct position of

holding the copies, the correct posture of the head while

singing, correct cuing by the conductor, are overlooked.

Choirs that have not been properly taught may find it difficult

to sing with copies just next to their faces fixed downwards.

Sometimes it is possible to distinguish a choir that has used

individual copies from the one that has used one copy for all.

This is noticeable as a result of the posture of the heads and

the way the eyes are focused.

FINDINGS FROM INTERVIEWS

On Music Education

(a) Who is the music teacher?

For this question, responses were the same (100%). The

college music educators explained that anybody in a school,

who does or promote any musical activity, is called a music

teacher.
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(b) Do you think music really belongs to school?

The response here was 100% yes. The unanimous supportive

statement here was, that the school has a role of teaching

music and exceed the boundaries and limitations of the music

that the child encounters from outside the school.

(c) Do you think music education should be aesthetic education?

The response was 100% yes. The aim of teaching music can

be achieved, if music really becomes music for enjoyment.

Anything introduced in a playing manner usually cannot be

forgotten easily by the children. When music is taken for its

practical valued, it ceases to be music for enjoyment. For a

person to learn to be sensitive in music, the interviewees

agreed, he needs to be schooled in music. The action of

making the children memorise the music, and force them to

sing is what kills this most important factor. If music it to be

taken as aesthetic art subject, it means beauty will be exploited

and thus enjoyed by the children or pupils.

(d) What role do think music education in the Kwa-Zulu society

play?

The interviewees agreed 100% that music makes people come

to the understanding of themselves. Music is sometimes used

in other activities not for aesthetic purposes, but as means to
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an end. To support this statement, one respondent quoted a

working song. Music is also a unifying factor in Zulu society,

because it is used during certain ceremonies e.g. performance·

of ritual activities. It has the main function of binding people

of one culture. Music is also used to make people respond

either positively or negatively, because it is able to appeal to

them emotionally.

(e) What background do you think a music teacher should have?

The unanimous 100% response here was that a music teacher

should be schooled in almost all different aspects of music. He

also has to be open-minded, because if he teachers theory of

music, it is not to be taught in isolation, but in relation to the

music historical background and applied theory of music. A

music teacher must also be someone prepared to grow in

various aspects and genres of music.

On choral music and procedures

(a) Do you think choral singing really encourages musical growth

to pupils of all levels?

The response here was, 30% 'not completely'. The

respondents stated that it depends upon the objectives of the

music teacher in teaching choral music. The phrase 'to teach

choral music', was discarded because the respondents think
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what is done in schools is not teaching it. Seventy per cent

-(70%) indicated that choristers are drilled, and are made to

memorise the songs without understanding. The choristers

may be able to recall the song, but chances of growing in

music are rare. The way songs are taught, pupils are not able

to find correlation between the songs themselves. The way

different music in elements were fused to give the music

meaning, is another important factor. Unless the factors above

are arrived at, choral music will undoubtedly make choristers

grow in music.

(b) What is the role of choral music in the schools of Kwa-Zulu ?

Choral music is used as a means to an end, in the sense that

children are not made to grow in music, but so that the

conductor and the school could acquire fame. Music has not

been used for the sole purpose of wanting the pupils to

understand and enjoy music, thus grow musically; and even

relate such an ability to other school subjects.

(c) What do you think of a choir that wears a traditional attire for

the performance of an African composition?

Thirty percent (30%) responded by saying that if the choir in

question, wears the attire not because it wants to impress the

audience and the adjudicators, but because the conductor feels
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that the attire is appropriate in the interpretation of a song. Of

this 50% responded by saying that the attire also has to be

appropriate to the situation where the song is performed.

Twenty percent (20%) felt that if the choir gets into debt just

because it wants to win, the use of such attire is out of the

question.

(d) How much time should be spent on each of the following

choral practices?

1.,. Singing the words.

He"re it was slightly difficult to respond because music is taught

to students in two ways, as general music and as a

specialization. There, this setting does not receive the same

amount of time. Sixty per cent (60%) response was that, there

is no need of taking too much time singing notes, because the

words are important.

b Interpretation.

Ten per cent (10%) responded by saying that the words are

what inspired the composer to compose, and used music as a

vehicle to communicate with the people. Fifteen per cent

(15%) thought that it is important to sing notes for quite a long

time, because tonic solfa notes have advantageous effects on

voice production. About interpretation, 15% of the
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respondents thought that this factor depends upon the teacher

himself, whether he has an ear for interpretation, or the pupils

are quick enough to catch whatever interpretation is taught to _

them.

Recommendations On music curriculum

One hundred per cent maintained that music should appear in the

school curriculum as an examination subject. Music must be split into

music which will be the general music appreciation, which is usually

in the form of class singing where the two musical idioms of Western

and African are treated. There must also be music which must be

taken as "serious music", for those pupils who would like to delve

into theory of music, choral or applied music.
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FINDINGS FROM THE RESEARCHER'S EXPERIENCE AND
OBSERVATIONS:

la) As a member of a school choir:

As a chorister in the choirs of the schools mentioned in chapter

Ill. The attitude of many students in the school is not always

a positive one. This is because the clinging together of the

choristers, even when solidarity is expected from them by the

rest of the student body during the time of questioning the

school administrators, proves to dismantle whatever unity is

initiated by the negative leaders in the school. About the

musical background received as preparatory basic for choir

singing, the researcher does not remember even on one day

when choir singing was associated with the principles of

education. Music periods are used for other purposes,

depending on what the teacher intends using them for.

It is a general observation that choir singing affects school results,

but the researcher does not agree with this allegation. The reason is

this that choral competitions take place during the first term of the

year. Even during this period, if the choir is good enough, not all the

time is used. It is only towards the competition date, when one finds

the sChools progress entirely interrupted because the aim is usually

to perfect the choir. It is also during this period that other subject

teachers complain about the choir. Because of the improper way

music was introduced, which is only done during the time when the
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music inspector's visit is nearing, the attitude of the pupils becomes

negative. The term "izagila" (Knobkerries) refers to the staff notation

symbols, and this expression is as a result of the negative attitude the·

pupils have towards the whole idea.

(b) As a conductor

Popularity is frequently gained through conducting a choir,

more so if the choir wins competitions. Other teachers envy

the conductor, which results generally in total lack of

cooperation from their side. Sometimes it takes a long time to

have the song mastered by the pupils because the pupils do

not have basics of singing. At certain times, prescribed songs

become too demanding for pupils, so that at some stage pupils

go to their choir competitions having not mastered the song at

all. Usually pupils of the choir enjoy singing in the choir, more

especially if the conductor is a good one. But sometimes

certain events have proved themselves that there can be many

reasons for pupils to join the choir. One of the reasons can be

that the boy joins the choir because the girl whose attention h.e

wants to catch is in the choir.

(c) As a music teacher\lecturer

The researcher's experience of teaching has been mostly at

college and for a short while at the University of Zululand.
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College entrants, are usually as blank as the high school pupils

themselves. According to the syllabus for STD college

students, the content does not 1001( adequate enough for a'

person at pre-service. The researcher has always found it

rewarding to teach the music students beyond what is

prescribed. According to the 1990 structure, the students start

specializing from course I. The arrangement of periods is:

STD I

STD 11

STD III

2 periods a week

7 periods a week

7 periods a week

This tinie allocation has never been enough, because there is an

additional extramural choral activity that the lecturer has to look after.

It appears that the people who structure the curriculum are unaware

of the work that the music lecturer has to shoulder, because in all

these colleges offering STD, there is only one music lecturer, yet this

course is regarded as a better course than the PTD course, where

generally more than one music lecturers are found. (see appendix Ill).

Another important problem the music lecturer encounters is the

unavailability of music rooms in which to teach music. The

alternative becomes ultimately the college hall, which sometimes is

used for holding internal meetings organised by subject advisors for

local teachers.
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FINDINGS FROM QUESTIONNAIRE A

Did you have any formal training in music? If so, What?

For the first question on the questionnaire. 20% of the conductors

responded negatively. 80% of the respondents responded positively.

The reason given for their positive response was this that whilst they

were undergoing training as teachers. music was taught to them.

As a conductor. What positive effects. advantages, have you

experienced as a result of choral competitions?

Competitions. according to 30% of the respondents. contribute by

improving the standard of singing. Ten percent (10%) thought that

choristers develop faith in the conductor. Twenty five per cent (25%)

said that the conductor himself develops self confidence after

winning. More knowledge is obtained from the comments of the

adjudicators. and also certain skills are learnt from the other

experienced conductors. 15% of the respondents reacted by saying

that good spirit of interrelationship is established among the pupils

themselves as a choir. 10% of the respondents though that pupils'

love for music is revived and encouraged. The choir has a way of

instilling discipline to the morals of the pupils. Only three (3) fifteen

(15%) of the respondents did not respond.
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As a conductor. what negative effects, disadvantages, have you

experienced as a result of choral competitions?

Hostility results among members of the staff as a result of the ­

.conductor and his choir does not receive any support from his

colleagues, responded 70%. During the serious choral competitions,

15% responded by saying that the school work falls behind as all the

attention had to concentrate on the choir. Only 15% did not respond.

To what extent do you think tonic solfa should be used in teaching a

song rather than staff notation. ?

A

B

C

Most of the time. (The response was 60%)

Part of the time . (The response was 40%)

Not at all . (There was no response)

5.3.5 To what extent do you think staff notation should be used in teaching

rather than tonic solfa.

A

B

C

Yes unreservedly. (The response was 35%)

Yes reservedly. (The response was 60%)

Not at all . (The response was 5%)
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Are you in favour of school choral competition?

A

B

C

=

=

Great extent. (The response was 80%)

Moderate extent. (Respondents were 20%)

No extent. (There was no respondent)

5.3.7

Their supportive statements were: students learn to work

cooperatively with one another which results in good relations.

Theory leant in class is translated into practice in their choir. The

conductor and the students learn to acquire the ability to accept

defeat.

State conditions under which you have to train your choir with

reference to :

(a) Time adequacy:

For this question, respondents (10%) reacted by saying that

sometimes the time is not convenient either for the teacher or

the pupils themselves. Twenty per cent (20%) said that the

time after school is also used. but it is never enough. Times of

their practices differed, 10% take only 1 1/2 hours a day; 60%

use time before and after school which amounts to 3 hours a

day.

(b) Venue:

Five per cent (5%) of the respondents have practice rooms;
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75% use school halls and 20% use a classroom for their choral

practices.

(c) Attitudes of principal and staff:

Sixty five per cent (65%) were In favour of school choral

competitions; 25% were not in favour, and only 10% did not

respond.

(d) Attitudes of pupils:

Ninety per cent (90%) replied positively whilst 5% thought the

pupils' attitude becomes negative if they have to be punished

in order to comply. Of this 5% did not respond.

(e) Level of proficiency in tonic solfa :

Twenty per cent (20%) thought that the level of proficiency is

weak. Of this 30% maintains that it is good, and 20% said

that it is fair. Only 30% did not respond.

State problems that you have encountered when teaching a

competition song.

Conductors were completely (100%) unanimous in putting their

points. Unavailability of accompaniment during choir practices of

western items was the main problem. An advancing or nearing

problem being anticipated by the high school conductors, was that
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the pupils are getting younger, which will make it impossible to

attempt songs which are prescribed for high school pupils. Of course

the latter reason has already started to affect urban areas.

It always takes a long time to drill tonic solfa notes into the pupils,

because of lack of background. Sometimes music copies come late,

and competition venues are announced late, so that pupils find it

difficult to pay in time. At some stage, the conductor is forced to

subsidize other pupils who cannot afford to pay in time. Music copies

are sometimes not clear as a result of poor photocopying facilities.

What positive effectls) do your choir memebers experience as a result

of choral competitions?

Pupils are encouraged to love music as a result their skills are

improved, responded seventy per cent 170%). Sometimes music love

makes them choose music as their career (15%). Pupils develop a

sense of team-work, as a result of common exposure towards choir

singing, responded 15%.

What negative effectls) do your choir members experience as a result

of choral competitions?

Thirty five per cent (35 %) of the respondents thought that there is no

harm done to their choir members. Forty per cent (40%) mentioned

that sometimes the pupils fail other subjects. Of this 20% maintains
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that pupils are discouraged if they do not always win.

State problems that you have encountered as a result of·

competitions.

Forty per cent (40%) felt that adjudication is sometimes unfair. In

some instances comments on the score sheet are very brief (20%),

and that makes things difficult for the conductor who still has to

proceed to the next level of the competition. Conductors (40%)

maintain that the unfairness in adjudication is as a result of

favouritism from the adjudicators.

What 2 positive effects has your choir received as a result of

competitions?

Respondents agreed 100% that winning somewhat enhances the

image of the school.

What negative effects has your choir received as a result of

competitions?

They (100%) maintain that hatred results among theschools and also

among conductors themselves.

Give one recommendation in connection with present state of

competitions.

Adjudicators must not have coached schools as this causes problems
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during choral competition performance, responded 10%, and 70% of

the respondents unanimously maintained that songs must be

distributed in time and clinics (5%) must also be conducted as this ­

will help solve problems that might negatively affect performances.

Fifteen per cent (15%) thought the standard was right, there should

be nothing to add.

5.3.15 (a) Do you conduct auditions for your prospective member?

For 'Yes',

For 'No',

Fot 'Sometimes'

there were 25% respondents.

there were 35% respondents.

there were 40% respondents.

(b) Are the members of your choir generally all of the same age?

For 'Yes'

For 'No'

For 'Sometimes'

there were 70% respondents.

there were 15% respondents.

there were 15 % respondents.

(c) Do you base your choice selection on age rather than the

ability to sing?

For 'Yes'

For 'No'

For 'Sometimes'

there were 35% respondents.

there were 60% respondents.

there were 5% respondents.

(d) Is register with names of the choir kept?

For 'Yes'

For 'No'

For 'Sometimes'

there were 95% respondents.

there were 0 respondents.

there were 5% respondents.
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Primary schools

Secondary schools

High schools

there were 20% respondents.

there were 2% respondents.

there were 78% respondents.

2. How is normally the range of your choristers

before the singing programme starts for each year

I

(A) Poor there were 75 % respondents.

(B) Fair there were 5% respondents.

(C) Good there were 20% respondents.

3. How is the quality of their voices before the

singing programme starts for each year?

(A) Poor

(B) Fair

(C) Good

there were 70 % respondents.

there were 15% respondents.

there were 15% respondents.

5.3.16 The attached song. How would you teach it in preparation for a

competition?

DICTION

Respondents (85%), thought that the writing of the songs text on the

board to speak if after the teacher, is the best method. Only 15% did

not respond.

TONE

The response was 100% in saying that this aspect can be achieved
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through voice exercises that are relevant.

BALANCE

The respondents 1100%) agreed in saying that a powerful part can be .

reduced in order that it balances with the other parts. This also

applies to a part that is overpowered, it could be reinforced by more

members.

RHYTHM

Correct stressing of beats, i.e. stressing of the first beat for every

measure, was thought by the respondents 180%) to be the best

method. 20% did not respond.

INTONATION

Respondents agreed 100% that proper voice exercises could be the

best method.

PHRASING

100% of the respondents thought that relevant voice exercises must

be used to achieve this aspect.

FINDINGS FROM QUESTIONNAIRE B:

Have you ever been taught music?

(i)

lii)

35% had been taught music.

65% had not been taught music.
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What made you sing in your choir?

The unanimous response here was, it was because of love for music

that they joined choirs.

Do you think choir practices take too long?

li) 20% thought choir practices take too long.

(iil 80% thought it was not so.

Do you like singing for competitons ?

(i) 95% liked singing for competitions.

(ii) 5% did not like to sing for competitions.

Do your choir normally sing with a pian%rgan?

(i) 5 % normally sing with a piano.

lii) 95% do not sing to piano accompaniment.

Do you participate in any kind of music making except singing in a

choir?

(i) 85% participate in other kinds of music other than choral

music.

lii) 10% participate in choir singing only.

liii) 5% did not respond.

5.4.7 la) 1

2

95% got this answer correctly.

5% thought this to be the correct answer.
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3 No response.

(b) 1 = 20% chose this answer.

2 = 55% chose this answer.

3 = 25% chose this answer.

(cl 1 = 5% chose this answer.

2 40% chose this answer.

3 = 55% chose this answer.

(d) 1 = No response.

2 = 5 % chose this answer.

3 = 85% chose this answer.

4· = 10% did not respond at all.

(e) About correct phrasing:

1 - 5% chose this answer.

2 = 80% chose this answer.

3 - 10% chose this answer.

4 = 5 % did not respond at all.

If) 1 = No response.

2 = 100% chose this answer.

3 = No response.

(g) (i) 80% put in wrong notes for their

parts.

(iil 20% put in Correct notes.
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RESUME'

The reaction of the music educators at colleges of education was not

predominantly based on percentage based responses, because what

they were providing was merely views and suggestions which will

eventually be used to support some of the researcher's

recommendations in chapter V.

The responses from the choristers side proved total neglect of the

singer by who ever is the director of the choir. Neglected in the

sense that the singer is left uneducated in terms of basic and simple

musical literacy. (refer to findings of questionnaire B) question 7 (g))

This definitely proves that the singer's sensibilities and his aptitude

are never taken seriously during the creation of a singing situation.

The general evaluation of the responses from questionnaire A reflects

a weak situation in terms of their background in music, enrichment by

choral competitions and the aim of choral competitions in relation to

the choristers' musical benefits. Some of the conclusions and

observations are similar to those of the researcher, which justifies

commonalities in choral music.
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CHAPTER VI

CONCLUSIONS DRAWN FROM THE COLLECTED DATA

Following this investigation about critical appraisal of school choral

competitions to music education in KwaZulu, the researcher arrived

at the following conclusions:

Validity of school choral competitions

It definitely is a significant factor that school choral competitions have

had a positive effect on the KwaZulu society. Quoting question 2 of

questionnaire A, 35% of the respondents observed that the standard

of choral singing is what it is today because of competitions. They

are also in line with the researcher's conclusion that choristers learn

quite a lot during choral practices: pupils are equipped with an ability

to learn to cooperate, to face problems encountered during practice

and overcome them and to appreciate what is good in music.

Administration of school choral competitions

The music organisers

The music organisers must be dutiful enough to know that songs to

be prescribed also have to be taken somewhere else for a second

opinion. The above statement is supported by the fact that

sometimes songs prescribed are above the pupils' ability of singing,
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in terms of range of key, technique and sublties like key changes.

Prescribed songs must reach schools early enough for the choirs to

start without any haphazard haste. [5.3.14]

During the music clinics, possible adjudicators must also be present,

either for the purpose of conducting the music clinic or to observe

and agree on the intricacies of the prescribed songs. Sometimes one

wonders what really is the criterion employed in selecting an

adjudicator. While interviewing Prof. E. Sithole, (North Eastern Illinois

University) an authority in ethnomusicology, he did mention in passing

that the first person who thought choral competitions need at some

stage to be alternated with choir festival, was Professor Thembela

(President of NATU, once a music teacher and a veteran in choral

music). Maybe this suggestion needs to be facilitated before it is too

late, and also before the initial purpose of choral competition is

eventually distorted.

Adjudication

Perhaps this part of the research really needs special and direct

attention. Dissatisfaction has resulted from this problem of

adjudication. An adjudicator must always take into consideration the

fact that he deals with human beings, who have put serious efforts

behind the whole activity. He, therefore, needs to be careful of how

he criticizes those who are unable to win, but who have contributed
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for the success of those who succeed. [5.3.141

He must also understand the nature of the human voice. because this

leads to the understanding of difficulties experienced in singing. He

must be a dedicated student of singing and of music in general. He

must be authoritative enough in deciding which choir wins, and why.

Therefore, the adjudicator needs to make a decision as he hears the

choir.

Selection of a composition\song

If the purpose is sincerely to uplift the standard of music in general,

the choice is definitely wide, as there are many song styles which can

be prepared for either competitions or festivals.

Sometimes, prescribed songs for competitions are a hindrance to

some extent, because choirs sing only the required material for almost

the first half of the year, and are left uneducated by the prescribed

music. Better choral programmes have to cater for students to learn

more about music and experience a broader range of music each year.

[5.3.3]

CONCLUSIONS AND GENERAL RECOMMENDATIONS

A shift from the emphasis of solely singing without the approach to

initial music teaching is what really needs special thought, time and
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action, as prerequisite number one. This investigation shows that

there is very little music at schools. [5.1.2) .

Another very important factor, is the need to draw many choral music

enthusiasts away from the notion that emphasis on frequent choir

competitions are the basis of musicianship [5.1.2 b] This is

unfortunately what has developed over the past three decades and it

might take much time and effort to dispel what has become rather an

'obsession'. However, if choir conducting, choir singing and choir

training are to remain a significant aspect of music education in the

KwaZulu society, training and guidance must be given for a general

improvement in the whole activity. This improvement refers to:

[6.1.2.3]

(a) Music chosen for performance.

(b) Guidance for choir conductors, and

(c) Education of choral music enthusiasts in order that they

become listeners for what is good in music.

The school curriculum

A curriculum needs to be reviewed in terms of how it affects illl

students in a particular school system or society. For example, a

school that has a good choir and always wins, may have poor general

school results as an indirect reaction. (Refer to findings of

questionnaire AI. Therefore, if the community is to be led to believing
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that the quality of a good school can be measured by the glory

acquired through the choir, support for the other aspects or

programmes within the curriculum may suffer. [5.1.2 al

It has to be emphasized that participation in choir competitions by a

school, should not displace or must not be seen to be part of general

music, which is music as a non-examination subject. In principle, the

curriculum has to allow development of skills required for singing in

the choir, and also to develop an intimate knowledge of choral

technique, which will have to be demonstrated when the choir is

brought in front of the public in performance activities. [5.1.31

Pupils who are involved in well-planned choral programmes, come out

with broadened knowledge about music theatre, composing, and

musical understanding. The curriculum therefore, has to prescribe for

choir conductors, in such a way that they do more than just conduct

a choir, but also allocate time for listening, discussing and comparing

other musical styles. [5.1.2]

More stress has to be placed on the learning of vocal skills. The

school curriculum does have choral music participation in different

African music styles, for example, INDlAMU DANCE, but the

performance skills required for those styles are not the same. The

curriculum, therefore, has to prescribe these skills. [5.1.31
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Since most music teachers, or choir conductors, are always aware of

the performance abilities of each member in the choir, the voice class

should therefore attend to correcting common problems such as those

derived from: tone production, diction, intonation, development of

range as well as developing solo singing. It must also be designed

that the non-selected for choir singing, also have a role to play as

enlightened listeners. The music teacher therefore, has a mission;

that of fostering some skills for the non-selected students in the

school, so that they too are affected by music education.

la) General background on singing and music teaching at Higher

Primary, Secondary and High Schools.

Maybe it will be necessary to clarify the idea that singing is definitely

useful to pupils and to conductors themselves, but only if the children

are willing to sing. If they are unwilling, it may be a better idea to

drop singing for the promotion of experience and music education,

because the pupils will not sing. There is always an underlying reason

why the pupils refuse to sing and also why they become reluctant to

start singing.

1. Vocal study:

To encourage singing and make them to feel inclined to see

choir importance, basics are very important, as against treating
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singing as kind of speech with notes added. Vocal technique.

therefore is essential to make pupils feel business-like with

singing. [5.3.16 Tone]

2. Interpretation: [Questionnaire A : question 16l

The main objective when singing either solo or in a choir. is to

reveal the meaning of poetry as depicted and expressed by the

music. This does not involve correct singing of notes. correct

time beating by the conductor or the singer himself. but the

ability to make correct phrases. and the singing up of the

whole song with "feeling or expression". is an essential factor.

Therefore guidance and experience which refers to exposure to

music can be adopted as they are the best musical aids.

3. Singing for the purpose of singing :

This is a rare necessity in schools of KwaZulu. which are

always inundated by choral competitions. This part of music

education must never be undermined. [5.1.1 cl

6.3 THE MUSIC TEACHER AND HIS BACKGROUND.

The main advice to be taken into consideration by the music teacher

is this that he must be aware that the pupils (who later form a choir)

come to join the choir with well defined music preferences. so that in

general. their attitude at this stage is positive. By building on the

existing and positive attitude they have already acquired. the music
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teacher has the opportunity to provide the pupils with new further

experience and understanding of music. The music teacher's musical

background must include knowledge in Theory and Harmony. At

least one instrument, preferably a piano or a guitar, must not be a

problem to him. If he cannot play any of these instruments, he must

at least be fluent in the use of his melodica. [5.1.1 el

To be responsible for a choir is a demanding role, that is why music

teachers\conductors must note that their role is like that one of a

"leader". Leadership in Zulu society goes a long way. It is a

specialization one has to fight for, in order to maintain it.

In conclusion, the present choir competitions do not enhance musical

capability to a recognisable degree. They do not promote musical

literacy significantly; so that the whole activity has to be overhauled

for the benefit of music itself.
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SOME OF THE PIONEERS OF THE WRITTEN AFRICAN SONG



Gaba Ntsikana - Gwali, Cape Province

Alfred Assegai Kumalo - Edendale, Natal -

John Knox Bokwe - Ntselamanzi, Cape

Reuben Tholakele Caluza - Siyamu, Edendale

Hamilton John Makhoza Masiza - Kimberly

Daniel Camel Marivate - Valedzia, Tvl

Tiyo Soga - Gwali, Tyumile valley

Joshua Polulu Mohapeloa - Molumong, Lesotho

Michael M Moerane

Joe S Motuba - Klerksdorp

Chamber Qwesha - Tsomo, Cape

Nathan Sidyiyo - Burgersdorp

Elkin Sithole - Blaauwbosch, Natal

Nimrod Reginald Sithole - Blaauwbosch, Natal

Newman Sibisi - Durban

Enoch Sontonga

.
Benjamin Peter John Tyamzashe - Kimberly

Shalati Josephy Khosa - Shingwedzi
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Born-Died
(1870-1921 )

(1879-1966)

(1855-1922)

{1895-1969}

(1894-1955)

(1897-1988)

(1829-1871 )

(1908-1988)

(OOOO-OOOO)

(0000-0000)

(1914-0000)

(1913-0000)

11918-00001

11946-00001

11946-00001

10000-1 9041

(1890-19781

(1936-00001
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TRANSLATION OF THE SOlIG'S TEXT

•SANIBONANI MA - AFRlKA

Sariibonani ma-Afrika

Kuphel.a, okungiphethe kabi, ukuthi

izwe l.akithi l.el.i

Kepha mina anginazwi Iwl.o

Bakhona obhongoza

,
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lsong with a pol.itical. connotation)

Greetings to you peopl.e of Africa

What onl.y makes me feel. unhappy

is that this is our Land

But I have no contribution or

word to say,

there are pol.itical. "bul.l.ies"



APPEllDIX III

mE SYLLABUSES

(Prescribed by Department 0:(', Education and training)
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SYLLABUS FOR

.:2::::0n~fP-0F IlliSIC
'": - . .:,,",'

A. AIl!S

This co~se is in~e~ded:

to equip the ~lipil who has elected to sp'eci?~ise in
Theory of U~~~c with a more detailed knowledge of
-the Theo;:y of tlusic than. is contempl2.ted in the
par-"llel s~rl].-,,-bus for Music c...'1.d Singing;

2.

•

to iBpro'·e. t:-, ~ child' s ability to' read mus ic even
thot:_~h tbis Clspect of th.e subject v/ill not be
eXFP; ned 2.S ~·n.e stu_dy of' -theory' alone without any
practiclli. a:9J>:Lication. is not in the best interests
of t:le 'Jl"pil.

T!:~e increese(l }::l1.o\Yled~e 2.cquired wi~l la:f the fOtLlLd2..­
tion. for flJ.rth·~r study in. the SecondErY School and
stiQ~~ct~ the interes~ of pupils ge~erally in the
;...id.el'" ;·;o;.~~d ef I~usic.

It is e~~ect£d that pupils ~~o offer Theory or Husic
cs ~ 9XE~in~tio~ subjec~ ~ill h~ve received adeaua~~
clc.ss .; ~'!.E tr:.J.c-tio:l i:l -:;his Sl_]_oj~ct in. Star!..dards 3"'& 4..

In, cocj'_~c~ior~ ·7i t!- -tl1e The0r3~ of L\=..sic pt:_pil~ -,vill be
eXTI9cte~ -;-: -:)r::..cti~e. tl:.~ sirlc-:~::.-: a:: e:·:er~':"ses itl ooth
to!lie 30~-£"=.- =_ :':"':. st.a.£f :::')-:;=.tl.cr: -ir:ccGore.:~iI'!.g ~ll the
releYs.~-:: ~~tc.~e·~t Dat.-ter ~e':; c..o·..·-:1. ~ r;,. tile s~-ll?-~iJ.S excs:Jt
cs i~Qic~~~~ ~~l~~-

(2) cr:1 :; fe J "t a. ~d. !:l-be.-se-:L ...ill be ; ~cluded. under
'::oct:..-_a-;o:

(~) ~uar~er pulses ~ill be excluded;
,

Cc) t~8~sitio~ will be of e. s~ple nature.

(a) ~::.e ::revc ;:md seciqu2.-,,-er will be excluded-;

(b) only ....",ne ,-!"eble <::lef "il.l be used •
...
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2.

Z-IE SYLJ~_BU3

1 •

A. Terac SOL.-FA

The lTIoduLatb·r~ Sn~ial attention will be naid to the
co-i-rect p'OSl.tionift<~ of the notes in relation to each
other. ChroJ;latic notes 1 &'3cendin!; and des cending,
2..l1.U the notes c-ba-se-l related to s-l-t-d must be./
understood.

Tr21sition (one-shc:..rp and orre-flat remove onl~-) ~v

5. Tiz.e:: siRple dl~~e, triple ~~d quadruple.

;­
o. ODe-~!..Use;

:i:::;l f-YiJ.ls::
i;\"iC-pulse, three-pulse,
aEQ q~arter-pulGe.

four-puls e ,

7. Intel"'-,Tsls: I-a5o~"', Per:fect 2~."1 EitlO:':"',
--.--- --6g1~-, r~::.idi~l[; upw2.rds Il"on cl r

:Je tW"e en
.!:lfsl

d 2nd
R-rJ.d ~.

d'

n. ST1\FF i:C~ATI:~i:---------,
1. c:.nc.._OCDS cle~s;

a:;0";.:-9 c..!~cl bela''-i ..
letter n22es

2. -ora-,o ~""Oll' i-.-:3--a. ._ ..... , ~.__._ ... -~\I-,
crctc~9t, Q~~verJ

3: 'Eis~:--._-
4.

;_~;.;_.}~t~~:~ ;};?'f::~£~1~~1-~~··~~~C~~{:'._e~h~l:~~n~_~_~'-'-~~~~~,=e~f
-:~.. -=:.::...!.... '= !2 .. 3:;: ].1.:' :_-=- _:.; ';! .. , .:; D 8:i.~:2- ::lat 1

...:.-,-"... -...- -
.•• ..!.. -..::._ =..2::: ...:~ -:~::::::.:..-: =-;::e··- S'::"'~'::'f=.\;t;..: ...~::..·.

5. Ts -:;~.:.~::c·::.~:':~=.
--~--- .- .- - -~ .. --

6. 'i.1~9 _~:::'-:.;-__i_:::~-;. __aE.__ .:~tes_:_

T~:~ ;-.-::-i -::..:-__:; ::.-:.~-:-.::. of si=:;le 2:':=:.-ci~2S -_:.=i~:..; ~~::ese t:.:::~

si~.:-_=--:-·.;.~=.s s-.."i ~-:~:\:' si£;::·~t~':"'e~! =....:.~Q i;t.. ~; 2.~:_1.:. ti,::~ ~:z ::2""

li.::.~;:: ...·;.::~~...e -:::=.2'2 == ha-.-a -'-n;:::- ~-; -=--;--::c ~O-=:~"t:~9:" -.·.·i 7::: -;:;::9:
use -.- t;:~ ~i: -..-::ere .:=.::;;~;-?:'i.;.;;;.... ;{:c~_~-;::. C~ re~!.1l=.rl:\-

7. In"'te:.-'.-?~S:
\'li-tl-:-~: t::e
t~e =-::.2 C~

~ :=...jor 1 Pe !"'f 9 ~t 2...:.;'~ ~ - irlC'!"" i~ 1~e:.... C cnl:.­
O~~-a-.--s I re;;.r::..n:s l~pt;2..rd.S Ire:-: t:-:'E r:.~te3

sc9le; excli,;_~in,c; t~:= ;:!i1!Or se-.-e:ltt..
of

8. Tec:-:....:.ic-22. ~8:.e3 t;f the ':'egrees of the 3c::::l e.
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9. '·Terminology:
A knowledge of the following musioal signs and abbrevia­
tions'will be eXpected:-

.,
.~"..

mezzo forte, ill.·

the pause

picno, p.

forte, f.

fortissino, ff.

largo

lento

accelerando, 2.ccel.

adagio

. allegro

andante

animando

2. telilpP

con spiritO'

crescendo,.cresc.

da capo, D.G.

dal segno, D.S.

diminuendo, dim.

fine

pianissioo,

presto

rcllent,,-'"1do,

ritardando ,

vivace

rall.

+

EX?NIlfATIOI'

Pupils will be examined in.the Theory of Music, both tonic
sol-fa and staff nota:t;on. Z,,-ere will be a. wri""en exam;nation
paper of one hour, for which a maximum of 100 cark" will be
2Yiarded•. There will 09 no practical exaair.2.tio:,.

Questicns IDe;:- be asked on 2-l"ly part of the sylla-cus given above,
but ~pecial attention should oe glven to the following:-

1. Correct .....-riting of tonic sol-xc, 'J-sing o:r2.ckets (braces)
whe~e appropriate, and i~volv;ng all tne subject matter
included above.

clef 2.-T'ld
between the

Correct nTitL~g of staff ~otation in the tre~le
with 2. oelod,y onl3-:" , except '·;here the cO:-~.Lec'tio:l

treble clef a~d ~~e ba2s clef is invo17e~.

3. A'!mo,"'led?;e of t;'"'= si?atures ai-c. key sign=:t:;res which will
enable uuuils to r<.:ad , write =d u..l"lders tenu s i Mole ex5tlules
and wcere-necessar: cO~TI1€te ~~d correct snort ;hrases.~

" ... . - -

2.

4. A knOWledge o~ tetrachords in relation ~oth= construction
of sc2.1es.

'. 5. A knoITledge of intervals (using tonic sol-Ia 2S en introduc­
tion) in the major scale of G o!1ly, abo·.-e the tonic alid
within the octave.

6. Transposition fro~'staff to tonic sol-f~ a~~ vice versa.



THEORY OF MUSIC : STANDARDS 6, 7 AND 8

EXAMINATION ALL 3 SYLLABUSSES Page 106

1 • The total mark will be 200.

2. ONE QUESTION PAPER of two hours will be set consisting of:

A. SOLFA THEORY

(a) Scales 10

(b) Transitions 10

(c) Intervals 10

Id) Time and pulse 10

le) Transc rjption of solfa
into staff notation 10

50

B. STAFF NOTATION THEORY

la) Transcription of staff
notation into solfa

lb) Letternames

(c) Note values and Rests

Id) Key signature

le) Grouping of notes and
rests, inclUding the
filling in of barlines

If) Scales

(g) Intervals/triads

(h) Musical terms

C. GENERAL MUSICAL KNOWLEDGE

10

10

10

10

10

20

10

10
90

(a) Development of music. 15

(b) Development of musical styles
and some inportant related
composers and their works 20

(c) StUdy of a Black composer

(d) Instruments

In Standaerd 7, C will read:

15

10
60-.

(a!. The lives and choral works of Bach
'I and Handel, and the works of
11-~UaYdn and Mozart 20

(b) Musical definitions and music
in the second half of the
18th century 15

(c) StUdy of a Black composer 15 •

::.45



(d) Instruments 10·­
___ , 60

Page 10r-

In Standard 6, C will read:
~ 1 _ "_ -.

(a) Development of music. 20-
.- - - -

(b) Musical definitions and
prescribed western
composer 15

~.;;f"
(c) Study of music of Black

composer 15

(d) Traditional dance 10
60

GRAND TOTAL . ~

,

46

,



A. AIM

SYLLABUS

FOR

THEORY OF "USIC

STANDARD 8
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The aim of this course is:

1. . To equip the pupil with 'a knowledge of the essentials of the theory of music. ,
enabling him to undertake further study. theoretical and practical. beyond the
limits of this course. . ,

,~1' 2. Increase the pupil'S knowledge and aquaintance"with traditional music.

3: Stimulate the pupil's interest in music outside the confines of his own environment
and to give direction to his study of music for the future.

4. . Improve the pupil's standard of reading' so as to enable him to read music
intelligently. ' , ,

5. Provide an opportunity for listening to music by a varied selection of composers
and thereby lay the foundation for intelligent study ~nd the enjoyment of music
in later life. ' ,"

B. INTRODUCTION

1. The teaching of Theory and History of Music will benefit from the wise use of the
best techniques common to most of the subjects in the curriculum.

: . -. '. .. . - .

2. It must be stressed that. where possible, theoretical concepts must be approached
through the medi... of practical music - making use of

, (il

Oil,

a keyboard instrllJlent

other ways of practical music maki~g, e.g. singing

3. ,Complete periods should not be devoted as a matter of course to the many different
topics which occur in the syllabus~ Considerable advantage can be gained by
presenting certain aspects of the subject in small doses. Musical dictation, for
example, is unlikely to merit a full lesson other than in exceptional cases.
Ending a lesson with a song or a brief excerpt from a record will prove worthwhile
on most occasions. ' , .

.,
4. There is more than one right method of teaching music. A good teacher will

experiment and learn from his less successful lessons. Variety of treatment helps
the class as well,as the teacher.

5. A better grasp of facts can be gained by reading .hat many authors have to say
in stead of being confined to one book.

6. The teacher should broaden his own musical background by getting to know all he
can about his subject. -

7. Teachers should stimulate the will to learn and generate enthusiasm in the class.

8. A sound knowledge of the technical elements of music is essential for the
complete enjoyment of music.

9. The study of the history of music increases one's understanding of this art.
It will lead to greater appreciation of the works of the great composers of
Western and indigenous music. '

10. lessons in listening to music create a love for music as well as an understanding
of it. listening to choral music is recommended in the initial stages.
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11. Frequent listening to musical works. or parts of musical works, is essential.
Purposeful repetition of tunes - especially in instrume~tal music - will have a
positive effect on most pupils.

12. The use of records and tapes for Section 3 "General Musical Knowledge" is
considered essential.

13. Allocation of periods

Six periods of 35 minutes each per week are allocated to this subject. The n~ber
of periods to be devoted to each section is indicated in brackets. However, In
many cases half periods .(for example) may be devoted to certain aspects such as
Sight Reading or Appreciation. .

14. The following aids are recommended:

(a) A suitable selection of books should be available in the library for the use of
both teacher and pupil.

(b) Pupils will require recommended text-books and manuscript paper.

(c) If a piano is not available the teacher must make use of a good quality melodica
and either a pitch pipe or a tuning fork.

(d) A seven-column modulator and a blackboard marked with staves is essential;
The modulator can be constructed by the teacher as a music project. with the
help of the pupils.

(e) A cassette-recorder and/or record player and a supply of cassettes or records
selected especially for this course should be available.

C. CONTENT

1. TONIC SOlFA:

(a)

(b)
•

(c)

Scales: major. harmonic. melodic and chromatic, ascending and descending all
keys.

Transition: a semitone, a whole tone. a second. third. fourth. fifth. upwards
or downwards. from major to minor and vice versa. (The intervals may be major
or minor.)

Intervals: Major. minor. perfect. diminished, augmented. with inversions.

(d) Time: Simple and compound duple, triple and quadruple.

2. STAFF NOTATION:

(a) letter names in the G clef and F clef; leger lines .

. (b) Value of notes and rests

2

(30 periods)



ENKELYOUDI GE TYO
SIMPLE TIME

Enkelvoudige tweeslagmaat
Simple'duple time.

ENKELYOUDIGE TYO
SIMPLE TIME

Enkelvoudige drieslagmaat
Simple triple time

r i r - ~

fir -}
~ V , - ~

Enkelvoudige vierslagmaat
Simple quadruple time

rrrr-!
rrif-t
~ r VV"- ~

Exercises on:

I

!. .
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SAMEGESTELOE no
COMPOUND TIME

Samegestelde tweeslagmaat
Compound duple time

SAMEGESTELOE TYO
COMPOUND TIME

Samegestelde drieslagmaat
Compound triple time

rr-r-t
r rr· B
~'H"I/' \.lr r Y • 13

Samegestelde vierslagmaat
Compound quadruple time

r' f' f" r· ~

i' i' i-r· i
!?" i'i' IY" rr - t!
f- y Y V. l'::::f

(i)

(ii)

'\
completion of bars with rests or quaver notes or semiquaver notes.
correctly grouped; .

inserting time signatures;

(iii)· inserting barlines;

(iv) writing one note equal to a group of notes;

(v) - rewriting a phrase in double or half value. correctly grouped.

(c) Key Signatures:

(i) the writing of key signatures in the treble and bass clefs;

(ii) relative keys (major and minor);

(iii) naming the ~ey of a written phrase (major or minor).



(d) Scales: Page 111

All major scales. as ~ell as A. D. G and C, harmonIc and melodic. ascending and
descending. In semibreves, ~ith or ~ithout key signatures and indicating the
semitones.

(e) Intervals:

Major, minor. diminished, augmented and perfect intervals with their inversions,
in the keys of: C. G, 0, A. E, F. B.flat. E flat and Aflat.

(f) Chords and triads:

Major. minor. diminished and augmented in the keys as given in par. (e) in
closed and open position.

(g) Musical Terms:

All terms already done in Std 5. Forms I &11, together ~ith the following:

al fine
andantino
grazioso
paco a poco
crescendo
decrescendo
alIegro
rubato
sostenuto
largo
lento
da Capo

_Jst time, 2nd time
1ft : 40 (etc)

3. GENERAL MUSICAL KNOWlEDGE
•

Ritenuto
Allargando
Larghetto
cala.ndo

. '.-155100

piu :;
meno
con fuoco
tutti .
Dal Segno (11 )
Fermata (r.l)

Repeat Signs
Staccato ,s igns
Stress marks (70 periods)

(a) A short and brief survey of the development of music With special reference
to:

(i) The Song and the Dance.

(ii) Renaissance (15th and 16th centuries).

(iii) Melody and Harmony.

(iv) Baroque•
.

(b) Development of the Polyphonic. Classical. R~"antic and modern styles.

Note:

This section, the development of music, cannot be taught without the use of
records. tape recorders and the radio. Pupils should have the opportunity to
listen to famous composers' works which illustrate the above styles.

(c) The life history, style and music of the following composers must be studied
briefLy by the pupilS, as well as one eminent Black South African composer of
their own choice. (It must not be a composer studied in Standards 6 or 7.)

J.P. Mohapeloa
A.A. Khumalo
B. Tyamzashe

4
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(d) In addition, pupils must make a study of at least two traditional musical
Instruments, together with some of the music and/or rhythms traditionally used
in each case. These instruments may be similar to those studied in Standard 7
but must be typical of those used In that area. If possible, these instruments
should be.made by the pupils. For this purpose the school should from time to
time invite experts (artisans and musicians) to demonstrate the making and/or
playing of the instruments. Pupils should be encouraged to play the instruments
themselves. •

The history and usage of these instruments must be investigated and set down.

Research into the history and usage of these instruments should be done and the
results recorded.

(50 periods)

,I,;;> 4. MUSIC READING

Pupils should be able to sing exercises in both tonic Sol-fa and staff notation which
contain those notes, rests. time signatures and key signatures included in A 1 and
A 2. In addition, pupils should, possess copies of songs by composers they have
studied, as well as examples mentioned in section 3 (b), and should be able to
explain the lay-out of each song and the meanings of the different signs.

(30 periodsl

lBO periods

D. EVALUATION

,. The total mark will be 200.

2. ONE QUESTION PAPER of two hours will be set consisting of:

(a) SOLFA. THEORY

Transitions •.••.••.••.••••••••.••.•••••.•.••..•......•.... ,.... 10

Intervals................................. 10

Time and pulse............. 10

Transcription of solfa into staff notation •••..•..•••..••••...• 10

0)
(li).,

(iii)

(lv)

(v)

Scales .......•................................................. 10

50

(b) STAFF NOTATION THEORY

(i) Transcription of staff notati~n into solfa 10

(ii) Letternames......... ••.•.••. •.••••..•. ..•.............. 10

Oii) Note values and Rests _.. 10

(iv) Key signature..... .••....•.......... 10

(v) Grouping of notes and rests, including the filling in of
barlines 10'

(vi) Scales •••.••.•..••.•••••••••••••••.•.••.••.••.••..•.•..•...•... 20

(vii) Intervals/triads .•...•.. 10

(viii) Musical terms ................••......•......................... 10

gO



, .,

(cl GENERAl MUSICAl KNOIIlEDGE

(i) Development of music

,
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~ ~ .. 15

(ii) DeveJopment of.musical styles and some important related
. composers and their works .••••.••.•••••••••••••.••••••••••••••• 20

(i ii)·· Study of a Black composer .••• :................................. 15

(iv) Instruments ••.•..•••.••.•••.•••••••••••••••.••••••••••••••••••• 10

60

GRAND TOTAl 200

•

PriDled iD The Republic: o( Soulh Africa for !be GoYemmcul Printtt. Pmoria, by Perskor. Jolwmcsburg.
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A.

S;;:CC}JJ)ARY ~\C-dER' S DIPLO:H

SYLLABUS FOR

~1JSIC ~llJ SINGING

CROU? III SU3JECT

The objectives of this course are:
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1. To develo? the student's altitude to enjoy m.Jsic for it.s own

saKe;

2.

3.

To cultivate good taste; and

To extend ~he stu~~ntts nusic bac~grcund.

B.

1. The ~a:i!l Fu~csa of this COuCse is to Lcain StUC0!lts to 8njoy

~usic foe its c~n sake. The greater part of the ti~e available

Bust therefore be devoted to Qusic of a practical n~ture.

Theory must be. app~oac.hed through tll'~ mediu~ oE p::-actical -r.-.usic

=king.

2. It must be noted th~t the contents of this syllaous will extend

over one year.. T!40 periods per toleek are allocated foe this

course ..

3. ~;nen students are actively engaged in listening to Eusical

t-lorks t attention should be dicecte.d to the. composer conce!:'ned.

some cnaracteristi.cs of lhe expressive elements in his 'fuusil:

and. where possiDle. the style period to which he belongs.

4. Li~e 2nd at=enticn =ust be ~iven to indigenoes ITUsic.

5. Choral works should includs fol1<5'ongs, c.l:::.s:;ical !:%cks and h~(:i.lt1s.



c.
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6. Songs should 2.5 far 2.5 possible. be t;::.u;ht fcom individual score~

and/or l-lull charts containing both t.....orcs and muS1.c.

C01''''T~IT

1. CiORAL "OID{

1.1 works to be studied mu~t inelude uniso~. two-,

tbree, and four-part songs. At least two of

each category n'alst be. -taught. t..;ocX:s s~culd

[21 periods]

.. :_{..:;; . not be too len~tby.

1.2 Both the official langua~2s and the vernaeulac

wust receive due attention.

1.3 Durin~ t~e singing of the songs speci~l ct~en-

tiau ~st ~e given to

* inteC?cetaticn

* diff~re~ces of style

2.

3.

ACTIVE LISt~IING TO EUSIC

2.1 Simple and sUitable vocal nusic which illustrates

the four basic types cf voices - soprano, ccntcalto,

tenor and bass.

2.2 Nar~ative and descriptive ~sic in diffe~ent styles.

~HJSIC Th--ZORY

3.1 Rudi~ents ef Eusic as requiced foe the Unisa

Theory of i-!usic certificate Ex;;.~i!1ationsI

Grcc.e Pr-a - I.

[17 periods J

[14 pe"iods]

3.2 Conce?t.s of reajo!", minor and cht'"cr.latic r.ote-~ in sol:a.



D. EVALUATION

3
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1.. This su~jec:t is an intecnally evaluated Gubject ~·d t.h Ul

end-of-year eX2rninaticn~

2. Guidelines for the allocation of marxs

2.1 A cuz.11ative ye~r mark ntUst be built up

cULing the year. czlculated on the follo~ing:

2.1.1

2.1.2

G~ner~l tests and assig~ents

min~~~ of two each

a

123611

skills
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Some of the quoted wri.tten African

• Songs
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Plea from Africa

Words by
A GLASGOW LADY

Musi~ by
JOHN KNOX BOKWE

.
.

-.r
L Giye •

A - 2.Brea.~e a

1·
"''1 :$:: -":$::: :s: F,,+~ .... -iI-<_1:1: ..' ~

I I I

.
r - .... T Q:

., .. '-'
thought to A - En - ca!

pray'r for A - fri - ca!

...
'neath the burn-jng sun There are hosts of wea - ry
God the Fa-ther's love Can read.. down and bless the

....'

· '..
. ·eJ .. .... .- .-~

heMts. w.lit-jng to . be wo-n. Ma • oy li~es have~ a· wa.¥; but on

· tribes, from His heav'n a· 00ve. Swarth-y lips when-moved by grace ev- er

·. eJ a 1# :fr ~:
.... - ."ifr 1# $

I I .....
·

:<t- off :; 0 "
A

, . .
ror , .. ~

swamps and sod. There are voi-ces cry - iog now. for the liv·ing God.

· sweet - I~sing; Pray till A- ftic's. hart be made loy-al to our King.

j'. :& :x....
~ ~ ~ -1 ¥ i :fr $:

i --- I
. .

:;;.. 0 ·u .;;r .:<t :<t- ·0-
31
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Ulo Tixo Mkulu
Thou Great God

I :5 11 :5

fe :m Ife :m
r :d Ir :m
U-Io Ti-xo

fe :m Ife :m
r :m.lr :d

--Is
Im
Id
ni.

Im
Id

'-

:-

:-
.-

Atranged by John Knox Bokwe

He, is the Great God, Who is in heaven
Thou .rt Thou, Shield of truth.
Thou art Thou, Stronghold of truth.
Thou art Thou, Thicket of truth.
Thou art Thou Who dwellest in the high­

est.
He, Who created life (below), created

(life) .bove.
That Creator Who created, created

heaven.
This maker of the stan:. and the Pleiades.
A star flashed forth, it was telling us.
The Maker of the blind, does He not

make them of purpose? .
The trumpet sounded. it has caUed us.
As for His chase He hunteth, for souls.
He, Who amalgamates flocks rejecting

each other.
He, the leader, Who has led us
He. 'Mlose great mantle. we do put it on.
Those hands of Thine they are wounded.
Those feet'of Thine. they are wounded.
Thy blood, why is it streaming?
Thy blood. it was shed for os.
This greatprice, have we called for it?
This home of Thine, have we caIJed for

it?

tempo
I :I 11 : I 5

fe :fe Ife :fe m
r :r Ir :r d

om-ku-Iu ngo· se. zu -Iwi

fe :fe Ife :fe m
r :r Ir :r d

m :5 -Ir :m d :1. ~ :S,
d :m

:~
,

d :d :m d :1. ls, :5.
o • mkulu ngo se·zu-Iwi - ni.
m :5 Ir :5 m :r Id :d
d :d Is, :d m, or, Id, od,

u . 10 l1xo

NOTE - Ntsikana's Great Hymn has been printed in 01/ the Xoso-speaking
collections used for Church praise. Words and Music had been traditionally
handed down till committed to print as arranged by compiler of -Amaculo
ase Lovedale.•

Ntsikana's Hymn

Key F - Gravely

ad lib.
5 :- .flf, f.. m :r

I
I

Lo Menzi wenkwenkwezi noZilimela;
Yabinza irlkwen~ezi. isixelela.
la Menzi wemfaman" uzenn ngabom?

Ulo dal' ubom. w.adala pezulu.

lo Mdal' owadal. wadal. izulu.

lateta ixilongo lisibizile.
Ulonqin" izingeJa. imipefumlo.
Ulohlanganis' imihlamb' eyal.n.yo.

Ulo TIXO omkulu, ngosezuJwini;
Ungu Wena-wena Kaka lenyaniso.
Ungu Wena-wena Nqabiil yenyaniso.
Ungu Wena.-wena Hlati lenyaniso.
Ungu Wena-wen 'uhlel' enyangwaneni.

Ulomkokeli wasikokela tina.
Ulengub' inkul~ esiyambata tina.
OzandJa laka zjrumanxeba Wena.
Onyawo laka zinamanxeba Wena.
Ugazi lako-limrolo yinina?
Ugazi lako lipalalele tin..
lemali enkulu-na. siyibizile?
Lomzi Wako-nHJa siwubizile?

"

.,

I

~
";;

li
i

34
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UMACON.SANA
. by R.T. CAlUZA .

Ab Moderato

• 1 2 3 4

m :s I m.c. ;d.d .. .'- I .. m :s I m.r. :d.d d I ~

d :d I d.~ :s.s, 50 Is, d :d I d.~ :S-st s,-. :- I ~
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......
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• :m I s.1 :m J :I I 1.1 :1 m :s I - :f' m : - I -' : -
d :d I d.d :d ~ :I, I f,.f, :I, o, :. 1 - =So d :- I - : -

•



Page 126

201918
CS.S.A.T.T.8.B.A1

~17 .
• .1 :S.m I d :~ \ : I : • .1 :s.m I d :~ \ : I : .$

m~' :m.d I .. :s, So : I : m.' :m.tI I .. :s, .. : I :.m
d.d :d... I m, :m, " : I : d.d :d... I m, om, " : I : .d
5esi fikile "';- no • 5_ esi ko· le "' ba

: I : :s I'e :s • : I : :. I'e :.
: •• : :r 1, :f m : J : :r I , :f

"
Si-. fi. k> le Sa· .. A

: I : .:to Id :r d : I : :to ~d ": I : :s, I ~ :to d ; I : :.. I ~ :\

-.l.-,-:;'

21 22 23

5 ••1 :S••m I d : .I l •• :f.•m I , : ,.m :r.rn I , :1 .1 :- I. :-
01..' :m..d I SI : ., f .•m :<I••d Id : d.d :d.d Id :r , :- I , : -
d.d :d.... •m, : .d d.\ :I.... I'e : fe.fe. :fe.fea I,.. :d \ :- 1\ : -
phume-e Jubili thin' .. 0_ Sizobona- ni· na no - """S : I .S :s..S le : I .s :s..s 'e : I :fe S : - I .S : -
m : I .m :m.•m : I .r :f••r t : I :r , : - I , : -
d4ms e Jubi· Ii 0 ...... ni na no - """d : I .d :d.•d : • .1 :t.•t d : I :d , : - I , :-
d : I .ta, :ta••ta. ~ : 1.\ :to.•\ ~ : I :1 .. : - I .. :-

25 26 v 28

-i •

sJ :s.m I d :I. \ : I : sJ :S.m I d :1. \ : I : .5

01.1 :m.d I .. :s, .. : I : m.1 :m.d I .. :... .. : I : ...
d.d :d.s, Im, :m, ~ : I : d.d :d.s, I m, :""- " : I : .d,
Beka ";'Ia sinja- 10 $enzT,.-a- ukubu- sa : 0

."-
)' : I : :s I'e :s s : I : :s lie :s_..',

: I : :r I , :f m : I : :r I , :f
• ... ..... F>- 10 u- ku - bu·

: I • : :to Id :r d. - : I : :to Id :r
. : I : :so I ~ :to d : I : :so I ~ :to

29 31

5 .•1 :s.•m Id : .I l.s :f••m I , : s.m :d.~ I d :r
m .•f :m...d I .. : .1 f •.r :d..d Id : \.d :1·1 I .. :..
d:.d· :d.... Im, : .d d..t . :1,.... lie, : ...s :m,.m, ~ I, :f,
siyathoko--- za 0 siyathoka-- za - siyathoko- z'e A·
s : I .s :s..s f : lie :fe...te s. :1 .I I s :
m : I .m :rrt...m f : I , :r ••r .,. :m.m If :1
sa sithoko--- za

_0-
za thoko z'e A

d : I .d :d.•d d : Id :d ..d , . :d .d I ,
"I

,
I I I ..d : .ta, :ta,.•ta, ~ : :LI \. :1 ·1 ..

32 Bb.t. 33 34

d :- :<Is IsJ :-.1 • : .r' I <1'.r' :-.K1'.. :- :,., I'. , :- ., 1 : .1 I s.1 :- .do

m, . :.m,; h.d :- ~r ~ : ., I m .1 :- ..s
dams '" saphe -phi- le ku Mao nsa·

• :- I .5<' :0.' I m'•

m : 1 ."'t :1.1 I <1'•
<lams Sf..-phephile

m .... :m .f I s.



36

Page 127

or : .I 1 s.l . :- -, • : .r" I er .r :_.m" or :.m·Jn"J' I or :.m".m".(

• : .m III .1 :- I : .t Jfs .t : - • ; .d.d.t I or :.«1'.<1".'
m : .d I ~.d :- .t' ~ : .1 I m.1 :- .S m : .s.s.t I m : .s.s.t

"" "" kuGo .y;. m rd $hime • ya na uMacon- san uGavi-

.m' :~.or 1 t ~ :cfor- I m' ,s.s.s :. . 1 .5.5,5 •

.or· :tJ 1• . ." :I.t Id". : .s.s.s :s I .-.s,' :s, .
Manocnsa- NI ku Go.;. ni uMaconsan'- uGaYini

/.s :f .m I • : ... .f :m.' I •. : : I :... :s,.s, I .. .. .... ,., ... I .. : :......... Id : ,s..s.s
uManconsan'- uGavi-

~

-t-:{i' 38 I.Ab 39 40

or .m'.m'.r- t:cf er dt I le • :- I.
d' : ,d".d'.t I :d' or Sd I • • I ~
m :,5.s.f l:m m "'l, :- I ~ :- ~ :- I ~
m nesiShi- me-van" Si • phe phi le.
.5.5,5 :s !:cl' d' I I
,s.s.S :$ 1 :s • I I

shUneyana

I;m m I 1
d .s, I :d d dt I " s, Is,
ni shi - me - van' Si ph< phi le.

.'

41 42 4J

• .1 :s.m Id :l, ~ 5.1 :s .m Id :~

m .1 :m.d I .. :s, S, m.1 :m.d I .. :so
d .d :d .s, 1"\ "'\ f. d.d :d -Sf I"" :m,
Kurijani Iapha si- si KUl'JjaO; Iapha Bu-

I :. lto :s • I
!I :r I • :f m 1

Ku- ..... ni . ""
:To Id :. d
:s, I ~ :To d

44 46

~ : I ...., :.s s.) :S.•m 1 d :.1 LoS . :f•.m I • ?.. : 1:_ ",-,f :m..d 1 ..( : .1 ' .•r :d.•d 1 ~ :
I, I : .d d..d :d.... 1"\ : od d.,t :~.,.. I I .. :.• Ku ..... ""Ma me Kun - jani "" Ba OO?

:s It. :s 5 : I .s :s..s I : I .s :So.s
:r I • :f. m. : I .m :m••m I, : I .r :r.•r
Ku . ",a . m na? Ku oiani na? Ku njani

:To Id :r d I .d :d.•d d I .t :1.1
:s, I ~ ~ d : I .... ta\.~ ~ : I .~ ~,~

'f1 46 49

• .rn :r .m I • :f :- I. :- .5 • .1 :s .rn I d :~

d .d :d .d I d :r • I • :-.m m .f :m.d I .. :s,
f ...t.. :f...I.. It.. :cl ~ :- I ~ :- .d d.d :d.s, 1"\ :"\
banin g; yin"a ba qha fi batun 'u Ma- con- sa-
fe 1 :fe s :- I •
• I :r f I I
ne .... qha fi
d :d • I •
\ :\ .. .'"s,



, .

- ~ ' .. ~

SA Male VcMces UNISON

65

;:.._-- :..~

66

Page 128

s••m :d..m I s ..s :S.•5 1.,1 :I..m ,. :- s.•m :d.•m ,s ..s :s.s,s

d••d :s.•d I m.•m :m.m~m f ••f :f••d ,m :- m..d :s.•d ,
m.•m :m,m.m

, benze njen' eGo& 10 sebe phuz' isigorn fan' ben.<.--er1an'e Go& Is sebe

d.,s :m..s· I d .•d d.d.d d.,-d :d••d I d :- ~..... ""'.... I d.•d d.d.d
m :r _ , d :m f :f 'm :- m :r I d :m

,1.•'; Male VOICeS UNISON lHurnrmng)

68 69 70

1..1 . 1..1 , s :- s.•m :d..m I 5.,S :s.s,s 1..1 1••1 Is :-••m.
r.,r :r.,r I r :- m..d :s..d I m..m :nI,m.m f .•f :f••f I m :-••d
phuz'u gavin i ben2:enjan •e GoIi xasebe phuz 'umqornbothi Be-
d .•d : d..d ,~ :- d..s ~m.~ I d.•d :d.d.d d.•d d.•d I d :-.,5
, :r I , :- m :r Id :m f :f tm :

(SAT.B.!

J

.~



Page 129

51.
~ : I .~ : .S • .1 :~ .m I d :\ ~ : I :.5.. : ~ :,., ", .1 :m.d I .. :.. .. : 1 : .m
I, : I : .d d;.d :d ... I", Om, I, : I : .d.. A· bafuna u· Ga- .. ni ne

os 1le • - • : I : :s I le :s

" I , :I m : I : " I , "
Ma -con- sa- .. u- Ga -vi -

:to I d " d : 1 : :~ Id ;r _

I \ :to .' I I \:so d. : : :.. :~

•

53 54 55

5.) ~ s.,m Id :.1 I..s ) f.,m I , : s.~ d.~ Id .d "!"..1 ) :m..d I .. :.1 f.,r ) :d.,d Id : m.d :s,.~ I ..... :..
d.,d :d.•s. 1"'0 :.d d.•t :1.... I I.. d ... :m,.m, I I, .:f, :I,

0

sishimeya- na - be 1hi bazo phuza - bazoqed' ma- ba- la·
s : I .s :S••S I : I 'e :fe.•fe s.m :5 .J I S.$ :s
m : I .m :m.•m f : h r ••r s.s :m.m I m.m :I
ni shimeya- na ha- phuze bazoqed 'i- ba-ba- la-
d I .d :d .d d : Id :d.•d d.d :d .d I d.d :~

d : I.... :ta.;.1a, , : I \ :\.,1 d .d :d ,d I s. .al :..

56 58

d I - :-.. 1- :-
m 1 - :-
ri.

• :- I - .m. :In..m Im..m :m .f :f.•f Im..m :",

m . • I - :- .cl :d.•d I d.•d :d .d :d'Od· I d_.d :d
• zi. IleI<ani nangu Malo- tneng;s 'u Maa>nsan"

d . 1- :- .s :s.•5 I .... :s .1 :f_,1 15••5 :s
d I - :s, m .•f :d.•r I m..m :m.••m 1.•1 :f.•d I m :. S

"'- Be- lori nangu "lame ethe- ngis"u Maconsan' Be-

'-'
59 . ID 6'

.m :m..m t m..m :on or :t.• f I r.•m " .m :m.•m I m.•m :on.,
,d :d.,d I d.,d :d I ".d <l :d.•d I d.,d

"~~.c.:-
.~ :to-•• :. :d

Be ~ kani nangu Mah theng;sa ngogavin" ukhuluphele nje
.s :s.,s 1 s ... :s .s ;S••5 1$_.5 :s .s :s.,s Is... :s
m_~r :d.•r I m.,m :m_.m r••r ;r••ffl I , : .. m.•r :d••r I m...m :m..m

kani nangu Mame ethen gisa ngogavin' u- khutuphe1e njena ngol<u- .

62 63 64

.f :I••f I m.,m :m .m :I .-(" :m .' :r••r Id

.d :d••f I d.•d :d .d :d _d :d .S :5••5 I Sa
uphuz'u Maconsan- & ka Be ka ka Ma~onsan'

... :1.) Is..$. :s .s :1 I .I :s .I :1..1 I m

' ..1 :I.,d Im : .m f :or I", : .m f.r.r :r••r Id ..
phuz·u Maconsan" Be b Be· - . JO,. ni ndabab Macoosan"



Page 130

SOME OF THE PIONEERS OF THE WRITTEN AFRICAN SONG

Gaba Ntsikana - Gwali. Cape Province

Alfred Assegai Kumalo - Edendale. Natal

John Knox Bokwe - Ntselamanzi. Cape

Reuben Tholakele Caluza - Siyamu. Edendale

Hamilton John Makhoza Masiza - Kimberly

Daniel Comel Marivate - Valedzia. Tvl

Tiyo Soga - Gwali. Tyumile valley

Joshua Polulu Mohapeloa - Molumong. Lesotho

Michael M Moerane

Joe S Motuba - Klerksdorp

Chamber Qwesha - Tsomo. Cape

Nathan Sidyiyo - Burgersdorp

Elkin Sithole - Blaauwbosch. Natal

Nimrod Reginald Sithole - Blaauwbosch. Natal

Newman Sibisi - Durban

Enoch Sontonga

Benjamin Peter John Tyamzashe - Kimberly

Shalati Josephy Khosa - Shingwedzi

Born-Died
(1870-1921 )

(1879-1966)
.~

(1855-1922)

(1895-1969)

(1894-1955)

(1897-1988)

(1829-1871)

(1908-1988)

(0000-00001

(0000-00001

(1914-0000)

(1913-00001

(1918-0000)

(1946-0000)

11946-00001

(0000-1904)

(1890-19781

(1936-0000)
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a. bath tri--umph-ed glor

I .. I' ~' it I ~'. lQ F'"

'" J ~, t rl• .
He

;;
ha.th tri-umph.ed Rlor-ioua-ly. glor- ious~ly.

r "';gg ; ; , le;; I ; . ; r ~• •
He hath tn-umph-ed glor - iously. gior - ious-Iy.
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Lord. un - .. the Lord.

..-
t~wu iD. - to the H"

.... in - .. the ....
Lord

the bone

the horse

the horse

the horseious-ly,

-the horse . and his

glor. ioua-Iy,

- ions-1y.

~lor· ions-ly.

glor

glor· iOW!l-ly.

glor- iom-ly.

a. hath trinmphed

0#-
He hath triumphed gfor- iona-Iy.

a. h.th triumphed glor

tri.umpb·ed gIor. ious-ly,

jOus-lf,

bath tri-nmph-ed glor'

~-~""....,.~>/'..~~....,~~.--~.$ ~.. ,' ....··"~,;~,,~M~i
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thehone and hie rider bAth. He thrown in~to the ..a. the

and his -rider, the hone and hia rider bath He thrown Page 154 -the

and hia ~der, the hone IUld his rider bathH. - in·to Ute ae.. the...-

and m. rider. the hone and his rider bath He lhrown in-to lb.e sea, the

---

andhi&ri-der. the horse andbia rider,the hone and his rider hath

and his ri-der. the hone and his rider."the hone and hia ridnr bath........

andhis --der. the borse and his rider. the horse and his riderhath

~~ ri-der. the horse and his rid~the hone~ • rider h&th

.-
B~"-bael.\aIt&"pL--I'• .-I1o.1t."'1I44 ea... 0cu.. Wd.-

-­,

audhieri-der, theholllO-- -

ADdhiari.-der, tbehone

rider. ha... end hia °der bath H.lhrown, bAth He thrownin-to the &ea, the

rider, thehOlllO end his rider bath H.lhrown, bAth He thrown in-to the aea, the

rider, .ho... end his ridez bath H. thrown, e thrownin-to ..... the-- -
rider. and his rider hethH. thrown,-

hore. and his ri-der. theholllO andhisri-der. thehorseandhia rider,th.e horse a.nd his rider bath

hono andhiari-der. thehone andhis ·..du. thehoraeandhia rider. the hOr88 md his rider ha.th

hone aadhiari-der. thehon. andhisri-der. the horse and his rider. the home d his rider h&tl"-- --- - --- ...
horeo andhis ri.-der, thehOlllO andbisri.-der. the hone and his rider. the hone s.nd his rider lath

hone

hone

hone--
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e horse and hia ri • der.1.he horse andhis ri del' bath

willI

sing • •---

&i.ng. • •

ri • der.thehorseandhis ri • del' hs.th

ri. der,thehorseandhiB ri . derhath
..JIL --- ....,.. :::

-.I

I

the horse and

the horaeandliis ri -der.thehoraeandhisri - derhath

the horMand~ ri - der.t.hehorseandhis ri - derhath

the hone and hia ri - del'. the bo:rse andhis ri - der ha.th

the horse amI his ri -der.thehorseandliis ri -d~&th

He thrownin - to ~ seA,
-#

Bethrownin - to the sea.

He thrown in • to the sea,

He thnnmm • to the sea.

He thrown in - to the &ea,.

He thrown in - to the sea.

He throwu in· to the IleL

He throwuiD.-to the 8eL

He thrown it;J:. to the BeL

~;

.....

-
-

-
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APPEJIDIX VII

[GENKRALLY USED FOR NATO CHOIR COMPETITIONS)
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Competitor's Nurf:e!"!Y;.::J.e : ...:..•
..

Cond.uctcr: (Optional) : _

Date: Ver.ue :, :...._

NaI:!e of Coopeti'tian: _

Sec;;io": ---------

F============================================================.
l...t.d.~i('lli1~I~fj1IC~ ....-. -=~--'-1!.::;r"~7 ~.. :l."Y:::: 1'i'r'\. 3.T. :J~a'?7Sp.;;_::.>--=..._~.._... __ .... _v .... w._"'-=.....~ _ .....0.;::..... _v __ ........... __'-".

AlE]) MAP.ES

IACCU=a.c'7: ?itchlIn:tc::ation/
Time Valuesiny...,-a­
E:.ics

TIiction: ~~ritv of Vowels/
Sigr;.ificance o:f
Consonants/~e<~i~£
of Text -

10

10

10

10

..

I';!otal l"Z!:ks: l 1100 I
!============================ ================================.
~Gene=::>l Remarks : -;

I

Adjudicators' Sig~at~!"e~: ~

2 _

3 _

Position Gained:, _

:"

Zntered/aecord.d by:, _
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APPENDIX VIII

IHTKRVIEW FOllKAT & THE QUKSTIOHNAIlIES
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CHORAL COMPETITIONS, A CRITICAL APPRAISAL OF THEIR RELEVANCE TO MUSIC

EDUCATION IN KWAZULU

Guide/format i~terviewin9 music educators.

1'.,;

2.

On music education;

a) Who is the music teacher?

..................... _ - - .

bl Do you think music really belong,to school?

- -_ .

cl Do you thin~ music education should be aesthetic education?

cl) What role do you think music education has in the Kwa~ulu society?

e} What background should a music teacher have?

On choral ~usic and proceautes

al DO you think choral singing really encourag€s musical growth to

pupils of all levels tPre-schoolr

Sc~ool and High schooll~

Higher Primary School, Secondary

............................ - _ .

hI What is the role of choral music in KwaZulu schools?

........................................................................................
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you think of a choir that wears a traditional attire
performance ofQ~r1can composi~ion? For exa~ple,..
NEZITHETHE by Ngxokolo.

•

3.

••• 4 4 " .

dl How much time should be spent on each of the following choral
practices1

2. Interpretation?

On School music curriculum

Recommendations

.......................... 4 _ _ _ _ ..
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QUESTIONNAIRE A ( to Choir Conductors ,.

Page 163

Kindly answer all questions as honestly as you can. Your responses will

be treated as cQnfidential.

1. Did you have any formal training in music? If so what?

.........................................................................................................................................

2. As a conductor, what positive effect(s) (advantages) have you

experienced as a result of choral competitions ?

.........................................................................................................................................

3. As a conductor what negative effects (disadvantages) have you

experienced as a result of choral competitions? ... ,;4·-,

- -~.. ...................................................................................

....................................................................................................................

4. To what extent do you think tonic-solfa should be used in teaching

a song rather than staff-notation. Tick the relevant box.

a) Most of the time

b) Part of the time

c) Not at all

s. To'what extent do you think staff-notation should be used in teaching

a song rather than tonic-solfa. Tick the relevant box.

a) Yes unreservedly

b) Yes reservedly

cl Not at all

2/...
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-2-

Are you in favour of school choral competitivns ?

r~levant box.

If yes,. 'tick the

Page 164

al

hI

cl

Great extent

Moderate extent

No extent

I

1-

Why ? Give reasons ..............................................................................................................

.. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. ..

7. State condjtions underwhich you h~ve to train your choir, with reference to:

al Time adequecy .. ......................................................................

.. .. .. .. .. .. .. .. .. ... .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. ..

h I Venue _••••"•••••••••••••••••• _••• _•••••• _••••••••••••• _•••••••••••••• __

...................................................................... - ..

cl Abtitudes ·of Principal's staff .................................... a ..

• • • • • • • .. • a a ..

dl Attitudes of pupils .. • •••••• • •••• a a .. ' •••••••••

el

••• •••••• 'O 'O ••••• 'O.'O 'O •• 'O ..

Level of proficiency in tonic solfa

..................................................................... - .

8. State problems that you have encountered when teaching a competition song.

(continue on a sep~rate sheet if ner:essary) •

.. . .. .. .. .. .. . .. .. .. .... .. . . .. .. . .. ... . . .. . .. ... .. . . . .. .. . .. . .. ... . .. .. . .. . .. .. .."" ..

· ..
• 4:i~:. __ •••

9. What positive effect(s) do your choir ~embers experience as a result of

choral competitions ?

· - .
.. ... . . . .. . .. . ... .. . .. . .. . .. ....... . . .. ... .. .. .. . .. . . ... .. .. .. .. . .. .. .. .. ... . .. . .. . . . . .. .. . ..
........................................................................... a a .
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10 •. What negative effect(s)

of choral competitions?
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do your choir members exp~rience as a result

..........................................................................................................................................

11. State problems that you have encountered as a result of adjudication .

...............................................................................

.. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. -." ..

.. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. ... .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. ..

12. What two positive effect(s) has your school received a~ a result of

choral competitions?

.........................................................................

...... .. .. .. ...... .. .. .. .. ........ .. .. .. ..... .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. . .. . .. .. ...... .. . . . . . .. . .. .. .. .. .. ..

• .. • • • • • • • • • .. .. • • • .. • • • • • • .. .. .. .. .. .. .. • • .. .. .. • • • • • • • • • • • • • • .. .. .. .. .. .. .. 4 ..

13. What negative effect(s) has your schoo1 received as a result of

choral competitions?

.....................................................................................

... . .. . ... .. . .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. . .. .. .. . . .. . .. .. .. . . .. ..

- ..................................................................................................................

14 .. Give one recommendation.in connection with the present state of

choral competitions?

...............................................................................................

....................... !' :- ~ •

................................................................................................
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15. For ~he following questions, tick the relevant box.
. Page 166
t··

a) Do you conduct audition& your prospective member?
~

YES NO SOMETIMES

b) Are the members of your chior generally all of the same age.

YES I SOMETIMES

c) Do yen base your choice selection on age rather than the ability

to sing ?

YES NO SOMETIMES

dl Is register with names of the choristers kept ?

YES NO SOMETIMES

e) 1. What is your school choir level ?

Primary '__I

Secondary 'I
High School I ~

2. How is normally the ranqe of your choristers before the singing

programme starts for each year ?

a) Poor I

b) Fair '--I
cl Good

-I

3. How is the quality et their voices beforp the singing programme

starts fCT each year ?

a) Poor I ,
bl Fair I I

c) Good I I

16. Turn to the attached song.
":','fi'-:

How would you teach it in preparation-for~a

competition. (you can continue on a seperate sheet).

a) Diction ••••••••••••••• :.~••••••• : •••••••••••••••••••••••••••••••• ;

...................................................................................................................

5/ ...
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Si lu ~opo or i Lono Act
D.C. R.T. Caluza
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Land Act (English nnsl.lgon by ~aima Dike)

We :ue children of Afria
We cry for our lAnd
Zulu. Xhos.J.. Sotho
Zulu. XhOSl. Sotha unite
We ue m~ over the lJ.nd Act
A terrible law that illows sojourners

To deny us ourl.;u1
Crying th~t we the people
Should pay to get cl( land bu:k
We cry for the childr~n of our bthers
Who rO.lm around th'! world without ahome
Even in the Ia,od of:U,eir forebth~s

. '.

74



QUESTIONNAIRE"" B <to· Choristers I.

The aim of this que.stionnaire is to find out your music backgro l1n t'l ~nd vour
Page 168

attitude. as a choir;singer. For ¥ES/NO anwers r tick in the box prov1aed.

1. Have-you ever been taught music?

2. What made you sing in your school choir-?
#.

. ..' .

YES _I NO

........................................................................, ..

.. .. .. ... .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. ... .. ... ... .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. ... .. .. .. .. .. .. .. ... ... .. .. .. ... ... .. .. .. .. .. .. .. .. .. .. .. ..

... -3;~ Do you think choir practices take too long ?

4. Do you like singing for competitions?

5. Does your choir normally sing ~ith a pian%rgan?

YES

YES

YES

NO

NO

NO

6.. Do yO!l participate in any kind of ~~sic makifig besides singi~g in a choir ?

e.9~ Gospel singin9# local pop-band etc. YES NO

7. Tick in the box for an answer whic~ you think is correct_

a) Among the following tonic solfa notes notes~ a chro~atic note would

be

1. f",
2. d'

3. s,

b) A note which would give the saEe sound as "re" when coming from above

'<QuId be :

1. s

2. ma

3. f

cl A note an octave higher from

1. E,

2. f"

3. fe

.. ; ..
• \olould be

2/ .. "
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d) The rythm of 4 (four) beats in a bar would be written a~·

l. ~

2. J.j --a

3. yilt -

e) Correct phrasing refers to

1. Pronouncing-words of-a song correctly.

2. Flow and release of breath at correct points.

3. Taking breath at the end of every ~wo bars.

I

I

f) A point/place in a song, where a song changes to the other is called

1. Intonation

2~ Transition

3. None of the above

g) Complete the following passage by putting irr the missing note of the

part that you sing.

s-f':.-.l d -;? I

I• -_... _----~._- 0"
gjh!? j rn j-.
r :til \' :? I ,
~.'Q:f'\.q~

&(,55 :5_ ? If J I
I - -f
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TABLES/LISTS OF RESPONSES



ABRIDGED CHART OF RESPONDANTS

QUESTIONNAIRE A ( To choir conductors)
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No. of the Total in raw Raw figure of responses Percentages
question figures of

People into

l- 60 YES- 48 YES = 80%

NO = 12 NO = 20%

2. 60 Improve standard - 28

__
choristers develop faith
in the conductor = 6 10%

.
Conductor develops
confidence in himself=c 17 . ,., ..>et

~U~

No responded = 9 15%

3. 60 No support is received
from colleagues - 42 70%

School work falls
behind = 9 15%

No response -9 15%

4. 60 a. Most of the time = 36 60%

b. Part of the time = 24 40%
- c. Hot at all = 0 0%

5. 60 a. Yes unreservedly= 21 35%

b. Ye reservedly = 36 60% -!.~"j~

c. Not at all - 3 '~%

6. 60. a. Great extent = 48 80%
b. )otodern extent = 12 20%
c. No' extent .... 0 0%

7.a. 60 time sometimes not
conviant = 6 10%

-time after school is also
used but never enough = 12 20%

-1~ hrs used a day = 6 10%

-time after and before
school used = 36 60%,
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7.b. 60 -have practice rooms = 3 5%
-use school halls = 45 75%
-use classrooms~forpract-
ises = 12 20%

7.c. 60 -in fayour of school
competitions = 39 65%

-not in favour of school
choral competition = 15 25%

-did not respond = 6 10%

7.d. 60 -positive attitude = 54 90%

-pupils attitude becomes
negative = 3 5%

-did not respond = 3 5%

7.e. 60 -level of proficiency is
weak = 12 20%

-level of proficiency is
good = 18 30%

-level of proficiency is
fair = 12 20%

-did not respond = 18 30%

•
8. 60 conductors completely

unanimons in their
points = 60 100%

9. 60 -pupils are encouraged to
love music thus improving

- their skills = 42 70%

-some pupils follow it as
their career = 9 15%

-they develop sense of team
,",ark = 9 15% .

10. 60 -no harm done to the choirs
= 21 35% .

-pupils fail other subjects
= 24 40%

--pupils are discouraged if
they do not win = 12 . 20%

-did not respond = 5%

3./
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1 70%
•
I 15%

115%

b.

~ ---.
11. 60 -Adjustication sometimes

unfair ; 24 40%

-comments in some in-
stances are very brief ; 12 ~ 20%

.-favouratism from the ad-
judications ; 24 40%

12 60 winning enhances the image.
~~ of the school ; 60 100%.

. 13. 60 hatred results among the
schools and conductors - 60 100%

14. 60 -adjt!dicators,must not have
coached the choirs ; 6 10%

-
-songs to be distributed in

time ; 42 70%

-clinics must be conducted
; 3 5%

-standard is right and
there is nothing to

-
add 9 15% ~;

.
15. (;. 60 -for 'yes' = 15 25%

- for 'no' = 21 35%
--

-for •sometimes' = 24 40%
-.

~. - . . .' - . ~.--=--"'-"~--_._----_ ..._-

c.
35%

60%

5%

,.------------~---~_ .._-~_. ----~--_..

95%

o

·5%
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1=
78%

. _----,-.

75%

I 15%

i. 120%
: L-.-

--;;~-.-1;""'_------+-------~----. i -'-----..-...

! t
170%l ~ _
115%
\
!15%
•. ... - .. ...,..---_._--- ... . -.

DICTION

16 a. 60 -songs to be written on
the board for speaking afte

i the teacher 51 85%=
-did not respond = 9 15%

TONE--
b. 60 -Good tone to be achieved ~

through voice exercises

= 60 100%
.

. BALANCE

.
c. 60 -parts that reduce im-

balance to be reduced = 60 100%



ABRIDGED CHART OF RESPONDANTS

QUESnONNAIRK B (To choristers)
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Number of the Total in raw Raw'figure of responses Percentages
question figures of

People. into
.

1- 73 -Yes = has been taught
music = 26 35%

-No = not been taught
music = 47 65%

2. 73 All respondents said
. that love of music

drove them to join
choirs = 73 100%

3. 73 -Yes = though practices
to long = 15 20%

-No = thought it was
not so = 58 80%

4. 73 YES = 69 95%
NO = 4 5%

r
5. 73 YES = 4 5%

NO = 69 95%

6. 73 YES = 62 85%

NO = 7 10%

NIL = 4 5%.

7 (a) 73 1- = 69 95%

2. = 4 5% -3. = NIL NIL

(b) 73 1. = 15 20% .

2. = 40 55%

3. = 18 25%

2./
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Number of . Total in Raw figure of responses Percentages
the ques- raw figures
tion of people .

into

.
Cc) 73 1- ; 4 5%

.
40%2. ; 29

3. ;40 55%

Cd) 73 1- ; No respondence 0%

2. ;4 5%

3. ; 62 85%

4. ; 7 10%

(e) 73 1- ; 4 5%

2 . ;58 80%
.

3. = 7 10%

4. ;4 5%
.

{c} 73 1- ; NIL 0%,
2 • ; 73 100%

.
3. = NIL 0%

(g) 73 1- ;58 80%

2. ; 15 20%


