















































5.11 WRITING A MUSIC EDUCATION PROGRAMME TO ENSURE THAT
STUDENTS UNDERSTAND HOW CRITIQUE OPERATES

Critique is the ability to read through a body of work and make intelligent observations
about it in terms of its perceptive insight and theoretical shortcomings. This is a high-
level undertaking that one would normally associate with the type of work that is done at
institutions of learning (Glatthorn 1993: 354). Having a set of cognitive skills such as the
ability to recall and reorganize, make inferences, evaluate and make judgments about
information, and use inductive and deductive reasoning, are in themselves insufficient for
the task of doing a critique. These low-level skills are indispensable, but inadequate, on

their own to perform the task. They have to be utilized together with an existing body of
knowledge.

The point that the researcher is making is that mastery and possession of knowledge
enable one to challenge and dispute other knowledge. But what is crucial to this whole
operation is possession of information in the form of knowledge, or to put it in OBE

jargon, one has to be in possession of content.

5.12 WRITING A MUSIC EDUCATION PROGRAMME TO ENSURE THAT
STUDENTS ACQUIRE BOTH BREADTH AND DEPTH OF KNOWLEDGE

The educated person is one who is characterised by breadth and depth of knowledge. If
we follow the prescriptions of the OBE model, then we have to accept that the organising
principle of our programmes should be outcomes specified as skills of some sort. Using
this guideline, one is then faced with a problem of how one is to develop students who
will display the characteristics of having breadth and depth of knowledge. In such a

situation, academics become watered down to cater for often nebulously defined skills
and values (O’Neil 1994: 7).

Another factor that militates against the development of students with breadth and depth
of knowledge is what is referred to as range statements. They “...indicate the scope,

depth and parameters of achievement,” describe “...the extent of rigour the learners are
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of art music, but there are also many traditions for different language speakers and

countries or provinces, of folk music of various kinds (Chernoff 1979: 108).

In traditional African music the creator is often the group, a heterogeneous collection of
dancers, singers and sometimes drummers or other instrumentalists; most make use of
physical movement, interaction of notes and sharing of everything to participate in, and
celebration of the micro-society to which they belong. They all participate in the creation
process, with little thought of musical excellence per se, and no thought of recording the
performance or saving it for posterity. Likewise the music is received by the group, often

paying attention because one should move or dance to the music, and keep one’s part to

help create a musical whole.

Popular African music is nowadays highly influenced by Western jazz and rock. The
instruments are much the same as in the West, though musical style is somewhat
different, with shorter cycles and less attention to harmonic progressions. The creation is
now much the same as an American jazz group in a bar or an American rock group that
records in a studio with stars in their eyes while striving for the almighty Dollar/Rand
(Rycroft 1991: 6). Thus busiﬁess, or at least money, is often a decisive factor in all stages
from creation through reception. Reception by listening is much the same as in Western
jazz or pop - one dances, buys the CD, listens on the radio, etc. Here, as in all other
musical settings in the modem world, each listener has a fairly free choice of what to
listen to; often listeners follow fashion rather than analytically choosing music according

to some musical criteria or other.

(Eastern) Indian art music is quite different from the types mentioned above. The
performer on the sitar, violin or voice is a highly trained specialist who has learned a
tradition from a teacher for many, many years if not decades. He/she has mastered with
practice the complicated ideas of what a raga is (and each raga is different), and has
learned to improvise within its parameters of style, knowing which notes to emphasize,
which notes can have ornaments and which not, and so on. The performer interacts with
the drummer at certain points, falling into a complicated repeated rhythmic pattern (tala).

A drone is always present, played by a third performer. Being art music, the
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knowledgeable ones keep the tala with their fingers to better appreciate the music. In
other words, there are silent, attentive and knowledgeable listeners, trained to know what
to appreciate (Sadie 1980: 147). It is not meant to be music for the masses. There are
many languages and cultural groups in India, all of which have various forms of folk
music; though the art music is the same (much like Western opera is given in Paris and in
‘Rio di Janeiro). It can be religious, or popular Indian film music, mostly made with
Western orchestra ensembles (or nowadays electronic), has a long history and styles of its

OWIL

The map of music and Music Education for South African education must also include
Coloured tradition. Even if it does not have the same impact on the field as the other three
cultural influences, in principle it makes an important contribution. The history, in brief,
started with the influx: during the eighteenth century the Malays settled in Durban and
Cape Town. The first group has lived long enough in South Africa to develop a South
African style of music of their own, which is for instance performed by the numerous
Cape Malays choirs. This musical style is eclectic but it is related to the characteristic

ethnic identity of the Coloured tradition (Desai 1983: 7).

Western art music according to Nettl (1990: 7) is a broad topic, including most of the
music heard at art music concerts all over the world today, by orchestras and pianists and
other ensembles. You can read your textbook to find out details of styles — one could
make a very detailed study with such a number of recordings and books and articles
available. In general, Western culture accepted the idea that a few great individuals were
chosen by their extraordinary talent and profundity of feeling to be masters, or composer
geniuses. The German Beethoven, who suffered in his personal life from loneliness and
later deafness, produced a large number of scores for piano, orchestra and other genres
that have been performed regularly ever since. He became the prototype of the genius
which has inspired composers ever since. Berlioz, the opera composer Verdi and Wagner,
and many others worked in the 19" century style, which is so familiar today.

Complicated long formal structures are the norm.
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5.15 IMPLICATIONS OF SOUTH AFRICAN MUSICAL CULTURES FOR
MUSIC EDUCATION

One of the most apparent differences between traditional Western and African music is
displayed in the attitude towards the rhythmic side of music. It is easy to notice that for
Africans, rhythm is the most important element in music (Chernoff 1979: 154). Westemn
music is evaluated mainly according to its melodic and harmonic uniqueness, and even
when the rhythm is important, it is something to respond to in a social situation. The
coexistence of different, simultaneous rhythms conflicting, and yet being in balance,

illustrates the dialogical pluralistic situation (Nettl 1990: 8).

In Western philosophy the visual as well as the literate side of the culture is emphasized.
Thus, notation is at the centre of Western Music Education. Reading and writing musical
notation has become an unquestioned learning goal often equated with musical
understanding. Western teachers tend to teach implicitly that the most important aspect is
to be able to read and write music, to name intervals, to be able to recognize musical
pieces. Children are supposed to learn to analyse musical structure and by doing so, learn
to understand and enjoy music. One aspect which this approach does not usually
acknuwledge is the somatic and corporeal nature of’ music, because music in the African
context is experienced physically as it anticipates movement. According to the Western,
scientific, Christian-bourgeois educational attitude, music is spiritual, mental, intellectual
or emotional and any possible movements are seen as ways of understanding the structure
of music more easily. On the other hand, although African musical activities can be
formally analyzed, the experience of music or the plurality of meanings are not achieved
without the context within which they are used. Form is a by-product of several
processes of participation, as the music is connected with the social structure (Nketia
1962: 3).

These differences are related to the different epistemological attitudes to music within
African, Indian, Coloured and Western thinking. In spite of all audible differences in
Western and African musical sounds, there is a fundamental difference when interpreting

the experiences derived from these. Western individualism and its way of separating
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Reimer stays within the Western idea that detached, interest free theory or contemplation
provides a privileged path to the truth. Furthermore, when musical learning and
knowledge are expressed in terms of the subject’s reaction or the perception of objects
with embodied meanings, the learning process is viewed from the silent receiver’s and

not the performance’s point of view.

This study offers theoretical and practical contributions for Music Education, in South
African schools and other countries that have such a sharp difference between state and
private education sectors. It raises the question of the adequacy of having a new, unified
and national curriculum model that can attend to such different realities, different ways of
experiencing music outside schools that will reflect the way children relate to music, and

their preference to one or more musical parameters.
516 THE CONTEXT OF MUSIC EDUCATION IN SOUTH AFRICA

In his previous research, the researcher (Nevhutanda 2000) developed a model of arts
education curriculum for schools which takes into consideration principles of Outcomes-
based approach. Two philosophical concepts in African philosophical thought are

discussed in the above mentioned study as:

o Ubuntu — referring to humanism

o Holism - referring to conceptualisation of things as wholes.
Ubuntu is an important concept in the African renaissance, which since President Thabo
Mbeki first named it as a focus foe his future vision of Africa in June 1997, has
“increasingly assumed iconic status in South African public life” (Lodge 1999).
Makgoba (1996) says of ubuntu:

[it] emphasizes respect for the non-material order that exists in us and
among us; it fosters man’s respect for himself, for others, and the
environment; it has spirituality; it has remained non-racial; it
accommodates other cultures and it is the invisible force uniting
Africans worldwide.
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o sing the melody of the song in sol-fa up to the first double barline;
o make at Jeast three informative statements about the musical tradition from which

the song has been taken.
5.17.2 Interdisciplinary teaching and Music Education

Where OBE resonates best with multicultural Music Education is in its demand that
teaching be interdisciplinary in nature. Music Education in South Africa is by definition
interdisciplinary in that intercultural goals require that music be treated as more than just
a collection of sound structures to be appreciated for their own sake. Music Education
holds to the concept of ‘education through music’ and recognizes that many of its most

important goals are extra-musical.

The outcomes Music Education aims to achieve include those of ‘conventional’ Music
Education (i.e. the acquisition of musical skill and knowledge), but go further to
multicultural contexts that have rapidly become the status quo in most nations, and
especially so in the new South Africa (Robinson 2000: 9). Such interaction requires an
inquiring disposition that values cultural diversity and seeks to learn frofn cultures other
than one’s own. In one’s quest o promote multicultural learning, by whatever means, it is
important to have clarity in one’s mind as to what culture means; to avoid cultural
stereotyping; to recognize the fluidity of culture (i.e. its tendency to change); and to

acknowledge the reality of the ever-expanding global culture.

The same author believes that the skill most essential to Music Education practitioners is
that of identifying in a musical example (e.g. a song) concept whose assimilation by
students will promote intercultural processes, awareness and sensitivity. Selecting
material from cultures other than those of the students is obviously a step in the right
direction. However, if the material is dealt with only with regard to its musical content,

little will be accomplished that would qualify as intercultural learning.

These outcomes presented above in respect of the spiritual “Somebody’s Knocking at

Your Door”, all but the last concern the musical content of the song and are aimed
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5.17.4 An example: “Care for the Environment”

According to Robinson (2000: 10), to illustrate how the above advice could be applied,
one could use as an example the crucially important theme “Care for the Environment”.
Activities around this theme could be made to coincide with Earth Day or Arbor Day.
Each of the eight learning areas in Curriculum 2005 has potential for contributing to an
interdisciplinary package of activities, even Mathematics (where, for example,

environmental statistics could supply the basis for Mathematical problem solving).

“There are many songs that deal with environment themes” said Robinson (2000: 10). A
good example is “Big Yellow Taxi”, a song that students may know through Janet
Jackson’s more recent adaptation under the title “Got ‘Til It’s Gone” on her 1997 release
Velvet Rope. The overarching theme of “Big Yellow Taxi” is conservation with its

admonition “Don’t it always seem to go that you don’t know what you’ve got till it’s

gone.”

Accordingly each verse is a coupled with a message about conserving what is good. The
shortness of these couplets gives them punch which the poetic skill increases even more,
e.g. the alliteration in the opening phrase “They paved paradise and put up a parking lot,
with a pink hotel” (pink being the colour most associated with artificiality and
commercialism). An activity that could make the song more relevant to South Africa
would be the composing of new verses (in other languages if possible). The following
example highlights the recent struggle to save the dunes of the eastern shores of St Lucia

from being mined for titanium:

“The mining moguls said there’s money in that dune, But the people all said it’s time you
changed your tune” (Robinson 2000: 11). The example also employs alliteration as well
as the idiom “change your tune”, an admonition to give up on a destructive course of

action.
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