



























































ultimate success of a school music programme” (Abeles, Hoffer and Klotman 1984:
274).

Addressing the basic questions Why? What? and How? is a way to summarize the
praxial philosophy. The researcher suggests among others, seven topics below with
regard to praxial philosophy which apply to all teaching-learning situations found in
Elliott (1995: 259-267). The first two address the Why? and What? questions; the last

five all deal with How?.

1. Aims

Why teach music?

The praxial philosophy holds that music has many important values. Self-growth and
self-knowledge and the unique emotional experience of musical enjoyment that
accompanies these are among the most important values of music and Music
Education. These values are, therefore, the central aims of Music Education, and these
values and aims are accessible, achievable and applicable to all students provided that
students’ music making and listening abilities are provided progressively and in a

balanced manner.

Based on the cognitive richness of musicing and listening, the praxial philosophy also
argues that musical works play an important role in establishing, defining, delineating

and preserving a sense of community and self-identity within social groups.
2. Knowledge

What should music teachers teach? What knowledge is most worth learning by all
music students? Musicianship should be regarded as the key to achieving the values
and aims of Music Education. Although verbal knowledge contributes importantly to
the development of musicianship, verbal knowledge about music is secondary to
procedural knowledge in Music Education. Gardner (1990: 42) supports this view
when he argues that in a domain like music, verbal knowledge (or "talk" about music)
is "an ancillary form of knowledge, not to be taken as a substitute for 'thinking' and

‘problem solving' in the medium itself".
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The Methodological Foundations
Kodaly advocated the use of hand signs to represent melodic relationship.
Central to the Kodaly context are four foundational forms, namely:

o imposing order on learning

o repertoire based on folk songs

o techniques for purposes of conceptualisation, and

o the integration of the first, second and third forms in a sequential learning process
(Campbell 1991: 73-77; Heunis 1998b: 11-30, Heunis 1998a: 1-8; Leonhard &
House 1972: 68-70; Mark 1978: 91-104).

3.10.1.3 Carl Orff (1895-1982) and the Creativity Philosophy

Carl Orif’s approach to Music Education is an experiential method based on rhythm
and improvisation, building on what the learners themselves find natural. From his
perspective, music is inseparable from movement and speech, for all was initially
derived from childhood experiences. While rhythm is the starting point, the ultimate
aim of the approach is to develop the child’s creative faculty as displayed in his

ability to improvise. The approach is called Das Schulwerk.

Das Schulwerk

According to Heunis (1998a: 9), Das Schulwerk took the creativity principle as the
point of departure. The strength of the Schulwerk is that it involves learners in
creative activities of playing, singing, and moving in ways that are natural to them. It
allows learners to grow artistically in ways that are most meaningful to them.

The Instrumentarium

The set of instruments used in the Orff approach is referred to as the Instrumentarium.

This includes:
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Barred instruments such as xylophones, metallophones, and glockenspiels.
Strings such as guitars, double, cellos.
Percussion- woods, drums, cymbals, etc. and

Recorders (Dzorkpey 2000: 27).

o o o 0

The basic assumption of Orff's pedagogy is that the completely unmusical child is
non-existent, or very rare, and that with suitable training all can develop some
perception of fhythm, pitch and musical form, and can enjoy taking part in group
creative performance. Music Education should therefore be made available to all
learners, irrespective of their divergent music potentials (Campbell 1991: 219-222;
Choksy et al. 1986: 92-103; Garretson 1976: 259; Heunis 1998a: 8-13; Keen 1987:
360-365, Mark 1978: 85-88, Nye & Nye 1977: 373-374). Orff used the body to foster
improvisation, expression and musical form and this is what OBE requires of the

educator and the learner. Thus, music is presented in a holistic way.
3.10.2 The liberal avant-garde approach

The avant-garde music educationists try to emphasise the contemporary musical scene
as reflected in the foundational characteristics of their music pedagogics. According
to Heunis (1998a: 12), the academic institutions in the modern time are primarily

concerned with training students in the more classical music traditions.

The same author further distinguished the foundational characteristics of the liberal

avant-garde music pedagogic as follows:

o Association with the open classroom philosophy. Relevant here is the principle
that learners have to learn in an environment where they gain knowledge through
their own creative responses.

o Fundamentalism - the call for return to real music, namely sound.

a The influence and techniques of contemporary composers. The educationist must

understand the contemporary tendencies and developments in order to teach them

to the learners.
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