





















































This study is located within the diagram indicated in Figure 4.1 above. Prior to
curriculum development, a curriculum model has to be identified, which outlines the
theory of the aspects to be considered, the sequence of events and how actions should
be planned. Dixon (1998: 24-30) identifies various models of curriculum design
which fall under three traditional models: the objectives model (product or output

model), the process model (input model), and the situation analysis model or culture-

analysis model.

The researcher agrees with Dixon (1998:25) that the revised “outcomes-based
situation analysis model” would comprise: situation analysis, learning outcomes,
assessment criteria, range statements and performance indicators replacing learning

content, learning experiences and learning opportunities and evaluation.
4.11.2 Curriculum Development and Critical Outcomes

The original eight critical outcomes proposed by SAQA (DoE 1997a: 16) are reduced
to seven in the Discussion document (Technical Committee 1997: §2). The critical

outcomes state that the learner will:

o Identify and solve problems in which responses show that responsible
decisions using critical and creative thinking have been made.

a  Work effectively with others as a member of a team, group, organisation or
community.

o Organise and manage oneself and one’s activities responsibly and effectively.
Collect, analyse, organise and critically evaluate information.

a Communicate effectively using visual, mathematical and/or language skills in
the modes of oral and/or written presentation.

o Use science and technology effectively and critically, showing responsibility
toward the environment and health of others, and

0 Demonstrate an understanding of the world as a set of related systems by

recognising that problem-solving contexts do not exist in isolation.
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4.17.6.2 Postmodern views on meaning in music

Although postmodernism really started to come into its own during the 1960s in the
writings of people such as Saussure, Baudrillard and Lyotard, among many others, its
implications only impacted on music scholarship from around the late 1970s. The
shift made is quite clear in the quotation from Lawrence Kramer’s Classical Music

and Postmodern Knowledge, where he speaks of the need for the

Deconstruction of the concept “the extramusical” (Kramer 67), created
when “form” is regarded as music’s essential center. The concept of “a
music itself”, a “music” wholly accounted for in structural terms,
generates a residue comprised of everything not structural: a domain
located, by definition, outside music proper (Quoted in Bowman 1998:
403).

As indicated above, “form” in the modern era was regarded as the essential center of
music and the bearer of musical meaning. This emphasis on structural meaning
neglected to take into consideration any ‘extramusical’ factors that may have been
involved in the meaning-making process. Within postmodernism, the idea of a
dualistic tension existing between extramusical and internal structural forces is seen
as another of modernity’s ‘pernicious oppositional fantasies’ where truth is présumed
to be purely objective and every subjective influence is seen as defiling (Bowman
1998: 403). The idea that a formal structural core of music exists to which everything
else is merely a response or a context within which the real meaning-making takes
place has been largely rejected as inadequate. By placing form at the center of
meaning, extramusical forces were dualistic relationship between extra- and
‘intermusical’ forces is deconstructed. Through this process of deconstructing
modernist views on musical meaning, postmodernist suggest that ‘contingency and
situatedness, partiality and fallibility, are not contaminants, but basic conditions of all
human experiences and understanding’ (Bowman 1998: 403). [n so doing,-the chasm
between meaning in music itself and meaning related to the experience of music

created by modernist thought begins to fade.

The process of meaning construction is also now viewed as being open-ended and
infinite rather than event- and context-bound. Both human response and musical

form are seen to be temporary limits in this ongoing process. By valuing music
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According to Ryan and Shreyar (1996: 347), “authentic” leaming experiences are
those which resemble real life practices and encourage learners to engage in the
processes of practitioners. The value of such learning experiences is supported by
research demonstrating that when learners are provided with authentic learning
situations, meaningful learning occurs. Teaching through authentic activities
complements other educational methods by 'providing learners with opportunities to
access practitioner knowledge and skills, and to gain an understanding of the
contextual influences that shape artistic practices. The artist should not be viewed as
modeling artistic practice in general, but rather as providing an in-depth account of a
single perspective of artistic practice. By experiencing the work of a practising artist,
students may gain a better understanding of how artistic practice is actualized within

the cultural context of a contemporary artistic community.

However, when implementing arts partnership programmes it is important to consider
the positions from which participating artists work, as these have immediate
consequences for the type of learning that will take place. If partnership programmes
are to connect schools with the artistic practices of the art world, it is paramount that
artists who work from a postmodern perspective of art participate in these
programmes (Ryan and Shreyar 1996: 402). By bringing postmodern artists into the
schools it may be possible to challenge the modernist status quo approach to art
education that is dominant in art education programmes today. An artist who works
from a postmodern perspective of art may challenge students to question their
assumptions about the function of art in society by engaging them in new ways of
looking at art and the many roles that art can play in society. By sharing postmodern
works with students, and encouraging a postmodern mode of interpretation that
acknowledges the subjective and sociocultural contexts that shape interpretation,
students can be exposed to new ways of making meaning from their encounters with
art.

To showcase the paradigm shift in Music Education in South Africa, Hoek (2001: I-
13) provides a well documented Qualifications Map of Music in South African OBE,
extracted from SAQA. The table below explains:
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