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Abstract

ABSTRACT

Musical ideals set by European standards and values, entrenched through colonial oppression
and promoted by the continued veneration of Western culture need to be re-evaluated.
Despite the intention of the ANC government, through the Department of Basic Education’s
Curriculum and Assessment Policy Statement music curricula, to integrate Indigenous
Knowledge and musics into the South African classroom, evidence shows that opportunities

to do so are not seized.

With reference to the proclaimed values of an African sensibility in the model of the South
African music education curriculum, the history of its development and the current
pedagogical movement towards transformation in the production of knowledge and the
inclusion of Indigenous Knowledge (IK), this thesis questions why teachers in government
schools in South Africa are not executing the Indigenous African Music {IAM) syllabus in the
CAPS FET music curriculum. Taking the history of music education and the development of
curriculum models and frameworks into account, it interrogates what strategies could
improve the application of the current music curriculum in government schools in South
Africa. These questions are addressed in the thesis by way of a discussion of the music
curriculum and what its praxis in the classroom reveals about its efficacy, through
observations and personal experiences, the observations of teachers and student teachers, a
comparison with the experience in Zimbabwe, and an analysis of the music curriculum as it is

currently devised and implemented.

Straddling three methodological approaches, namely the ethnographic, the
autoethnographic and the action research approach this study finds that the CAPS FET music
curriculum does provide realistic opportunities to engage with African Indigenous and
traditional music. This, however, is dependent upon the training of the teacher, facilities
available in the classroom and the prior knowledge of the learner. A fundamental flaw of this
curriculum is the approach to practical assessment of Indigenous and traditional African
musics and the lack of assessment criteria and practical guidelines. In addition, the findings

suggest that the fault regarding implementation of the curriculum lies in the training of



Abstract

students (who become teachers) at tertiary level, where an integrated approach to skills

development regarding Indigenous African music is suggested.
KEY WORDS

South Africa; Curriculum; Indigenous music; traditional music; Department of Education;
Department of Basic Education; Curriculumand Assessment Policy Statement (CAPS);

teacher-training; B.Mus.; PGCE; transformation; value; integration.
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Chapter 1: Introduction

CHAPTER 1

Introduction

For all who may have the privilege of studying African music, it can serve to further enlighten them
on who they are as South Africans and who others are in relation to them. This is the essence of

the African philosophy known as Ubuntul (Petersen 2015: v).

Music education in South African government schools is at a turning point. Most schools do
not offer music as an examination subject in Grade 12 and although music is prescribed in the
lower grades, it is often neglected. The colonial past and globalisation have had a destructive
impact on the development of culturally specific music education in this country and Africa in
general (Ng'andu 2009: 1). The debate on the teaching of African music in South African
schools has raged unabated for decades (Omibiyi 1971; Erlmann 1986; Oehrle 1995; Nzewi
2002; Carver 2002; Herbst 2007) and yet, despite leadership that promotes an essentialised
notion of African culture, the new Curriculum and Assessment Policy Statement2 (CAPS)
(Department of Basic Education3 2012) fails to effectively incorporate South African
traditional and Indigenous musics. In fact, the policy and syllabi implemented in the last two

years have reduced access to South African music content.

South African music education, in its current, Western-based incarnation, is perceived as
elitist 4 (Hauptfleish 1993; Jacobs 1996 & 2010) and therefore unimportant within the greater
education crisis that leaves many South African children without the ability to read and write.
Past curricula have negatively impacted the teaching of music. Sgatya, in Lucia (1986), from
the former University of the Transkei, made this observation about music education practices
in South Africa, "By the time the black child reaches the age of five, he is a fully capable

musician. The present school method knocks his potential out of him" (Lucia 1986: 197-198).

1The term Ubuntu refers to the notion of human kindness or compassion or humanity.

2Hereafter referred to as CAPS.

3Hereafter referred to as DBE.

4The HSRC project Effective Music Education in South Africa, published in 1993, cited the "perceived elitist
nature" of music education and syllabi as a matter of concern, and criticised approaches which are often "too-
Western orientated and irrelevant to a large proportion of the student population” (Hauptfleisch 1993: 2).

Page |1



Chapter 1: Introduction

In 2016 the government syllabus is based almost entirely on Western theory and music
practice with only feeble attempts to incorporate African musical practices into the senior

music curriculum.

It is my intention to determine how Indigenous® South African musics may be regenerated in
the South African classroom. In this regard, | am motivated by N’gandu (2009: 6), who

observes that,

In order for musical arts education in Africa to reflect a sense of cultural identity, it is of utmost
importance that an educational philosophy that acknowledges its African roots, as they are embedded
in Indigenous teaching practices, should form the backbone of musical arts education south of the

Sahara.

The challenge is in a perception among many that African music is inferior to Western music
and this perception informs the hypothesis of this thesis. Like Feenstra (2015) | believe that
South African Indigenous musics are undervalued because university B.Mus. degrees do not
cover all the content prescribed by the CAPS music documents and teachers are therefore not
in a position to confidently teach Indigenous African music in high school. Leal {2014: 4)
writes, “...in order for anything to change at secondary school level, change first needs to
occur at tertiary level. Music teachers emerge from higher education, therefore whatever
they learn at university informs what they teach.” Tertiary education informs basic education,
which, in turn, feeds back into tertiary education. Thus, a cycle develops. In the case of music
education, | believe, through my own experience and the interrogation of others, that a lack
of transformation with regard to attitudes towards African Indigenous and traditional music
perpetuates this cycle, and devalues opportunities presented within the current music

curricula to engage with this content.

5 | purposefully capitalise the “W” in Western when referring to Western music and the “I” in Indigenous when
referring to Indigenous musics in order to highlight my perception that no one style of music is more important
than another.
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Chapter 1: Introduction

Indigenous Knowledge (IK)® content is prescribed in the music curriculum, but higher
education institutions, which train our teachers and musicians, are either not aware of the
content or do not value it themselves. In addition, there are very few resource materials that
can inform African performance practice and theory in schools and there is little or no

provision for this being made by the South African DBE or universities at large.

Teachers in Foundation Phase grades are given scant musical guidance within the curriculum
and content on Indigenous music is not specifically prescribed. When it is introduced as a
legitimate subject later in Grade 10, it is generically presented and theoretically ungrounded
making it difficult for many South African teachers to relate to it (FET Music Workshop
guestionnaire 20/06/2014). The DBE Indigenous African Music’ (IAM) syllabus does not
inspire confidence and due to this the African music syllabus is being taught at very few
schools that offer music as a subject in the Eastern Cape in South Africa, the area of focus of
this study. The curriculum advisors and practical music examiners in the Grahamstown area
in the Eastern Cape report that those schools that do attempt to teach the IAM syllabus do so
by default. A large number of learners in the music class, little or no access to Western musical
instruments, poor content resources and little departmental support have led to teachers
choosing the |IAM syllabus because it is perceived as easier than the other music syllabi

presented(/bid). This perception informs the point of entry for this research.

One of the most important research aims was to analyse and obtain comment from interested
parties on the new South African CAPS FET Music curriculum (DBE 2011), looking particularly
at the integration of Indigenous and traditional southern African musics into the syllabus. In
this document interaction with the arts in general has diminished because of the need to
focus on subjects such as Numeracy and Literacy. Arts and Culture, the school subject that

presented the four arts methods, namely visual art; music; drama and dance as an integrated

% Indigenous Knowledge (hereafter referred to as IK) is knowledge that is unique to a given culture or society
(Mosimege 2005: 2). Often referred to as “traditional” or “local”, it is “an all-inclusive knowledge that covers
technologies and practices that have been and are still used by indigenous and local people for existence,
survival and adaptation in a variety of environments” (Onwu et.al 2004: 2). Like culture, it is not static and is
influenced by changes in internal and external factors.

7 Hereafter referred to as IAM.
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Chapter 1: Introduction

whole, was revised when CAPS was implemented for Grades 4 to 6 in 2013 and for Grades 7
to 9 in 2014. This was the subject where the intention was to have children learn about one
another’s cultures, languages, oral literatures and traditions through the arts, including music.
The new subject, Creative Arts, now prescribes that Senior Phase schools choose only two of

the four umbrella art forms.

Based on this reality, it is unlikely that government schools will have the facilities,
infrastructure, staffing and budget to choose music or visual arts as their two selected
subjects. The reason for this is that the Creative Arts curriculum prescribes specialised
teachers and expensive equipment, including music instruments and art supplies (DBE CAPS
Creative Arts Senior Phase 2011). In addition, music is taught from a Western perspective and
the ideals that schools have to work towards are all based on elitist, Eurocentric ideas of
music-making. Jacobs (2010: 34) writes extensively on the inculcated Western perception that
music can only be attempted by “talented” learners. This label, contrary to the musical ideals
promoted by an African perception of music-making, was entrenched by the fact that during
the apartheid era there was “the perception that black students did not need an education in

the arts, thus giving the subject a racist slur, as well as its elitist label” (/bid.).

It is my experience that demonstrates how this perception can be changed. Schools need to
actively promote the arts (Jacobs 2010: 219; de Villiers 2013: 20-21) and through intervention
at an early age, willing and trained teachers can remind students of the ethos of African music
which is about participation, not perfection. Chernoff {1979: 23) concurs by writing, “without
participation there is no meaning” while Oerhle (1991: 163) states that music making in South
Africa is “... part of life and life is about music.” When | taught at Victoria Girls’ High School in
Grahamstown, a former whites-only and therefore highly resourced school, music was
offered as a subject from Grade 10 as was prescribed in the curriculum at the time. We had
access to Western musical instruments and excellent resources in order to teach the Western
based syllabus. There were few learners, however, that took music as a subject due to the
perception, promoted by the teachers and music establishment, that music was only to be
continued if the individual was “talented” or could play a Western instrument at a certain
level of proficiency. When we decided to change this policy in 2011, allowing any learner the

opportunity to take music as a subject using the voice and southern African marimbas as
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Chapter 1: Introduction

entry-level instruments, numbers soared, the music standards improved and the musical
morale of the school was elevated. To date, Victoria Girls’ High School has one the largest
music schools in the Eastern Cape where over 20 students complete Grade 12 with music as
a subject annually. What is interesting to me is that throughout this process, there were
certain students who were more competent than others, showing more “talent”. However,
their less-proficient colleagues, who played with them in ensembles, enjoyed the subject as
much and arguably, passed the examinations with better marks than they would have in
other, less practical subjects. Thus, Blacking’s (1973: 8) remark, when he writes, “Must the

majority be made ‘unmusical’ so that a few may become more ‘musical’?”, rings true to me.

Although allowing any learner to take music as a subject was positive, my attempts to value
and teach Indigenous African musics during this period were not successful. In the FET
curriculum (Grades 10 to 12) the current syllabus includes a comprehensive section on African
music but in my view, it is deeply flawed. Three perspectives make it exclusionary: the
practical component requires that teachers follow a prescribed syllabus by a recognised music
body such as Trinity Guildhall in London or the UNISA Music Directorate in South Africa. There
is no syllabus for African instruments. Attempts by UNISA to develop an African music syllabus
failed when the syllabus design team, of which | was a part, struggled to find commonality
between Western and African instrument performance practices. The UNISA Directorate
curriculum developers wanted to examine all instruments, regardless of their pedagogies and
performance styles, to a shared standard (see Chapter 4).% This idea highlights fundamental
differences between Western and African musical instrumental practice, but also between
general elements of music practice such as the African ethos of participatory performance
versus the Western practice of the divide between performer and audience (See Carver 2002:
4/1; Turino 2008). Secondly, the new music syllabus gives learners the choice of specializing
in either Western Art Music (WAM), Indigenous African Music (IAM), or Jazz. This is
exclusionary because in order for a learner to choose African music, the teacher must be able

to teach the syllabus as well as play an African instrument and the school must have the funds

8 The desire by my colleagues was to design a system where African music should be examined using scales,
arpeggios and prescribed pieces similar to the manner in which Western instruments are tested, to which |
resisted.
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Chapter 1: Introduction

to fit a second and third concurrent teaching slot into their time-table if learners differ in their
choice of music genre. This either/or approach has, therefore, not only financial implications
for schools but also makes learners choose between African and Western music (or Jazz)
before they have had the opportunity to fully engage with African music and can thus make

an informed decision.

Following Mngoma (1990: 125) | believe that a way of teaching needs to be established where
both Western and African musics are taught together from an early learning phase. Leading
ethnomusicologists, among them Bruno Nettl, Anthony Seeger and Patricia Shehan Campbell
advocate exposing children to a variety of sounds as early as possible, making them familiar
with sounds not only found in the music of their own culture, thus giving them a new

perspective (Campbell 1996: 35).

Resources that teachers can use from Foundation Phase upwards where learners are exposed
to traditional South African music, therefore, need to be developed. With this in mind, as part
of the curriculum analysis, an interrogation into what resource-material is made available to

teachers of music in South Africa is presented in Chapters 4 and 5.

At the time of writing, universities themselves are in crisis. Matters of fees aside, issues
relating to transformation of knowledge production and dissemination are at the forefront of
investigation. Course (re)development is vital within this context and of particular interest to
this project and therefore course content, Indigenous music tuition and transformation at

tertiary institutions will also be addressed in Chapter 5.

Research question

With reference to the proclaimed values of an African IK sensibility in the model of the South
African music education curriculum, the history of its development and the current
pedagogical movement towards transformation in the production of knowledge and the
inclusion of IK, why are teachers in government schools in South Africa not executing the IAM
syllabus in the CAPS - FET music curriculum? Furthermore, taking the history of music
education and the development of curriculum models and frameworks in South Africa into

account, what strategies will improve the practise/application of the CAPS FET IAM curriculum
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in government schools? These questions are addressed in the thesis by way of a discussion of
the music curriculum and what its praxis in the classroom reveals about its efficacy, through
observations of my experiences, the observations of teachers and student teachers, a
comparison with the experience in Zimbabwe?, and an analysis of the music curriculum as it

is currently devised and implemented.

My experience as a teacher in a privileged government school in the Eastern Cape has played
an integral part in developing these research questions. Interactions and discussions with
Creative Artsteachers from disadvantaged schools in the Grahamstown district, subject Music
teachers from various schools in the province as well as interactions with curriculum advisers
have directed this research. The following research questions are addressed and can be
isolated into the following specific and chronological inquiries which delineate the main areas

of investigation:

Conceptual and Historical Contextualisation:
e What is a curriculum?

e Whatis the history of music education in South Africa?

Although these questions have been carefully researched and elucidated upon by various
authors (Oehrle 1990; Carver 2002; Jansen 1999; Weber 2006; Jacobs 2010 and Hoadley 2011
amongst others) and (Haddad 1995; Ellis 2004; Glatthorn et al. 2009) this contextualisation is

important to support the analysis of the CAPS curricula.

2. Pedagogical developments:
e How has the South African curriculum framework developed?

e How are teachers affected by these curriculum changes?

° The Zimbabwean and South African schooling systems are structured similarly, with both attempting to
integrate Indigenous musics into their curricula. | first experienced this when | was invited to adjudicate at a
national eisteddfod in Zimbabwe in 2015 and spoke to teachers about their teaching experiences and
approaches. Through these interactions and further interrogation, | deemed it appropriate to compare the
music education systems in these countries.

Page | 7



Chapter 1: Introduction

A key to understanding the problems regarding the implementation of a curriculum are the
issues experienced by the implementers thereof. The various changes that many practicing
teachers have gone through affect the pedagogical and emotional approaches that they take
into the classroom. Systematic curriculum reforms have had a huge impact on education in
South Africa (Jansen 1990; 1999a; 1999b; 1999c and Hoadley 2011) and thus coming to grips

with these changes is important.

3. The analysis - Locating realistic opportunities to engage with Indigenous musics within the
curricula:
e What Indigenous music content is presented in the music curricula?

e What support do teachers receive to teach these curricula?

These questions are at the heart of the research. Using the DBE CAPS curricula from Grade R
to 12, | identify where Indigenous southern African music can be used to satisfy the curriculum
outcomes or where specific reference is made to these musics. However, locating the musical
opportunities does not mean that teachers will realistically be able to teach with or about it.
This area of investigation looks carefully at this reality and questions what support, resources
and opportunities for skills development are available to the educators in order to make

implementation a reality.

4, Teacher education and the role of the tertiary institutions:
e What training do teachers receive when they are completing their qualifications?
e What opportunities for skills development are presented to Creative Arts and Music

teachers in the Grahamstown district of the Eastern Cape?

This final section of the research looks at the role of the university in order to establish the
competence of the teacher with regard to engaging with Indigenous southern African musics.
Understanding the extent of the knowledge content gap is very important as it will highlight
what sections of university courses need to improve. Works by Vermeulen (2009); Leal (2014);
Jacobs (2010); Hellberg {(2014), among others, influence my empirical data collected over a

period of 10 years as a practising teacher.
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5. Conclusion and findings:
e What recommendations can be made to improve the numbers of schools that attempt

to teach the IAM FET syllabus?

The final area of investigation is that of compiling the findings from each section of enquiry in
order to present the results. Although it is not in the scope of a PhD thesis to make date-
specific recommendations, | am already in the process of making positive changes to various
curricula at Rhodes University which incorporates findings from this research. It is my hope
that African music researchers from around the sub-continent will draw together to enable

and advance this process.

Chapter summary

Chapter 2, a literature review, introduces important themes that frame and place this
research in context. Central perspectives on issues such as multi-culturalism; Africanism;
music contextualisation; theorization of African music; the value of Indigenous music in the
classroom; classroom practice and understanding the curriculum are discussed through the
voices of researchers/informants who have grappled with these issues for years. The
methodological approach is presented, discussing the autoethnographic nature of this
research and the chapter concludes with a presentation of the theoretical tool and framework

used in this study.

Chapter 3 delves into the essence of a curriculum, highlighting key role-players within the
implementation of the written document and the various outside components that act
together to achieve a unique pedagogical outcome. The history of post-colonial curriculum
reform in South Africa is reviewed and the Curriculum and Assessment Policy Statement

(CAPS) is introduced for the first time in this thesis.

Chapter 4 analyses the CAPS Foundation Phase (FP) Life Skills document; the CAPS
Intermediate Phase (IP) Creative Arts section of the CAPS Life Skills document; the Senior
Phase (SP) music module in the Creative Arts CAPS document and finally the FET Music CAPS

document as compiled by the South African DBE. Using the tri-perspective model for analysis,

Page | 9



Chapter 1: Introduction

each syllabus is assessed for its efficacy in using and valuing (South) African music in the
classroom. In addition, the Zimbabwean curricula, the Zimbabwean Primary Music Syllabus
(1989 and 2011) and the ZIMSEC (Zimbabwe Schools Examination Council) Ordinary Level
syllabus, will be used as a tool for comparison, lending a comparative perspective to the

findings and recommendations in the final chapter.

Chapter 5 speaks to the need for a re-contextualised partnership between the tertiary
education institutions that train teachers, the DBE and the Department of Higher Education
and Training (DHET) that prescribes what the educators teach, and the teachers themselves.
The chapter discusses, moreover, the fears of generalist teachers engaging with arts subjects
and how training and support structures by the provincial Departments of Education in South
Africa fail them. The chapter presents some solutions and projects that are contributing
towards improvements within this sector and then analyses five B.Mus. curricula from
universities in Southern Africa. The issues in this chapter are at the heart of this research and
it is the findings from this data that influence the recommendations and conclusions in the

final chapter.

The final chapter, Chapter 6, is a summary of findings, recommendations for further research

and conclusions that have arisen from the analysis of the various CAPS music curricula.

Use of terminology

Various terms used within this study need to be clarified to explain their use in a particular
context. The first two are the terms ‘curriculum’ and ‘syllabus’. A curriculum, by nature is
prescriptive, while a syllabus is descriptive (Glatthorn et a/.2009: 3). | will thus use the term
‘curriculum’ to relate to what the government prescribes in the course of study and the term
‘syllabus’” when | refer to what the teacher uses in the classroom or the topics that are being
discussed. In this context, | use the term ‘content’ on various occasions in order to clarify that

| am referring to the written outcomes, which may be part of the syllabus or curriculum.

The next set of terms that needs clarification is the distinction between the words,
‘traditional’ and ‘Indigenous’. | have taken my lead from two points of reference, the first, a

legal perspective and the second, a colleague’s experience. From a legal perspective, the
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meaning of Indigenous knowledge and traditional knowledge are inextricably linked, but

there are some points of distinction. Panumas Kudngaongarm {2009 online) writes,

Not all traditional knowledge is part of Indigenous knowledge, but all Indigenous knowledge is a
subset within traditional knowledge. This is because traditional knowledge may have been created
by any individual or group of humankind whether Indigenous peoples or not. Similarly, Indigenous
knowledge is therefore part of the traditional knowledge category. That is to say, Indigenous

knowledge is traditional knowledge, but not all traditional knowledge is Indigenous knowledge.

Similarly, in a conversation | had with my colleague, Elijah Madiba, a scholar and sound
engineer at ILAM (the International Library of African Music), he pointed out that informants
in Grahamstown refer to neo-traditional styles of music such as Kwaito, Maskanda and
Isicathamiya as traditional music while styles of music that relate to cultural practises such as
initiation ceremonies, weddings songs and the like are referred to as Indigenous music. Thus,
in the context of this research, | will use the term Indigenous when | talk of music that is free
of Western influence, as far as | can tell, and traditional music for more modern South African

constructs.

The terms ‘culture’ and ‘cultural’ are used often within the DBE curriculum text and may be
confused with the arts in general (Smiers 2005: 11). Masoga (2006: 55) gives an apt
description of culture: “A system of ideas and beliefs that can be seenin [...] peoples’ creations
and activities which, over time, comes to characterise the people who share in the system”,

to which Vermeulen (2009: 2-12) adds,

Cultures rely on Indigenous knowledge which is acquired in specific communities and which is
passed on orally from one generation to the next, consisting of folk stories, folk songs, folk dramas,
legends, proverbs, myths, etc. This form of knowledge can be effectively used as a resource to

bring a culture to life for learners in a classroom.

Therefore, the term ‘cultural’ can relate to shared ideas and beliefs from anywhere around
world. However, when related to the South African CAPS Music content in this dissertation,

we will assume that the meaning is related to musics from southern Africa.
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Furthermore, it is important to understand the distinction between the Department of Basic
Education (DBE) and the Department of Education (DoE). The DBE is the national education
department under which various DoE’s manage the provinces and districts in South Africa.
The CAPS curricula are developed and printed by the DBE and distributed by the DoE, the
employees of which oversee the implementation of the administration, curriculum content
support and assessment standards of the said curricula in the provinces. De Villiers (2013: 17),
a former Eastern Cape curriculum advisor clarifies: “The nine provinces together with their
respective education districts are responsible for policy implementation, curriculum support,

management and monitoring of schools”.

The acronym FET, which stands for Further Education and Training, was in the past, applied
to both the high school phase of learning and private and public colleges of further education
and training. The latter institutions are now referred to as Technical and Vocational Education
and Training (TVET) colleges as ratified by the passing of the "Further Education and Training
Colleges Amendment Act" (DHET 2012) and are managed by the Department of Higher
Education and Training (DHET). The FET phase of learning, discussed extensively in this thesis,
refers to the final three years of studying at school, namely Grades 10 — 12, which is
administered by the DBE. In addition, the use of the terms ‘learner’ and ‘student’ are

interchangeable as are ‘educator’ and ‘teacher’.

Delimitations of this study

The music of Africa is diverse and regional. It is, therefore, important to note that my specific
focus in this research is on the Indigenous music of pre-industrial sub-Saharan Africa as well
as neo-traditional styles of Southern African music which have been developed as a result of
stylistic integration. It is not in the scope of this research to consider all Indigenous African

musics.

As my involvement in teaching music at a government high school is limited to the Eastern
Cape, | will base my research on my experience in this province. Although empirical data and
music practices may differ around South Africa, | believe, through conversations with
colleagues at various national conferences and workshops, that the experience in the Eastern

Cape may be indicative of what is happening elsewhere in the country.
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Conclusion

Like Impey (2002: 14), who calls herself an advocacy ethnomusicologist, | believe that my role
as an ethnomusicologist and music educator researching curriculum reform “presents the
opportunity for new multidisciplinary intersections... (that) demand that one gains knowledge
of new discourses and disciplinary trajectories”. | am not an African music specialist, but
rather an advocate for African music. My research goal is to decipher ways in which learners
can access their music from their own backgrounds in the school environment and learn to
be proud of their heritage. In the next chapter, | review the work of authors and researchers

who have contributed towards formulating the findings of this investigation.
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CHAPTER 2

Literature Review, Theoretical Framework and Methodology

“It is impossible to consider music learning and development in Africa without being drawn into

historical, cultural and political issues” (Primos 2001: 1).

Introduction

Before an in-depth review of curriculum reform in the country after 1994 is presented in the
next chapter, as explained earlier, it is important to understand the evolution of formal music
education in South Africa in order to place South African’s changing attitude towards arts
instruction and in particular, toward the inclusion of Indigenous musical material in the
curriculum. Many of the sources quoted (Carver 2002; Nompula 2011; Vermeulen 2009;
Jacobs 2010; Hellberg 2014) have themselves collated very detailed information on the
history of formal music education. However, as each author has a different focus informed by
his or her research topic, it is relevant to comment on and highlight sections of this history
that have affected the integration of Indigenous African music in our current schooling

system.

The history of formal music education in South Africa

In the Eastern Cape, formal schooling was initiated by missionaries in the 19t century with
colonial governments establishing departments of education and schools following European
models of education. This included the development of formal music education in South
Africa, which can be traced back to the introduction of a practical examination system
introduced by the Associated Board of the Royal Schools of Music (ABRSM), Trinity Guildhall
(formerly Trinity College London) and the University of South Africa (UNISA)! at the end of
the 19™ Century, and the appointment of Thomas Muir, the Superintendent-General of
Education in the Cape Colony, who was responsible for improving school music in the country

(Anonymous 1906: 89). Research shows that Indigenous African music and culture were

101t is interesting to note that all of these practical examination boards still exist and are used by the DBE CAPS
FET Music guidelines as their bench-mark for the National Senior Certificate practical examination.
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thought of as proletarian, evil and unacceptable for Christian worship and were consequently
excluded from school curricula (Nompula 2011: 371). However, as Carver (2015: 2) writes, “it
is salient to note that effective music education in Africa ensured the successful continuation
of musical traditions across the continent for centuries before the first formal schools were
established by outsiders”. Petersen concurs and adds that during this colonial period in South
Africa (pre-1948) the practice was that informal music making took place outside of the
schools, while formal school-music tuition concentrated on tonic-solfa literacy!! (Petersen
2009: 55). Thus, the main thrust of music education was practically based and essentially
Western (or European) in nature. Black African composers such as Tiyo Soga (1829 — 1871);
Mangena Maake Mokone {1851 —1931); John Knox Bokwe (1855 —1922); Isiah Shembe (1870
—1935); Enoch Makhayi Sontonga (1873 — 1905); John Langalibalele Dube (1871 — 1946) and
Solomon Tshekisho Plaatje (1876 — 1932), were products of this colonial missionary
education, where choral music and the European tradition of four-part hymn singing in tonic-
solfa dominated (Okigbo 2010: 43). Okigbo (2010: 44) writes, “Through their works, these
poets-cum-songwriters set the pace for a uniquely black South African choral musical
tradition, and created a pattern of musical inculturation!? and theological transformation that
reflected their African aesthetic ideals and worldview”. Regardless of their missionary
background, all of the composers listed above composed their songs in Indigenous languages,
especially in isiZulu and isiXhosa. There was a desire to couple Indigenous and Western
musics, at this early stage, in an attempt to make their people value their culture despite
being ridiculed and demeaned by the missionaries and colonialists {(Okigbo 2010: 50).
However, this was not to be as the European curriculum was further entrenched by the arrival

of apartheid.

Under the apartheid government (1948-1993), education in the arts was considered an elitist

exploit and one that was reserved for mostly white, gifted students who attended well-

11 Tonic-solfa notation is another form of musical notation commonly used for vocal compositions. Each note
of the scale is represented by a syllable and hand signal. The system was developed by John Curwen in England
in 1858 and through mission schools has become an important and currently relevant form of musical notation
in South Africa (McConnachie 2012: 74-75).

2 Inculturation is a concept used in theological circles in reference to the adaptation of Christian teachings and
practices to local cultures.
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resourced schools. Arts education for black students was severely neglected despite the
development of a number of South African urban styles which are characterised by the fusion
between Indigenous musical traditions and popular Western styles such as ragtime, jazz,
swing, rock 'n roll, reggae, disco, and rap, showing that music was alive and thriving within
many black communities (Jacobs 2010: 62). Primos (2001) and Herbst (2007) write that black
schools in South Africa did not have access to any official music education, except in informal
choral training which promoted European and Western harmonies and execution.
Interestingly, music was taught at coloured and Indian schools. Pillay (1994: 281) asserts that
the introduction of compulsory Indian music tuition in Indian government schools was a
political tool used to legitimise apartheid structures in order to authenticate the Indian image
of these institutions. Jackson (1991: 186) concurs and notes that, under the apartheid
government, culture was part of the contest for political status and political control, and that
cultural apartheid was entrenched by government agencies such as the arts councils, the

South African Broadcasting Corporation (SABC) and state education.

The effects of this colonial system on music education were devastating and as Mngoma
(1990: 122) writes, “alienated Africans from their cultural heritage” because music education
during this period “concentrated on promoting Western lifestyles, behaviour patterns,
heritage, knowledge and belief systems, to the detriment of many Indigenous cultural
practices” (Herbst, de Wet and Rijsdijk 2005: 264). These ideals were so inculcated that the
examination systems initially introduced by the missionaries (Trinity, Royals Schools etc.)
were still promoted as bench markers for musical standards during the apartheid era. The
consequences of this obsession with external examination boards continue today and have
had severe implications with regard to the current challenge in the assessment of Indigenous

music in our schools. This issue is discussed in detail in Chapter 4.

Although interest in Southern African musics emerged in the 1950s when anthropologists and
ethnomusicologists such as Hugh Tracey (1903-1977); Winifred Hoernle (1885-1960); Percival
Kirby (1887-1979); David Rycroft (1924-1997) and John Blacking {1928-1990) contributed to

the development of seminal research in South African ethnomusicology, historically “white”
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universities'? in South Africa did not teach African music until much later (Petersen 2009: 54).
Rhodes University, because of Hugh Tracey and the relocation of the International Library of
African Music from Roodepoort to Grahamstown, was first in this regard, followed by the
University of the Witwatersrand. However, the first official appointment to be made in the
field of ethnomusicology was Veit Erlmann, a German, at the University of Natal in 1981,
followed by Deidré Hansen at the University of Cape Town in 1983. Petersen (2009: 52) writes
that when he was a B.Mus. student at the College of Music at the University of Cape Town
(UCT) in 1973, for “most lecturers at the College at that time, African musics did not deserve
inclusion and were disregarded as not being ‘music’.” When | studied music at UCT in the mid-
1990s my ethnomusicology electives were still deemed as unimportant and did not count
towards my B.Mus. degree. It is thus not surprising that many teachers in schools before 1994

were in no way ready for, or interested, in teaching African music.

Multiculturalism vs. Africanism

The South Africa Music Education Society (SAMES) was formed in 1985 to effect change, in
the form of cultural preservation, in the music curriculum (Nompula 2011: 371). SAMES saw
a great need to preserve and transmit traditions and values from generation to generation
and encouraged educators “to begin discussing and debating the principles and processes of
forming a new music curriculum in South Africa” (Oehrle 1994: 2). It also emphasized the right

of all children to music education.

During the late 1980s two main philosophical and political drives developed in South African
music education: multiculturalism# and Africanism. This debate considers the shifts in power
demanded by changing curricula as well as the need to transform ways of thinking {Omibiyi
1971; Erlmann 1986; Oehrle 1995; Nzewi 2002, 2007; Carver 2002; Herbst 2005, 2007; Herbst
et al. 2005; Mans 2006; Masoga et al. 2009). Thus, the liberal philosophy of multiculturalism,

13 See Petersen (2009: 55) for a comprehensive table explaining the different historical classifications of
universities in South Africa.

14 Carver (2002: 1-15) writes that the term “intercultural” was suggested and adopted by the South African
delegates of the Third National Music Educators’ Conference in Durban instead of multiculturalism as the term
could be interpreted as perpetuating the apartheid goals of separate development. Internationally however, it
did not take off.
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arguing that all musics are equal, is opposed by the Africanist approach (Harrop-Allin 2010:
12), arguing that Indigenous music must be taught from an African perspective and with an

African approach.

These developments led, in the early 1990s, to the beginnings of an exchange between
ethnomusicology and music education in response to the need for South African music
education to reflect the country’s culturally diverse population (Harrop-Allin 2010: 12).
Publications such as The Talking Drum, launched in 1991 by Oehrle for NETIEM (the Network
for the Promotion of Intercultural Education through Music) in which ethnomusicologists
developed African music materials for teachers, were evidence of this interest. Initiated for
SAMES, The Talking Drum became a mouthpiece for the Pan African Society for Musical Arts
Education (PASMAE) and provided ideas based on African Indigenous music, especially from
South Africa, for classroom teaching as well as a database and resource of publications in
African Musical Arts education (Oehrle 2005: 224). Oehrle, the editor, discontinued the
publication in 2014, Her early work (1987; 1990; 1993; 1996; 1998), however, remains
ground-breaking and attempts to counteract misconceptions about African music while
promoting Indigenous values as a vehicle for breaking down racial barriers and prejudice
(Oehrle 1996: 99). This approach, along with further research in music education by
Hauptfleisch (et al., 1993), Delport (1996) and Hauptfleisch (1997), represented the first shift
towards inclusivity, and attempted to counteract the effects of a colonial education and a
“Western orientated music syllabus ... of little relevance to a large proportion of South African

children” (Herbst, De Wet and Rijsdijk 2005: 263).

Harrop-Allin (2010: 15), in her thesis Recruiting learners’ musical games as resources for South
African music education, reviews literature on both multiculturalism and Africanism, or the
“African musical arts philosophy of music education”. She writes that multiculturalism was

the basis to the approach for music education as found in both Curriculum 2005 and the

15 Oehrle reported, however, that she was considering planning another volume (e-mail correspondence with
author 19/08/2015).
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Revised National Curriculum Statement (see Chapter 3) in post-apartheid South Africa (2011:
12) and drew from the philosophy of multicultural music education internationally (Anderson
and Campbell 1996; Floyd 1996; Volk 1998; Campbell 1991; 2004). The subject, Arts and
Culture!®, encompassed these ideals and promoted not only classroom interaction with
Indigenous knowledge but also with other forms of South African music. Using the curriculum
at the time, it was my experience that many teachers found this challenging and Akrofi
acknowledges the difficulty of implementing the syllabus as teachers would need to be
proficient in one or more Indigenous musics {(2007). He continued, “...the gap between
political initiatives and documents ... and curriculum innovation and implementation, on the
other, is still very wide and needs to be bridged” (Akrofi 2007: 154). Critically, however, this
approach to arts education ensured that all students in South Africa had access to music,

drama, visual arts and dance education until they completed their year in Grade 9.

In 2011 the music curriculum, based on the Curriculum and Assessment Policy Statement,
again changed its approach. This time, as | experienced whilst teaching at Victoria Girls’ High
School in Grahamstown, Eastern Cape, the restructuring was more dramatic and at a time
when transformation in education regarding knowledge dissemination was key, almost
bizarre. The subject of Arts and Culture was dropped and replaced with a more linear
approach to arts education through the newly introduced Creative Arts. In the younger grades
the subject is structured similarly to Creative Arts and there are certainly opportunities for
teachers and learners to engage with African music material (DBE 2011). However, in the
intermediate phase (grades 7 —9), this subject is part of a feeder plan for the arts in the more
senior FET (Further Education and Training) phase from grades 10 — 12 and restricts schools
and learners by making them choose only two of the four arts disciplines that were previously
offered in Arts and Culture. Thus, many schools no longer offer music in high school and the
all-encompassing African approach to the arts has been abandoned. In addition, the new
curriculum allows teachers and learners a choice in the senior FET phase as to whether or not
to take |IAM as part of their three-year course. This move clearly demonstrates how the

philosophical and political drive mentioned above has changed. Music teachers, trained in

8 Arts and Culture has been replaced by Creative Arts in the current curriculum model.
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predominantly Western styles of music, are given permission to dispose of Indigenous African
music education at the time most critical in a music student’s development. The multicultural
approach has been abandoned and replaced by not an Africanist approach but by a move that
seems motivated by frustration. As other subjects in schools integrate Indigenous Knowledge
in innovative and inclusive ways, music education has moved in the opposite direction. Policy
makers and curriculum advisors are confused by the ongoing debate in music education.
South African universities tend, in the main, to teach fragmented and unspecific African music
content (Hellberg 2014; Leal 2014; Feenstra 2015) and teachers, as well as graduates from

these institutions, are afraid of tackling subject matter with which they are unfamiliar.

The fact that music education is at an impasse is no surprise following the complicated
restructuring that the curriculum and approach to music education has been through. Formal
music education in the younger grades has fallen prey to the South African government’s
strategic plan to prioritise the learning areas Numeracy and Literacy above all else (National
Planning Committee online). Although it is commendable that an action plan has been
developed to ensure that South African citizens’ numeracy and literacy deficiencies are being
addressed, the question must be asked with regard to the arts and therefore through default

the learners’ identity, community and cultural needs: at what cost?

The contextualised African music perspective

IAM in Africa is culturally acquired and arises naturally from everyday functions that give it
cultural and intellectual integrity (Mapaya 2014: 619). The context of the music and
performance dictates the participants, venue and content and it is from these role-players
that meaning is derived. The aim of African music, according to Bebey (1969), has been to
translate the experience of life and the spiritual world into sound. Musical practice is
therefore linked to musical beliefs and is essentially a matter of knowing how to construct
musical sound patterns in relation to the traditions and standards of particular musical
practices which are bound by ethnicity, among others (Elliott 1994: 12). Blacking (1977)
maintains that music-making is a symbolic expression of socio-cultural organisation which
reflects the value and the past and present ways of life of the human being who creates it.
This is supported by Omondi (1992) when he observes that African musics and dance arise

directly from the life of an African society, and are performed to express shared values and
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carry information which is intended, for the most part, to elicit a response from the
participants. From this we can understand that African music is a performer-participant
music, not performer-audience, as is the case in most Western musics. This implies that in
order to function properly, African music requires “a unique kind of culturally inside,
participatory sharing/loving knowledge that ...is perhaps less a mode of understanding and
more a mode of feeling” (Omolo-Ongati 2005: 62). Nketia (1961) too, writes about the
importance of absorption of Indigenous music which requires frequent location within
phenomenological experience. Virtual musical learning or experience, which emphasizes
abstract literary and non-participatory sonic encounters, is foreign to the African way of music

learning and will lead to partial music-knowing.

In her research into learning in popular music styles, Green (2002) concurs and points out that
this manner of learning is not only found in Indigenous or traditional music but is integral to
the nature of the musical genre in general. She writes (2002: 22), “The concept of musical
enculturation refers to the acquisition of musical skills and knowledge by immersion in the
everyday music and musical practices of one’s social context”. Thus, learning phases of
exploration and experimentation are important because music or performance is not ‘taught’,
but as Wiggins (2005: 15) writes, “Players develop their own style through the observation of
other performers, remembering new ideas and trying them out later when they have access
to an instrument”. This demonstration or example-and-imitation style of teaching is
important even if the learning is taken out of context, or defaulted to a “preserved
institutionalized form” (Ibid: 16). It does not invalidate the value of the experience provided
or that the learners have an understanding of what they have, and have not, learned. Thus,
the music facilitator (who in my research is a school teacher) will negotiate this passage across

the abyss for the students in the class.

Theoretical analysis of African music

Although music-making is learned as a form of practical knowledge, referred to as knowing-

in-action, there is valuable research presented on the importance of theoretical analysis of
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African music. Scherzinger's (2001) article on formalism17 and analysis in Shona music
presents a significant argument against relying upon purely cultural, aesthetic and aural
research in representing African music. Scherzinger (2001: 13) argues that an
ethnomusicological approach to African music analysis, "may be dabbling, quite
unconsciously, in the knowledge venture of neo-colonial imperialism". He argues that African
music should not be contained within a single discourse while Western music, "is regarded as
immanently aesthetic (music theory), and as historical (musicology), and as living practice
(composition), and, more recently, as an anthropological object (new or critical musicology)"
(2001: 12). Mapaya (2014a and 2014b) argues that research into and about African music has
to become a stand-alone field of inquiry apart from ethnomusicology and musicology. He
writes (Mapaya 2014a: 619) of a post-colonial discipline that values African music research
and scholarship and says (Mapaya 2014a: 622), "African musicology must become a model
that harmonises the best of both approaches™. By this | believe he means engaging in rigorous
theoretical scholarship and analysis of African music while contextualising the musical
experience within traditions such as community experience. Importantly, he writes about the
role of academic scholarship in developing materials that can be used in the classroom.
Mapaya criticises the ethnomusicological field for its inability to benefit music education. He
writes (Mapaya 2014b: 2008) of ethnomusicology, "... it has failed to distil content for
classroom purposes on the African continent and elsewhere"”. Critical interaction with syllabi
that already promote this approach is presented, along with research by Stone (1985),
Koetting and Knight (1986) and Mapaya (2014a and b), in Chapter 4 as part of the commentary

on the music literacy section of the current Music FET syllabus.

The value of African music education in South Africa

Although, at first, |1 had not thought it was in the scope of this thesis to prove the value of
using African music in the classroom, it has become clear through the continued mention of
this concept in responses to my research questionnaires, interviews and e-mails by
informants and research-assistants that people are motivated by the idea of the value of

African music and the developing learner. The word value, in this context, has many

17 In music theory and especially in the branch of study called the aesthetics of music, formalism refers to the
concept that a composition's meaning is entirely determined by its form.
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meanings: on one hand, the value of African music can refer to how useful it is in itself, how
helpful it can be within the classroom or what benefits can be gleaned from the music itself.
In other words, what it does. Another nuance of the word could be the valuing of another,
the thought process in understanding or valuing music from another culture or how
interaction with the music can bring about revaluation. Finally, the last meaning could refer
to the importance or position that African music finds itself placed in. Is it less valuable or
more valuable than another form of music? Has it been devalued? Throughout the text of this
dissertation, different shades of the meaning of the value placed upon African music will
surface. | will make a point of noting these instances in order to highlight how important

revaluing, devaluing and the inherent value of African music is.

Arts educators have always had to defend their position and fight to maintain their place
within the school programme. Vermeulen (2009: 2-3), writes, “This is not only a South African
trend; it is a worldwide phenomenon” and this statement is supported by various researchers
(Bamford 2006; Campbell and Scott-Kassner 2006; Russell-Bowie, 2006). Vermeulen (2009: 2-
3) continues, “If the education system seeks to develop knowledge and skills, enriching the
lives of children, music and the arts should not be downgraded to the curricular periphery,
but should have equal importance to subjects like mathematics and languages”. Indeed, the
National Curriculum Statement CAPS (DBE 2011: 11) documents are all prefaced by the aims
of the curriculum, which states one of the goals as, “Valuing Indigenous knowledge systems:
acknowledging the rich history and heritage of this country as important contributors to

nurturing the values contained in the Constitution”.

As mentioned in Chapter 1, | call myself an advocacy ethnomusicologist and in my general
teaching life interact with African music daily through lecturing to undergraduate and
graduate ethnomusicology and education students. Course evaluations show that students

find learning about music from South Africa and the African continent not only empowering
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but important to their personal growth®®. | lectured a group of students from various degrees
and years of study during a course on African music appreciation. The class had about 25
students who attended regularly. They filled in a class-evaluation form afterwards regarding
the content and delivery of the course and at the end there was a space for them to add any

other comments. These are some of the responses,

Respondent 1: “You made me realise the beauty and value of my traditional music. | am even
listening to a few local artists now, thank you”,

and

Respondent 2: “HAM taught me to look at music as more than just a form of entertainment, and
to better appreciate traditional styles of music”,

and

Respondent 3: “It was absolutely lovely to be exposed to music from our beautiful country, and to
feel like less of an observer and more of a participator”,

and

Respondent 4. “Exposing me to different African styles changed my perception of music around
the world”,

and

Respondent 5: “l can actually appreciate music that | don’t necessarily enjoy. Although I still won’t

listen to it, | see its value and find the differences interesting”.

These reactions validate courses at tertiary institutions where students can engage and listen
to African music content. This course allowed me the opportunity to introduce students to
African musical concepts which, in turn, helped them understand how to listen to the music.
This changed their perception of the genre and thus their understanding of the music, its
complexity and value. Nompula (2011), in her article, Valorising the voice of the marginalised:
exploring the value of African music in education, uses empirical data collected in the Eastern
Cape to prove this value. Her analytical approach by one-way multivariate analyses of
variance {(MANOVA) using the Wilks’ Lambda Criterion proves that isiXhosa students

“performed Indigenous songs more accurately and expressively than the European songs that

18 In the History and Appreciation of Music (HAM) course run by Rhodes University | received evaluation forms
at the end of 2015 where more than 70% of the students commented that they were excited to have learned
how to listen to African music without applying Western ideals to it. Words such as “identity” and “pride” were
prominently used (McConnachie HAM course evaluation form 2015).
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are presently dominant in the Arts and Culture curriculum” (Nompula 2011: 378). This is not
hard to believe. Campbell (1991), writes that through the process of musical improvisation,
an important African music tool, imagery, aural acuity, memory and cognitive skills are
improved while Thram speaks to the value of group music-making, as evidenced in Indigenous
cultures in which group participation carries value as great as or greater than individual

4

expertise or virtuosic musicianship (2012: 193). She writes, “...integrating music into the
school curriculum and providing group musical activities for all students, from their first day
in school to their last, can serve as a powerful antidote to the increasing isolation and
alienation of modern life” (Ibid.). Jacobs {2010: 29) attests to the psychological benefits of
music in education and concludes, “The perception exists that the prime criterion for
assessing the value of music study is its potential to train students for a career in music,

whereas education for life and the development of personal skills that would benefit students

in a changing world [should be the aim]”.

With regard to the valuing of others, de Villiers {2013) comments on the importance of

multicultural arts education as a tool to promote active citizenship. She writes (2013: 17),

The arts are especially suited for educating towards democratic citizenship, because the arts
provide ample opportunities for the learners to engage with multicultural content through active
approaches to teaching and learning. This enables learners to become culturally literate, while
simultaneously having opportunities for self-expression through creative activities and integration

of the arts.

De Villiers also comments on the research conducted by American scholars {Siegesmund,
Diket and McCulloch 2001; Sabol 1998), where, although not concerned with specifically
African music, integration of the arts in general revealed benefits including higher academic
performance; improved learner motivation; development of habits of mind and social
competencies (de Villiers 2013: 18). Petersen (2015: v) speaks directly to the value of African
music and society and adds, as quoted at the beginning of this dissertation, “For all who may
have the privilege of studying African music, it can serve to further enlighten them on who
they are as South Africans and who others are in relation to them. This is the essence of the

African philosophy known as Ubuntu”. Thus, the idea of identity and value are inextricably

linked.
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Looking at the devaluation of African music, Vermeulen (2009), outlines the importance of
learning about various musics from South Africa and how detrimental it could be to ignore
this part of our societal make-up. She writes (2009: 2-14), “In a country as culturally diverse
as South Africa, there is the risk of opting for a ‘melting-pot’ identity where each culture loses
its individuality and all ethnic differences are wiped out for political purposes. Somewhere
between separate and culturally diverse peoples, and a melting-pot identity, there is a unique
opportunity in South Africa to create a new, humane, cultural pluralism”. In a society where
we have 11 official languages and a variety of traditions and musics attached to them, | concur
with Vermeulen’s statement. | believe that having music, and specifically southern African
music, as part of the curriculum is vital. Notwithstanding the physical and social benefits of
interacting with music from various cultures, | see a future of musicians, nurtured through a
valued music system, emerging into the international music scene who have access to a

unigue and competitive South African sound.

New teaching approaches

In searching for a theoretical framework for this study, | have taken into account that | am
working within two disciplines: ethnomusicology (specifically Indigenous African music) and
music education, whilst negotiating the strong current leading African education towards an
identity of its own. Like James Flolu, the former principal of the College of Technology
Education, in Kumasi in Ghana, | strongly believe that the future of music education in Africa
cannot sustain the power struggle within the dichotomous Africa vs. Western music education

debate. He says,

We have been hindered by this concept of "their" music and "our" music, which has influenced
our attitude and approach to the teaching of music in the classroom. We have become very
conscious of something being "Western" and another being “African”; however, at some point we
will have to realise that, if we look around us, a lot of things that we see are neither Western or

African — they just belong to "us" (Flolu in Herbst 2005: vi).

Scherzinger’s article, Negotiating the Music-Theory/African-Music Nexus: A Political Critique
of Ethnomusicological Anti-Formalism and a Strategic Analysis of the Harmonic Patterning of

the Shona Mbira Song Nyamaropa, is progressive in its approach to the study of African music
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and succinctly proffers his opinion about the perception thereof, “... African music should be
considered as nerve and fibre of global modernity and should not be located in some remote
and impenetrable terrain” {(Scherzinger 2001: 20). He argues that opposition to the use of
Western musicological analysis frameworks for African musics, “... evokes an implicit desire
to wish away two centuries of colonisation and decolonisation as if cultural products could be
figured apart from this intervention... it evokes the desire to exclude the African from a
broader global debate. [It implies that] The African is capable of only one discursive style and
any departure from this style is marked as reductively Western or even ethnocentric”

(Scherzinger 2001: 16).

Other music researchers and academics strongly advocate that Indigenous African music is
included in the curriculum but question its presence within the current model of Western
education that South Africa has embraced (Omibiyi 1971; Nekhwevha 1999; Primos 2001;
Nketia 1999; Nzewi 2005). Carver (2014) writes in her paper titled Contesting Freedoms: A

colloquium on post-1994 music studies in South Africa that,

The risk is that as Indigenous content replaces European, the familiar pedagogy of Western
European music will be retained. Because schooling takes place in schools, which have established
systems and structures that are difficult to tweak even slightly, new content is taught for the most

part within an old pedagogy.

While Nzewi cautions:

The content of classroom education that imposes remote European classical music philosophy and
theory as the fundamental knowledge base violates the viable human-cultural experience and
creative imagination of African learners ... Education of the musical arts educators for Africa
should then prioritize cognitive knowledge of the philosophical and theoretical principles that

frame Indigenous musical arts structures and form (Nzewi 2011: 133-134).

Carver (2014) notes that the biggest challenge is transplanting Indigenous African content
that is learned within the community by informal transmission into the formal structures of
school education. She mentions Downey (2009) who was involved in research with Irish folk

music and Hill (2009) who writes about Finnish folk music. Importantly to this study, Hill
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(2009: 213) notes that early Irish folk music programmes had Western requirements but that

this has gradually changed as,

Along with this growing respect for folk music has come a greater appreciation for folk music
conventions (such as oral transmission, oral performance, and variation), as well as a recognition
that classical music teaching methods may not be the most appropriate for folk music and that

folk music departments should be allowed to develop their own pedagogy (Hill 2009: 214).

These learned opinions are valid within the African context, but after decades of debate
(Omibiyi 1971; Erlmann 1986; Oehrle 1995; Nzewi 2002, 2009; Carver 2002, 2015; Herbst
2007) and very little result, | argue that it is imperative to develop new strategies of, or
approaches to, teaching Indigenous music which value and respect aspects of the Indigenous
performance context which are present both in the music and in the transmission of the music
(Mans 2007; Omibiyi 1973), whilst making it available at schools, a platform that, undeniably,
is accessible to more South Africans than ever before. As Scherzinger (1997) argues, in his
conference paper delivered to delegates at the interdisciplinary conference organised by the

Musics and Cultures Research Group of the Open University, held in London on 2 July 1997,

In a discursive terrain that is riddled with orientalist assumptions and categories, it is time to risk
deliberate methodological perversions, to grope in the dark for approaches that are apparently
infelicitous, inappropriate, improper, inadequate to the task at hand....It is the methods that
immediately make sense to us, those that we deem suitable without preparation that | am trying,
against all odds, to actively forget. Instead, | negotiate inappropriate and inadequate terms, the

better to resist my common sense, the better to be adequate to the task at hand.

Teaching and learning multiple musics in one classroom

Cultural diversity in music education (edited by Shehan Campbell; Drummond; Dunbar-Hall;
Howard; Schippers and Wiggins 2005) has proven to be a valuable resource for this research,
containing a variety of articles which | have used and quoted extensively regarding teaching
and learning different musics within one class. Although various perspectives are discussed
and analysed, including cultural plurality (Drummond 2005: 1-12); enculturation (Wiggins
2005: 13-22); cultural diversity (Schippers 2005: 29-36); decontextualised learning (Omolo-

Ongati 2005: 59-68) and multicultural education (Barton 2005: 59-102), among other themes,
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| have identified with two articles in particular. The first, Taking Distance and Get Up Close:
The Seven-Continuum Transmission Model (SCTIM) by Huib Schippers, guided me through the
development of an analytical framework which is used in Chapter 4 and deals with curriculum
data. The second, Prospects and Challenges of Teaching and Learning Musics of the World’s
Cultures: An African Perspective, by Rose Omolo-Ongati (2005), speaks to the particular
situation that South African music teachers find themselves in, that of finding ways to teach
African music within a Western paradigm. This article is relevant because, rather than
criticising and pointing out faults within the system, it validated the efforts made by teachers

who see potential in the teaching and learning of world musics.

Omolo-Ongati (2005) and Santos {1994) maintain that in order to understand any of the
world’s cultures, one should understand the music. This, because of the important role it plays
in self-esteem and cultural integration in society. Omolo-Ongati continues (2005: 65), “When
we teach a variety of musical practices as music cultures, such teaching amounts to an
important form of intercultural or multicultural education”. Elliott (1994: 13) says that
learning about different music cultures activates the self-examination of one’s relationships,
assumptions and preferences and that students confront their prejudices, both musical and
personal and face the possibility that what they may believe to be universal, is not. He carries
on to suggest that meaningful teaching of musics from other cultures implies the teaching of

new ways of life, conduct, behaviour, social values and musical thought.

Thus, teaching children about different forms of music is important but, in South Africa’s case,
complicated. We have many Indigenous cultures which have diverse, albeit related, musical
practices. Geography or location will play an integral part in establishing the dominant musical
culture in a South African rural school but what about schools in cities where learners come
from various cultural and language backgrounds? How do teachers approach a multi-cultural
classroom environment from a musical perspective? Does the curriculum give specific

guidance in this regard?

In discussions and research on the subject of cultural diversity in music education, referring
to both curriculum content and the ethnic diversity of learners, terms such as multicultural,

ethnic, traditional, Indigenous, authentic, contextual, oral and holistic are frequently used, as
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mentioned above in the review of the history of South African music education. Schippers
(2005: 29) writes that at the basis of musical learning and transmission lie an excess of explicit
and implicit choices, which effect the process of musical transmission. Understanding these

terms provides a fresh approach to music education. Schippers (2005: 29) continues,

For cultural diversity as a whole, a useful framework is provided by distinguishing between
monocultural approaches, in which the dominant culture is the only reference; multicultural
approaches, where plurality is acknowledged but no contact or exchange is stimulated;
intercultural approaches, which are characterized by loose contact between cultures and some
effort towards mutual understanding; transcultural approaches, which represent an in-depth

exchange of ideas and values.

In our society, we should be aiming for a transcultural approach, in the definition thereof
proposed by Schippers. This will give learners every opportunity to fully engage with the
various musics that are present in the South African musical landscape in order for them to
use, and participate in, those given musics. It is my impression, however, that we are only
managing an intercultural approach at best, and at worst a multicultural method. University
students that | have taught arrive from school knowing little more about musics from South
Africa than what they hear on the radio. They acknowledge that there are other musics but

have never been exposed to them.

The words ‘tradition’, ‘authenticity’ and ‘context’, appear in many texts as valuable aims to
strive for with regard to African music learning. But if one considers these carefully, one will
see that none of these concepts refers to fixed situations. Schippers (2005: 30) points out that
“the concept of living traditions is crucial to understanding many forms of world music”; that
authenticity attempts to, “copy or reconstruct an original as closely as possible”; and that
context, which is crucial to understanding music making, in contemporary settings, “can be
successfully re-contextualised...tak[ing] into account the full reality of each distinct musical
practice”. All of these concepts, often pointed out as obstacles to teaching African music in
the classroom, are merely in need of deeper understanding in order to overcome their
perceived problems. Teaching an Indigenous wedding song in the classroom to comprehend
the concept of beat or rhythm is not out of place if the context of the original performance is

explained to the learners. In fact, this type of interaction in the classroom can stimulate and
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encourage interaction between learners, music and IK. In addition, fears based on studying
African music using the current education model are in need of questioning and will be dealt
with in Chapter 4, when Scherzinger’s (2001: 24) statement that he hopes that, “African music
is granted the institutional leverage to contribute equally to international musicological
definitions and debates on the terrain of all operative musical parameters”, is practically

confronted.

Kwabena Nketia wrote about the deep abyss between a traditional and institutional approach
to instruction 55 years ago (Nketia 1961), and although ethnomusicology has since identified
many modes of learning that bring understanding of a music, many questions are still raised
about what is learned and how it is understood (Wiggins 2005: 13). Clifford {(1986) and
Wiggins (2005) argue that the musical understanding of the learner outside the culture or
context will only ever be partial. Omolo-Ongati (2005: 65), however, points out a vital point
to consider: we must remember that we are teaching music within diverse cultures not about
them. Our focus must be on the musical arts as a component of the culture of the students
we are teaching and, although we cannot replicate original cultural contexts in the classroom,
we must treat the learners as the music-making community and bring to the space what the
environment permits, even if we believe it is not culturally pure. We must re-contextualise,

that is the teaching reality.

Understanding the curriculum

Curriculum Leadership — Strategies for Development and Implementation written by
Glatthorn, Boschee and Whitehead (2009: xvi)), is “intended for teachers and administrators
presently functioning as curriculum leaders and those preparing for such roles”. This book
directed my understanding of the curriculum and is made up of four parts. Part one deals with
the foundations of curriculum; part two, curriculum processes; part three curriculum
management; and part four, current trends in the curriculum. | used this book extensively
during my research for Chapter 3, particularly in order to understand the foundations and
types of curricula and their impact upon teaching and learning (Glatthorn et al. 2009: 3-30).
The tool for analysis used for the curriculum investigation is partly inspired by definitions

presented within the book.
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Ursula Hoadley’s (2011) article on curriculum reform in South Africa deals with the distinction
between “knowledge, knowers and knowing” and besides carefully defining the three major
curriculum reforms actioned after 1994, it clarifies the important distinction between the
curriculum and pedagogy. She writes (2011: 156), “If any act of curriculum construction is to
decide what knowledge is of most worth to its citizens, then a consideration of knowledge
and knower is crucial.” The what, the knowledge; the who, the knower; and the how, the
knowing or pedagogy, frame this research and it is thus critical to acknowledge the scarred
history that shapes education in South Africa in order to fully understand the path that
curriculum reform took and how we can decipher the problems faced by teachers of music in

government schools. The following chapter will carefully present that story.

Curriculum research specific to music

Key researchers looking into music in the current schooling system include Vermeulen (2009);
Jacobs (2010) and Hellberg (2014). Vermeulen comments on Creative Arts in an integrated
curriculum in the primary school phase while Jacobs looks at music as a viable academic
subject in government secondary schools. Both of these researchers used the previous South
African curriculum (The National Curriculum Statement) as their research basis and although
many aspects of their research are valid, it is Hellberg’s analysis of the current Curriculum and
Assessment Policy Statement (CAPS) Music document (DBE 2011) that speaks to the same
investigation as this research does. Hellberg, however, reviews the CAPS Music curriculum as
a whole and does not focus exclusively upon the Indigenous African Music {IAM) syllabus. In
fact, | believe that Hellberg’s findings point to the necessity of this inquiry. She writes (2014
243),

It is recommended that representative works from all South African cultures, and world music, are
incorporated in the curriculum. World music will extend the curriculum to unofficial cultures who
also reside in SA. Having addressed the issue of international compatibility, IAM in its current form
is not beneficial, nor contributing to a proper curriculum standard. Until such time where
problematic issues have been addressed; proper grading has been established; appropriate
assessment criteria have been set; and teachers have been adequately trained, it is not truly viable

to include it in the curriculum.
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These recommendations are addressed in this research with specific focus on
developing ways in which to overcome rather than reassess them. One of the tools that
will be suggested as a solution to overcoming some of the barriers hampering the

integration of IAM, is the use of technology in the form of technauriture?®.

Technauriture

As anoral form, South African traditional music is not written down and thus the transmission,
as with other Indigenous music forms, takes place not only through participation but aurally
and holistically (Schippers 2009: 5). In this text the term technauriture is used extensively to
describe technology that is used as a tool to distribute aurally and orally transmitted
performance practises. Technauriture is the term that describes the link between the oral
word, literacy and technology (Kaschula and Mostert 2011). As with languages, music that is
not written down is not respected as much as others because reading and writing underpin
technological progress and therefore ideas of success. Although some forms of African
musical notation have started emerging, such as Professor Andrew Tracey’s pulse notation
and Dr Dumisani Mariaire’s Mbira Nyunga Nyunga number notation, there is no standard
format and thus the transmission of African music is a purely aural and now, through
technauriture, technological practice. The advent of the internet and share sites such as
YouTube, Facebook and others has opened up many opportunities for music to be
disseminated and thus opened many avenues of sharing. Being able to gain access to the oral,
aural and written world of music is very important because, in support of Selfe (2009: 3), |
believe that “...the almost exclusive dominance of print literacy works against the interests of
individuals whose cultures and communities have managed to maintain a value on multiple
modalities of expression, multiple and hybrid ways of knowing, communicating, and
establishing identity.” In addition, teachers who have not had access to music training or do
not know specific songs from specific cultures, may gain access to this knowledge through the
internet or other technologies. Kazadi (2016b: 6), commenting on the use of technauriture as
a resource for the FET music classroom concurs and writes, “For those schools that are able

to benefit from internet access, computer laboratories and/or other technological appliances

® The term introduced by Russell Kaschula (2011, 2012).
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can change the manner in which teaching and learning is done in the future”. With the advent
of the smart-phone and improved network access in South Africa, the ability to down-load
musical recordings, both aural and video, has become easier and | foresee the use of

technauriture as an integral part of the South African music classroom.

Linking primary, secondary and tertiary education
As my focus is on reforming attitudes towards the Indigenous music syllabus, the domain of
transformation and knowledge production after 1994 in South Africa must be confronted.

Macdonald (1977: 15) writes,

Any person concerned with curriculum must realise that he/she is engaged in a political activity.
Curriculum talk and work are, in microcosm, a legislative function. We are concerned...with the
goal of creating the good life, the good society, and the good person....If we curriculum talkers are
to understand what we ourselves are saying, and communicate to others, those values must be

explicit.

Whilst undertaking this research it has also become abundantly clear to me that this study
will incorporate analyses and comment on aspects of the curriculum that | did not anticipate.
| look not only at Indigenous music education in schools but also Indigenous music and
learning in schools (Villodre 2014; Nompula 2011). The process of learning with music from
shared cultures or using this music as a resource in the classroom in the primary phases of
school in order to learn about other fields of study has, through aspects of my research and
field-work, proven to be an important link to the study of Indigenous music in higher grades.
Looking at music education curricula content that is accessible to generalist teachers is
therefore important in order to understand how the path to formal music education in later

grades, is paved.

In addition, | comment on four local and one neighbouring universities’ African music curricula
and compare their strengths in order to compile solutions regarding access to, and
assessment of, Indigenous music pedagogy. Correspondence and interviews with
Rommeleare (2016); Opondo (2016); Petersen (2016) and Matiure (2016) have proven
invaluable in this regard. Assessment frameworks for Indigenous musics presented by

Matiure (2016), Feenstra (2016) and Human and van Niekerk (2014) are evaluated in Chapter
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4 and a resultant, holistic rubric is presented as a summary of those ideas suggested by the

authors above.

Music education methodologies

From the perspective of music education this project straddles three methodological
approaches, namely the ethnographic, the autoethnographic and the action research
approach. Qualitative frameworks embedded within the constructivist world view?° such as
the ethnographic and the action research approach have seen expanding interest over the
last 50 years (Bogdan and Biklen 1982; Bresler and Stake 1992; Erickson 1973; Guba 1990).
These specific frameworks explore areas at the core of music teaching and learning and form
the basis upon which this research project is undertaken. Qualitative research is especially
effective in obtaining culturally specific information about the values, opinions, behaviours,
and social contexts of particular populations and includes a comprehensive way of
approaching reality which is bound by time and circumstance with an emphasis on “thick”
description and the incorporation of an “emic” {insider) perception and perspective (Geertz
1973; Lincoln and Guba 1985; Bresler 1995). As elucidated upon by Geertz (1973: 5), who says
famously of a researcher that he/she is “as an animal suspended in webs of significance he
himself has spun”, the relationship between the researcher and researched cannot be neutral
because both parties interpret the reality differently and each interaction is interwoven with
the other. Thus, the qualitative paradigm becomes a transition from objective facts to

constructed multiple realities (Bresler 1995: 2).

Bresler's (1995) definitions define the differences between these two approaches succinctly.
Ethnographies are products of anthropological research and are linked closely to
ethnomusicology. The key difference is that ethnographies in music education centre on
educational issues which are directly related to the teaching and learning of music as opposed
to broad questions of the use and function of music, the role and status of the musician and

the concepts which lie behind musical behaviour (Bresler 1995: 4). However, within that

20Constructivism states that learning is an active, contextualised process of constructing knowledge rather
than acquiring it. Knowledge is constructed within a social context and learners experience and test this
knowledge through personal experience and create their own reality from it (Learning-theories online).
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paradigm the main focus of ethnographies of music education remains the music and how it

interacts with culture.

An action research approach, by contrast, is based on the close interaction with practice,
theory and change. The objectives of action research are concerned with improving
educational practices, understanding these practices and the institutions within which they
operate (Bresler 1995: 16). Action research involves intervention not only as a main feature
during the collection of data, but as an unequivocal goal of the research. The relationship
between theory and practice is concerned with the improvement of educational practices,
understandings, and situations (Carr and Kemmis 1986). Thus, one major difference between
action research and other qualitative approaches is its pragmatic, practice-oriented emphasis
as a primary motivation for the research. Action research requires more than the wish to
improve one's practice and the ability to reflect critically. It requires that the research and
conclusions are capable of withstanding careful scrutiny by another member of the given
community (Bresler 1995: 18) and its purpose is more immediate: it allows the
teacher/researcher to deepen understandings of the operational and experienced curriculum

and, as a consequence, make changes in teaching (Bresler 1995: 21).

In this curriculum research project, it is important however, to clearly define the distinction
between the qualitative paradigm that | base my investigation within and the inclusion of
guantitative methods that | have undertaken during this research. The qualitative paradigm
has to do with the epistemological assumptions of reality and the goal to promote practical
understanding rather than a formal analysis (Bresler 1995: 19). But in order to increase my
understanding of how teachers experience the curriculum and issues relating to teaching and
learning about South African Indigenous music | have applied quantitative measures and
methods including curriculum analysis, questionnaires and surveys and have used the data to

chart responses in order to frame my conclusions.

Within this project, | am confronted by an inescapable question, posed by various academics
and researchers, regarding the “correct” pedagogical approach to Indigenous African music
in formal schooling (Oerhle 1990; Nzewi 2009; Ng’andu 2009; Nompula 2011; Carver 2014). |

consider answering this question a priority and thus, as | explained beforehand, this research
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is both ethnographic and autoethnographic in nature because of this need to understand how
(amongst the questions of when, who, why and what) African music can be effectively taught
within the current schooling system in South Africa, and how | respond as an insider. On the
other hand, my research is clearly an action-research project because it is concerned with
intervention and improvement of the IAM curriculum currently used in South African

government schools.

Emic and etic approaches: insider-outsider methodology

My field work has spanned over 10 years (from 2006 — 2016) and my career as a music teacher
in South Africa has given me the distinctly enviable position of being, at least from one
research perspective, what is termed an “insider”. | consider myself an insider from the
perspective of being a music teacher and having worked and engaged with the past and
current music curricula while teaching at a government school in the Eastern Cape. | have
attended the same meetings, have had to deal with the same bureaucracy and have faced
the same hurdles as the teachers that | have interviewed for this research. However, although
| study traditional music and play the Uhadi??, Mibira?? and southern African marimbas??, from
the perspective of researching and understanding the intricacies of an Indigenous African
teaching approach, | consider myself a cultural outsider. Because of my schooling and
university education, which was based in the Western pedagogical approach to musicology,

my interrogation began from that paradigm. As Qureshi writes (1999: 313),

Deeply embedded within print culture and heir to a positivist historiographic model of scholarship,
musicology has helped to shape a scholarly hierarchy of music otherness in its own image,
privileging written over oral, and past over present sources, and always in search of music in

notation.

2L An uhadi is an isiXhosa bow instrument which belongs to the chordophone family. It has a calabash which
resonates the harmonics and is usually performed as an accompaniment to singing.

22An mbira is a Zimbabwean idiophone which is sometimes referred to as a “thumb piano”. It is performed in
an interlocking style often accompanied by singing.

2 Although not a traditional African instrument (Tracey 2004) the southern African marimba has evolved into
an instrument that represents the area and is now used ubiquitously around the SADC region.
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The notion of aurality and music within an educational paradigm is unpacked in Chapter
4, where prescribed assessment criteria in the CAPS music curriculum reiterate this

devaluation.

Understanding this perspective, however, and watching the positive steps taken towards
musical integration in schools falter, sparked my interest in the transformation of the
curriculum. My personal experience has made me acutely aware of how one-sided my own
musical background is and although | had some historical knowledge of Indigenous music, the
actual practice of learning to play an instrument was vital to understanding and appreciating
the music. My research shows that many educators currently teaching music in the Eastern
Cape are predominantly Western Art Music {(WAM) specialists, regardless of their cultural
background, and will therefore also approach teaching Indigenous music from a Western
paradigm, similar to mine. Thus, the perspective taken for this research is relevant.
Throughout this research, | will return to my own experience as a point of reference, using an
autoethnographic approach at times, reporting on the events of my own teaching life and
experience using analysis and scientific introspection (Bloor and Wood 2006: 18). This
approach will help the reader to appreciate the perspectives and presumptions that underlie
this research and how that will influence the interpretations of the study, how | have
approached the study and in the end, how | understand the results {Adams 2005; Wood
2009). Relationships with other researchers have influenced my study and as such “relational
ethics” are very important to adhere to (Ellis 2007). Reporting on my experiences may
implicate my research associates in a manner that they may not have expected (Adams 2006;

Etherington 2007; Trahar 2009) and | thus state that the ideas expressed here are mine alone.

From my field-work and during my teaching experience, | have gathered information both
gualitative and quantitative in nature, in the form of interviews; questionnaires; e-mail
correspondence; personal reflections of workshops, meetings and training by the
Department of Education (DoE) as well as reflections and interviews after workshops that |
myself have given. These documents map a very Western-based approach to music learning
in South Africa. Added to this, my fieldwork in Zimbabwe has given this research a
comparative outlook and has added very important insight that, | believe, has led to a deeper

understanding of the Indigenous music pedagogy. Thus, from an ethnomusicological
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perspective, the analysed and transcribed information has been applied to the research

guestion and through this, an approach to change and transformation has been proposed.

Curriculum and analysis methodology and data collection
Bogdan and Biklen (1982: 52-53), in an idea supported by Merriam (1988: 124-125) and used
by Vermeulen (2009), suggest nine process-based criteria for the simultaneous collection and

analysis of data. Vermeulen (2009: 3-12) records them as follows:

e Limit the investigation, thereby rather collecting more information on a specific topic than
inappropriate data on too wide a field.

¢ Make choices regarding the nature of the research. For example, decide whether a full
description should be undertaken, or whether a theory concerning a particular aspect should
be generated.

e Develop investigative questions, refining the general initial questions and discarding
irrelevant ones.

¢ Guide data collection sessions by prior observations.

e Take note of all observations which are not necessarily part of the planned interview sessions
to encourage analytical thinking.

¢ Make notes of the learning process — these can help to relate aspects to the hypothetical,
practical and confirming issues of the research.

e Try out thoughts and topics on respondents — some respondents become key factors in
improving the investigation and fleshing out the description in the final analysis.

e Scrutinise the literature while collecting data and conducting interviews, as this will improve
the analysis.

e Try to recognise similarities and correlations in order to generate an advanced level of

understanding.

Several methods of data collection were used, and in some situations, were recorded before
this research commenced in 2014. Contrary to Creswell’s (2003: 5) suggestions that decisions
should be made before undertaking research regarding the epistemology of the researcher;
the research design to be followed; and the specific research procedures or research method
which will be utilised, | collected the early data presented in this dissertation without knowing
how it would be used in the future. This, at first, led me to readings on grounded theory as

described in Glaser and Strauss’ (1968) book, The Discovery of Grounded Theory. However,
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upon analysis, it became clear that although based on data indexing and comparison and
popular as a research tool where the theory emerges from the data, grounded theory proved
to be old-fashioned and was questioned by some (Silverman 2000; Bloor and Wood 2006) for
“being outdated in its commitment to a modernist social science”. | then decided on using a
blended approach in the form of an ethnographic, autoethnographic and action research

method.

For the actual analysis of the curriculum, | decided to use a hybrid analytic-model compiled
by myself with inspiration taken from Schippers’ {(2005) Seven Continuum Transmission
Model (SCTM) and Glatthorn, Boschee and Whiteheads’ book on curriculum leadership
(Glatthorn et al. 2009). Using this model | decided to interrogate the South African curriculum
from three perspectives: that of the learner; that of the teacher; and that of the teaching
environment (Schippers 2005: 31). Each perspective ties in with contextualised curriculum
concepts, namely: the hidden curriculum; the taught curriculum and the supported
curriculum (Glatthorn et al. 2009: 5-16) which result in the learned curriculum (see Chapter 4
for clarification). Although Schippers emphasizes the qualitative nature of his tool, | have
reconstructed the model in a way that it can be used to identify more quantitative data.
Taking inspiration from Hoadley’s (2011) delineations of “knowledge, knowers and knowing”
| have used three specific questions relating to the content, access to resources and the
guality of presentation within the curricula. These questions will be applied to the Foundation
Phase Life Skills CAPS document; the Intermediate Phase Creative Arts section of the Life Skills
CAPS document; the Senior Phase Creative Arts CAPS document and finally the 1AM section

of the FET Music CAPS document (DBE 2011). The questions are:

1. What specific Indigenous African music content is prescribed in the curriculum?

2. Are resources for this content available?

3. Isthe Indigenous music content clearly articulated and pedagogically valued?
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The following diagram illustrates how the analysis will be applied from the three perspectives.

The analysis focused on the knowledge prescribed (the written curriculum24) from the
perspective of the learner, who is affected by the hidden curriculum; the teacher, who is
affected by taught curriculum; and classroom practice or environment which is affected by
the supported curriculum. These components, through ways of knowing, result in the learned
curriculum, what is actually learned by the students, rather than what is prescribed. The

analysis questions stated above are styled to suit these three perspectives.

2All curriculum definitions are clarified in Chapter 3.
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From the perspective of the learner the questions are:
1. Canthe learner meaningfully engage with the IAM content?
2. Does the learner have access to resources regarding this music content?
3. Will this music content add to the learner’s understanding of Indigenous South African
music?
From the perspective of the teacher the questions are:
1. Canthe teacher facilitate the IAM content?
2. Does the teacher have access to resources regarding this music content?
3. Can the teacher deliver this knowledge/skill in a manner that re/values the content?
From the perspective of classroom practice the questions are:
1. Canthe IAM content be reproduced without losing meaning?
2. lIs the environment suitable for the |IAM activity?
3. Is the use of the Indigenous Knowledge adding value to music studies in the school

setting?

Once the curricula were analysed, the tri-perspective tool for analysis was used and the
resultant data was collected and put into tablature format. Through this analysis, | was able
to assess whether the content presented in the curricula could be successfully implemented.
| have also extensively consulted three Zimbabwean curricula as part of the comparative
aspect of this research. The documents are: the Zimbabwean Primary School Syllabus of 1989
and a second developed in 2011 (unreleased at the time of writing) and due for release when
funding becomes available in that country?>. The senior school syllabus used is the “Zimbabwe

School Examination Council (ZIMSEC) Ordinary Level syllabus” {2012-2016).

In order to further interrogate the results of the analysis, | added the voices of several
research-assistants, who commented on the CAPS Creative Arts and Music curricula. They are:
James Drewery (2016) - Critical analysis of the CAPS document; Lauren Beukes (2016) - An

Analysis of African Music and Musical Traditions in the Creative Arts CAPS FET Document;

% Shirley Warhurst, a Zimbabwean music teacher, was granted funding by the Zimbabwean government to
expedite this process in 2016 but was met with administrative opposition when trying to access the grant (e-
mail correspondence with author 27/03/2015).
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Jayson Flanagan (2016) - CAPS document analysis assignment; Jonathan Griffiths (2016) -
Critical analysis of the CAPS document for Creative Arts; Simone Jones (2016) - Creative Arts
— Music; Kanyabu Kazadi (2016a) - Creative Arts Music essay: Indigenous African Music
content; and (2016b) Analysis of the Music Grade 11: WAM, Jazz and Indigenous African

music textbook.

All research-assistants were, at the time of writing, post-graduate students studying either
Creative Arts (GET) or Music (FET) as part of a Post Graduate Certificate in Education (PGCE)
at Rhodes University in Grahamstown, with some researchers already experienced and
currently practising as music teachers. Their opinions add to the analysis by proffering a
guantitative voice, describing the curriculum and its content from various perspectives,

allowing several perceptions to form a well-rounded analysis.

The results of several questionnaires pepper the analysis and were completed over a period
of five years. The first questionnaire was presented to teachers in Port Elizabeth in 2012
where | was giving a workshop on my book, Listen and Learn — Music Made Easy (2012), which
covers the Creative Arts music syllabus. 50 Teachers were debating the choice that they had
to make regarding which of the four art forms to choose and all completed the survey. The
second questionnaire was the VGHS Subject Music Questionnaire completed during October
2013. 31 Parents or guardians, learners and music teachers were given the opportunity to
comment on the CAPS Music FET changes regarding the new streaming system which was
soon to be implemented. The third questionnaire was completed by 29 government music
teachers from the Eastern Cape when we met for a CAPS workshop in East London in June
2014. The fourth questionnaire was completed by 13 music teachers in Bulawayo, five in
Gweru and 22 in Harare, Zimbabwe in March 2015 while another was completed by 39
Rhodes University students who had completed a course in the History and Appreciation of
Music (HAM) that year. The final questionnaires were completed by ten music teachers in
Grahamstown regarding their qualifications in music while another was completed by 15
intermediate phase student teachers after their music course which used African music as a
basis to teach Western theory. All of the questionnaires were completed anonymously. This
was important to the findings of this research because questions, such as “Do you feel

gualified to teach this course?” and “Rate your African music knowledge” may have left the
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respondent feeling pressurised to answer in a certain way because of their relationship with

me. Thus, taking identification away was vital in order to get a realistic response.

| conducted two key interviews which | recorded and transcribed after the event. The first
with Dr. Permius Matiure, the head of the music department at Midlands State University in
Gweru, Zimbabwe and the other with Ntomboxolo Ntanga, the Creative Arts and Life Skills
curriculum adviser in Grahamstown. A shorter interview with Sibusiso Mkhize, a
Grahamstown music teacher, was conducted regarding the use of tonic-solfa in the town,
while other recordings of music performances (specifically in Zimbabwe) were introduced by
music teachers who gave important information regarding school size, music content and
their experiences before the performances commenced. Although time-consuming due to
transcription and analysis, these interviews gave rich and valuable insight into the questions
presented to the interviewees. | was able to qualify answers in a way that is not possible when

using questionnaires and to immediately respond to answers given by the interviewees.

Similar results were found when using e-mail correspondence as a tool for collecting data. E-
mails between myself and various informants dating back to 2011, have added invaluable
information to this research. This mode of questioning is effective in that the informants can
take time to answer the gquestions and there can be several communications around one

theme. These informants are listed below in date order:

UNISA Directorate (14/11/2011)

S. Warhurst — Music teacher, Harare, Zimbabwe (24, 25, 27/03/2015)

P. Mutizwa — Music lecturer, University of Zimbabwe, Zimbabwe (20 and 22/04/2015)

M. Feenstra — Academic and text-book author, Cape Town, South Africa {various between
23/07/2015 - 24/11/2016)

E. Oehrle — Senior Research Associate at the University of KwaZulu-Natal and former editor
of The Talking Drum (19/08/2015)

P. Rommelaere — African music lecturer, University of Cape Town, South Africa (11/01/2015)
P. Meyer — DoE music practical external examiner, South Africa (23/08/2015)

A. Petersen — Senior African music lecturer, North West University, South Africa (various

between 30/06/2016 — 6/12/2016/2016)
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P. Opondo - Ethnomusicology lecturer, University of KwaZulu-Natal, South Africa
(23/08/2016)

K. Hackman — Foundation Phase Education Lecturer, University of Fort Hare, South Africa
(12/09/2016)

L. Kahla — Foundation Phase Education Lecturer, University of Fort Hare, South Africa
(13/09/2016)

D. van der Merwe — Foundation Phase teacher, Grahamstown, South Africa (5/10/2016)

G. Mapaya — HOD Music Department, University of Venda, South Africa (21/10/2016)

P. Mutaire — Chairperson of the Department of Music and Musicology, Midlands State
University, Zimbabwe (20/11/2016)

B. Moore — Foundation and Intermediate Phase PGCE co-ordinater, Rhodes University

(23/11/2016)

During my research in Zimbabwe, | visited several schools and was shown around and taken
to classes by my key informant in that country, Shirley Warhurst. These observations were
recorded as field notes, with photographic and video data taken as a record. In some cases,
these photographs are presented within the text. Warhurst and |, in addition, remained in
contact via e-mail once | had left (2015 and 2016), and several of these correspondences are
referred to in the thesis. All of this data has been coded and relevant responses and

information are presented in all the following chapters.

Conclusion

Several key works by South African researchers (Hellberg 2014; Leal 2014; Vermeulen 2009;
Petersen 2009 and 2015; Jacobs 2010; Feenstra 2015; Carver 2002; de Villiers 2013 and 2015)
reveal the deep interest in improving access to, and the standard of music in schools in South
Africa. These researchers are all searching for a solution which will make real changes in the
classroom in this country. At the base of these classroom interactions is the curriculum, the
structure of which | present in the next chapter. Getting to grips with the various components
of a curriculum is the starting point in any educational reform process. In addition, following
the route and changes that the curriculum has undergone during the reform process gives an
idea of the procedures involved in finalising the current syllabi and framework. Thus, this

reform process is also reviewed in Chapter 3.

Page | 45



Chapter 3: Curriculum Reform and Syllabus Development

CHAPTER 3

Curriculum Reform and Syllabus development

Curriculum defines what counts as valid knowledge, pedagogy defines what counts as valid

transmission of knowledge (Bernstein 1975: 85).

In order to interrogate ways of reforming, transforming and developing a unique South
African music education paradigm one must first understand the definitions of a curriculum
and syllabus. In this chapter | define curriculum and outline the particular aspects of the CAPS
curriculum that | will be analysing. In addition, | review the history of curriculum reform in
South Africa after 1994, pointing out the dramatic pedagogical changes that teachers have
had to endure during their careers with recourse to little or no retraining. Finally, | conclude
by outlining issues that | believe have compounded teaching problems with regard to the

implementation of the current curriculum.

Reformation, transformation and the rebirthing of music education

According to the Oxford On-line Dictionary, education can be defined as “the process of
receiving or giving systematic instruction, especially at a school or university” (Oxford online).
However, schools and education institutions serve a number of functions in our society
beyond merely transmitting academic knowledge and skills. These manifest or latent
functions are those that are vital to the socialisation and transmission of cultural values to
our children (Long-Cromwell online). This process of enculturation at schools helps (or
hinders) to mould a diverse population into a society with a shared national identity and

prepares future generations for their role as citizens of a country.

Nomalanga Mkhize (2015 online), a Rhodes University history lecturer wrote in an article for
Business Day that, “Transformation is dependent on scholars being able to have a wide-
ranging sense of the breadth of human knowledge, and, as importantly, the scholarly subtlety
and sense to re-package it for new generations.” This idea of presenting information in a
culturally proactive manner is essential to the intuitive use of a curriculum as well as the
incorporative development of any syllabus in contemporary South Africa. | contend that the

advocacy of Indigenous Knowledge is vital to the reform and development of a unique South
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African education model which guides not only teachers of African music, but teachers of

African children. Ntuli (2002: 53) points out that,

Africa is neither Europe nor America. African problems are not European or American problems.
Africa’s solution to her problems cannot be anybody’s but Africa’s. If we accept this truism, we
then accept that Africa had to find her own Indigenous ways to define, identify and address her

challenges.

It is my hope that this research can act as a gateway for further interrogation into the validity
of merging Indigenous and Western knowledge in order to produce a way of thinking that is
moulded to the needs of Africans, rather than trying to fit Africans’ needs into a Western

paradigm.

Understanding curricula

The word curriculum, as defined from its early Latin origins, means “to run a course” (Etym
online). If one thinks of the path that a river follows: running over stones, through gorges,
around obstacles, into man-made dams, seeping into the ground only to gush up as a spring
and then finally into the sea, one may understand the complexity that makes up a curriculum.
The term curriculum used to be defined in a narrow and specific way to refer to the content
or subject matter that is taught in schools. More recently the definition has been broadened
to include learning objectives, teaching methods, assessment procedures and classroom
organisation as well. In addition, as Carr (1998: 325) states, it is important to highlight the
social and political role that the curriculum plays in initiating pupils into the cultural practices
and social relationships within their society and this “hidden curriculum” is integral to the

success of a curriculum framework.

A definition for curriculum must undoubtedly encompass two paradigms: the prescriptive
curriculum (what should be experienced), and the descriptive curriculum {what is actually
experienced) (Ellis 2004: 4-5). In the U.S.A,, the Pennsylvania Department of Education sums
up prescriptive curriculum succinctly, “Curriculum is a series of planned instruction that is
coordinated and articulated in a manner designed to result in the achievement by students

of specific knowledge and skills and the application of this knowledge” (2007 in Glatthorn et
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al. 2009: 4). Glen Hass (1987), in Glatthorn (et al. 2009: 5) writes that a descriptive curriculum
is, “The set of actual experiences and perceptions of the experiences that each individual
learner has of his or her programme of education”. Thus, an informed definition of curriculum
should incorporate both models. While | agree with this, | define curriculum as: A series of
clearly articulated, strategic instruction that will result in students understanding specific
knowledge and achieving specific skills that, through their own experience of the learning

process, they can use in exercising intelligent control of subsequent knowledge and skills.

Understanding the components of the curriculum

The school curriculum is generally accepted as an explicit and formally planned course with
specific objectives but as outlined above, it incorporates a web of instructions and intentions
that may or may not be performed. Various components of the curriculum must be brought
together in a cohesive manner in order for the prescribed goals to be realised. The general
aims of the South African National Curriculum Statement (NCS) are stated as follows (DBE

CAPS FET Music 2011: 4),

The National Curriculum Statement Grades R-12 gives expression to the knowledge, skills and
values worth learning in South African schools. This curriculum aims to ensure that children
acquire and apply knowledge and skills in ways that are meaningful to their own lives. In this
regard, the curriculum promotes knowledge in local contexts, while being sensitive to global

imperatives.

Again, these aims highlight knowledge in local contexts, which for many South African
children include learning about IK but achieving this goal can only be done when the various
components of the curriculum are functioning. Using Glatthorn, Boschee and Whitehead’s
(2009) book, Curriculum Leadership as a guide, | have endeavoured to briefly outline the
subdivisions of a curriculum and have expanded upon a diagram developed by Baron
(Glatthorn et al. 2009: 29) which | believe illustrates the directional flow of these components

and gives the reader a visual understanding of how each section affects the other?®.

26 All definitions of the components of the curriculum come from Glatthorn (et al. 2009).
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Components of the prescriptive curriculum

The prescriptive curriculum, shown in Figure 2 on the top left, can also be labelled the
intentional curriculum and although outcomes vary greatly, policy makers focus on this area
of development. Components of the prescriptive curriculum include the written curriculum;
the supported curriculum; the taught curriculum and the tested curriculum. The logic in
calling it the prescriptive curriculum is that it is prescribed by the government or curriculum
developers but may not be what the final result or outcome demonstrates. An analogy made
by Glatthorn (et al. 2009: 3) is that of a medical prescription that patients have filled by a
pharmacist where the doctor does not know if it is actually followed. Glatthorn (et al. Ibid.)
write, "This is parallel to the prescribed curriculum for schools where the teacher, like the

patient, ultimately decides whether the prescription will be followed".

South African Curricular policy
The term policy designates the set of rules, criteria and guidelines intended to control

curriculum development and implementation. It is the first step in any planning cycle and is
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defined by Haddad (1995: 18) as “an explicit or implicit single decision or group of decisions
which may set out directives for guiding future decisions, initiate or retard action, or guide
implementation of previous decisions”. Government policies are statements that describe
what governments expect to do, or believe they are doing, and the reasons for such actions
or proposed actions. They indicate a government’s intentions (ANC DoE 1994). Education
policies influence what is taught at schools and can therefore affect learners and teachers
greatly. Although teachers’ decisions influence students’ feelings about, and success in a
subject, it is the policy that provides the context for these interactions {(Glatthorn et al. 2009:
17). Thus, the statements quoted from the CAPS documents earlier highlighting 1K, show the

intention of the policy makers, and guide the curriculum developers in their task.

In South Africa a “White Paper” describes or previews the first steps in policy formation?’. The
first White Paper on education produced by the post-apartheid government was the White
Paper on Education and Training Notice 196 of 1995 (known as White Paper 1). This document
outlined a major change in the administration of South African education, namely the
development of new provincially-based departments of education, which were now governed
by local authorities. In addition, it discussed the development of an “open-learning
programme” (South African DBE 1995: 5/26) and an “integrated approach to education and
training” (South African DBE 1995: 2/7), an about-turn in the curriculum framework model
from what the previous regime had used. Open learning is an approach which combines the
principles of learner centredness, lifelong learning, and flexibility of learning provision or
content and, among other provisions, calls for the recognition for credit of prior learning
experience (/bid.: 5/25). These statements were the introduction to the concepts of Outcome
Based Education (OBE) and the National Qualification Framework (NQF) (Ibid.: 2/7) which will

be discussed in detail later in the chapter.

Importantly, from the context of this project, White Paper 1 called for the promotion of arts

education for all. The authors write, “Education in the arts, and the opportunity to learn,

27 At the time of writing a revised White Paper on Arts, Culture and Heritage is being presented for discussion
by interested communities. Stakeholders are desperate for arts practitioners to engage with the paper,
realising how grave the implications may be.
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participate and excel in dance, music, theatre, art and crafts must become increasingly
available to all communities on an equitable basis, drawing on and sharing the rich traditions
of our varied cultural heritage and contemporary practice” (/bid.: 4/15). A vision that is yet to

be fulfilled.

The White Paper 1 previewed the National Education Policy Act No. 27 of 1996 (amended in
2011) and the introduction of Curriculum 2005 which was introduced into schools in South
Africa in January 1997. The prescriptive nature of White Papers, policies and subsequent
curricula hides the fact that because of the several stakeholders involved in the dissemination
of the prescribed knowledge, their influences and prejudices inadvertently affect the ways of
knowing. This “intentional curriculum” is different for everyone and in many ways, is
determined by the health and involvement of citizenry in a country. Once the policy has been

determined, the written curriculum is finalised.

The written curriculum

The written curriculum is the text which indicates the general goals to be accomplished and
learning activities that must be completed and is typically more specific and comprehensive
than the recommended curriculum (Glatthorn et al. 2009: 8). The written curriculum is
defined as having non-negotiable standards, objectives, and expectations that students are
to achieve while in school. This is presented to educators who are expected to implement and
complete the specified objectives. These, from a South African perspective, are the actual
documents that are handed to the teachers. The documents of interest to this research are:
The Curriculum 2005 (1997), Revised National Curriculum Statement (2002), National
Curriculum Statement (2002) and finally the Curriculum and Policy Statement documents

(2011).

The supported curriculum

The written curriculum’s success is bound by the ability of the teachers and schools to follow
it according to their competence, reliability and resource capacity. This can be partly
measured by looking at the supported curriculum, as reflected in and shaped by the resources
allocated to support and deliver the curriculum. Glatthorn (et al. 2009: 11) speak of four kinds

of critical resources that shape the supported curriculum:
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e The time allocation for a specific subject at a specific level;

e The time allocation by the teacher to a particular aspect of the curriculum within the
overall time frame;

e Teacher number allocation which will affect class size and discipline;

e And importantly, resource material allocation.

Without particular attention to these details, deficiencies in the supported curriculum can
lead to poor learner achievement. This aspect of the curriculum is analysed within this project,
with particular reference to the allocation of resource materials. As explained in Chapters 4
and 5, the acute lack of music resources in South African schools has severely affected teacher
confidence and productivity (FET Music Workshop questionnaire June 2014) and has only
recently begun to be addressed by academics involved in African music and education. As
mentioned previously, numbers of students in a class can also severely affect the competency
of a teacher because they then spend their time on control and discipline rather than on

fulfilling the requirements of the curriculum.

In addition, the written curriculum will not succeed unless it is closely related to the taught
curriculum. This murky space determined by the teacher is difficult to define. Here personal
and personnel factors deeply influence the outcome. In my own experience, | have seen
teachers who are reluctant to change their teaching plans when a new curriculum is
introduced because they feel under-qualified or worried about implementing new content
without having had the experience of teaching it. This anxiety regarding change is often to
the detriment of the learners who will eventually have to take national examinations which
are part of the final curriculum classification known as the tested curriculum. Hargreaves

(1989: 54) writes,

Change in the curriculum is not effected without some concomitant change in the teacher. After
all, it is the teacher who is responsible for presenting or ‘delivering’ the curriculum at classroom
level. What the teacher thinks, what the teacher believes, what the teacher assumes — all these
things have powerful implications for the change process, for the ways in which curriculum policy

is translated into curriculum practice.
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Thus, the supported curriculum plays a vital part in the success of curriculum implementation
issues and voices such as Marianne Feenstra’s critique of teacher-training and resource
development in South Africa at the Pan African Society for Musical Arts Education (PASMAE)
held in 2016 is included in the analysis of this issue. She writes of postgraduate degrees at
universities in South Africa, “To achieve quality music education one needs teachers of
guality, and although postgraduate degrees are sometimes a measure of such quality, this is
not always the case” (Feenstra 2015 PASMAE conference paper). The competent training of
teachers is of great concern to me due to my involvement in both music and education at
tertiary level and despite current efforts being made at universities by some, students who
enter post-graduate teaching degrees where music knowledge is needed, often come with

very little, or inadequate under-graduate training.

The taught curriculum

The taught curriculum refers to actual instruction, the process by which teachers develop
units of study, lesson plans, and approaches to instruction for teaching the written
curriculum. The taught curriculum is akin to the utilisation of the roadmap and the major
objective of the taught curriculum is to impart to the student the knowledge, skills and
information necessary to successfully achieve the stated goals. Again, bound to factors
acknowledged in the supported curriculum, the taught curriculum is fraught with
complication. In addition, success of the tested curriculum is guaranteed only if the taught

curriculum is based upon or closely tied to the written curriculum.

Although this unit of the curriculum is of great interest to me with regard to the Indigenous
African Music syllabus (IAM), to date there is very little data available to test whether the
syllabus can effectively be implemented because very few schools have chosen to teach the
IAM syllabus. Therefore, in order to fully understand why teachers are reluctant to engage
with the Indigenous African Music syllabus in the FET band of the South African CAPS
documents, in the next chapter | will analyse four undergraduate African Music syllabi from

universities in South Africa and compare that to the CAPS IAM syllabus to see if they correlate.
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The tested curriculum

The tested curriculum is that set of knowledge that is assessed in teacher-produced classroom
tests, provincial assessments and ultimately national examinations. The tested curriculum is
what is used for national promotion, graduation and university entrance criteria for learners
(Popham 2007: 147). This is often problematic; not only in South Africa, but all over the world
where standards of teaching differ from one school or institution to another but learners are
all tested according to the same criteria. It is thus vital for the leaders of the school to ensure

that the curriculum is being followed and that the learners’ experience of it is positive.

The path that the learner takes within the prescriptive curriculum is then closely bound to
their lived-experience and the descriptive curriculum. This learned curriculum {(what a student
knows when they leave school) is affected largely by the hidden curriculum and to some

extent by the recommended curriculum.

The hidden curriculum

The hidden curriculum refers to those aspects of schooling that produce change and
knowledge enrichment that is not part of the written or intentional curriculum. Students
learn from one another, from the environment in which the school is set, the worldview of
the community at large and of course from the actions of the teacher. Unwittingly, the
teacher imparts more knowledge than that which is prescribed. Thus, factors such as
discipline, cultural orientation, music bias and even skills and traits such as punctuality and

cleanliness are heavily influenced by the schooling system.

The hidden curriculum can be broadly defined as a socialisation of schooling and can be
identified by the social interactions within an environment (Kentli 2009: 83). Thus, it is in
process at all times, and transmits implied messages to students about values, attitudes and
principles. The hidden curriculum can reveal unexpected, unintentional interactions between
teachers and students which reveal critical pedagogy. Various studies have been conducted
on this issue (Dreeben 1967; Lynch 1989; Margolis 2001; Giroux 2001). Academics such as
Apple (1982) and Giroux (2001) define schools as not merely distributors but also producers
of culture that are vital for the socialisation of students and are inextricably linked to the

issues of power and control in the dominant society.
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A factor in the hidden curriculum that has a major influence on schools and learners choosing
to take IAM in the FET phase is parental and community influence. Questionnaires sent out
to parents before the new CAPS syllabus was due to be implemented show that their
perceptions of IK can have a negative impact on their children. When asked why they had
chosen WAM over |IAM for their child, one parent responded, “It is of no interest to me, it’s
not my culture” (VGHS Subject Music Questionnaire 10/2013). These answers will be

interrogated in more detail in the next chapter.

The recommended curriculum

The recommended curriculum is that text which is endorsed by professional bodies, reform
commissions and professional scholars which stresses innovation and new thought according
to the perceptions, world view and value systems of the time (Glatthorn et al. 2009: 7). This
suggestion is informed by the curriculum policy and stakeholders may or may not be
education specialists. The White Paper 1 thus formulated the core of the recommended
curriculum after 1994. Transformational statements clarified the desires of the leaders of the

country at the time,

The realisation of democracy, liberty, equality, justice and peace are necessary conditions for the
full pursuit and enjoyment of lifelong learning... This requires the active encouragement of mutual
respect for our people's diverse religious, cultural and language traditions, their right to enjoy and
practice these in peace and without hindrance, and the recognition that these are a source of

strength for their own communities and the unity of the nation" (DBE 1996: 4/13 -14).

Recommended curricula may or may not affect learners as in most cases, they are merely
prescribed and it is the teacher that negotiates whether that turns into the learned

curriculum.

The learned curriculum

As has been described, several factors influence what is called the learned curriculum, or the
actual knowledge absorbed by the learner as he or she completes school. This web of
experiences based upon relationships and interactions with teachers, fellow-pupils, attitudes

and ways of being of people around schools all culminate in this final product. Pedagogical
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approaches used by teachers also play an integral part in the success of the acquisition of
knowledge and the teacher’s knowledge of content and confidence are vital. From the
perspective of this research | am interested in how learners from Foundation Phase to Senior
Phase experience the learned curriculum. In my experience, the difference between the
written curriculum and the learned curriculum is vast and differs greatly within a district. |
recall cluster meetings (school subject meetings) in Grahamstown where we presented our
teaching subject files to colleagues from other schools. | was shocked at the difference in
guality and quantity of the work presented and realised how greatly the arts subjects suffer
in under-resourced schools. In addition, attitudes of teachers towards the inclusion of African
musics in these phases also differed and thus learners from different schools within our small
district experienced music as a vastly different subject and the curricular goals stated above

were likely not to be achieved by many.

Curricular goals
Curricular goals are the long-term outcomes that learners are expected to achieve through
their interaction with the curriculum of a specific subject over a period of time. Therefore, the
curricular description of the subject, Creative Arts, for example, is “to develop learners as
creative, imaginative individuals who appreciate the arts and who have the basic knowledge
and skills to participate in arts activities and to prepare them for possible further study in the
art forms of their choice in Further Education and Training” (DBE Creative Arts CAPS SP 2011.:
8). While the goals are more specific, the intention of the subject Creative Arts as a subject is
to:

» develop creative, expressive and innovative individuals and teams;

* provide learners with exposure to and experiences in dance, drama, music and visual

arts;

» provide access to basic arts education for all learners;

¢ identify and nurture artistic talent, aptitude and enthusiasm;

* equip learners with adequate basic skills to pursue further studies in the art forms

of their choice;

» develop an awareness of arts across diverse cultures;

» expose learners to the range of careers in the arts;

» develop arts literacy and appreciation;
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» develop future audiences and arts consumers; and

» develop life skills through the arts (DBE CAPS SP Creative Arts 2011: 8).

The CAPS Music FET Curriculum is described as,

...an art form that can be combined with other forms, and is often enhanced by technology. It can
communicate a broad range of historical, cultural and socioeconomic ideas and issues. Music has
the power to unite groups and to mobilise community involvement for the improvement of quality
of life, social healing, and affirmation of human dignity (Department of Basic Education Music FET

2011: 8).

The goals, again, are more specific. Grade 10-12 Music learners will develop:
* Technical control over one or more music instrument(s) or the voice;
* Performance skills by way of performing a wide variety of musical works, in solo and
group (ensemble) context, ranging from Western art music and jazz to Indigenous
African music (IAM);
¢ Ability to read music notation(s);
¢ Creativity through improvisation and working with own music ideas;
¢ Understanding of existing works of music with regard to compositional techniques
used, application of musical elements in existing musical works and placing these in a
specific historical and cultural context;
* Awareness of various musical traditions; and

* Appreciation for various styles of music (DBE CAPS FET Music 2011: 8).

These important outcomes describe and are linked to the curricular goals that we, as arts
teachers, aspire to. It is these goals that frame our expectations for our learners and therefore
frame the outcomes against which | have compared the written curriculum that will be
analysed in the next chapter. Using the policy goals in combination with the curriculum goals
we should have a clear idea of what is expected. Thus, the content prescribed in the CAPS FET
Music IAM syllabus should clearly articulate these goals. My experience with the syllabus has
shown me that this is not the case. Music students at government high schools in South Africa
who engage in the various programmes of study where teachers plan their courses which

contain units and lessons that should be closely linked to these goals, find that the

Page | 57



Chapter 3: Curriculum Reform and Syllabus Development

implementation of the syllabus is not realistic. As will be shown in the following chapter, one
of the reasons is that the |IAM syllabus cannot be appropriately examined and thus

implemented.

Delineations of study
In order to analyse a curriculum and fully understand the cross-pollination that occurs
between feeder subjects, one must recognise the categories within the fields of study. | have

thus prepared the diagram below in order to demonstrate how | will be using various terms.

Fields of Study Subjects offered as a learning experience over a
multiyear period e.g. English Language;

Mathematics; Music.

Programmes of Study This is the combination of subjects that a learner may
take over a multiyear period. Policy statements may
prescribe which subjects are required and which are

electives.

Courses of Study This is a section of organised learning experiences
that are required to be covered within the fields and
programmes of study which learners must complete
within a prescribed amount of time and which may
be used to allocate academic credit e.g. Grade 7 Arts

and Culture or Matric Mathematics.

Units of Study This is a set of related learning experiences offered as
part of a course of study, usually relating to a single
concept, which takes a shorter amount of time and
may or may not be needed as pre-knowledge for

further study.

Lessons This is a learning experience that lasts, typically in
South Africa, for 30 to 60 minutes and may stand
alone as a completed unit of knowledge transmission

or be part of a continuing unit of study.

Figure 3 - Delineations of study
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Analysing a curriculum as a means to curriculum reform

A curriculum is developed with multiple goals in mind and the process by which these goals
are achieved is championed by individuals or “programme operators” who have their own
backgrounds and biases and who implement change according to instruction from various
stakeholders (Alkin 1973: 195). The intended outcomes can, therefore, become ambiguous
and obscure. Because this study is looking at the descriptive curriculum and analysing not only
the written curriculum but, in many cases, the learned curriculum, we will look at the changes
that have occurred in the curriculum for teachers that are currently at schools. The curriculum
in South Africa has been through dramatic and swift changes over the past 30 years and thus
curriculum reform and policy changes are a standard practice to teachers in our government

schools.

History of curriculum development since the 1980s in transforming South Africa

The historic pattern of administering education has changed many times during the last
century with the majority of the population ethnically segregated through the white
government’s control of funds and policy development. From 1983, education in South Africa
was organised through three separate “own affairs” services of what was called the tricameral
parliament {DoE White Paper 1 2:1 1). These services — coloured, Indian and white — were
controlled by the Department of National Education. There was provision made for the black
population which was made up of six departments in self-governing territories residing in
“white RSA”, and four supposedly independent state departments. These separate systems
operated in total isolation from each other, except at top management level, and so
principals, teachers and school administrators who worked virtually side by side in
neighbouring systems had ho communication with each other (South Africa White Paper 1 2:

12).

After 1994 the desperate move to abolish these segregated systems and to embrace the new
South Africa caused policy-makers to make hasty decisions regarding curriculum design and
over a period of 20 years the education system in South Africa was reviewed three times.
Thus, if we take into consideration just how much change educators (from schools,
universities and colleges) have had to endure it is hot surprising that we currently face a crisis

in South African education and more specifically, a lack of confidence among teachers.
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Apartheid curriculum

The victory celebrated by many South Africans after the 1994 elections in the country had
huge implications for education. Segregated education was critical to apartheid’s master-
plan. Schools equipped black children with necessary skills but were expected to limit
ambitions, “Apartheid society had a place for Africans, and schools were to keep them there”
(Samoff 2008: xiii). Under this racially segregated system, made official by the Education Act
of 1953, different branches of the Department of Education were set up to control education
for different population groups based on race classification. Hoadley writes (2011: 144),
“White departments produced a ‘core’ curriculum, which departments for other racial
groupings adapted, often amounting to a watering down of the ‘white’ curriculum”. Whites
were educated to lead the nation, while black Africans were given the minimum training
required for manual labour. Thus, the schooling system became the cornerstone of racial
segregation in South Africa and education the government’s tool for social and political

manipulation (Oehrle 1990: 5).

This “core” curriculum was content-driven with very rigorous prescriptions for the sequencing
and choice of this subject matter. Unsurprisingly, it reflected the doctrines of Christian
National Education, which was essentially an expression of Afrikaner nationalism as promoted
by the apartheid government. The curriculum was white- and male-oriented and emphasised
drill, memorisation and rote learning for black students (NEPI 1992). In black African schools,
teachers were managed by a highly oppressive and bureaucratic system of inspection that
appeared to be used strictly and maliciously in order to control teachers (Chisholm et al.
2000). Christian National Education had an associated theory of pedagogy known as
“fundamental pedagogics”. From this philosophical perspective, the child was regarded as
undisciplined and ignorant, in need of moulding and the authoritarian teacher was guided by

the Afrikaner Christian ethos to complete this important task (Hoadley 2011: 144).

During the 1980s and 90s the apartheid government, responding to curriculum developments
drawing on ideas around constructivism and progressivism being developed in the USA,
engaged in what was called the “Education Renewal Strategy” in an effort to modernise
curricula and make them more relevant (/bid.). At the same time, a group of anti-apartheid

movements collectively known as “People’s Education” drew upon Freirian notions of
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education8 for empowerment, to develop curricula that stressed the importance of
education, the students' experiences and local content. Even though education activism at
the time nurtured intense debates about policy and practice, neither attempts produced
much change due to the autocratic, authoritarian theory that dominated pedagogical thinking
at the time (Hoadley 2011: 145). Thus, the white schools, whose teachers were well trained
and resourced, produced matriculants while black African schools and teachers, who were
very closely inspected and had little opportunity for teacher initiative (Weber 2006; Jansen
1999), had to adopt "authoritarian roles [while] doing most of the talking, with few pupil
initiations, and with most of the pupil responses taking the form of group chorusing” (Chick

1996: 21). Not surprisingly, they suffered serious degrees of drop-out rates and failures.

Reform in curriculum development in post-apartheid South Africa

When the African National Congress finally came into power in 1994 black parents demanded
the right for their children to attend what they deemed better schools whilst calling for more
access to resources. South Africa was in the process of not only political but also an
educational transition and the new government had to make decisions while engaging with
already established rules and procedures (regimes of practice) as well as savoirs (established
bodies of knowledge) which addressed and framed matters in definite ways (Christie 2006:
377). The path to educational transformation, desperately needed in a stagnant system, was
believed to be achievable through desegregation and expanding access to schools, not
through changing the fundamentally conservative and Western schooling paradigm that was
smothering South African education. Schools remained authoritarian, hierarchical and
teacher-centred. Samoff (2008: x) writes, "Critical reasoning, self-reliant learning, cooperative
approaches, community responsiveness, environmental awareness, self-confident
assumption of responsibility, political consciousness, engaged citizenship, and more were

marginalised".

2Paulo Freire (1921 - 1997) is best known for his criticism of what he called the "banking" method of
education, where students had knowledge deposited into them. He writes, "it transforms students into
receiving objects. It attempts to control thinking and action, leads men and women to adjust to the world, and
inhibits their creative power" (Freire 1970: 77).
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Change and reform were slow in coming, hampered by notions of reconciliation and post-
1994 education leaders were selected for their political affiliations. Cole and Barsalou (2006:
2) contextualise the grave decisions that were being made by writing that “in societies
recovering from violent conflict, questions of how to deal with the past are acute, especially
when the past involves memories of victimisation, death, and destruction so widespread that
a high percentage of the population is affected”. Thus, education, although vital to revaluing

the nation, was slowed down by inexperience, bureaucracy and poor educational leadership.

Added to that and in contrast to Namibia, where reform strategies were highly prioritised,
South African curriculum developers were hindered by over-cautious leaders, desperate to
secure support from all members of the Government of National Unity {(GNU), who favoured
management and incremental change over much needed drastic measures (Samoff 2008: xi).
Jansen (1999) comments that the political imperatives that influenced education policy and
curriculum change in the transition period should be understood in the context of
“compensatory legitimation” (Weiler and Gonzalez 1982; Weiler 1983; Jansen 1990) and
“political symbolism” {(Carnoy and Samoff 1991; Carlson 1990; Weiler 1990). Jansen (1999a:

1) writes,

In this framework, curriculum reform is not primarily concerned with what it claims - learning
objectives, content to be covered, teaching strategies, assessment procedures, and so forth - but

with addressing political constraints, conflicts and compromises in and around the state,

And this is affirmed by Weiler (1990: 16) who concurs that,

the emphasis of many curriculum reforms on the symbolism of change and innovation.., reflects
the concerns of decision-makers over the legitimacy of the decision process, and is designed to

contribute, in a compensatory fashion, to the restoration of that legitimacy.

Curriculum 2005
After 1994 the department of education introduced three national initiatives described by
Jansen {1999b) as the purging of the apartheid curriculum; the introduction of continuous

assessment and the installation of outcomes-based education (OBE). Thus, it was that in 1997
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an OBE curriculum was introduced called “Curriculum 2005” (C2005). The development of
this model was heavily influenced by foreign consultants and prioritised ideological notions
over pedagogical and epistemological ones. Harley and Wedekind (2004) felt that the shift to
C2005 was on a scale arguably unparalleled in the history of curriculum change in South

Africa.

The new curriculum had three design features. Mouton, Louw and Strydom (2012: 1214)
write, “Firstly, it was outcomes-based, secondly it was located in the notion of an integrated
knowledge system and the third feature was the promotion of a learner-centred pedagogy.”
C2005 consisted of two bands: General Education and Training (GET) (Grade 1 — Grade 9)
which was, and still is, compulsory for all learners and Further Education and Training (FET)
(Grades 10-12). The specific content was left up to the educators who were given “critical
outcomes”, derived from the constitution, as guidelines. This approach was termed

“transformational OBE”, and was described in official documentation as follows:

No thought is given to the existing curriculum. Instead schools (or local districts) are told they can
choose any content and use a wide range of teaching methods as long as these develop citizens

who display the agreed-upon critical outcomes. (DBE 2000b: 19)

Generic, cross-curricular skills were advocated highlighting the use of creative and critical
thinking. An example elucidates the breadth of the “critical outcomes” prescribed: “identify
and solve problems by using creative and critical thinking (South African Department of
Education 1997: 16). Hoadley (2011: 145) writes, “The response here to the highly prescriptive
curriculum of apartheid is obvious”. Curriculum developers, quite rightly, were desperate to
erode the former boundaries enforced upon students and a programme championing
integration was deemed the way forward. Syllabi were replaced by the 66 Specific Outcomes,
Range Statements, Assessment Criteria, Performance Indicators, Phase Organisers and
expected Levels of Performance (Kraak and Young 2001; Steyn et al. 2011; Mouton et al.
2012) and the South African Department of Basic Education (1995: 15) describes the approach

used in the curriculum as,

An integrated approach [which] implies a view of learning which rejects the rigid division between

‘academic’ and ‘applied’, ‘theory’ and ‘practice’, ‘knowledge’ and ‘skills’, ‘head’ and ‘hand’. Such
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divisions have characterised the organisation of curricula and the distribution of educational
opportunity in many countries of the world, including South Africa. They have grown out of, and
helped to reproduce, very old occupational and social class distinctions. In South Africa, such
distinctions in curriculum and career choice have also been closely associated in the past with the

ethnic structure of economic opportunity and power.

C2005 strove for a South African populace that could build social cohesion, advocate for

democracy and work towards economic stability. Taruvinga and Cross (2012: 128) wrote,

OBE’s C2005 was therefore a compromise curriculum which reflected and captured elements of
constructivism, progressivism and traditional essentialism and in its intent, C2005 was a dramatic
departure from the authorization subject and teacher-centred apartheid curriculum and
pedagogy, as it marked a paradigm shift from a subject-dominated to an integrated curriculum

with an active learner and a facilitating teacher.

Not all was negative. C2005 aimed to open up the curriculum to all children and integrate it
with their experience. Progressive features, particularly from an arts perspective, such as an
emphasis on group work, the ability to choose local content, a shift away from strong
disciplinary boundaries and integrated learning areas led to a strong pedagogical movement
away from teaching or lecturing towards a learner-centred facilitation of knowledge
production. In fact, “facilitation” was the new catch word and teachers, labelled educators,
were often referred to as the “facilitators”. The implications of these changes on music
education were varied. The subject Arts and Culture fitted well into this approach and learners
had the opportunity to share and learn about different, more localised, styles of music with
their peers. This in turn, led to a higher intake for Music as a subject in Grade 10 but it can be
argued that the lowered standard and inclusion of a variety of styles of music were
contributing factors (Hellberg 2014: 3). Thus, the impact upon the arts in Grade 10 to 12 was
less positive as specific content was limited and pedagogical approaches confused. Practical
subjects, where a teacher is needed to imitate, demonstrate and listen had to rethink their
didactic approach and this led to confusion and a general dissatisfaction with the standard of

the syllabi.
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Curriculum 2005 was also designed with the new National Qualifications Framework (NQF) in
mind. Launched by the South African Qualifications Authority (SAQA) in 1996, the NQF was
established in order to measure qualifications in both education and the workplace based on
unit standards?®. These unit standards could be used interchangeably to make up different
gualifications and thus link more practical, labour based qualifications to academic ones. Still
used at the time of writing, the NQF has become a useful tool for music practitioners and as
elucidated upon by Carver (2002), could prove fruitful in the development of musical unit
standards for musics from both Western and African influenced perspectives. This need to
create a grid through which learning and experience from the workplace and learning from
an academic environment could be compared was vital in order to include the labour-force
after-1994. In this way the system moved away from the traditional, repressive pedagogical

approach used during apartheid.

Reforming the new curriculum

Criticism came quickly {(Jansen 1999c; Taylor and Vinjevold 1999; Hartshorne 1999) and was
based primarily upon the fact that the curriculum was policy driven with no concept of what
was actually transpiring in the classroom and that the gap between policy rhetoric and
implementation was insurmountable (Jansen and Christie 1999; Jansen 1999a; 1999b; Geyser
2000; Brodie 2000; Chisholm et al. 2000; Adler and Reed 2002; Gravett 2004; Morrow et al.
2005).Reviews published years later by the DBE admit this:

The new curriculum was never researched or properly trialled, and there was inadequate
preparation and consideration of whether teachers, pupils and the system in general were
prepared for such a fundamental change over such a short space of time...Curriculum 2005
emphasised the general to the detriment of the specific. To this day, the legacy of lack of specificity

in the curriculum remains, particularly in the GET phase (DBE 2009: 12).

29 Unit standards are registered statements of education and training outcomes and their associated
assessment criteria together with administrative and other information.
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Strong critique, based on Bernstein’s theory of knowledge?®°, of the radical constructivism?!
underpinning the curriculum was grounded on formative papers outlining the distinction
between everyday knowledge and school-based knowledge {(Dowling 1995; Ensor 1997; Davis
1996; Muller and Taylor 1995). Other criticisms focussed on training and implementation,
system failures and curriculum design (Hoadley 2011: 148). Taylor and Vinjevold’s empirical,
classroom-based studies pointed to the fact that teachers lacked the knowledge needed to
interpret the OBE curriculum and that teachers could not “ensure that the everyday approach
prescribed by the new curriculum [would] result in learners developing sound conceptual

frameworks” (1999: 230).

A task team was set up to make recommendations to strengthen and streamline C2005. A
critique developed by Muller (2000) entered the discourse at the time. He argued that
although the socio-political goals of the curriculum were clear, the pedagogical purposes were
not. Removing a syllabus and replacing it with generic skills-based outcomes meant that
teachers were abandoned when choosing specific content and had to set up “learning

programmes” themselves. Muller (2000: 14) writes,

A success can be made of such an under- stipulated curriculum, but only if the teacher has a well-
articulated mental script of what should be covered, and if the pupils come from homes where
they have been well prepared to respond to such putative freedom, in other words, only in schools

by and for the middle class.

30Bernstein’s theory of knowledge, developed over decades from the 1970s, was based on the concepts of class,
control and “code”, referring to a way of organising experience and making meaning within a social context
(Themane and Mamabolo n.d.). He developed a conceptual language to describe “code” in schools and based
this on notions of classification and framing. In 1996, he published a statement of his theory in terms of “the
pedagogic device” which consisted of a hierarchical relation between three sets of rules that were distributive,
re-contextualizing and evaluative in nature. These together described the process of the transformation of
knowledge from the field of production of knowledge; the field of re-contextualisation; and the field of
reproduction in the classroom into a description of the structure by which knowledge is transformed into
pedagogic communication (Hoadley and Muller 2009).

31Constructivist theories contend that learning is about “cognitive development...in which learners construct
new ideas or concepts” (DiPrima and Hickson 2006: 1). Constructivism proposes that learner conceptions of
knowledge are derived from a meaning-making search in which learners engage in a process of constructing
individual interpretations of their experiences. The roots of constructivism can be traced to John Dewey (1859-
1952) and progressive educators, to Piaget (1896-1980) and Vygotsky (1896-1934) and to Jerome Bruner (1915)
and discovery learning. Constructivism proposes that learner conceptions of knowledge are derived from a
meaning-making search in which learners engage in a process of constructing individual interpretations of their
experiences.
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Government became painfully aware of the criticisms. Hoadley (2011: 150) writes, “The
arguments focused centrally on the unequal distribution of types of knowledge to different
students, often on the basis of social class”. Research by Dowling (1998) confirmed these
arguments and Muller (2000: 68) scathingly stated that the middle class and lower-ability

student, “is left free to be a local individual but a failed ... learner”.

The major flaw of C2005 was identified as the fact that it had no theoretical sequence and
therefore no path to progressive learning. Jansen (1999a: 147) reports that the curriculum
was driven by policy imperatives with no conception of the realities of classroom life.
Hartshorne (1999) argued that the curriculum was bogged down in too much bureaucracy,
academic rationality and theoretical logic while teachers, who were directly involved in

classroom practice became mere observers of a process driven by outside specialists.

A review committee was set up by the then Minister of Education, Professor Kader Asmal,
and a report on the situation was ordered. The Curriculum 2005 Review Report was prepared
on the basis of an exhaustive review of existing research reports and papers, interviews with
teachers, principals, managers, trainers, publishers and departmental officials as well as
public submissions made by a range of individuals, organisations and institutions (DBE 2000a:
5). The authors of the Curriculum 2005 Review Report cited implementation problems

stemming from various sources as the basis for the failure of the system. They included:

e Askewed curriculum structure and design

e Alack of alighnment between curriculum and assessment policy

¢ Inadequate orientation, training and development of teachers

e Learning support materials that are variable in quality, often unavailable and not sufficiently used
in classrooms

e Policy overload and limited transfer of learning into classrooms

e Shortages of personnel and resources to implement and support C2005

e Inadequate recognition of curriculum as the core business of education departments (DBE 2000a:

5).
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Union pressures forced the retention of the outcomes-based model of the curriculum
(Chisholm 2000) but several changes were suggested. The Curriculum 2005 Review Report

(SA DBE 2000a: 13) recommended that:

e The design of the curriculum be simplified

e  Curriculum overload be addressed, including the reduction in the number of Learning Areas in the
Intermediate Phase

e The terminology and language of the curriculum should be simplified

e  Assessment requirements should be clarified

e Content had to be brought into the curriculum, and specified

e A plan needed to be developed to address teacher-training for the successful implementation of the

new curriculum

o Textbooks and reading had to be reintroduced as a widely recognised means to bridge the gap between

teacher readiness, curriculum policy and classroom implementation.

In response, a team was put in place to conduct a thorough revision of Curriculum 2005, under
the leadership of Professor Linda Chisholm, to begin work in January 2001. The Minister
mandated the team to implement the recommendations of the Curriculum 2005 Review.
Another key contribution to the critique at this time was Harley and Parker’s (1999) analysis
of outcomes-based education, the National Qualifications framework, and competency
models. They pointed out the conflicts in the system generated from incompatible

frameworks, such as competence-based and outcomes-based assessment.

The Revised National Curriculum Statement (RNCS) for GET

The result of this review was the construction and implementation of a Revised National
Curriculum Statement (RNCS) in 2002 with the first learners to use this model starting in 2004.
The RNCS simplified and clarified C2005 for the GET (General Education and Training) phase,
as mandated and attempted to shift the agenda for a review of the curriculum from a local,
primarily skills-based and context-dependent body of knowledge towards a more coherent,
explicit and systematic body of knowledge. It specifically set out to develop a high knowledge,

and a high skills curriculum, resulting in a fundamental but necessary departure from C2005.
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One of the tensions that played itself out in the process of the revision, as mentioned above,
was that the Review renewed the commitment to an outcomes-based framework for the
national curriculum. The message that supported the implementation of the NCS was that it
was not a new curriculum but rather an improvement of the old. The greatest challenge was
the fact that there were no content syllabi (DBE 2009: 14). The “outcomes” in the OBE
Curriculum focused on attitudes, natures and abilities of the learners and as a consequence
failed to give adequate specification of essential learning. The revision attempted to deal with
this problem by introducing “Assessment Standards” and various forms of content
frameworks, which would provide the knowledge teachers were required to teach. The
National Curriculum Statement moved towards what the Curriculum 2005 Review Report
termed “vertical integration” (DBE 2000a) where there were relationships and conceptual
progression within learning areas and subjects and the use of “themes”, a central organizing
feature of the C2005 curriculum and the idea of “horizontal integration”, were discontinued
(DBE 2009: 24). | worked closely with this curriculum, in the form of the subject Arts and
Culture, and like Vermeulen (2009) saw many positives. The goals were clear and due to not
having specific content to teach, | found musical ways in which to incorporate my students’
musics and my own, personal approach to engaging with this material. It was precisely this
fact, that teachers could choose the content or themes that they wanted in order to achieve
the outcomes, that caused confusion specifically related to national examinations where one
provincial paper was set for all Grade 9 learners. Too many teachers were teaching different

material.

National Curriculum Statement (NCS) for FET

In 2002, the National Curriculum Statement (NCS) for the FET (Further Education and Training)
phase was developed. This process occurred after the GET development of RNCS but followed
the same design. The FET Phase works towards one goal, the National Senior Certificate (NSC),
at the end of Grade 12 and because of this focus there was greater consistency and less
reinterpretation of documentation. However, due partly to the intensive curriculum reform
that teachers had to cope with after 1994, uncertainty and confusion continued to reign and
as soon as the first group of learners had finished their examinations based on the NCS, the
new Minister of Basic Education, Angie Motshekga, announced plans to review it. A new ANC

government had taken over in 2009 and focused attacks on the failures of education which
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had the government make promises of change, openness and efficiency (Motshekga 2009).
The call for the review came from two main sources: ongoing criticism in the media of
outcomes- based education, and the persistent poor performance of South African learners
on national and international standardized tests (Hoadley 2011: 152). Once again, a review
committee was established, this time represented by government, union and academic
members. A series of provincial teacher hearings was held across the country and formed the

basis for recommendations made in the NCS Review Report (DBE 2009).

The critique in the report draws on the work of others (Muller 2000; Jansen 1999b; Allais and
Taylor 2007; Donnelly 2005; Young 2002) arguing that OBE, by focusing on attitudes,
dispositions and competencies, fails to give adequate specification of essential learning
(Hoadley 2011: 153). The focus of the criticism was that although there was an attempt to
specify content, the result was uneven across learning areas, subjects and grades, and that
no new official assessment policy was developed. In addition, “Learning Programme
Guidelines”, found to be unhelpful by the C2005 Review Committee, were again flawed and
there were major contradictions across various policy documents. Teacher-training was
superficial and importantly, recommendations on language policy®?, specified in the RNCS

were never implemented (DBE 2009: 14).

This change, again motivated by a Bernsteinian conception of knowledge structuring, called
for a knowledge-based curriculum (Hoadley 2011: 152). Young (2002: 61) writes on education

reform in South Africa and an under-specified curriculum,

What we have learnt is that, despite the good intentions of past efforts, an underspecified

curriculum advantages those who are already advantaged — those who already have access to the

knowledge needed to improve their life chances.

32The language policy stated that it was preferable for learners to get instruction in their home language in
Foundation Phase but that the Language of Learning and Teaching (LOLT), in most cases English, should be
taught as a subject from Grade 1 (DBE 2009: 14).
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Curriculum and Assessment Policy Statements (CAPS)

At last the final curtain on the OBE approach to teaching was drawn and the new Curriculum
and Assessment Policy Statement was introduced with comments on the draft curricula being
called for in 2010. Recommendations stated {(2009: 62), “Design features of OBE, especially
learning outcomes and assessment standards, should not be featured in the Curriculum and
Assessment Policy documents, and should become part of the General Aims of the curriculum,
similar to the Critical and Developmental Outcomes.” Although many schools which taught
music, such as Victoria Girls’ High School in Grahamstown and Pretoria Boys’ High School,
sent in recommendations, “it was clear that none of their recommendations were addressed.
In addition, schools that commented on the curriculum were not provided with any feedback
or reasons why their input was ignored” (Hellberg 2014: 3). This is true of my experience when
|, on behalf of the music department that | was working at, sent in comment regarding the
FET CAPS Music document draft. Poorly edited, it did not look very different from the final
CAPS Music document that we now work with. In my comment, | pointed out the glaringly
obvious problems regarding practical musicianship for IAM students, editing issues and lack
of resources and sent it to the given address at the DoE {McConnachie CAPS Comment
18/10/2010). The e-mail was never acknowledged and changes never made. Implemented in
stages, the first roll-out of the new CAPS curriculum began in 2011 and the first National

Senior Certificate was written at the end of 2014.

A coherent set of CAPS documents was developed for all grades where the labels, “Learning
Programmes and Learning Areas”, were discontinued. The documents aim at ensuring a
smooth transition across phases (from the end of Foundation Phase, Grades 3 to 4 and from
the GET to FET phases) and each document contains specific content for subjects, a nationally
developed syllabus at last. Teacher-training for both content and teaching methodologies was
highlighted as important, and indeed insisted upon, and Learner Teacher Support Materials

(LTSM) were reportedly being developed in line with the CAPS documents.

Conclusion
As seen above in the discussion on the ramifications of transformation in education, after
years of development and reform, a curriculum is now in place where the policy makers and

curriculum developers value knowledge above ways of knowing. This move away from the
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constructivist OBE approach, as in the C2005, where everyday knowledge was infused into
the curriculum, clarified the confusion around specific content. The “what” is again important
and although the “how” should remain a focus of teachers, everyday knowledge is no longer
seen as the end result. Bernstein’s framework in the reform on these curricula drew attention
to social consequences and relationships between knowledge, ways of knowing and the
knower and as Hoadley {(2011: 155) writes, “it is not the knower or knowing that makes the
knowledge, but primarily knowledge that shapes the knower”. However, teachers have been
through much change, and constantly have to engage with these new ways of knowing. These
changes have huge ramifications. In my own experience, | felt the pressure that teachers were
under to produce new material for the classroom and to devise new lesson plans and units of
study. Changing a curriculum without producing resources for that syllabus, as is the case for
the CAPS Music curricula, means that teachers will have to produce this themselves, in order
to successfully fulfil the new criteria. Therefore, even though the curriculum developers have
opened new pathways for knowledge dissemination and the Indigenous African Music
syllabus is in place, music officials like Petrus Meyer ask, “Why are there so few schools in the
Eastern Cape that teach it?” (Meyer e-mail correspondence 2016). What are the problems
within the music curricula with which teachers are not prepared to engage with? In the next
chapter, in order to determine these reasons, | analyse the written curriculum along with the
hidden, the taught and the supported curricula (relating to IAM) in order to elucidate the
reasons for the failure of its implementation. | use the Zimbabwean curriculum to point out
alternatives, where appropriate, and thus engage with data collected from that country over

a period of two years.
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CHAPTER 4

Curriculum and Assessment Policy Statement (CAPS) Music Curricula Analysis

“The distortion of African culture ... has made some Africans to hate their heritage and identify

7

themselves with whites’ "superior" culture. It is therefore imperative that educators should play

a vital role in promoting the African Indigenous culture in schools” (Pius 2005:3).

Introduction

In this chapter | will conduct an in-depth review of the South African DBE Foundation Phase
Creative Arts curriculum (Life Skills); Intermediate Phase Creative Arts curriculum (Life Skills)
and the Senior Phase Creative Arts and Music CAPS curricula (DBE 2011) through analysing
the inclusion of traditional/Indigenous/local music content in order to ascertain whether
teachers can realistically implement the curriculum as it is currently presented. Where
appropriate | will compare the curriculum to the Zimbabwean model that | researched in
March 2015 and March 2016. Two Zimbabwean primary school syllabi will be used as part of
the comparison, the first from 1989 and the second (unreleased at the time of writing)
developed in 2011 and due for release when funding becomes available in that country33. The
senior school syllabus used is the “Zimbabwe School Examination Council (Zimsec) Ordinary

Level syllabus” (2012-2016)34.

It is important to note that observations made at schools in Zimbabwe may not be consistent
with the experience over the whole country and | can thus only make comparative
observations in the context of the setting where | conducted my research. Although | tried to
visit government schools, with the help of Shirley Warhurst who became a valued informant
throughout my Zimbabwean research, | was not granted permission. Shirley writes of our

attempts (Warhurst field-notes 2016),

33 Shirley Warhurst, a Zimbabwean music teacher, was granted funding by the Zimbabwean government to
expedite this process in 2016 but was met with administrative opposition when trying to access the grant (e-
mail correspondence 27/03/2015).

34 O-levels are equivalent to Grade 10 -11.
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| contacted several colleagues in government schools, all of whom welcomed the opportunity to
have Boudina and | come and see what they were doing. Unfortunately, after having set up the
appointments, one of the teachers contacted me to say that although we were welcome to visit
we would have to get a letter of permission from the Ministry of Primary and Secondary Education.
I immediately went to see the Director of the Curriculum Development Unit who has assured me
of his support for my project. He informed me that he was not able to give me the permission that
we required, but he gave me a letter of introduction to a “man in the ministry” — I am still not sure
of his title, but was hopeful of success because of the backing of the director of the CDU and the

fact that the project | was engaged in was solely for the benefit of the Ministry.

A visit to the Ministry offices in town the following day got me no further than the secretary of the
man to whom | had been referred. His secretary’s constant response to anything | had to say was
that | needed “a letter”. Thankfully, a more helpful by-stander filled me in on the need for “the
letter”. It appears that permission to visit and observe lessons in government schools cannot be
given by any one individual. The letter of application is perused by a committee that either grants
or turns down the application. | have now written (and rewritten several times) my letter to the
Permanent Secretary and intend to take it in in the next week. Even once that letter is granted, |
have to get permission for every school from several “layers” of authority that | have not quite yet

worked out. It is not going to be a quick process!

Unfortunately, we did not get permission to visit any government schools in Harare. However,
Warhurst arranged visits to private schools in that district that use the same government
music curriculum and it is observations made at these schools that | will comment on. | did,
however, manage to visit council schools in Bulawayo when | visited that city by invitation of
Melody Sango, the British Council representative in Zimbabwe, when | visited that city. These
schools were part of a flagship teacher-training music project sponsored by the British Council
and managed by the Zimbabwean Academy of Music in Bulawayo. Again, because of the
relationship with the British Council and the sponsorship, | am unable to state whether the
music tuition and engagement at the school is indicative of what is happening in the rest of
Bulawayo. Finally, through a family friend, | was able to visit a government school in a small,
rural town in Mutorashanga, North-West of Harare. | believe that my observations and
interviews conducted there provide an authentic overview of a typical rural school in
Zimbabwe but due to the fact that it was the only rural school | visited | am unable to state

that categorically. It is important to note that | am not analysing the Zimbabwean music
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curricula or the implementation thereof, rather using them as a comparative tool in relation

to the South African music curricula.

Responses to questionnaires filled in after workshops that | gave in Harare (4/03/2016),
Gweru (6/03/2015) and Bulawayo (10/03/2015) are very clear with regard to Zimbabwean
teachers’ opinion of their own competence. When | asked, “Do you feel qualified to teach all
of the curriculum requirements?” a sample of the answers given by the 16 government school

teachers were,

Harare Respondent 1: “No because | need training in marimba, mbira and guitar”.

and

Harare Respondent 2: “Yes, but there is a real need to learn more on musical notes”,

and

Gweru Respondent 1: “The Western music part is always difficult to teach since it’s detached from
the kids’ experience. The African/traditional music can be taught by rote, which in the end, can
produce brilliant but musically illiterate students”,

and

Bulawayo Respondent 1: “I can teach all the others except the playing of the instruments like

guitar and traditional dance. | didn’t get enough training on them”.

Thus, as will be demonstrated in this chapter, the Zimbabwean teachers’ experience is similar
to that of the South African teacher. Both feel underqualified in areas of their teaching. | point
this out because, although it is not in the scope of this research to analyse the hidden,
supported and taught curricula from a Zimbabwean perspective, it is interesting to note that
teachers feel unable to implement both the Western and Indigenous material prescribed in

the curricula in both countries.

In order to interrogate these South African music curricula | approach the research from three
perspectives: that of the learner; that of the teacher; and that of the teaching environment
(Schippers 2005: 31). From these viewpoints, the analysis will broadly examine the following

guestions, which form the basis of the tri-perspective analysis tool:

1. What specific Indigenous African music content is prescribed in the curriculum?
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2. Are resources for this content available?

Is the Indigenous music content clearly articulated and pedagogically valued?

Specific research questions will conclude each section and the data captured will be used to

highlight areas of interest. These questions are as follows and directly relate those presented

above:

1.1.
1.2.
1.3.
2.1
2.2
2.3.
3.1.

3.2
3.3.

Can the learners meaningfully engage with the Indigenous African Music content?
Can the teacher facilitate the IAM content?

Can the IAM content be reproduced without losing its meaning?

Does the learner have access to resources regarding this music content?

Does the teacher have access to resources regarding this music content?3>

Is the environment suitable for the IAM activity?

Will this music content add to the learner’s understanding of Indigenous South African
music?

Can the teacher deliver this knowledge/skill in a manner that re/values the content?
Is the use of the Indigenous Knowledge adding value to music studies in the school

setting?

The following table will be used in this chapter to collate the resultant data from the questions

for each phase of the curriculum, with a simple positive or negative answer marked as a

response.

35 1t is important to note the difference between learner and teacher resources. | refer to resources that are to
be used in the classroom during the lesson, such as musical instruments, music tracks and pictures, students
textbooks (amongst others) as learner resources and teacher-instruction material, such as resource books,
lessons plans, specific Indigenous music content ideas as teacher resources.
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Tri-perspective analysis tool of the Foundation Phase music section of the Life Skills CAPS document

Question Yes | No

1.1. Can the learners meaningfully engage with the Indigenous African Music content?

1.2. Can the teacher facilitate the Indigenous African music content?

1.3. Can the Indigenous African music content be reproduced without losing its meaning?

1.4. Does the learner have access to resources regarding this music content?

1.5. Does the teacher have access to resources regarding this content?

1.6. Is the environment suitable for this activity?

1.7. Will this music content add to the learner’s understanding of Indigenous South African music?

1.8. Can the teacher deliver this knowledge/skill in a manner that re/values the content?

1.9. Is the use of the Indigenous Knowledge adding value to music studies in the school setting?

Figure 4 - Template of tri-perspective analysis tool

Once each phase of the music curriculum has been analysed a final graphic representation of

the findings will be presented.

Foundation Phase - Introduction to the CAPS Life Skills document

Creative Arts is part of the subject, Life Skills, and is allocated 2 of a total of 23 teaching hours
per week in the Foundation Phase (FP) (DBE CAPS FP Life Skills 2011: 6). The aim of the subject,
Life Skills, is to develop broader skills and a holistic outlook for learners whilst also being
concerned with, “the social, personal, intellectual, emotional and physical growth of learners,
and with the way in which these are integrated” (DBE CAPS FP Life Skills 2011: 8). Creative
Arts is organised in two complementary streams (Visual Arts and Performing Arts) and “aims
to create a foundation for balanced creative, cognitive, emotional and social development”
(DBE CAPS FP Life Skills 2011: 8). Educators in this phase are generalist teachers and receive
modularised training in the content of the subject. Thus, levels of music-proficiency vary

greatly.
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As part of the curriculum, it is recommended that FP learners take part in free-play activities
during the course of the day. The following table taken from the CAPS document (DBE FP Life

Skills 2011: 11) illustrates these activities:

Free play inside Free play outside
Free art (painting, drawing, modelling) W ater (and mud) play
Tearing, cutting Sand play
Pasting Sensory play
Block area Fantasy play
Fine motor activities (pencil grip activities, tongs, tweezers, Gross motor play (climbing, swinging, balancing etc.)

puzzles, threading, weaving, dressing frames, etc.)

Sand box Block play
Fantasy play Ball play
Book area W heel toys
Discovery area (interest table, matching /sorting cards, Construction

sensory activities,

Music area Gardening
Writing area Caring for animals
Block play Outside art activities

Figure 5 - Foundation Phase free play activities

Learners can, themselves, utilise Indigenous Knowledge (IK) or Indigenous African Music
(IAM) through this free-play time in Indigenous children's song and dance games amongst
other activities. However, it is the structured activities, which are short teaching and learning
activities guided by the teacher that will be scrutinised. These activities are prescribed in the
CAPS documents and can be done individually, in small groups or with the class as a whole
(DBE CAPS FP Life Skills 2011: 11). Learning in Creative Arts is both circular and linear. Circular,
referring to the repetition of the same concepts over and over again and linear, meaning that

lessons get more complex over time (DBE CAPS SP Creative Arts 2011: 12).

Analysis
For the FP analysis, the tables presented in Addendum 1 - specify all music content taken from
the National Curriculum Statement (NCS) Curriculum and Policy Assessment Statement

(CAPS) for Foundation Phase (FP) as found in the Life Skills syllabus.
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Grade R— ADDENDUM #1

In general, the Grade R music syllabus offers many opportunities for a variety of musical arts
to be used in the classroom. Although one can still see the effects of the Western Art Music
(WAM) influence with song choices such as “Twinkle, twinkle little star” and “My
grandfather’s clock” as examples for exercises, the opportunity for innovative teachers to
replace and insert Indigenous musical examples is available (DBE CAPS FP Life Skills 2011: 24).
Specific mention is made of Indigenous materials on three occasions in Term 2, leaving the
exact choice of music used to the discretion of the teacher. Many opportunities are presented
to use Indigenous stories and rhymes to develop movement, listening and drama

prerequisites as well as musical outcomes.

Grade 1 - ADDENDUM #2

Again, in Grade 1, there are various opportunities presented to construct lessons using
Indigenous knowledge (IK). Basic fundamental Western theory is already introduced in the
form of understanding concepts such as tempo, pitch, dynamics and duration as well as
clapping and moving to basic rhythms (DBE CAPS FP Life Skills 2011: 36). In Term 1 specific
mention is made of Indigenous songs and Terms 3 and 4 centre around performance within a
South African context where Indigenous music is performed. In the Zimbabwean Primary
Music Syllabus (1989), emphasis is also placed on singing and movement but in addition,
learners are expected to build unpitched musical instruments which they use to accompany
their performance arts and engage in musical appreciation of Zimbabwean musical forms of

the past and present (Zimbabwe Primary Music Syllabus 1989: 8). The syllabus states,

This area may be taught to all grades. All songs and pieces must include background information
on the social, cultural etc. aspects. Song categories such as work songs; hunting songs; Chimurenga
and Nkululeko songs; religious songs and church songs etc. should be included; as well as

performances by local musicians of old traditional instruments such as chipendani and umqangala.

During an interview with the principal, Mr. Mugadza, of Great Dyke Primary School in
Mutorashanga, | asked if the school fulfilled these outcomes and he answered, “If | am told
to do so by the government | listen” (interview 15/03/2015). Thus, | was assured that schools

in Zimbabwe fulfil these outcomes.
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This early appreciation of Zimbabwean musical styles is important to note. Each child is
exposed to music, of various forms, that are relevant to the history of the country that they
live in. The music forms part of their identity, and as discussed earlier, helps create an
informed citizenry that is able to engage and appreciate parts of their own and others' cultural
identity. | believe that an inclusion of this sort in the South Africa FP curriculum would be

advantageous and begin re-valuing Indigenous music in our schools.

Grade 2 - ADDENDUM #3

Grade 2 Creative Arts introduces additional music fundamentals such as singing in unison,
rounds and using a technique inherent to the African singing tradition, namely call and
response. In Term 3, polyrhythms3 are introduced in a Western manner, sitting down and
playing them rather than dancing or moving to the rhythm, and in Term 4 further elaboration
is prescribed in understanding basic fundamental musical language. The example presented,
"Peter and the Wolf", is very Eurocentric taking into consideration that other outcomes do
not have specific musical examples. In comparison, the Zimbabwean Primary Syllabus (1989)
introduces ensemble work and performance. Class-teachers are expected to conduct a full
annually-prescribed, percussion ensemble, performances of which are entered into a national
inter-school competition. Not all schools excel at this project but the Great Dyke Primary took
this task very seriously. The music score was faxed to them by their local Department of

Education.

B A rhythm which makes use of two or more different rhythms simultaneously.
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Although | am impressed that learners this young are already engaging in trained percussion
performances, |think that in the Eastern Cape in South Africa teachers would struggle with a

task like this because it is my experience that the majority of non-specialist teachers cannot

read music.
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GRADE 3 — ADDENDUM #4

The Grade 3 syllabus is more specific in content and calls for teachers to use IK on several
occasions, including listening to both Indigenous and “Western South African” music in order
to focus on rhythm and beat (DBE CAPS FP Life Skills 2011: 58) in Term 1. The use of the term
“Western” in this context is confusing and | assume they mean contemporary. As the
curriculum is circular and linear, building on knowledge introduced before, various concepts
are repeated whilst adding further knowledge. Rhythmic notation is introduced in addition to
the concept of cyclical music and an understanding of how musical fundamentals contribute

to the unique development of a distinct South African sound is explored.

In Zimbabwe, the curriculum now prescribes that learners from Grade 3 upwards engage in
action songs and game songs (as well as various other theoretical outcomes), where specific
styles and examples are given {(1989: 9). Dance is emphasized as an integral part of the music
curriculum and is not thought of as a separate art form. Special instructions are given with
regard to dance styles where the music syllabus states (/bid.), “Dances should be selected in
accordance with the physical development of the child. The social environment will be an

influencing factor in the choice of the type of the dance”.

At Masaisai Primary School in Harare, the music teacher Kenyas Chikwethu, demonstrated an
Mbira Nyunga Nyunga lesson that he was giving to the learners in the Grade 3 class. Learning
an instrument is prescribed in the Zimbabwean Primary School syllabus (1898: 11) in order to
learn to read notation, specifically stating that the recorder should be used if possible in order
to read Western staff notation. However, should a recorder not be available other tuned
instruments such as a marimba should be used. Although Masaisai was a private school,
Chikwethu had just started to learn to play the recorder at the time of this research but was
proficient on the mbira and marimbas>’. Students in his Grade 3 class were each given an
Mbira Nyunga Nyunga, and using a notation device developed by Dr Dumisani Marairi, he
taught the whole class to play a particular song using the notation which was written on the

board. This innovative move to teach learners to read other forms of notation is not found at

37 The Grade 1 learners at this school won the National Institute of the Allied Arts Junior Marimba Ensemble
Award in 2016.
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all government schools but it is pertinent to this study. | believe that South African learners
could be exposed to other simple, forms of notation (Andrew Tracey’s pulse and block
notation systems are an example) in the Foundation Phase which will help them to

understand rhythm before they move onto the Western staff notation.

Foundation Phase findings

It is clear that there are many opportunities in the South African Foundation Phase for the
trained teacher to interpret the Creative Arts syllabus in a manner conducive to an Indigenous
music sensibility. But it is also clear that unless the teachers are musically-trained, or cultural-
insiders, the opportunities can easily pass them by. The Zimbabwean idea of presenting a
simple rhythmic score that is distributed annually to teachers who are expected to form an
ensemble in order to perform the item, is noteworthy. Simple rhythms are prescribed
(learners do not have to read the music but rather play it) and thus there is a standardised
form of musical assessment for the whole Foundation Phase. District competitions are held
where learners perform these percussion pieces and thus the learners are also exposed to

performance from an early age.

Nevertheless, in the South African curriculum FP, learners are able to sing, dance and play
Indigenous African music if there is clear teacher facilitation. Teachers are able to retain a
certain amount of historical and performance contextualisation in order for the learners to
engage with content meaningfully. A simple explanation regarding the context of the music
can suffice. For example, a teacher could explain that a song is usually performed by only
women at a wedding (if that is the case). However, if the teacher is not aware of the
performance context of the song, this may be a problem. There is a severe lack of resources
in this regard and | believe that textbooks or a central DBE music resource web-site,
containing technauriture as defined in Chapter 1, should be developed that can assist
teachers with not only historical and performance contextualisation but also recordings of
the songs. Although learners at this early stage of their development do not need musical
resources because they can use their hands to clap, feet to stamp and found objects to aid

their music making, teachers need them more than ever in this phase. A project funded by
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the National Arts Council (NAC) called Umculo Wam, iKlasi Yam - My Music, My Classroom3
(McConnachie 2016) is a start in the right direction but a concerted effort is needed to collect
a variety of songs in different languages that can be made freely available to teachers at

government schools.

Besides that, however, the content prescribed in this phase can be performed anywhere and,
in my experience, a classroom is an adequate space to sing and dance. | believe that with the
correct resources Foundation Phase learners can engage with songs from different cultures
(if their teachers can facilitate this) and thus learn more about Indigenous song, which is
inherent to southern African music. Andrew Tracey (2005: 238) writes, "The greatest musical
instrument in Africa is the voice. This is especially true in South Africa, which has a strong
choral tradition.” The school environment is an excellent space to introduce learners to a

variety of Indigenous music in the form of songs.

Thus, on the whole, this curriculum has opportunities to positively engage with Indigenous

musics as the table of the findings presents below.
Tri-perspective analysis tool of the Foundation Phase music section of the Life Skills CAPS document
Question Yes No

1.1. Can the learners meaningfully engage with the Indigenous African Music content?

1.2. Can the teacher facilitate the Indigenous African music content? /

1.3. Can the Indigenous African music content be reproduced without losing its meaning?

1.4. Doesthe learner have access to resources regarding this music content?

1.5. Doesthe teacher have access to resources regarding this content?

1.6. Isthe environment suitable for this activity?

1.7. Will this music content add to the learner's understanding of Indigenous African music?

1.8. Can the teacher deliver this knowledge/skill in a manner that re/values the content?

1.9. Isthe use of the Indigenous Knowledge adding value to music studies in the school setting?

NN NN NN N

Figure 7 - Tri-perspective analysis tool of the Foundation Phase music section of the Life Skills
CAPS document

BSee Chapter 5 for a detailed review of the book and series.
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It is important to point out that the response in questions 1.4 and 1.5 seem inconsistent.
However, as explained before, the learner will have access to Indigenous music content if the
teacher is trained correctly while the teacher, unless trained or given access to resource
materials by the government, will not. Thus 77, 7% of the responses were positive, while 22,

2% were negative.

Intermediate Phase - Introduction to the CAPS Life Skills document

Creative Arts remains a part of the subject, Life Skills, during the Intermediate Phase (Grade
4-6) in South African government schools and is allocated 1.5 of a total of 27.5 hours teaching
time per week (DBE CAPS IP Life Skills 2011: 6). In comparison, Zimbabwean primary schools
are required to teach one full hour of music (which includes dance) and a further full hour of

visual art per week.

Figure 8 - Weekly time-table at Great-Dyke Primary School in Mutorashanga, Zimbabwe,
14/03/2015

Creative Arts in South Africa provides "exposure to and study of a range of art forms including
dance, drama, music, and visual arts" and aims to "develop learners as creative, imaginative

individuals, with an appreciation of the arts" (DBE CAPS IP Life Skills 2011: 9). Content,
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however, is more specific than in the Foundation Phase as the subject is geared towards
students "mak[ing] an informed choice about the two art forms they would like to focus on
during the Senior Phase™ (DBE CAPS IP Life Skills 2011: 9). As will be pointed out in the analysis
of the Senior Phase, the learner, in fact, has no choice in this regard because the teacher or
school chooses it for the learner and this objective is therefore moot. Life Skills includes
Personal and Social Well-Being; Physical Education and Creative Arts. Creative Arts is divided

into two distinct sections: Performing Arts and Visual Arts.

Analysis
The following tables contain content taken from the South African National Curriculum
Statement (NCS) Curriculum and Policy Assessment Statement (CAPS) Intermediate Phase,

Grade 4 - 6.

Grade 4 - ADDENDUM #5

Unlike in the Foundation Phase syllabus, African music is mentioned only once in the
Intermediate Phase syllabus for Grade 4. This occurs in an activity where the learners need to
reflect upon the music rather than be part of or make it (DBE CAPS IP Life Skills 2011: 34).
Interestingly, the resources listed for term 2 include recordings of the "Carnival of the
Animals" by Saint-Saens, "Peter and the Wolf" by Prokofiev and "The Sorcerer's Apprentice”
by Dukas (lbid.). The instruction is that this music should be used to demonstrate the
instruments of the orchestra, however there is no opportunity to do so in the syllabus for that
term, only the opportunity to reflect on an African music piece (for which there is no given
example). Again, the opportunity to use South African Indigenous and contemporary musics
is present for the teacher with experience and resources but the syllabus can be taught from
a predominantly Western perspective too. This allows the teacher the opportunity to shy

away from IAM and IK.

Western theory is introduced in Grade 4 in the form of rhythmic notation while tonic-solfa is
introduced using a range of afifth (5th) - doh to soh (DBE CAPS IP Life Skills 2011:35). Vocally
appropriate, because small voices have a small range, it is the first pitch theory to which
learners are introduced. Tonic-solfa is extensively used in South Africa, especially in the

thriving environment of community choirs but is less valued in musical terms than notation
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(Mkhize interview 13/11/2016). It is a written pedagogical device, created as a sight-singing
tool that includes rhythmic and pitch notation but is often only used as a tool to conduct or
read pitch. Tonic-solfa is prescribed until Grade 7 but there is never an opportunity to engage
with it and actually learn to read it. In Grade 7, the learners, however, are expected to "sight
sing melodic phrases from known and unknown songs using tonic sol-fa" (DBE CAPS Creative
Arts 2011: 47-51). How are learners expected to complete this activity if they have not been
given the opportunity to fully learn it? It is not prescribed at all in Grade 5 and in Grade 6
where it is used as a singing accompaniment to stave notation theory (DBE CAPS IP Life Skills
2011: 43). Therefore, its use in the classroom may not happen and a valuable tool is de-

valued.

The Zimbabwean Primary School syllabus also prescribes learning about solfa-notation but
does so in a holistic manner, using the tool to sing and write. It prescribes (ZIMSEC 2011: 19),
"Displaying the tonic solfa syllables on modulator scale; singing the tonic solfa syllables
ascending and descending in tune; describing the relationship between tonic solfa and staff
notation systems [and] writing tonic solfa and staff syllables”. This approach is thorough and

will lead to a deeper understanding of the system than the South African model.

GRADE 5-ADDENDUM #6

In Grade 5, Term 2, the learners must appreciate and reflect on, "Two selected pieces of
music/songs representing different genres (such as Blues, Pop, Kwaito, Classical, Traditional,
Free-Kiba, Opera, Musicals, Malombo, Kwassa-Kwassa, Techno, Soukous), considering the
genre, style, instruments, and elements of music in each” (DBE CAPS IP Life Skills 2011: 38).
Although there are various styles presented only two need to be analysed. This gives the
teachers the opportunity to choose styles of music for which they can find resources (none
are specifically prescribed in the text), which means that African styles of music (Kwaito,

Traditional, Free-Kiba3, Malombo40, Kwassa-Kwassa and Soukous4l) may be avoided. In

PTellingly, this style of music was developed by one of the advisors on the Creative Arts and Music IAM
curriculum development panel and is relatively unknown outside his circle of influence.

40 Malombo is the name of a group created by three young Mamelodi township street musicians in the late
50's in contrast to the other examples given which identify styles of music.

41 Kwassa Kwassa is a music subgenre of Soukous which is a dance rhythm from the Democratic Republic of the
Congo.
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addition, the generic term, "traditional”, does nothing to help teachers choose specific
examples of Indigenous music or songs that can be used in the classroom. By comparison, the
Zimbabwean Primary Music Syllabus (1989: 9) prescribes specific Indigenous ritual dances or
ritual-related dances which the learners must complete within the given year. This includes
learning the songs, their meanings, and the related drumming, clapping and dance

movements.

Action songs and Game songs may be taught to all Grades.

Formal dance routines may be taught from Grades 3 to .
Dances should be selected in accordance with the physical
development of the child. The social environment will be
an influencing factor in the choice of the type of dance.
The dances should be selected from the various ethnic
groups of Zimbabwe, and include folk dances from other
countries. Local expertise may be used e.g. from other
appropriate ministries, the community, etc.

With I1"egard to ritual dances, special attention will be
given to the amount of time spent on the performance of
each dance. The songs accompanying ritual dances will be
carefully selected and listed iIn the Teachers®™ Guides.
Elders 1in the community may be called upon for some of
their expertise and assistance. Some of the type ot
dances to be taught to each grade are suggested below:

SACRED

Ritual related dances Entertainment \

Ritual Dances

nuchongoyo mbakumba chokoto 1

tsavatsava
jaka tnbende

nhande isi tshiki tsha jiti 1

amabh iza katekwe ingungu 1

Ritual related dances are those dances which have lost the ritual
aspect as a result of changing times and circumstances.

Figure 9 - Grade 4 and 5 list of ritual and ritual-related dances prescribed in the Primary School
Music Syllabus (Zimbabwe Ministry of Primary and Secondary Education 1989: 9) 16/03/2015

Examples are listed, as can be seen in Figure 9 above, and give teachers specific musical items
that they need to know and learn in comparison to the examples in the South African
curriculum which are a choice. Therefore, learners all over South Africa may miss the

opportunity to engage with music from their own cultures. It must also be noted, that the
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Zimbabwean Primary School Syllabus (2011: 20) also prescribes specific Western dance
examples in this section including "Waltz quick step; ballet; folk dances and the fox trot™. This
shows that neither the Western nor Indigenous forms of music and dance is favoured within

that syllabus.

In the CAPS Grade 5 Creative Arts curriculum, singing forms a central part of warm-ups and
performances and there are opportunities to explore an African musical technique such as
"call-and-response” (DBE CAPS IP Life Skill 2011: 28-40). Positively, learners have the
opportunity to experience and perform the music rather than merely learning about it. They
are actively engaged in making music when they improvise, create and play. Pitch in staff
notation is introduced for the first time in Term 3 where the teacher is required to have

training in reading music (DBE CAPS IP Life Skill 2011: 38).

Grade 6 - ADDENDUM #7

Term 1 in Grade 6 introduces various skills but a drama activity is of particular interest,
learners must read an African folktale and dramatise it using drumming patterns. This is avery
creative task but is marred by the fact that Western theory is forced into it at the end when
the learners have to perform a major scale and melodies in C major (DBE CAPS IP Life Skills
2011: 42). This is inappropriate as songs can be sung in any key and folktales and drumming
are not concerned with pitch. Term 2 sees learners selecting a "cultural” dance for learning
purposes, sing traditional songs and reflect on various dance styles from South Africa (no
specific examples are given). Term 4 looks at two different musical styles from South Africa
and Term 4 ends with observing a cultural ritual or ceremony (from anywhere). Again, none
of these "cultural” dances is prescribed and there is very little available in terms of resources

for teachers to fulfil these requirements.

In comparison, the Zimbabwean Music Syllabus (2011) is very specific in the content that it

prescribes. An example of this is displayed below (2011: 21).
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LEARNING OBIJECTIVES CONTENT SUGGESTED LEARNING ACTIVITIES AND NOTES
Learners should be able to:
o identify different musical Musical instruments e Naming displayed African and Western musical

instruments found in their
society and Zimbabwe as a

whole African e Describing how to care for some musical

- ngoma/ingungu instruments
classify some musical - mbira o Classifying different musical instruments
instruments - marimba e Discussing the role of different musical instruments

discuss the role of

found in Zimbabwe such
as:

-umghangala/chipendani
-umhube/chigufe

instruments
o |dentifying sounds from the musical instruments

e Playing different musical instruments

different musical - uphondo/hwamanda
instruments in a society
read and play music using Western
tuned and untuned
musical instruments - recorder
care for various musical - piano
instruments - keyboard
-melodica
- guitar
-chime bars

Figure 10 - Grade 6 Zimbabwean Music Syllabus example (2011)

It is the precise nature of the content within the written curriculum that can ensure the
success of the taught curriculum. It must be noted again, that music teachers in Zimbabwe
complained about the supported curriculum and, like their neighbours in South Africa felt that
their training was not sufficient to manage both the Western and Indigenous content

competently.

Time constraints

The analysis above refers to only the content that is concerned with African or South African
music, not the Western theory that is prescribed. One can imagine that if a teacher includes
all the other arts and content subjects, the ability to complete all these tasks will not be easy.
Upitis (2005: 6) aptly said that it is a “perennial and universal lament among artists, artist-
teachers, and teachers alike, that there is not enough time to plan arts encounters for
students.” Nompula (2012: 298) concurs. She writes, “While the CAPS curriculum provides
the content of the Creative Arts syllabi, it is up to the resourcefulness of the teacher to
optimize the limited time of a specialised, time-consuming practical subject by linking and
integrating the abstract concepts of the syllabus with the practical learning experiences”. This

is true. Many teachers that | have spoken to comment on the density of the curriculum and,

Page | 90



Chapter 4: CAPS Music Curricula Analysis

through necessity, leave out content that is not examined. Solutions are being sought,
however, and a pilot project being run by Rhodes University, where music is used to teach
mathematics, is in the planning stages and will be explained in the next chapter. In Zimbabwe,
music times are specifically allocated and dedicated periods are prescribed within the
teaching week (refer to figure 8). Although more prescriptive in nature, the curriculum has
clearly allocated arts divisions which lead to a more consistent approach to arts education. It
is my perception that this approach, in correlation with the prescriptive nature of the content

is more conducive to effective engagement with the arts in general.

Intermediate Phase findings

Many opportunities are given for learners to engage deeply with South African traditional and
Indigenous music content but the success of this will depend upon the training of the teachers
or their previous knowledge of and exposure to the musical content. Using audio-visual
material (technauriture) to show learners how the music and dance or ritual ceremony is
performed in its original setting can contextualise the performance practice but access to this
type of resource is limited in many South African schools*?. With no resource material
prescribed by the DBE relating to this content, teachers without access to the internet will
struggle to comply with the outcomes and thus the learners may not have full access. The
school environment is suitable for all the activities prescribed in this phase and if the teacher
is qualified or well-resourced this content will contribute greatly to the learners’

understanding of Indigenous and traditional musics and therefore add value to the subject.

Therefore, as can be seen in the table that follows, interaction with Indigenous musics is

possible in this phase.

42 Knowledge about these various musical contexts is also sparse since so little research is being undertaken at
tertiary institutions.
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Tri-perspective analysis tool of the Intermediate Phase music section of the Life Skills CAPS document

Question Yes No
1.1. Can the learners meaningfully engage with the Indigenous African Music content? /
1.2. Can the teacher facilitate the Indigenous African music content? /
1.3. Can the Indigenous African music content be reproduced without losing its meaning? /
1.4. Doesthe learner have access to resources regarding this music content? /
1.5. Doesthe teacher have access to resources regarding this content? /

1.6. Isthe environment suitable for this activity?
1.7. Will this music content add to the learner's understanding of Indigenous South African music?
1.8. Can the teacher deliver this knowledge/skill in a manner that re/values the content?

1.9. Isthe use of the Indigenous Knowledge value to music studies in the school setting?

NN N N

Figure 11 - Tri-perspective analysis tool of the Intermediate Phase music section of the Life Skills
CAPS document

77, 7% of the responses were positive, while 22, 2% were negative.

Senior Phase - Introduction to the CAPS Creative Arts document

Creative Arts, in the Senior Phase of school, now becomes a stand-alone subject. Given two
contact hours out of the 27.5-hour learning week, it is best described as a feeder-subject for
the FET arts subjects in Grades 10 -12. The CAPS document states, "The main purpose of the
subject Creative Arts is to develop learners as creative, imaginative individuals who appreciate
the arts and who have the basic knowledge and skills to participate in arts activities and to
prepare them for possible further study in the art forms of their choice in Further Education

and Training (FET)" (DBE CAPS Creative Arts 2011: 8).

In the OBE curriculum, the subject was called Arts and Culture and is described by Jonathan

Griffiths (2016: 3) as follows:

Visual arts and music were combined with dance and drama, into a subject called Arts and Culture,

which was compulsory for learners in what was to become grade 8 and 9. This had two positive
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intensions: cultural inclusivity and access to basic arts education. The subject sought to be inclusive
of the diverse cultures in our country by providing a space in which learners could grow in cultural
appreciation and sensitivity. They also had the opportunity to express themselves in art forms like
dance and drama which are important art forms in cultures which were previously discriminated
against (though one might ask if this is not a result also of economic hardship). Arts and Culture
also ensured that the arts became a compulsory part of the curriculum for learners at least up
until the end of the senior phase, so that none were unfairly discriminated against for economic

reasons or for reasons of aptitude (that were the result not of a lack of talent but of limited access).

Griffiths is a research-assistant who was completing a part-time PGCE at Rhodes University at
the time of writing. As discussed in the previous chapter, the problem with Outcomes Based
Education was the lack of specific content and this was the case with Arts and Culture.
Although the intentions were excellent and the subject worked as an opportunity to learn
about various South African art forms, at best a multicultural approach was proffered and
transcultural interaction was far from a reality (see Chapter 2 for definitions). Due to this and
the fact that the content was not specific enough, “It was ... unsuitable as a feeder subject for

students who wanted to specialise in the FET phase” (Griffiths 2016: 4).

Currently, the Creative Arts curriculum has a syllabus for four arts methods, namely music;
visual art; dramatic art and dance. Only two of the four disciplines are required to be taught
at a given school. This is in order to allow students “...depth of study and to prepare them for
arts subject choices from Grade 10 to Grade 12” (DBE CAPS Creative Arts 2011: 9-10). The
choice of the subjects depends upon various factors including teacher availability and ability,
access to resources and learners’ preferences which is problematic for many reasons. Lauren
Beukes (2016: 1), a research-assistant who was also completing a PGCE at Rhodes University

and who is working as a full-time Creative Arts teacher, comments,

The Curriculum and Assessment Statement document offers schools the choice of two arts
subjects in the Senior Phase (Grade 7-9) to help direct and prioritise learning for those who elect
to continue with the arts in Grades 10 -12 (FET Phase). Both teachers and learners may thus be
alleviated from an unmanageable workload if all four subjects were obligated, but the particular
art subjects offered by each school might not suit the individual preferences of the school’s
learners. As a result, learners are forced to undertake studies in a creative field based on the

school’s (or even teacher’s) availability or resources. In this case, the individual learner’s talents
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are not only undermined but the opportunity to discover a new and interesting art form becomes

squandered.

The minimum facilities needed for each subject are indicated in the CAPS document (DBE

CAPS SP Creative Arts 2011: 10) and are listed as follows:

Art form Minimum facilities Resources

Dance Dance studio or hall or double | Music system with CD player/iPod
classroom (open space preferably
with sprung floor)

Drama Drama Large classroom or hall Music system

Music Normal classroom and space for | Music system, musical
practice instruments

Visual Arts Art room or appropriate space Arts equipment, consumables

Figure 12 - Minimum facilities needed for Creative Arts subjects

Although many elite schools in South Africa may have access to the facilities listed, in my
experience most government schools do not. Of particular concern is that music and visual
art resources are expensive and available mainly to fee-paying schools {(mainly former model-
C schools) where this equipment was bought for the formerly-advantaged schools during the
apartheid era. Music equipment and art consumables are seen as a luxury. Griffiths (2016: 3)

writes,

Visual arts and Music are resource intensive, if they are to be taught to the requirements of the
curriculum. Visual Arts requires arts equipment and consumables, and Music requires musical
instruments. These are both very expensive to buy and to maintain. Drama and Dance require only

a music system since the body is the medium of performance.

Economic realities in South Africa dictate the way schools are managed. Ntomboxolo Ntanga,
a Creative Arts curriculum advisor for the Grahamstown district in the Eastern Cape noted,
“Formerly disadvantaged schools don’t have instruments. Why would they choose music in

the Senior Phase?” (interview 19/10/2016).

This situation is overcome in Zimbabwe by buying Indigenous instruments such as mbiras or
southern African marimbas. Respondent 1 from Gweru, Midlands Province, in Zimbabwe
replied to a question regarding the policy for traditional music with this answer, “The school

is an under resourced government school so they have a proclivity to buy indigenous
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instruments because they are cheap” (19/10/2016), while Kenyas Chikwethu from Masaisai
Primary School in Harare used marimbas for school assemblies instead of a piano and mbira
Nyunga Nyunga as instruments for the students to learn on (interview 5/03/2015). | have
thought of this option from a South African perspective, wondering if this would be a viable
option for schools in this country. There are several Indigenous and traditional instruments
that may work in schools. Although southern African marimbas are an excellent keyboard
substitute they are expensive*?. However, other instruments such as the Venda reed-pipes**;
the uhadi*®, the dipela or even the commercially produced kalimba*® are inexpensive and
could be used in schools successfully. As can be seen by the Zimbabwean example this is a

way in which the excessive cost of Western instruments can be overcome.

The CAPS document also suggests hypothetical timetabling plans called “pathways” (DBE
CAPS Creative Arts 2011: 11-12). These pathways or timetables are not realistic at all and
would require many arts teachers at one school to make them work. Both in South Africa and
Zimbabwe, this is not a reality at government schools. Schools with one music teacher are
already considered privileged. These impractical suggestions devalue the document because
they make one question whether or not the curriculum developers have a clear understanding

of the reality of teaching the arts in the South African context.

Analysis

For the purposes of this analysis | will only be looking at the prescribed music syllabus, not
the other art forms (DBE CAPS Creative Arts 2011:47-62). Music in grades 7 — 9 is divided into
various categories including: music literacy; music listening and performing and creating
music. Because all of the content is music-related, | will only be analysing the content that
relates specifically to experiences with music from Africa or the African diaspora, not to

examples where a teacher could use African music. It is worth noting that there are other

43 A full set at the time of writing is over R15 000.

44 Venda reed-pipes (nanga) are played in ensembles that can comprise of one or more sets of seven pipes that
are played in combination to result in a melody (Levine 2005: 195).

45 Or the Zulu umakhweyana, or the Sesotho setolotolo.

4 The Kalimba is an instrument that was developed by Hugh Tracey towards the end of the 1950s which was
closely based on and inspired by his love of the mbira (Carver 2004 online).
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opportunities within the prescribed drama and dance content for Indigenous African musics

to be experienced.

Music in Grades 7 to 9 is divided into three topics which | will use as guidelines to discuss
specific content. They are:

1. Music Literacy

2. Music listening and

3. Performing and creating music

Grade 7 - ADDENDUM #8

In Grade 7, teachers are given very few opportunities to explore Indigenous or traditional
musics. In Topic 1 the basics of rhythm, simple and compound duple time, note values, clefs,
basic terminology and simple scales are included, each year building on previous knowledge
(DBE CAPS Creative Arts 2011: 17). The only opportunity specifically prescribed outside the
performance section of the syllabus in which Indigenous concepts are explored is in term 4 of
grade 7 when polyrhythmic phrases are introduced. Kazadi (2016: 1) agrees and writes, “...the
music covered ... is very clearly geared towards [the] WAM genre. The one point that could
have some |IAM elements is the ‘Clapping or drumming, polyrhythmic phrases’ and |1AM
regularly uses polyrhythms”. In fact, this rhythmic style of playing is not specific to African
musics so the inclusion above is due to my (and Kazadi’s) knowledge of African music and

could be taught to a class without that acknowledgement.

Grade 8 - ADDENDUM #9

Scales prescribed in Grade 8 and 9 are specifically Western in nature and carefully groom the
learners for Music FET — Western Art Music. IAM uses different musical scales or modes
(Munyaradziand Zimidzi, 2012: 195) but there is no acknowledgment of this fact which means
that students’ access to IAM is potentially being limited from an early stage. The grade 8
syllabus, in contrast to the Grade 7 syllabus, offers ample opportunity for the learners to listen
to and make Indigenous African music. Many opportunities are available in which a
resourceful teacher could add to these occasions by making use of online resources for audio-

visual examples (DBE CAPS Creative Arts 2011: 58). Lauren Beukes (2016: 2-3) points out,
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The CAPS curriculum seems to be successful in implementing practical creation of performances
as opposed to teaching too much practical concepts theoretically. Furthermore, the suggested use
of audio-visual aids facilitates learning through experience and self-discovery. The use of
educational DVDs and community research offers an alternative way of focusing on practical work.
Learners have a more hands-on approach to learning through ‘doing’. Resources such as audio-
visual aids are, however, expensive and unaffordable to many government schools. As such, the

learners at these schools will not have the privilege of learning with these suggested aids.

While the curriculum and the content are in order, the South African reality is that many
schools do not have access to resources such as the internet, audio-visual equipment or funds
to pay for community members to help. In addition, it must be pointed out that teachers at
this level of music tuition are usually trained musicians themselves and with the education
that they are currently receiving at the universities, as elucidated upon in the following
chapter, they are more likely than not to use Western examples to clarify content. Simone

Jones (2016: 1), a research-assistant and Creative Arts student teacher writes,

It seems prudent to point out that there are times when the choice is given and it is not stipulated,
that this must be African music or Indian or other Indigenous music. The choice could be negative
in the sense that ... learners in a particular class would not necessarily get a full variety of different
music, and the reliance on music that is familiar to the learners and or teacher could influence the

success of this aim.

It is also of importance to note that “performing and creating music” is identified as
practical experience. Currently there are no standard assessment criteria for Indigenous
African instruments or ensembles in South Africa. The CAPS document states that when
students reach the FET level of music they must follow levels, “based on the DBE
guidelines” which do not exist (DBE CAPS FET Music 2011: 11). It is thus highly unlikely
that a student will be offered the opportunity to start learning an Indigenous instrument

in this phase due to the lack of guidance for teachers to follow. The Zimbabwean syllabi

Page | 97



Chapter 4: CAPS Music Curricula Analysis

do not offer a practical assessment standards guide for music practical but rather a

generic assessment outline®’.

Grade 9 - ADDENDUM #10

For the first time, specific music listening examples are mentioned for deeper study during
grade 9. This is important to note, as learners write a provincially-set exam at the end of the
Grade 9 year. James Drewery (2016: 2), a full time PGCE student at Rhodes University, writes

about this point,

The CAPS document is very reliant on outside resources in order to make it effective.... There are
hints and suggestions and guidelines but never any content really. All of the teaching that is
suggested always has to be supported by outside resources, for example, it is suggested in the
music ‘what is to be taught?’ section that a textbook should or could be used. There is no example

of what type of textbook and so it is left to the teacher to again choose an appropriate medium.

Creative Arts textbooks are readily available, covering content for all four disciplines. In my
experience, however, the music sections are deeply embedded in Western pedagogy and
because of the nature of the curriculum, very theoretical. Musical examples cannot be played
as compact discs or DVDs are not included and this point will be developed in the next

chapter. Simone Jones (2016: 2) writes,

The devices to physically play the music that has to be actively listened to could be something that
is taken for granted and there is a very real possibility that schools do not have access to such
devices. This means that beyond possibly the music that learners and teacher have on their phone,

they may not have access to the different varieties of music that is aimed for.

47 The performance or practical guide given in the ZIMSEC Ordinary Level Syllabus (2012: 6) states, “The
examination will assess a candidate’s ability to:

3.2.1 sing or play notated music as an individual;

3.2.2 sing or play notated music in an ensemble;

3.2.3 direct or lead an ensemble;

3.2.4 sing and/or play a notated tune at sight;

3.2.5 notate musical phrases given aurally;

3.2.6 demonstrate the correct posture and technique of singing and playing the music instruments of their
choice”.
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The ambiguous non-Western listening tasks prescribed, vaguely suggest different styles of
music to learn about. The only specific example listed is a musical and an opera, and the three
examples mentioned are all Western in origin, namely “Nabucco; The Magic Flute and West
Side Story” (DBE CAPS Creative Arts 2011: 61). The curriculum developers could have used
this as an opportunity to prescribe an African opera or musical such as the South African

487

classic, “King Kong®”, but did not. In addition, there is little or no real engagement with

African theory which could prime a learner for IAM in the FET phase.

Group performance is prescribed throughout Grade 8 and 9:

Group or solo performances from the standard repertoire of Western/African/Indian/popular
musical styles: choral works; group instrumental works; solo vocal works; solo instrumental works

(DBE Creative Arts SP 2011: 54, 55, 57, 58, and 59).

It becomes apparent that there is an emphasis on performance. Creative Arts is a subject
feeder and it is advantageous for a student to start playing an instrument at this stage of their
musical development so that s/he can achieve a benchmark graded level in music each year,
as explained earlier. No specific repertoire is listed in the CAPS document, so it is difficult to
clearly identify what is meant by standard repertoire. Although music-teachers may have an
idea of some of the genres, it is unlikely that they will have specialised knowledge about all
of them. For a non-music specialist, this can present a real problem. Kanyabu Kazadi, a
research-assistant and full-time music teacher of Zambian origin writes, after trying to find

Indigenous song repertoire on the internet, that it may not be all negative. She says,

The CAPS document does not offer a list of possible Indigenous songs, which means that it is up
to the teacher to find suitable songs. Various articles were found on the internet that spoke of the
benefits of incorporating Indigenous songs into classrooms, but with no repertoire suggestions.
But this openness could be of benefit as the folksongs chosen could be specific to the area of the
school where most of the students will be from. This will strengthen their understanding of their

own culture (2016a: 2).

48 King Kong, written in a jazz style, was first produced in Johannesburg in 1959 and toured throughout South
Africa before being produced in London (Feenstra et al. 2015).
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This is a valid point and is certainly what | find in the Eastern Cape. When | attended a local
arts competition in Grahamstown in August 2016, 100% of the Indigenous songs that were
performed were of isiXhosa origin. However, the competition was for both IP and SP learners
and schools and the impression | got was that teachers used the same songs all the time and
that the performers could have benefitted from learning a song from another South Africa
culture. Ntomboxolo Ntanga, the Creative Arts subject advisor for the Grahamstown District

gave me the background to the competition,

That competition is a provincial initiative but it starts in the districts. It is done in four art forms.
That is music, dance, drama and visual arts. The learners are given a theme that they work on, for
example ‘rainbow nation’. So, whatever singing that will be done will be around ‘rainbow nation’

- art, dance and drama - will be that theme (interview 19/10/2016).

Ntanga explained further the different categories for music and the other arts and concluded,
“There were many schools doing traditional dance whereas only one school did the music

properly because we need support to help the schools but can’t offer much” (/bid.).

During my research in Zimbabwe in March 2015, | was given the opportunity to watch the
Great Dyke Primary School IP dance group in Mutorashanga perform their piece that they
entered in a similar competition in their country. Besides being a much more polished
performance, of great interest was the way in which the competition was organised. Specific
dances were prescribed each year, alternating in origin between the two dominant cultures,
the Ndebele and Shona. Students were thus given the opportunity to sing in Shona and
Ndebele {(and by default learn about the various cultures associated with these languages)
and engage deeply with traditions emanating from their own country. In addition, teachers
were transported to Harare (or their nearest centre) to receive instruction from experts who
taught the dance moves and songs. Pheona Mutizwa, a facilitator of this competition and a

lecturer at the College of Music in Harare, explains,

We are 15 trainers, 2 lecturers and 13 degree students, who are part of the college dance group.
This group gets trained first before we embark on the workshops....intensive training and research
together with dance lecturers. As an institution, we invite teachers from schools, no limited

number but it depends on whether the school can afford the training fees for the number of
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teachers they bring. They foot their bills so we do not force but encourage music teachers to
attend. However some do not.....either they do not afford or they don’t have much interest in the
traditional side of music.....sometimes it's because they don’t have teachers who are into
music......or they already have trainers at their schools who are good at dances (e-mail

correspondence 22/04/2015).

The South African DBE is already promoting this type of competition and, in my opinion, could
learn a lot from the Zimbabwean model. Mutizwa gave me some background to the

competition and wrote,

The National Arts Council of Zimbabwe (NACZ) decides on the set dance. Almost all government
primary schools compete, there are rules and regulations that they have to abide by as it is one of
the aims of the Ministry of Education... promoting cultural heritage. They choose the dances from
different provinces of the country such that school children learn and appreciate our Zimbabwean
dances. To encourage the schools, they give individual prizes for best boy/ girl dancers, drummers,
costumes and group prizes for the competitions at different levels.....till national level (e-mail

correspondence 20/04/2015).

This proactive approach to IK is not new in Zimbabwe. Although the current government has
aggressively promoted indigenisation since it took power in 1980, innovations before have
also contributed to its rich appreciation of traditional musics. Andrew Tracey (2004: 2)
describes, in his article on the creation of southern African marimbas, how a group of
musicians including himself and Robert Sibson, who later became the director of the
Rhodesian Academy of Music, as it was then called, became “concerned that the rich
Indigenous music of Zimbabwe was not being encouraged or taught anywhere in the
country”. One of the solutions to this problem was the desigh and introduction of the
Southern African marimba, an instrument not found in Zimbabwe but “totally African at the
same time” (/bid.). The reason for choosing the marimba-style instrument was because “it
was to be developed as a new national instrument...[which] had no affiliations which could
lead to charges of favouritism; it could belong equally to everybody in the country” (Tracey
2004: 2). The marimbas were first tuned to a scale resembling the mbira scale (Tracey 2004:
4) and marimbas were used to perform traditional mbira songs. Southern African marimbas
are now synonymously associated with Zimbabwe and have been a large driving force in

integrating Indigenous and traditional musics at schools in Zimbabwe. | am not suggesting
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that we develop a new instrument, but | think it is important to carefully note that the
relationship between tertiary institutions, government and schools is a well-developed one
in Zimbabwe and | believe key to the success of the integration of traditional and Indigenous

musics in schools in that country.

Senior Phase findings

There is very little actual Indigenous South African music content presented in the CAPS SP
Creative Arts syllabus and the traditional South African music that is presented can be omitted
if the teacher is so inclined. Thus, this is an unsuccessful syllabus as a feeder subject for
students who are interested in taking music as a subject in Grade 10. Only Western music
idioms are valued and learners are not fully exposed to what they may be taught in Grade 10.
Learners are not given the opportunity to test their interest in Indigenous or traditional

African music. Thus, they cannot make an informed decision regarding their music choice.

The Indigenous music content, however, can be successfully presented within the school
environment but teachers have little or no access to resources regarding this content. There
are prescribed textbooks which briefly outline this content but specific contextualisation is
generally not considered, so the textbooks differ greatly in their outlook. ILAM has produced
a book called Listen and Learn, Music Made Easy*® (McConnachie 2012) which deals with this
curriculum and the Western theory from an African perspective, however the book is not

prescribed by the DBE.

As can be seen by the following table, the realities of the taught curriculum, as affected by
the supported curriculum, make it more difficult for the Creative Arts teacher to engage with

Indigenous musics in this phase.

4 This book will be reviewed in the next chapter.
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Tri-perspective analysis tool of Creative Arts SP CAPS document
Question Yes No

1.1. Can the learners meaningfully engage with the Indigenous African Music content?
1.2. Can the teacher facilitate the Indigenous African music content?

1.3. Can the Indigenous African music content be reproduced without losing its meaning?

NN N

1.4. Doesthe learner have access to resources regarding this music content? /
1.5. Doesthe teacher have access to resources regarding this content? /
1.6. Isthe environment suitable for this activity? /

1.7. Will this music content add to the learner's understanding of Indigenous South African music?

1.8. Can the teacher deliver this knowledge/skill in a manner that re/values the content?

NN N

1.9. Isthe use of the Indigenous Knowledge adding value to music studies in the school setting?

Figure 13 - Tri-perspective analysis tool of Creative Arts SP CAPS document

This analysis shows a shift in access with 44, 4% of the responses being positive, while the

majority, 55, 5% of the responses, were negative.

Further Education and Training (FET) phase - Introduction to the FET music CAPS document
From Grade 10 onwards students in South African government high schools choose three
elective subjects which they study towards completing their Senior Certificate. This is in
addition to compulsory subjects which include Home Language, First Additional Language,
Mathematics and Life Orientation. Music is an elective subject and is not available at all
schools. Figures provided by the Eastern Cape Department of Education provincial examiner,

Petrus Meyer, depict the dismal reality. See below:

YEAR 2008 2009 2010 2011 2012 2013 2014 2015

EC 35 35 41 41 47 45 38 36
Number

Figure 14 - Number of Eastern Cape schools which give music as a subject (by year)
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YEAR EC
2013 365
2014 337
2015 325

Figure 15 - Number of learners who studied music as a subject in the Eastern Cape (2013-2015)

The provincial Chief Education Specialist of the Arts in the Eastern Cape, Johan van der Walt,
estimates that in 2016 there are 37 schools offering music in the Eastern Cape with
approximately 330 learners registered as music students (Meyer e-mail correspondence
23/08/2016). This in itself is telling as statistics from 2016 (EC master list EMIS 2016) state
that there are 5764 functioning schools in the Eastern Cape. Of concern to this research, as
reported by Meyer, is that in 2015 no schools in the Eastern Cape registered as having chosen

the IAM stream (e-mail correspondence 23/08/2016).

Outcomes

The outcomes of Music as a subject are clearly inclusive and prescribe African musical
instruments as a viable choice for learners (DBE CAPS FET MUSIC 2011: 8). The content
however, is divided into three streams which include Western Art Music (WAM); Jazz and
Indigenous African Music (IAM). Learners and teachers must choose between these options.
Certain content is common across all the streams in each year but due to public tests and
examinations a choice between the three must be made and adhered to in order to fulfil the

exanimation criteria (DBE CAPS FET Music 2011: 10).

| put together an early survey, completed in 2013, when plans were announced to split music
into these streams. The survey results displayed the confusion of both students and
interested parties with regard to the streaming (VGHS Subject Music Questionnaire 2013).
The questionnaire asked respondents to choose which music stream they would most like to

study. These were sent to parents, music teachers and students themselves in the Grade 9
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music feeder programme of that year. Of the 31 questionnaires gathered three parents and
two teachers responded, with the remainder gathered from students in the class. 13
participants chose WAM, 10 chose Jazz and 8 chose IAM. In the school where | was teaching,
there was only one music teacher allocated to teach the Grade 10 music class with the result
that only one stream had to be decided upon. No matter which direction was chosen, there
were many students that would be disappointed. In the questionnaire, | asked the

respondents why they had made that choice. Answers from those who chose WAM included,

Respondent 1 (a teacher): “It is the most universal”,

and

Respondent 2 (student): “It is going to benefit us more”,

and

Respondent 6 (student): “Nowadays we are living in a Westernized world therefore it makes sense to expand

our knowledge in the Western Culture”.

Although these respondents had not engaged with the IAM curriculum before, they were
prepared to disregard it. These responses show how many teachers and students discount
IAM because they feel there is little benefit to or value in learning about it and in the end, the

school decided to teach the WAM stream.

As quoted in Hellberg (2014), teacher respondents from schools in Pretoria also speak to the
issue of streaming the syllabus and offered a varied response. Two of the six teachers
responded that IAM was not important to their learners, one writing that she was interested
in teaching, “... WAM and Jazz not ... IAM as very little is written down as study material and
music of this kind is very primitive and has very little or no value in the modern approach to
music study” (/bid.: 154). Four of the six respondents were interested in teaching IAM with
one teacher reacting to the division of the musical styles by saying, “I believe the CAPS is
wrong to create an ‘Apartheid’ syllabus” {/bid.: 153). These vastly different opinions show how
divided the music teaching community can be. However, these teachers were speaking of the
value of teaching IAM in addition to WAM, not exclusively. The perception that learners are
going to miss out if they do not learn about WAM is ubiquitous and, in my opinion, validated.

South African tertiary institutions of music continue to value Western music over Indigenous
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music and this attitude filters down to learners, many of whom consider school, not as a

gualification in its own right, but rather as an entrance examination to university.

Broad topics
Music is allocated four out of 27.5 teaching hours in the week and the content is divided into

the following topics with specific time-weighting (DBE CAPS FET Music 2011: 12).

Task Broad topics Description Time weighting:
4 hours per week
1. Musical performance and Development of skills in | 2 hours per week - practice
improvisation solo and time to be added as needed
Ensemble performance by learner according to

Development of skills in | level and skill

improvisation

2. Music literacy Music theory and notation 1 hour per week
Aural awareness of theory
Sight-singing

Harmony and knowledge of
music terminology

3. General music knowledge Form and structure 1 hour per week
and analysis History of Western art
music or jazz or Indigenous
African music and their
composers or performers
Music genres

South African music

industry.

Figure 16 - Content topics for Music FET

Musical performance is given priority over music literacy and general music knowledge
(GMK), as the time weighting indicates, and progression in music is expressed in levels which
indicate minimum competencies required by the end of the teaching year. Grade 10 learners
are required to be at elementary level, Grade 11 at intermediate level and Grade 12 at

Advanced level. These levels translate, or are comparable to, external music examination
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bodies such as the Associated Board of the Royal Schools of Music®® (ABRSM), Trinity College>*
and University of South Africa (UNISA) Music Directorate®2. Grade 10 learners should be at
Grade 2 music level, Grade 11 at Grade 4 level and Grade 12 learners anywhere above that
(DBE CAPS FET Music 2011: 11). It is suggested in the curriculum that suitably qualified music
teachers should be employed as well as Indigenous African music practitioners. This, although
not explicitly stated, suggests that the government is aware that music teachers coming into,

or already in the system, are not suitably qualified to teach African music.

Analysis
The annual music plans are divided into the broad topics given above and will be analysed in
that manner. As the IAM section is presented as a separate entity in the CAPS document, |

have attached it as addenda #11 (Grade 10), #12 (Grade 11) and #13 (Grade 12).

Music performance and improvisation

One of the gravest mistakes made in the CAPS document, in my opinion, relates to musical
performance. As discussed earlier and briefly explained above, guidelines for practical music
are prescribed according to external national and international examination bodies for music.
There is, however, no recognised body or bench-mark examination that has criteria that

relates to the examination of southern African or African musical instruments.

As a teacher at Victoria Girls’ High School in Grahamstown | attempted to teach African
instruments (the uhadi, amadinda, southern African marimba and djembe drum) for the
practical requirement as part of the curriculum in 2008 before CAPS was introduced. | had
four matric students, all of whom were taking southern African marimba as their practical
instrument. One student, of Xhosa origin, was musically very adaptable and | suggested that

we apply to the provincial music inspector for permission to perform two pieces on the

50 ABRSM is an examinations board and registered charity based in London, UK, which provides examinations in
music at centres around the world.

51 Trinity College London is an international exam board based in London, England. Trinity offers qualifications
across a range of disciplines in the performing arts and English language learning and teaching.

52The UNISA Directorate offers music examinations accredited as Short Learning Programmes through a network
of 1500 teachers endorsed by UNISA, as well as assessments and scholarship competitions to enhance music
development at primary, secondary and tertiary levels within Southern Africa.
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Southern African marimba and one on the amadinda, a Ugandan xylophone, in her final music
examination. The proposal was accepted. The performance was a success and | wrote to the
provincial music examiner again in 2009 to reapply on behalf of another student but a new
examiner had taken over in the Grahamstown district and was uncomfortable with examining
African music. He did, however, examine the southern African marimbas. This, in turn,
motivated me to approach UNISA at the end of 2009 with a proposal to develop an African
Instrument and a Marimba Ensemble syllabus attached to the UNISA Music Directorate (See

Addendum #14).

The project was led by a classically trained musician in 2011 and after a year of hard work on
my part, it was stalled. The stumbling block for the UNISA Directorate, at the time, was the
fact that the assessment criteria were presented differently from their other Western

instrumental syllabi. | wrote in response,

Assessing an African music performance (because of the essence of African music) will HAVE to be
different from assessing Western music if it is to be accepted by South African musicians.
Movement and African percussion are a vital component of any performance (UNISA e-mail

correspondence 10/11/2011).

To this date there is no resolution to this problem and no recognised music body exists that
teachers can turn to as a guideline for traditional or Indigenous African practical music
performance. Professor Geoff Mapaya, who was part of the initial team tasked with
developing the IAM curriculum, voiced his concern in this regard early on in the project. He
excused himself from the curriculum development task-team for various reasons, one of the
main ones being this contentious issue. He writes of his concern, “the idea of a task team
which would have looked into a grading system for various African instrument proficiencies
was ignored” (e-mail correspondence 21/10/2016). To my mind, this is the largest obstacle
that teachers who are attempting the IAM CAPS syllabus face. My attempts at VGHS in
Grahamstown to teach practical African instruments could have been very successful. We had
chromatic marimbas; an uhadi; an amadinda; diembe drums and various rattles and shakers.
Several combinations of these instruments along with the voice could have led to a very

successful ensemble. However, because there are no guidelines regarding assessment
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standards, it is not possible to present this to a departmental examiner as a viable option.
This is the first hurdle that needs to be overcome if successful implementation of the IAM

curriculum is to become a reality.

Proposed solutions

In her paper, Assessment criteria for music performance in the South African school music
curriculum, Grades 10-12 (2016), presented at the PASMAE conference in Paarl, South Africa,
Marianne Feenstra, who has worked closely with the CAPS Music curriculum developing
textbooks for all three streams, addresses this very issue. Feenstra (2016: 1) writes, “...while
some criteria are available for Western Art Music and for Jazz, the lack of criteria impacts
particularly heavily on the Indigenous African Music stream that can be chosen by learners”.
Together with a group of specialists, Feenstra has devised assessment guidelines which are
presented in the music textbooks, titled simply, Music Grade 10, Music Grade 11 and Music
Grade 12: Western art music, jazz, Indigenous African music (Marianne Feenstra, Nelson
Manganye, Vusabantu Ngema, Naren Sewpaul 2015). These new titles are being tested by
teachers for the first time this year (2016) and will be reviewed in Chapter 5. However,
Feenstra and her team’s guidelines for assessment of all three streams include using critical
words and phrases that apply to all music that is performed. They suggest assessing: technical
proficiency; balance; intonation and tuning; interpretation of the score including the accuracy
of notes; choice of tempo; use of dynamics; stylistic accuracy and use of accepted

performance practice (Feenstra 2016: 2).

Dr Perminus Matiure, head of the Department of Music and Musicology at Midlands State
University in Gweru, Zimbabwe, sent me an mbira assessment form from the university (see
addendum #15). The criteria for each song includes an assessment of the top notes; the
bottom notes; coordination; flow and singing. The whole examination is then assessed for
musicianship. In addition, students are expected to have a clear understanding of the history

4

of the instrument. Matiure writes that the students need to demonstrate, “i. knowledge
about the history of the instrument, its development, parts, and any information concerning
issues of change and continuity as well as how the instrument produces sound and how it is
tuned. The candidates must explain qualitatively ii. Preliminary exercises. (These include

handling, demonstrations on the overall key, scale, chords, playing technique) iii. Playing of
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repertoire of all songs taught”. Vital to the examination is the inclusion of an “own song”
where students “are tested for their ability to compose on the instrument, [and their]
improvisation skills and creativity” (e-mail correspondence 20/11/2016). This assessment

rubric is thorough but will need an expert mbira player to capably use it.

Another assessment framework that | considered was presented by Human and van Niekerk
(2014). Their proposal took levels of accomplishment into consideration and thus the Western
concept of grades was merged with other criteria. The levels presented are: novice; proficient
and master and each “learning outcome” is graded by benchmark standards carefully worded
and presented in a rubric-style. The standards proffered are, in my opinion, heavily drawn
from ethnomusicological terminology which is difficult to follow and not practical enough to

be used in a classroom setting. These include (Human and van Niekerk 2014: 33-35):

Standard 1: Conceptualize holism in African music arts;
Standard 2: Understand, know and engage in communalism
Standard 3: Understand and know inter-relatedness and inter-connections

Standard 4: Understand, know and engage in praxialism

Human and van Niekerk engage with “authentic re-contextualisation” (2014: 23) deeply and
approach assessment veiled in that light. As discussed in Chapter 2 authenticity need not be
a stumbling block in formulating assessment standards. Schippers (2005) affirms the need to
contextualise but as Scherzinger (2001: 24) stated, African music should be granted the
institutional leverage to contribute equally to international musicological definitions and
debates on the terrain of all operative musical parameters. Thus, assessment standards need
to be equal to those presented for Western performances. | must, however, point out that
the work done by Human and van Niekerk (2014) and validated by Petersen {e-mail
correspondence 24/11/2016) is valuable for highlighting the need to acknowledge
contextualisation and authenticity in some way. Feenstra also pointed out that movement is
always considered part of African musical arts and that this too, should be included in the
assessment rubric (e-mail correspondence 24/11/2016). | reason that movement can be
added to a section in the assessment framework that deals with “indigenous performance
practise” and that within this section the standards can relate to authenticity,

contextualisation and through that, movement.
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A final example that | have considered is that presented to me by Alvin Petersen (e-mail
correspondence 6/12/2016). This assessment grid was used by Petersen and Andrew Tracey
to assess a Rhodes University African instrument honours recital in 2005. It successfully
outlines assessment criteria in three areas, namely: technical proficiency which included
evaluating notes, rhythm and pulse; musicality or stylistic interpretation which evaluated
tempo, balance or voicing and articulation and; overall impression, which assessed the
difficulty of the piece, performance flair, presentation, musical sensitivity, communication

and finally, general musicianship and artistic maturity.

| consider the use of assessment criteria presented within a universal rubric for teachers and
examination assessors a valid proposal. | have, therefore, developed a rubric compiling the
suggestions presented by Petersen and Tracey (2005), Human and van Niekerk (2014),
Feenstra (2016) and Matiure (2016) which can be used as a starting point from which to
develop generic Indigenous musics assessment criteria for school teachers (See Addendum
#16). This rubric has been developed with Grade 12 Indigenous music singers or
instrumentalists in mind and does not take levels or grades of proficiency into consideration.
Therefore, the rubric presented is merely a basis from which to work and further research for

the development of this vital tool is needed.

As has been pointed out, the CAPS Music FET curriculum stipulates that a score must be
followed (DBE CAPS FET Music 2011:13). African music is generally accepted as an aural and
oral art form which does not use a specific written form of notation, if indeed any at all.

Feenstra (2016: 3-4) writes in this regard,

For Indigenous music performances, the learner should provide the written words (where songs
form part of the performance), the scale(s) on which the performance will be based, and the
formal structure that will be used. The structure of Indigenous performances is arguably even
more important than the structure in Western art music and jazz; This should include an indication
of the moments when dance steps or other movements will take place as well as how those dance

steps will be executed, and the number of repetitions that will take place.

This may cause great concern to musicians and musicologists who, as recognised before, seek
an authentic musical experience, but as Omoyolo-Ongati (2010: 7) writes, “Recontextualising
and relocating Indigenous music to the classroom setting involves recreating, reformatting,

repackaging and redefining the music to fit the demands of the new context”.
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| suggest that several types of notation can be used. Block notation or pulse notation can be
used to notate rhythms; tonic-solfa for pitch; Western staff notation can be used if
appropriate and letters and numbers can be substituted if learners and teachers need this.
The Zimbabwean O Levels Syllabus presents various options for Zimbabwean students to
notate their pieces, suggesting that "tablature notation53' be used for marimbas, bows and
pan pipes, "number notation™" for mbira and "box notation5s' for drum music can be used
(2012: 38). The only alternative notation system presented to South African learners
throughout their music education from Grade R - 12 is the tonic-solfa system. This is also, in
my opinion, another area in need of effective change. If the DBE is expecting students to
notate Indigenous music scores in order to fulfil their requisites for examinations, then they
must ensure that their curriculum covers those fundamentals. In addition, as all final Grade
12 pieces need to be presented to the examiners in a score format | suggest using
technauriture to assist examiners in a situation where the music may be unknown to them.
Recordings shared via e-mail or other platforms such as a secure YouTube site, may be

successfully utilised.

Another concern is the competence of the assessors. As mentioned above, not every music
examiner that is hired by the Department of Education is comfortable with assessing music
that he or she is not familiar with. Feenstra (et al. 2015) do not address this and in my
experience, neither does the South African Department of Education. | have never met a DoE
practical music examiner that has been formally trained in Indigenous African music practices.
Geoff Mapaya (2014b), in his article, The Study of Indigenous African Music and Lessons from
Ordinary Language Philosophy, emphasises the importance of Indigenous practitioners or
culture-bearers in this process. He writes that the (2014b: 2008), "...culture-exponent
provides a reliable African voice even though his or her contributions are inchoate or
marginalised”. | concur and would like to see the DoE and tertiary institutions make use of

these valuable practitioners. The Zimbabwean syllabi also emphasise the importance of

B Tablature notation is a form of musical notation indicating instrument fingering rather than musical pitches.
5 Number notation is based on the numbering of mbira keys starting at the centre of the instrument and
moving outward.

% Box notation is a common form of rhythmic notation where a horizontal line of "boxes" represents a pulse
or beat.
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culture-bearers as valued exponents of Indigenous arts. The Primary Music Syllabus (1989: 9)
states with regard to Indigenous dance practises lessons (amongst others), “Local expertise

must be used”.

Various other skills are prescribed in the CAPS document such as, “set praise singing to
instrumental performance”, which may not work within the context of the instrument, while
others need clearer definitions (DBE CAPS FET Music 2011: 25). The section under
“Instrumental roles” states, chronicler, choric interlocutors, praise chroniclers, drumlocutors,
other drummers, singers, audience-interlocutors”, are to be studied (/bid.). These are not
terms that | have been exposed to and | find that the inclusion interesting. Although it is
possible to find out what these terms mean, they are not is common use and without proper

resources for teachers to use, may be misinterpreted.

Learning a second instrument

The CAPS practical curriculum later stipulates that the learner should acquire a second
Indigenous African instrument from Grade 11 in a contrasting instrumental category (DBE
CAPS FET Music 2011: 25). This is a valuable inclusion and can lead to interactive ensemble
work, a core skill in learning to play African music. The Zimbabwean syllabi (1989, 2011 and
2012) advocate a second instrument from Primary School. The Zimsec O-Level syllabus

prescribes that,

All candidates will choose one Indigenous and one non-Indigenous music instrument for this
course. The voice is also an instrument that students can choose as a western instrument. For all
Indigenous instruments, candidates will play the related notation and show (i) the basic tune and

two notated variations. The rest of the tune will be played without notation (2012: 39).

This is a progressive stance, and | believe part of the success of the Zimbabwean music
curricula. Students that leave school will be able to play music in both Western and southern
African genres and thus value both musics. It must be noted, however, that informants and
guestionnaire respondents in Zimbabwe all complained that they were unable to fulfil these
prescriptions of the curricula. Shirley Warhurst (e-mail correspondence 24/02/2015) wrote,
“l had the opportunity to run a workshop for junior school teachers and presented the new

syllabus then, and the common response can best be summed up by the participant who

Page | 113



Chapter 4: CAPS Music Curricula Analysis

shook his head and said ‘those people (the syllabus writers) have never taught!””. Respondent
3 from Gweru writes, “Traditional music is as essential as Western but the teaching is
hindered due to a lack of reading materials” (Teacher music support workshop questionnaire
6/03/2015), while Respondent 6 from a Harare government school writes regarding the
Zimbabwean syllabus, “It’s not practical. There is a lot of content that cannot be finished
because of lack of instruments in the school — so you teach some and leave some” (Teacher
music support workshop questionnaire 4/03/2016). It was clear that the respondents had

different music skill sets, either Western or Indigenous, and very few had both.

Nevertheless, | was privileged to adjudicate at the national arts eisteddfod run by the National
Institute of the Allied Arts {(NIAA) in Zimbabwe, which is run as a bench-marker for teachers
and learners alike due to the fact that international examining bodies are no longer active in
Zimbabwe. The standard of performance in both Western and African instruments was
impressive and schools that gave O-Level music particularly so. Although | understand that
current South African music teachers would find a move like this very difficult, taking into
consideration that some may not have performance skills in both genres, | think that

universities can learn from this and prepare future teachers for a move in this direction.

FET music performance and improvisation findings

The performance criteria and assessment in this section of the FET curriculum is lacking in
substance. There are no guidelines for the teacher to follow, or assessment criteria to work
from. Assessment standards are missing and therefore, although it is possible to teach this
section of the syllabus, the educators will be working without an idea of on what or how their
students will be examined. Singing may be possible, but not unless the teacher works from a
Western perspective, using existing music body curricula. Once assessment standards have
been set, community members can play a very important role assisting teachers with the
practical components of the curriculum and revaluing their role in society. Experiencing the
music is vital and without this practical component the theory and historical knowledge give
only a part of the value of African music. The school community must withess African
instrumental and vocal music at school and re-invigorate interest in IK through these
performances. However, in the current context this cannot realistically take place and thus is

the weakest component of the curriculum.
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Table 1- Tri-perspective analysis tool of the Music Performance and Improvisation

section of the FET Music CAPS document

Question Yes No
1.1. Can the learners meaningfully engage with the Indigenous African Music content? /
1.2. Can the teacher facilitate the Indigenous African music content? /
1.3. Can the Indigenous African music content be reproduced without losing its meaning? /

1.4. Doesthe learner have access to resources regarding this music content? /
1.5. Doesthe teacher have access to resources regarding this content? /
1.6. Isthe environment suitable for this activity? /

1.7. Will this music content add to the learner's understanding of Indigenous South African music? /
1.8. Can the teacher deliver this knowledge/skill in a manner that re/values the content? /

1.9. Isthe use of the Indigenous Knowledge adding value to music studies in the school setting? /

Figure 17 - Tri-perspective analysis tool of the music performance and improvisation

section of the FET Music CAPS document

The analysis shows that this section of the FET Music CAPS curriculum is predominantly
inaccessible to both teachers and students with only 33, 3% of the responses being positive

while 66, 6% of the responses were negative.

Music literacy

Grade 10

Grade 10 music literacy begins with understanding the basic Western concepts of note values
and time-signatures (semi-breves, minims, crotchets, quavers). In addition, however, IAM5%
students must also learn about triplets, semi-quavers and irregular time signatures which are
more complicated. At the same time, while all students are prescribed scales up to and
including two sharps and flats, in addition IAM students must learn all major, harmonic minor

and modal scales (DBE CAPS FET Music 2011: 14-17). All students are prescribed certain basic

%Jazz students are also required to add this and other knowledge.
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skills with the identification of intervals, while 1AM students, in addition, must learn all
intervals: major, minor, perfect, augmented and diminished (/bid.). These additions are an
immense amount of work, and a vast jump from previous knowledge learned in Grade 9. If it
isimportant to learn these at this stage of the music learners’ development, then the syllabus
must prescribe the content in a circular and linear manner, starting an African music feeder

programme, as mentioned before, at an earlier phase in the curriculum.

Music terminology prescribed at this stage for all students is Western based (generally in
foreign European languages) and not used in African music at all. Students playing African
instruments will not be able to actively engage with this knowledge (/bid.). Again, additional
knowledge in required by IAM students in Term 3 (DBE CAPS FET Music 2011: 20) when they

learn about triads but include chord constructs of seventh chords.

Grade 11

Music literacy does not include any African theory until Term 2 when the CAPS document
prescribes, “the philosophy of duality of time signatures in African music: 12/8 as an interface
of 4/4 experienced practically — then written as a horizontal harmonic procedure” (DBE CAPS
FET Music 2011: 30). Presented as an African construct, 12/8 is the compound time of the
simple time 4/4 and is common to many styles of music (Feenstra et al. 2015b: 120). This
entry in Feenstra’s textbook is dealt with by a short sentence stating this fact and then
extracts from scores composed by Khumalo (Ushaka, Kasenzangakhona); Beethoven (Piano
sonata op.79 in G major) and Brahms (Intermezzo in C Major). A better introduction to African
rhythmic structures would be to introduce the concept of pulse and a guide to content can
be taken from Stone (1985), who presents eight different phenomena that have been
identified and put forth by researchers as the key to understanding the nature of African
rhythm combinations: additive rhythm; the concept of "off- beat”; hemiola, both horizontal
and vertical; cross and inherent rhythms; the "standard pattern”, a standard pattern in the
form of timbral pattern; motor pattern; and transaction (interlocking or hocketing parts).
These concepts, as elucidated upon in her paper (/bid.) and by Koetting and Knight (1986)
among others, are important rhythmic constructs to understand. Koetting and Knight (1986:
59) write, “...the variety of polychronic approaches outlined by Stone can also be applied with

ease to much if not most African music”. Using musical terminology and analysing specifically
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African music is important. It empowers the learners who are playing African instruments and

using these techniques deepens the interaction with the music.

Although confusing because of editing issues, African music terminology is prescribed for IAM
students under the heading of “Harmony” in Term 4. This includes learning about, “memory
power: oral-oral (sic) memory and performance; pitch and tonality; stylisation and use of a
shaded pitch (deliberate bending/shading of pitch) and multiple auralogy in polyphony and
polyrhythmic constructions enabling elaborate call and response rendition” (DBE CAPS FET
Music 2011: 38). | assume they are referring to musical techniques used to enhance harmonic
performance but the intention and skills prescribed are not clearly articulated and may be
difficult for a music teacher to decipher. Jayson Flanagan, a PGCE Music FET student teacher
writes in agreement regarding this entry, “The instructions for the IAM stream are extremely

vague when compared to the WAM and Jazz instructions” (Flanagan 2016: 2).

Grade 12

For the first time, music literacy for the IAM students is different from the other streams.
However, although other content is prescribed it is not clear whether or not the IAM students
must complete this content in addition to the other. The document states at the beginning of
the section where the WAM and IAM syllabi are presented side by side, “Aural training and
practical application must always be part of music literacy. Learners specialising in African
music could put more emphasis on the African music option” (DBE CAPS FET Music 2011: 42).
This is difficult to understand because one thinks the section with the heading IAM should
present the content for the students studying African music but within the WAM section there
is an addition for the IAM students. One therefore assumes that the students should be

covering that content too.

What is prescribed for the IAM students is, once again, vague and confusing. Long rambling
sentences are included in the syllabus which sound more like an explanation than content:
“Melodic construction is commonly balancing phrases through antecedent and consequent
phrases of a melodic statement or any structures of the question and answer form, or the
responsorial form” (Ibid.). This clearly shows that the IAM section of the document is poorly

drafted. What is also difficult to understand is that the content in this section does not follow
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the same formatting as the WAM section. The following information is presented side by side

for the WAM and IAM streams in the curriculum (DBE CAPS FET Music 2011: 42):

A. Identification and the writing of the following within
given time signature and rhythm

¢ all major and minor scales

¢ whole-tone scales

¢ chromatic scales

* Blues scale

* pentatonic scale

* all key signatures

¢ all modes of major and minor scales

for IAM and Jazz: Scales

* Melodic minor modes

 Blues scales

* Pentatonic scales

o Symmetrical altered scales

- chromatic scale

- whole tone scale

B. Harmonisation

- adding alto, tenor and bass line to a given melody
using:

- primary chords in root position and first inversion

- secondary chords in root position and first inversion
or

or

African approach

Dualistic thought of harmony:

* harmony of instrument timbres (tone colour of different
instruments or species/sizes of the same instrument)

» the harmony of melodic/melorhythmic themes: there
are cultural idioms of concordance

Indigenous African music perceptions

Pulse

Steady pulse stepping (in common and compound
quadruple time) with interactive clapping and body
rhythm.

structures/textures

Rhythmic structural principles

(space, complementation, sharing, bonding, creative
spontaneity)

Melody

Melodic thought is dualistic

* melody of pitches

* melody of tone levels on an instrument.

(Melodic construction is commonly balancing phrases
through antecedent and consequent phrases of a melodic
statement or any structures of the question and answer
form, or the responsorial form.)

Melorhythm

African instrumental melodies have rhythmic framework
* There are melodic characteristics peculiar to
instruments because tone levels have pitch essence.

* Melorhythmic tunes may have nuclear melodic range,
and sometimes derive from the tonal structure of text
in tonal languages.

* Melorhythm automatically transforms into melody upon
being vocalized by the human voice.

Organic terminology for:

* tempo

® part singing

* dance steps

e musical cues

e role players in a musical performance

Figure 18 - Example of FET Music content as it is presented in the CAPS document

The WAM heading, “Identification and the writing of the following within given time signature

and rhythm?”, is presented next to the IAM heading “Indigenous African music perceptions”.

The correlation between these two topics (if there is any) is not qualified or explained clearly.

The aims of the IAM section are ambiguous and although some of the points may be relevant

to African music, the contextualisation is missing. How are students meant to engage with

these facts without specific examples? In my opinion, this section of content is vital to the re-

valuing of African music from a school context. Specific examples, as mentioned above, need
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to be presented and must include theoretical analyses of explicit melodic and rhythmic
examples. Learners and teachers must be able to engage with African music from a theoretical
perspective and the need to study music literacy from a Western perspective must be

balanced. Indigenous music education needs to be emphasised.

Transposition exercises presented in the CAPS document are for instruments of the Western
orchestra, no African instruments are mentioned and no attempt at all is made to study
African harmonic examples, although Jazz scholars are given separate harmonic analysis. This
significant omission may lead teachers and learners alike to believe that analysis of this type
does not occur in African musics. This devalues African musics and it becomes clear in the
Grade 12 syllabus that the IAM section is merely an addition and not a complete syllabus in
itself. Scherzinger’s (2001) questions regarding the manner in which African musics are
represented in analysis are valid here. He writes of the reluctance of scholars to use formalism
as an analytical tool for deeper understanding of any music other than Western Art Music. He

says,

Why has the response to the ideological charge of formalism in the discipline been to infuse the
study of the Western canon with anthropological methods without the reciprocal infusion of
formalism and close analysis in our study of any other music? Why is only Western culture given
the benefit of a new critical method? Do we forget that the confidence of such self-critique gives
life to the tradition; DBEs not (on its own) change the subject, but rather inaugurates a still deeper
involvement with the "West" as subject? What are we achieving when we refuse to listen closely
to music of whatever traditional affiliation? Who DBEs the self-critical distancing from formalism

serve? (Scherzinger 2001: 26).

The impression given to me, from the perspective of a former high-school music teacher, is
that harmony can only be taught in WAM, that harmonic analysis is not valid in an African
educational paradigm and that when we study African music we need not focus on formal
theoretical investigation. We instead use phrases such as, “space, complementation, sharing,
bonding, creative, spontaneity” and are led to believe that all “African instrumental melodies

have rhythmic framework” (DBE CAPS FET Music 2011: 42), among other generalisations.
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The ZIMSEC O-Level syllabus has many excellent examples that we can learn from with regard
to music literacy. Simple instructions, laid out in an accessible format present outcomes that
engage both Western and African music elements. For example, as part of “Listening” learners
are required to, “demonstrate the relationship between sound and symbol using staff,
tablature, number, box or tonic solfa notation” (ZIMSEC 2012: 7). All of these forms of
notation are deemed worthy of learning because musics of all kind are presented using them.
Another noteworthy example is the addition of these two outcomes presented one after the
other: “describe the role of traditional ceremonial music in various traditional ceremonies
and their related songs and dances” followed by, “demonstrate aural awareness, perception
and discrimination in relation to Western European Music of the Medieval, Renaissance,
baroque, classical, romantic and 20th century” {Ibid.). All of these styles of music are deemed

important and thus valued in the eyes of both the teacher and the learner.

FET music literacy findings

As can be seen in the analysis tool below, there is very little content within the syllabus that
deals with African musical literacy and which promotes deeper understanding of African
music theory. Due to this fact, the content prescribed undervalues African music by being
generalist in approach. Resources are scarce and although the opportunity is there to engage
in South African Indigenous and traditional musics, few teachers do because the syllabus is
poorly presented and difficult to understand. There is no real engagement with South/African
theory and harmony in the syllabus to revalue the perception of South African music as vital
and challenging and | believe that this undervalues African music in general and gives the

impression these musics cannot be engaged with in from a theoretical perspective.
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Tri-perspective analysis tool of the music literacy section of the FET Music CAPS document

Question Yes
1.1. Can the learners meaningfully engage with the Indigenous African Music content?
1.2. Can the teacher facilitate the Indigenous African music content?
1.3. Can the Indigenous African music content be reproduced without losing its meaning?
1.4. Doesthe learner have access to resources regarding this music content?
1.5. Doesthe teacher have access to resources regarding this content?
1.6. Isthe environment suitable for this activity? /
1.7. Will this music content add to the learner's understanding of Indigenous South African music?
1.8. Can the teacher deliver this knowledge/skill in a manner that re/values the content?

1.9. Isthe use of the Indigenous Knowledge adding value to music studies in the school setting?

Figure 19 - Tri-perspective analysis tool of the music literacy section of the FET Music CAPS

document

It is clear that the music literacy section of the FET CAPS curriculum cannot be successfully
implemented at schools in the Eastern Cape. The analysis shows that only 11, 1% of the

responses were positive while 88, 8% were negative.

General music knowledge and analysis

Grade 10

During the first term of Grade 10, all learners are prescribed the same content which covers
various fundamentals of music knowledge which were recommended in Grade 9. This
includes instrument classifications (the Hornbostel-Sachs system amongst others) and various
musical forms. In Term 2 Afrikaans styles of music are introduced and half way through the
term the three streams are initiated for the first time. WAM and Jazz cover an introductory
historical time-line, while AMI content that is prescribed must cover, "African countries,
regions and their broad music traditions” (DBE CAPS FET Music 2011: 18). There are no
specific examples. As Wilson (1974: 3) writes, "The people of a continent as vast as Africa,
with their cultural and historical differences, necessarily reveal [much] diversity in their music.
It is because of these differences that some musicologists refer to African musics and not

African music." Thus, this entry is devaluing and does not present a realistic outcome.
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Term 3 prescribes content relating to classifications of Indigenous African music, listing
“Children’s songs; Communal songs; and Sacred songs” as important (DBE CAPS FET Music
2011: 21). In relation to the WAM and Jazz sections, this approach is very generic. No specific
examples are given while the two other streams are filled with precise musical extracts to
which the learners need to refer. One of the examples given in the IAM section to analyse is
“mixed gender music making” {Ibid.). This is a vast section of music to cover within the context
of African music at large. Perhaps an indication that one specific South African culture could
be chosen to make this manageable, but none is given. A comparison of the detail of
instruction presented under the heading “content”, for the same term, in the three streams

is presented in the following figure:

WAM JAZZ IAM

Content Content Content

e minimum biographical facts ¢ basic knowledge such as ¢ philosophical basis
about the definitions, descriptions and e structure
composer characteristics of the genre e context

¢ use of key ¢ listening to and discussing ¢ instrumentation (if any)
e textures such as homophony genre-representative works

and e reading up on composers and

polyphony their representative works

* ornamentation ¢ elements of the genre

¢ dynamics ¢ South African Modern

e the harpsichord as instrument Constructs

¢ basso continuo a. Early Gospel 1920s

¢ the development of the b. Marabi

orchestra

during the Baroque period

¢ the purpose of the music and
circumstances surrounding its
creation (Why was the music
written?)

Introduction to the classical style
¢ definition and description of
characteristics of the style

¢ leading composers

¢ well-known compositions

e comparing characteristics of
Baroque

and classical styles

Figure 20 - Comparison of content in the FET Music CAPS document
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The column on the far right is an indication that IAM is lacking in specific examples and

structured content.

Term 4 introduces a huge amount of content to be covered in the IAM stream. Terminology
related to certain genres are introduced in all three streams, with musical concepts from the
sePedi; seTswana; seSotho; isiXhosa; isiZulu; siSwati; isiNdebele; tshiVenda; xiTsonga and
Khoi/San cultures represented. In all but three of the groups the concepts prescribed in the
text are written in the representative languages with no English translations. The version of
the CAPS document that | have used to analyse is presented in English. Feenstra (et al. 2015)
cover all the terms in their textbook but with no detail, there is too much to cover. | agree
with this approach. There is so much content to cover that this is the only possible solution.
Gathering video and audio footage on these concepts would be ideal and although Feenstra
(et al. 2015) do have links to watch and listen to various forms of music such as seSotho
examples (2015: 190) for some, many dances are left out. Frustratingly, many editing slips are
apparent in the CAPS document and there is no content for the Khoi/San entry (DBE CAPS FET
Music 2011: 24).

Grade 11

In Term 1, Grade 11 learners of all streams are expected to learn about musical theatre (DBE
CAPS FET Music 2011: 28). The editing in the IAM section is poor but in addition, the content
expected to be covered in comparison the Jazz and WAM section is vast. Jazz and WAM
students learn about My Fair Lady and West Side Story; while IAM students learn about
Kiba/Mmapadi; Indlamu; Famo; Mxongolo, Tshikona; Tshikombela; Umabatha; Ipintonbi
(sic); Sarafina; Umoja and African Footprints. This is an unrealistic goal given the time
prescribed to study this material. Jayson Flanagan {(2016: 3) writes of his experience with the

material,
It took me one hour and fifty-seven minutes to try and find information on each of these options
from both the Indigenous and modern construct list before | gave up. The information | did find
was extremely limited in detail and not enough to cover the instructions required from the CAPS
which states that a study must be conducted on the storyline, characters, style of music and sub-

generic features, basic biographical facts about the origin and composers.
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Feenstra (et al. 2015b: 71-84) cover this content competently in their Grade 11 book, but
steer clear of too much detail in order to cover all the content. In the same book, WAM and

Jazz students get a comprehensive analysis of their prescribed content in that section (2015b:

56-70).

The Term 2 content covers Indigenous music experts and names Mama Madosini, Princes (sic)
Magogo, Johannes Mokgoadi; Joe Mokgotsi and Alex Mathunyane le Dinakangwedi as artists
for consideration. It also concentrates on “themes” in music such as “plants; vegetation;
animals; landscapes; life and living; human/botho/Ubuntu and seasons” (DBE CAPS FET Music
2011: 32). These themes are important {plants and vegetation are however the same thing)
but specific content is needed rather than sweeping generalisation in a curriculum. Flanagan

(2016: 4) writes,

The IAM stream focuses on Indigenous music experts and themes in IAM. The CAPS curriculum
provides the names of the Indigenous music experts, but fails to mention anything else about
them. The CAPS curriculum goes into vast detail on the same page regarding WAM and Jazz
composers, clearly stating what genre they fall into, what works need to be covered as well as

further instructions about what other information to include under the content headings.

Term 3 is similar in approach in that the content prescribed is vague and very general. Terms
such as “Phoneaesthetics, onomatopoeic signhing (sic), crepitation and ululations” are
presented as African constructs (DBE CAPS FET Music 2011: 36). Although these do form a
part of some African music styles, decontextualizing the concepts makes it difficult to look for

material to work with. Flanagan (2016: 4) comments,

It took me twenty-seven minutes to find definitions for most of these topics. The topic of
“Evaluation and appreciation of performance” is very vague and does not make any sense. | could
not find any information on this as the CAPS curriculum fails to provide how it relates to IAM or
what context it fits into. The definitions that | was able to find for the other topics are very simple
and limited to depth of explanation. The CAPS curriculum also fails to explain how these topics are

supposed to be taught and what context they are supposed to be taught in.

The time-frames that he presents are relevant to this study because, as mentioned previously,

only one textbook is currently available that covers this content and it has yet to be used by
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any teachers for the IAM section. Therefore, his research points out how much time a trainee
teacher takes to conduct research on the content prescribed and what results that time yields.
In addition, his frustration is clear in the way Flanagan writes when he concludes this section
by saying (2016: 6), “These topics given are extremely vague and the CAPS curriculum again
fails to mention what context, cultures, songs or dances these topics relate to. No suggested
works, composers, definitions or clear instructions are given to help the teacher research this

stream in order to be able to teach it”.

Ironically, in Term 4 of Grade 11, IAM is very well covered. For the first time a study of colonial
influence on music is attempted, not by the IAM students but rather by the WAM and Jazz
students who now do an overview of the streams that they are not studying. The terms
“Francophone, Anglophone and Lusophone” (DBE CAPS FET Music 2011: 40) are introduced
in the WAM and Jazz sections of study with no reference to these influences mentioned
before. A section on “How and what to listen for in Indigenous African music” (/bid.) is
included which, in my opinion, is a vital skill to learn. This valuable exercise, as discussed
earlier with reference to university students, gives learners listening tools that can be used to
understand music. When were the IAM students given this opportunity? In addition, specific
listening examples are given for each major South African language group, thus giving

teachers specific models to follow (/bid.). The IAM students are not prescribed this content.

Grade 12
The grade 12 general music knowledge and analysis section for the |IAM students’ remains

sparse. Kanyabu Kazadi (2016b: 1) writes,

Even by quickly flipping through the CAPS document, the information in the IAM stream is
noticeably less than that found in the WAM and Jazz streams. With less detail for teachers to
utilise, how can this stream be taught with the same amount of in-depth analysis of genre
characteristics, key composers and representative works as those found in WAM and Jazz

streams? This results in variations of IAM and how it is taught across South Africa.

While WAM and Jazz students engage with specific genres such as “the symphony” and
Beethoven’s Symphony no. 6 and Marabi and The Merry Blackbirds, 1AM students and

teachers deal with vague instructions such as, learn about “Metaphors of music and life in
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Indigenous African societies” and “Interchangeable concepts, e.g. harmony and a peaceful
coexistence” (DBE CAPS FET Music 2011: 44). Not only is this vague but as Kazadi writes
(2016b: 3), “musical elements evolve over time as cultures blend and technologies change.

So, to keep up with these changes within each ethnic group is not realistic”.

Teachers and students are also expected to “read up on composers and their respective
works” (Ibid.). No composers are suggested. This makes national assessment almost
impossible even if the question is presented in a generic manner. How can a national marker

have knowledge about every composer in Africa?

Finally, in Term 1 learners are expected to learn about, “Eelements (sic) of the genre” (/bid.).
This editing error and generalised proffering can be construed as a mistake. No teacher would
attempt to cover elements of every African or even every South African genre. Feenstra (et
al. 2015c) bravely attempt to cover the Term 1 content in their grade 12 textbook (2015c).
However, several sections are omitted and there is a disclaimer {(2015c: 88) which reads,
“Note that this is not an exhaustive list of questions that could be asked in an examination or
test. There are many more, and this section is intended only to guide your preparation.” No
information is listed for elements of the genre and the entry on “harmony as a metaphor for
peaceful coexistence” is based on an article by Onukwube Anedo (no citation but found in
Feenstra et al. 2016c: 83) which deals with the concept of a peaceful coexistence as practised

in Nigeria and China. This is very far removed from the experiences of a South African child.

If indeed, a teacher did decide to teach IAM to Grade 12s, they would need to spend a lot of
time doing research to build on the vague, prescribed guidelines to have enough information
to teach. Not every school has the opportunity to purchase the latest textbooks or has access
to information from the internet, and if it is available it may not be reliable. Kazadi (2016b: 1)

sums up the situation clearly when she writes,

This variation in resources, sources and depth of research would mean that students are not being
taught the same information. This contradicts one of the goals of the CAPS document when it talks
about addressing the educational imbalances of the past and providing equal educational

opportunities to all population groups (CAPS, 2011: 4). If there is a distinct variation in teaching
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content and depth quality across the country, educational inequalities would still exist, albeitin a

modern form.

In Term 2 the I1AM list {DBE CAPS FET Music 2011: 48) of topics is even shorter than Term 1.
Five modern constructs of IAM, or traditional styles of South Africa music, are listed but with
no artists or works to focus upon. There is no direction given in terms of how much content,
definition or characteristics of the style should be included. The first three constructs,
“Mbhagnaga (sic), Maskandi and Isicathamiya”, have roots in traditional Zulu music. The last
two, Malobo jazz and Free Kiba, are inspired by Pedi traditional music. However, one wonders
why these specific examples were chosen because these are not the only social groups in

South Africa with traditional music®’. Kazadi writes,

If South African traditional music on a national level is to be really appreciated, exposure to as
many of these traditional cultures should be listed as options in the CAPS document. Why only
these two? For example, the Eastern Cape is a predominately isiXhosa territory and yet no Xhosa
traditional music is listed. If it were on the list schools and students in other provinces of South

Africa would be exposed to it and learn of it through the school syllabus (Kazadi 2016b: 4).

One of the CAPS FET Music document’s aims is to increase the value of “Indigenous
knowledge systems: acknowledging the rich history and heritage of this country” (2011: 5). If
there are only two Indigenous groups recommended in the national school syllabus this does
not acknowledge the rich histories of the other Indigenous systems in this country. The
syllabus is concluded with two sub-topics: “History of modern IAM”, and “Researching IAM”
(DBE CAPS FET Music 2011: 48). IAM cannot be studied in a generic manner as there is much

musical variety within one country and its individual social groups. This guideline needs to be

57 professor Mapaya alludes to this when he gives his reasons for leaving the curriculum development team in
the early days of its existence. He writes, “l decided to leave for three key reasons, one of them being the undue
interference by one official who, by being a recording musician, sought to write himself into the content of the
schools’ syllabus. For example, you would have the established nomenclature of jazz being replaced by
“Afrophonia” or age old Indigenous concepts replaced by flippant ones such as “free Kiba” (e-mail

correspondence 21/10/2016).
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much more specific either in terms of a particular music style or genre, a particular ethnic
group or a specific time period. Trying to summarise decades of music is no small task,
especially when it will take hours to conduct research with few resources and more hours to

teach it and complete within a few 45 minute periods per week. Kazadi (2016b: 4-5) concurs,

Parameters needs to be defined as there are so many aspects of Indigenous music that can easily
become thesis level topics of research. Senior students in high schools will not have the time and
would probably be overwhelmed with the whole process as this sub-topic suggests that they
attempt to do research themselves. If the topic is supposed to suggest to teachers to provide a
summary of IAM, clear and direct aspects need to be listed about what should be focused on in

classes.

The music history section of the Zimbabwean O-level syllabus (2012) impresses me the most.
Again, both Western and African music history requirements are presented with clearly
articulated outcomes. Included in the prescribed content is understanding knowledge on the
development of music in Africa covering various eras including (i) pre- colonial era before
1890 (pasichigare®®/endulo); (ii) the colonial era 1890 — 1980 and (iii), the post-colonial era
1980 to this date (ZIMSEC 2012: 7). All of the content is then provided and specific examples
are given that teachers and learners can implement or use for research purposes. In this case

the syllabus prescribes, amongst other important facts, that learners,

Trace the origins of world music and describe how music spread from the original regions to

all continents of the world. Discuss sources of early music activities in Kush, Negroland, Zanj in
Southern Egypt, Ethiopia and along Nile river. Relate events that led the early people to compose
their early tunes. Describe or sing some of the early tunes. Display some of the early instruments.
Discuss how music moved from North Africa to Asia, Europe and the rest of the world (ZIMSEC

2012: 53).

These important notions are nowhere to be found in the CAPS documents and it would
benefit South African curriculum developers to look to our neighbours for insight and

assistance.

58 pasichigare is a Shona word meaning Old; that happened or existed in former times, usually at a great
distance of time; belonging to times long past; while endulo means the same in Ndebele.
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FET general music knowledge and analysis findings

The vague and displaced manner in which content is presented in the |IAM section of the
General Music Knowledge unit of the curriculum is difficult to follow and teachers will struggle
with current resources to facilitate the syllabus. In general, the material is not specific enough
and teachers find that intimidating. Respondent 7 from East London who completed the FET
Music Workshop Questionnaire (20/06/2014) wrote, "Most teachers will choose WAM over
IAM as there is a lot more information for this field. It helps teachers to relay their expertise
to students on a better, more intense level. If more information was available for 1AM, we
would teach it". While Respondent 10 from Butterworth wrote, "The decision not to teach
IAM was a result of the lack of literature and lack of graded music. The learners were given a
choice and they also agreed not to choose IAM because of the scarcity of resource materials".
This section of the syllabus delivers very little to revalue Indigenous music because the
content is presented as vague, non-theoretical, generic and with no historical
contextualisation. In my opinion, this syllabus is not successful and teachers will struggle to

complete it.

Tri-perspective analysis tool of the general music knowledge and analysis section of the FET Music CAPS
document

Question Yes

=
o

1.1. Can the learners meaningfully engage with the Indigenous African Music content?
1.2. Can the teacher facilitate the Indigenous African music content?

1.3. Can the Indigenous African music content be reproduced without losing its meaning?
1.4. Doesthe learner have access to resources regarding this music content?

1.5. Doesthe teacher have access to resources regarding this content?

NN NN N

1.6. Isthe environment suitable for this activity?

1.7. Will this music content add to the learner's understanding of Indigenous South African music?

/
/

1.8. Can the teacher deliver this knowledge/skill in a manner that re/values the content?

NN

1.9. Isthe use of the Indigenous Knowledge adding value to music studies in the school setting?

Figure 21 - Tri-perspective analysis tool of the general music knowledge and analysis section of

the FET Music CAPS document
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Although the statistics show that this section of the curriculum is slightly more accessible to
students and teachers than the music literacy section, it still reflects poor accessibility with

only 22, 2% of the responses being positive while 77, 7% of the responses are negative.

Conclusion

Survey Analysis
100
90
80
o 70
60
§ 50
40
30
20
10
0
Foundation Intermediate  Creative Arts FET Music ~ Music Literacy General music
Phase Life Skills Phase Life Skills CAPS Performance FET CAPS  knowledge and
CAPS CAPS and analysis section
Improvisation of the FET Music
FET CAPS CAPS document

1 Positive response 1 Negative response

Figure 22 - CAPS Music curricula analysis chart

It is clear from the chart-analysis in Figure 22 that the music content in the CAPS curricula can
be positively implemented in the lower grades and becomes more difficult to implement in
the senior grades. The Foundation Phase and Intermediate Phase curriculum is designed in
order to give opportunities for African music to be integrated into the teaching day. The
classroom setting does not detract from the "musicking".® Teachers, however, must be
conversant with Indigenous and contemporary South African music, dance and children's
games in order to do so or they must have access to quality technauriture which will assist

them in the classroom.

P Referencing Christopher Small's (1998) Musicking: The Meanings of Performing and Listening.
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During the Senior Phase, it becomes clear that the focus of the syllabus is on Western theory
with cultural and social references made with regard to teaching and understanding
Indigenous music. Music literacy is thus taught, and therefore promoted, as a Western
construct. There is a clear pathway created to WAM, but not IAM, as an FET choice because

of this.

The FET phase of the music syllabus, the negative responses far outweigh the positive and
this section of the curriculum has many faults, including poor editing, as outlined above.
Staffing and streaming realities reduce the ability of the curriculum to admit students who
are interested in taking IAM, while the criteria for the practical assessment, at the time of
writing, make it very difficult for a student to be assessed by a departmental examiner. The
fact that no African concepts of harmony and theory are presented within the Music Literacy
section of the IAM syllabus devalues Indigenous music in that students must learn this from
a Western perspective. The prescribed content is general, with few specific examples
proffered. As no resources or technauriture are specifically prescribed or made available from
the DBE at this point, it is difficult to assess what is being taught at individual schools. This
confusion is not good for teachers who, as will be pointed out in the next chapter, do not

choose to teach something that they are not familiar with.

This analysis, besides pointing out flaws within the Department of Basic Education’s planning,
also points to another salient challenge. Teachers are not engaging with the IAM stream
because they do not feel qualified to teach it. Does the fault, therefore, not lie at the feet of
the institutions that educate the teachers? In the next chapter | will outline the Bachelor of

Music courses at four institutions in South African in order to answer this question.
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CHAPTER 5

A Re-contextualised Partnership

Introduction

Teachers play a crucial role in the implementation of every syllabus. It is through their efforts
that students at schools are able to engage in learning. Their training, therefore, plays a critical
part in the success of each learner, in not only the subject that they are teaching but in their

various programmes of study (see Chapter 3 for a definition).

In this chapter | present data from correspondence regarding tertiary training for teachers
who engage with music in the classroom. In addition, | present results from a selection of
guestionnaires sent out to teachers, trainee-teachers and learners in Grahamstown regarding
their training. While | recognise that the experiences presented through my study do not
speak for the whole of South Africa, they nonetheless offer some indication as to the state of

music teacher education, which may be replicable in other parts of South Africa.

The questionnaires will give voice to the practitioners using, or soon to use, the various CAPS
curricula and highlight the need for the developers of university curricula to think inclusively
and to re-contextualise the relationships between institutions of higher learning, basic
education and teacher-training. As part of this chapter | will also comment on the availability
of music resources for government schools and review six books which | believe can be made

valuable in the music classrooms of South Africa.

Generalist teachers and arts in the classroom

As elucidated upon in the previous chapter, Life Skill teachers in the Foundation Phase and the
Intermediate Phase have to actively engage with music and music terminology. In my
experience, the majority of these teachers have little or no music background and one of the
most substantial hindrances to effective teaching and learning of the creative arts in schools
appears to be a lack of confidence among teachers. A study conducted in the UK (Hargreaves,
Lamont, Marshall and Tarrant 2003) shows that most primary school teachers lack confidence

in teaching music, and that it is the subject which causes them the most stress in their
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teaching. Other studies have shown that the way teachers perceive themselves in regard to
their own artistic abilities connects directly to the level of effectiveness they demonstrate as

arts teachers. Welch (1995: 71) writes,

Many early-career primary teachers do not feel competent in teaching art education. Their lack of
self-confidence is grounded in their perception of their own low level of artistic ability and, once
in the classroom, they have little time to remedy this situation. For the majority of primary
teachers, the only training they receive in the area of art instruction is during their preservice
training programme. If the training programme offered does not address their lack of self-
confidence, this could subsequently affect the quality and quantity of arts lessons provided to

children.

Housego (1990) asserts that the two significant factors attributed to a teacher’s self-
perception are self-efficacy, or a sense of whether or not one has the skills and abilities to
assist student learning, and the belief regarding one’s own preparedness to teach. A general,
world-wide occurrence in arts education is that many schools, which lack art specialists, allow
the arts to be taught by educators who are not trained or skilled to teach art subjects and in
the end “We are expecting [generalist] teachers to teach what they do not know and often do
not love” (Eisner 1997: 17). This is, in my experience in Grahamstown in the Eastern Cape of
South Africa, definitely the case. | have conducted many workshops where teachers are
desperate for any music knowledge when they find themselves thrown into teaching Creative
Arts as through default. Seeing these teachers in need and being presented a funding
opportunity by ILAM led to me writing a resource book, Listen and Learn, Music Made Easy
(McConnachie 2012) introduced in the following paragraph, aimed specifically at these

teachers.
ILAM’s African music codification and textbook project

The International Library of African Music now situated in Grahamstown, Eastern Cape is well

known as a research institute and archive holding Hugh Tracey’s extensive field recordings of
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music from throughout sub-Saharan Africa®. His life-work was to record and preserve this
music for future generations and this collection is catalogued and digitized and now accessible
through ILAM’s website®!. In 1969 Hugh Tracey envisioned using his extensive musical
recordings as part of an educational project he called the African Music Codification and
Textbook Project (1969). For many reasons, including the apartheid regime in place, this
project was never realised. Through funding from the National Arts Council (NAC), however,
two textbooks Listen and Learn — Music Made Easy (McConnachie 2012) and Understanding
African Music (Carver 2012) were later produced to fulfil Tracey’s visions. Both books
extensively use African music from the archive and Listen and Learn — Music Made Easy uses
the recordings to provide examples for the basics of Western theory, implementing many

curriculum goals. Both books will be presented later in this chapter.

Workshop questionnaires

The ILAM Music Heritage Project SA also sponsored three workshops for various groups of
teachers around the Eastern Cape, in the latter half of 2012 and early part of 2013, on how to
use Listen and Learn — Music Made Easy. The book is aimed at teachers of the music sections
of Creative Arts from the IP to the SP with the intention that more teachers choose music as
a method in the SP when schools must choose two of the four art forms. After one of these
workshops (16/10/2012), organised in partnership with the DoE in Port Elizabeth in the
Eastern Cape, | handed out questionnaires for the teachers to fill in. The questionnaires were
intended to develop a sense of what teachers of these phases felt about teaching music in
these grades; what they felt about Indigenous and traditional music and Indigenous
knowledge in the classroom and also if they felt ready to teach the Creative Arts curriculum

newly presented in the CAPS document.

Two questions were relevant to this research:

1. Do you feel ready to teach Creative Arts next year?

60 This, in addition to other collections from Andrew Tracey, Dave Dargie, John Blacking, Jaco Kruger, Singing
Well and lan Huntley.
61 www.ilam.ru.ac.za
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2. Has this workshop made you rethink your decision regarding what Creative Arts

subjects to teach next year?

50 questionnaires were gathered from the workshop that | presented in Port Elizabeth on the
16th October, 2012. Two other workshops were given, one in Grahamstown and one in
Kenton-on-Sea but the questionnaires were not completed. All the teachers that attended
the workshop were due to teach Creative Arts, but were not necessarily trained in music and
therefore there was no assurance that their schools would choose music as a method in Grade

o.

With regard to question one, of the 50 teachers, 24 said they were not ready to teach Creative
Arts in the following year. Respondent 1 wrote, “No, I'm not ready because it's my first-time
teaching Arts so | still need more training on it” while respondent 4 agreed, “l am not yet
ready; | think | need more training but | do know a little”. Respondent 9 spoke of the need for
resources to give the teachers confidence. He or she wrote, “l am uncertain [about whether |
am ready], | need books to prepare”. Ntomboxolo Ntanga, the DoE Creative Arts subject

adviser for Grahamstown added her concern. She stated,

Here in Grahamstown, there are 29 schools who have chosen music as their pathway. But they
have content-gaps where it comes to music. Most schools choose drama and dance because they
think that it is easy, whereas even dance and drama is not what they think it is (interview

19/10/2016).

These answers support the data taken from Hargreaves (et al. 2003) quoted above. Teachers

lack the self-confidence to implement the CAPS arts IP and SP curriculum in the classroom.

With regard to question two, 31 of the 50 teachers reported that they would re-consider their
arts choice to include music after the workshop with the resource book. Seven teachers
explained that they were already going to choose music and the remainder were either blank

or did not directly answer the question. Comments included,

Respondent 7: “Yes | would. | prefer dance to music and drama but from attending this workshop

today | have definitely been encouraged to teach music next year”,
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and

Respondent 22: “Yes, | thought | would not choose music but through the workshop | think | can
try and do music”,

and

Respondent 31: “Yes and no! | feel a bit scared, but also more knowledgeable”,

and

Respondent 40: “Yes because it has simplified the subject for me”,

and

Respondent 45: “Yes it certainly did. | will be more at ease now when teaching music. It has been

a bit of a struggle with the Grade 4s”.

Taking into consideration that the workshop was only two hours long, these reactions were
very encouraging in one respect, but also discouraging. With a resource book and two hours
of training many teachers felt empowered enough to attempt to teach music at their schools.
What does that tell one about their various teaching qualifications? Why did they not receive
this type of minimal training before, especially when, as discussed in Chapter 3, music had

always been part of the South African primary school curriculum?

One answer in particular summarised the position of many teachers in South Africa. A teacher
wrote, “I would like to [teach music] but I’'m from a previously disadvantaged school, there
are not a lot of resources”. This point, and its repercussions for music, was brought up in the
previous chapter when | discussed the viability of music in the Creative Arts SP classroom and
this was reinforced by the research-assistants who clearly stated that both music and art

would suffer because they are considered élitist and expensive.

Data from another questionnaire completed by IP PGCE student-teachers, who completed six,
two-hour lectures with me on music in the South African IP classroom, adds to these voices.
The course was designed to highlight the importance of using South African music as opposed
to any music in the classroom but also to familiarise the students with music content in the
Life Skills curriculum. As part of the course the student-teachers learned to play southern
African marimbas, djembe drums, pan-pipes and learned four South African Indigenous songs

and their accompanying dances. In addition to analysing the CAPS IP music content, the
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student-teachers were given a copy of Listen and Learn — Music Made Easy (McConnachie

2012) and explained how to use the resource in the classroom.

The guestionnaire was given to the student-teachers after they had completed their final
teaching-practical at various schools around Grahamstown. Of the 15 student-teachers only
two had any prior musical knowledge and when asked about their feelings with regard to
teaching music before the course, every respondent used either the words “nervous; scared
or terrified” (09/16). One response summed up all of them succinctly, “I told myself that | will
not even attempt teaching music before this course, even though | love it but | was scared to
touch any instrument”. The next question asked about their feelings regarding teaching music

in school after the course. Some answers included:

Respondent 1: “Confident and hoping to do music with my learners as | saw during teaching-
practical schools don’t really teach music to learners but focus on art, for example making an
instrument and decorating it but not making music with it”,

and

Respondent 3: “Excited, | utilised the book you gave us — planned an entire unit in Life Skills using
it! I had confidence and felt like | knew what | was doing”,

and

Respondent 4: “Great, | even taught marimba, believe it or not and it was so interesting. When |
teach next year | definitely want to teach music”.

and

Respondent 9: “I have a starting point”,

and

Respondent 11: “A little more at ease. | feel better prepared and slightly more knowledgeable on

the subject. Good resources and ideas provided”.

As explained above, these students only had 6 sessions with me. | believe that because they
had a resource book, along with their experience gained through their practical music making,
they had the confidence to teach music related lessons. When asked about their opinion on
the use of IK in schools, the answers were emphatic and reflect their desire to engage with

Indigenous material:

Respondent 3: “It’s valuable. It brings an important element of diversity to the classroom”,
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and

Respondent 4: “It is important to give learners a broad range of musical information before they
can decide what they like”,

and

Respondent 6: “I feel that incorporating and introducing forms of Indigenous Knowledge is an
important part of the teaching/learning experience in South Africa. This was evident watching the
Xhosa and Zulu students in my own class truly engaging with the songs and music we were taught,
and their enthusiasm to share their knowledge with the class. Our experience was illustrative of a
potential pathway to inspire learners in a classroom context”,

and

Respondent 7: “I think it is useful because often IK is ‘minimalised’ and ‘swept under the carpet’”,
and

Respondent 8: “Very important as a way of preserving the culture. Also, you don’t want to alienate
your learners but integrate what they know with the new”,

and

Respondent 12: “Very important, learners are able to draw from their background”.

Finally, when asked for their opinion on the emphasis that | placed on South African music in

the course, their answers were very encouraging:

Respondent 1: “Beautiful and made me even more proud to be South African”,

and

Respondent 4: “I did listen to South African music before but after this course | was able to even
distinguish South African instruments (sic) and it was interesting knowing how much our country
has to offer”,

and

Respondent 7: “l did not know many South African songs before this course, let alone instruments.
This course has taught me that there is a lot South Africans need to learn about and it felt good

listening to South African music”.

These responses show that using South African Indigenous and traditional music as means to
teach the fundamentals of music can be highly motivating and successful. These young
teachers will have some confidence to attempt to complete the music requirements, both
Western and Indigenous that the CAPS document requires. But what of the teachers currently
teaching at schools? What support do they have once they are already in the system? Is there

an opportunity for them to improve on their skills while they are teaching?
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DBE teacher-training and support

When | asked Ntanga (Interview 19/10/2016) what support the Grahamstown DoE offered
arts teachers in her district®? she stated, “There isn’t much. The concentration is for teachers
to grapple with CAPS policies and its requirements. There are not even content gap workshops
that | have organised this far because the teachers have to understand what it is that the CAPS
requires”. She continued to explain how “schools are running away from music because they
are saying ‘no, no, no that magqudu®, | have never done it at school, and even in the college

when | was being trained as a teacher, so how am | going to be starting now?’”

The role of a subject adviser in the DoE is to support teachers and guide them through content
issues and administration relating to the CAPS documents, as Ntanga alluded to above. It is
not to train teachers in their given subject as it is assumed that teachers are already qualified.
Ntanga, a proactive and dedicated cluster leader is not only in charge of Creative Arts in the
Grahamstown district in the Eastern Cape, but also of Life Skills from Grade 4 — 6. She is
therefore working in two positions and does not have the support structures needed to create
opportunities for Creative Arts teachers to gain access to further training. She commented,
“So what | am saying, generally, | think there isn’t much that | have managed to do in terms
of supporting them in the content. Many of these teachers are stuck in the pathways that
they teach. It has been selected by the school and the SGB® and these teachers were never

trained in any way in music” (Interview 19/10/2016).

Ntanga maintains that the training the teachers received during their tertiary education is

partly at fault for the parlous state of music in schools. She says,

The teachers didn’t get proper music training at their tertiary training institutions. Now they are

expected to be teaching music in grade 7, Grade 8 and Grade 9. Can you believe it? The IP teachers

62Ntanga’s district is made up of the towns of Grahamstown, Bathurst, Port Alfred, Kenton-on-Sea, Alexandria
and the surrounding farms. She looks after 82 primary and senior phase schools.

83 Magqudu, a Xhosa word, is translated as knobkerries or fighting sticks, thus the teachers in this context are
running away from something frightening.

64 School Governing Body

Page | 139



Chapter 5: A Re-contextualised Partnership

don’t even touch on Creative Arts in music. Most of them, you will find out that they treat it as an
extra co-curricular®®, They don’t teach children music at a very early stage like in Grade 4. If it could

start in a right way, even in Grade 4, it will be better. But the teachers find it too hard (/bid).

When | put this to Doreen van der Merwe, an experienced and well-respected FP teacher at

a Grahamstown government school, she responded,

I don't know if the training of the teacher is the greatest stumbling block. | think that a very packed
curriculum combined with the unrealistic demands made by the Department of Education will be
the biggest stumbling block. Teachers often have very little time. | find that we end up sacrificing
things like music in order to cope with the demands of the curriculum (e-mail correspondence

5/10/2016).

This statement is backed up by Vermeulen (2009: ii) who writes, “A major concern is that
music is often omitted from regular classroom activities in the Foundation Phase due to
teachers feeling pressurised by multiple assessment standards in learning areas such as
Literacy and Numeracy”. However, de Villiers writes of teachers working with the Arts and

Culture syllabus (2015: 317),

During this period of curriculum revision, the teachers could still be described as under-qualified
to teach the school curriculum. When the new curricula were introduced, education departments
were tasked with orientating the teachers to them. However, the focus was on the terminology of
the curriculum, not on content and methodologies. Schools remained under-resourced, with the

disparities of apartheid still a reality for the majority of learners in South Africa.

In addition, both Ntanga and de Villiers (2015) commented on the fact that because the arts
were not valued, teachers were often moved to other subjects after a short period of time

and thus any training that they did receive, was wasted.

65 A co-curricular is the current term for extra-curricula activity or after-school activity.
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University support and resources

Vital to the success of every written curriculum is the supported curriculum, as was explained
in Chapter 3. Van der Merwe’s comment that teaching time is limited rings true and is
reiterated by many teachers and officials in the district. It is here that universities and
communities can step in and offer support. Ntanga reported to me that she attended a very
successful course at the Nelson Mandela Metropolitan University (NMMU) in Port Elizabeth.
She said (interview 19/10/2016), “I registered with NMMU for ACE (Advanced Certificate in
Education) in Art and Culture. They were doing all four art forms. It was over two years that |
got this qualification while | was a subject advisor. That is where | got a broader spectrum

about what is expected”.

In her article, The transformation of music education: A South African case study, de Villiers
(2015) describes this project which she co-ordinated. Using her experience as a curriculum
adviser in the Eastern Cape she devised a two-year continuing professional development
programme (CDP) which was offered to arts teachers and Departmental officials who dealt
with the arts. Although she writes that the programme, “... had a very limited impact in
transforming practice due to the small number of teachers who attended this programme” it
is clear that it had a huge impact on Ms. Ntanga and those of us who have worked with her
(de Villiers 2015: 321). Ntomboxolo Ntanga is clearly qualified to handle her employment brief
and despite having two subject-areas to manage, does so well in an environment where there
is very little support. Ntanga commented (interview 19/10/2016), “I didn’t specialise in the
arts at teaching college, so this opportunity was very important to me. Now | am thinking of
my teachers here in Grahamstown, what do they have?”. Funding for the CDP programme at
NMMU was provided by the provincial government (de Villiers 2015: 318) and it is unclear

whether the course will be offered again.

Ntanga and | have been in communication regarding the issue of teacher-training from
January 2016 and two pilot-projects intended to commence in January 2017 demonstrate,
beside other successful examples such as the CDP programme presented by de Villiers,

interventions that can bridge the gap between university and school.
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Foundation Phase “maths-through-music” pilot project

Emphasis in South African schools remains heavily focused on the subjects Numeracy and
Literacy to the detriment, as can be seen above, of the arts subjects. With this in mind, Carolyn
Stephenson-Miln, from the Rhodes University Education Department, has proposed to co-
ordinate a pilot-project for Foundation Phase classrooms in the Grahamstown District where
teachers are given training and resources, such as lesson-plans and music recordings, in order
to teach the Numeracy requirements using music as the basis of the lesson. Stephenson-Miln
intends running the pilot-project from March 2017 with the aim that the time intended for
music in the supported curriculum can be used in combination with the time set aside for
Numeracy. The result is that both the Life Skills music outcomes and the Numeracy outcomes
are completed in combination and without sacrificing the quality or time spent on one or the
other. The analysis of the FP music criteria in the previous chapter explicitly demonstrates that

the goals are achievable and can, indeed, be performed alongside other outcomes.

Content-gap certificate
During our interview, | asked Ntanga about the style of music that was presented in schools,

when there was a functioning Creative Arts teacher. She replied,

They will use traditional songs and drumming but not understanding the theory below it. When
it’'s music period, they will use the drums. There is a musical instrument task with found objects. |
say, okay, you have done guitars, drums, shakers using bottle tops and stuff. Now use those
instruments and take it further to use these instruments as accompaniment to your singing so that

you can understand rhythm, time, grouping (/bid.).

This comment led to a brain-storming session with the outcome being the development of a
“content-gap certificate” course arranged by the Rhodes University Department of Music and

Musicology to be implemented in 2017.

Using Southern African Indigenous songs as a point of reference, the course will run for the
full year and will be offered to teachers from the Grahamstown District at minimal cost.
Intermediate Phase teachers will learn about music notation and elements of music through
the music of their own cultures, similar to the point of reference used in the NMMU course
(de Villiers 2015: 319). In this way, they will work from the known to the unknown and should

gain confidence to, not only sing and dance with clearly articulated goals in their classrooms,
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but also to translate their music into achieving curriculum outcomes. Ntanga says, “l think the
teachers will be very interested because | tried with ABRSM and the teachers were interested.
| have their names but the ABRSM lady didn’t follow through for all of us to do grade 1 for
R190. But the teachers want this. They were very positive even about spending their own

money. If there is an opportunity they will take it” (/bid.).

In addition, music students from the RU Music and Musicology Department will be part of the
core of musicians who teach the course. This interaction between the university, teachers and

the DBE is an important step forward towards a closer, and therefore clearer, relationship.

Teacher resources

There are no prescribed music resources available for government schools for the Foundation
Phase through Intermediate Phase. Several books are available, mostly from overseas, which
use Compact Discs (CDs) and Digital Video Discs {DVDs) as part of their lesson plans. Marion
Walwyn, the Rhodes University FP Life Skills lecturer writes, “There are super CDs and DVDs
for children which can help unmusical {(sic) teachers but need to be carefully chosen. | find the
English and South African ones are better than the American ones. The words must be very
clear and not too fast” (e-mail correspondence 30/08/2016). This use of technauriture, in my
experience, is key to musical transformation in the classroom and should be viewed as an
essential classroom resource in South Africa. Despite concerns regarding the lack of access by
many to technology that can assist the use of technauriture, it is clear further research and

then action into alleviating this problem, needs to be undertaken.

Universities need to work together with the DBE to develop technauriture that is accessible
to teachers. Academics, musicians and culture-bearers from tertiary institutions must share
musical resources in order to build a bank of knowledge that teachers and learners at schools
can benefit from. Several books presenting Indigenous and traditional South African musics
have been developed over the last decade or so. These books, some of which are presented
below, have been successfully used in classrooms in the Eastern Cape as an aid to present the

CAPS IP and SP Creative Arts curricula and the CAPS FET Music curriculum.

Page | 143



Chapter 5: A Re-contextualised Partnership

Umculo Wam - Iklasi Yam/My Music — My Classroom

One such book, accompanied by a recording of over 15 songs and children’s games, in Xhosa
and English, is Umculo Wam — Iklasi Yam/My Music — My Classroom (McConnachie 2016). This
FP resource book for teachers uses music as an essential part of Numeracy, Literacy and Life
Skills lessons. Presented in both isiXhosa and English, the book (in a similar fashion to the
“maths-through-music” project) utilises the songs and games within the Numeracy and
Literacy lessons to achieve music outcomes while teaching other content. In addition, learners
listen to both Indigenous and Western songs, side-by-side, valuing both English and isiXhosa
cultures and languages and through technauriture teachers can confidently present in both
languages themselves. The aim is to produce similar books in all the official languages of South
Africa and to make the technauriture available to teachers online through a software
application where they can download the recordings onto their mobile phones. This proposal
is still to be developed and discussions with the National Arts Council are underway. Obstacles
may lie in dissemination and assessment of efficacy. If a partnership can be negotiated with
various Departments of Education and teachers can be notified of the existence of the music-

site, the chance of the project being successful will improve greatly.

Listen and Learn- Music Made Easy

As mentioned above, another title, produced by ILAM which uses technauriture, is Listen and
Learn — Music Made Easy. This book is a step-by-step guide to the Creative Arts curriculum
from Grades 4-9 but uses African rather than Western musical examples as a starting point.
The book includes all outcomes prescribed by the curriculum and includes activities,
assessments, rubrics and module tests and memoranda. ILAM has, on several occasions, tried
to get the book onto the DBE prescribed textbook list but has failed each time because
Creative Arts textbooks must present all four art forms in one book in order to be accepted
onto the list. Having carefully looked through several prescribed textbooks including Solutions
for All -Creative Arts textbook series (Lapinsky et al. 2013) and the Study & Master Creative
Arts Teacher's Guide Grade 8 Series: Study & Master Creative Arts Grades 7 to 9 (English) {(van
Heerden et al. 2016), | like Ntanga, have come to the conclusion that this style of textbook
does not accomplish what it sets out to do. Music is presented without technauriture and
these books present knowledge in an intimidating manner. Ntanga comments, “The

textbooks are designed in such a way that they are having all four art forms. So, they see
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music and it frightens them and they say ‘how am | going to be able to do this in Grade 97’

(Interview 19/10/2016).

| question the logic regarding presenting all four art forms together. If learners and teachers
have to teach the subjects separately why can the resource books not be presented in that
manner? | suggest that the DBE undervalues the arts and is therefore complacent in its
decision to lump them all together. The result is that none of the arts subjects is given

thorough resources in each of the books for lack of space.

Understanding African Music

Another title which makes extensive use of technauriture is Understanding African Music
(Carver 2012), again produced by ILAM. Rather than following the curriculum, this book
introduces the fundamentals of African music by using materials taken from the ILAM archive.
Clearly written and including several case studies and exercises, this book is an invaluable
resource that should find its way into every university student’s studies. Indeed, it is
prescribed by several universities including Rhodes University and the University of the North
West (Petersen 2015). This title can be used as an example for resource development for
universities and schools alike. It too, has not found a place on the DBE resource list as it does

not comply with the full curriculum.

The Drum Café’s Traditional Music of South Africa

Another book that can be used by teachers as a resource for the IAM section of the Music FET
CAPS syllabus is The Drum Cafe’s Traditional Music of South Africa by Levine (2005). This book
highlights the Indigenous musics of South Africa and includes a comprehensive discussion on
instruments, traditions and values, cultural influences and musical styles of the peoples of the
country, all illustrated using vivid photographs. In addition, the book comes with a CD with

54 Indigenous music tracks which can be used in the classroom.

| have used these books in both my classroom and lecture hall and find them very useful.
Having clear and reliable information presented in an accessible manner with musical
examples to elucidate the text eases the burden of preparation. However, none of them is

easily affordable and teachers at government schools may not be able to access them.
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Music Grade 10-12

Resource books which are the first music books to be accepted on the DoE resource list are
part of the series titled simply Music Grade 10, 11 and 12 (Feenstra et al. 2015). These books
include technauriture and are fully curriculum-compliant, including the Jazz and IAM content.
| presented the books to three teachers in Grahamstown to review and their responses were
very favourable. They, in particular, were positive about the inclusion of specific examples
presented with regard to the IAM syllabus. As was clarified in the analysis in Chapter 5, the
IAM syllabus, in comparison to the WAM and Jazz syllabi, presented generic examples giving
very little guidance with regard to definite pieces of music. Feenstra and her co-authors boldly
take this step. Kazadi (2016b: 6) writes, “| would say that the textbook goes beyond just
providing information of the basic framework given by the CAPS document as the information
for all the history sections is highly detailed”. In addition, the textbook attaches website links
within each lesson which is very useful for finding, listening to and watching relevant musical
examples. It is through links like these, that | think universities can develop helpful classroom
resources which can support the DBE, the teachers and the learners. One issue that arises, is
similar to the Creative Arts textbook problem. Just like the music section of those textbooks
deters teachers, so too does the IAM sections of these books. Although the authors have done
what they can with material presented to them, it is clear that there is very little theory
presented in IAM and some examples and lesson-plans are very short in co