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development of music and musical practices. The main purpose of the Music
Education programme is to develop the aesthetic potential of the children to its
highest possible level. The reality of life in most countries, especially South Africa, is
that this must be seen in the context of the development of the society. The
development and changes required in human habits through Music Education, can
only take place with a realistic musical instruction. It is mainly after literature review

that the above research question is answered.

If today’s students are to be prepared for lifelong learning in Music Education in the

South African context, the focus should be on the following sub-questions:

What is the structure of the South African education system?
What is Outcomes-based education?
How do outcomes play out in a resource-poor education context?

Do outcomes in different musical contexts mean the same thing?

o o oo o a

Is the present Music Education programme for South African students balanced

and relevant?

a If not, could a balanced, constructivist and relevant Music Education programme
be a solution? _

a If one accepts that the provision of Music Education in terms of the new approach

is problematical, to what extent, if at all, can music educators be assisted?

Therefore, it is necessary to explain:
®  Why change to OBE?
®  How do paradigms influence education?
= What is the role of Music in the Arts and Culture Learning area?
»  How should the OBE be rethought in developing a Music curriculum?
= The necessity of Music Technology
»  How can advances in technology enhance existing music curricula? How

can advances in technology change traditional curricular content and

values?

in Music Education in South African schools and institutions.
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1.7.3 Culture

The word “culture” is used almost as frequently as the term “education” itself and
with little precise meaning. It is a word which conveys to most a general impression
rather than a precise idea. This general impression is of “doing the right thing”,

although one is not always clear as to what is “the right thing” (Schofield 1972: 107).

According to Barrow & Woods (1998:155), there are two types of uses of the word
“culture”. First, the anthropological use of ‘culture’ denotes a way of life or a code of
living distinctive of a society or group. This use of the word is purely descriptive. It
contains no value judgements and there is no particular emphasis on the sphere of art.
Second, culture also denotes ‘high culture’. In this sense, culture is a normative
notion and is in some sense desirable. A cultured way of life has some reference to

the sphere of art.

The researcher acknowledges Hauptfleisch (1997), who supports Slobin & Titon’s
definition of culture as the whole way of life of the people, learned and transmitted -
from one generation to the next. Likewise, a music culture is a group of people’s total

involvement with music (Slobin & Titon 1992: 1-2).

1.7.4 Music Education

The importance of music has been recognized in various settings such as in the home,
schools and various cultures. The researcher holds the view that Music is something
that people make or do. It is not an international language. However, its elements
constitute a universal medium to express our feelings and aspirations. The above idea
is supported by academics in order of priority such as Elliott (1989:11), Garfias
(1983:30) and Oehrle (1987:23). Winold in his book entitled Elements of Musical
Understanding aptly writes: “Music is an art, a craft, and science involving the
conscious organization of sound and silence in the framework of time for the purpose
of effecting communication between men” (1966:3). Having acknowledged the
above definition, the researcher supports the view that music is a science which

involves the conscious organisation of sound, enabling good communication amongst

people.

According to Elliott (1995:12-13), Music Education has at least four meanings:














































































past, the entry requirements to one institution usually depended on having
completed a qualification of a certain duration in another institution. Within
an open learning system, entry requirements are less important than exit
requirements.

An open leamning system links non-formal and informal provision with the
formal system. Such a system requires providers to change their admission
requirements and procedures. It will also result in learners’ entering and
exiting learning programmes at different levels.

By basic qualifications or outcomes, the NQF provides a means of recognizing
prior learning. This opens the way for learners who may informally have
acquired knowledge and skills to proceed with studies relevant to their level

and need.

Apart from formal criteria, as set by SAQA, universities will have to develop criteria

for programmes (and resultant qualifications), which are consistent with their own

vision, and the specific environment in which they operate.

Before 1994, there was a bias toward ‘qualification-as—destination’ which implies

that once the qualification is achieved, formal learning is considered to be over for

life. This conception is entirely at odds with the White Paper on education and

training (RSA 1995b: 15). This White Paper states that education and training

requirements of a successful economy and society include:

The desire and ability to continue to learn, to adapt and develop new
knowledge, skills, and technologies, and to move flexibly between
occupations, and to take responsibility for personal performance, to set
and achieve high standards, and work co-operatively.

2.12  OUTCOMES-BASED EDUCATION DEFINED

QOutcomes-based education (OBE) is an educational approach which is results-

oriented and which requires teachers and learners to focus their attention on the

following two aspects (Department of Education §997a: 17-23):

o First the focus is on the desired end results of each learning process. These

desired end results are called the outcomes of learning and at the end of a
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Western epistemologies in education, the world over, is also noted by no less a
scholar than Mills (1959: 178) who reveals that most, if not all, disciplines are
founded upon values created in the West. For this reason, he believes those who treat
these standards or values as if they were transcended, imminent or objective, refuse to
accept the simple fact that social reality is viewed from a particular standpoint. By the
same token it may prove difficult, if not impossible, for South Africans to transcend

the Western value basis upon which OBE stands.

The struggle for liberation from Western cultural domination has been embraced by
the Africanisation intellectual movement. In the Foreword to a book entitled Black

Perspectives, one of these intellectuals, Ramose, wrote:

Intellectual liberation from dependence and mimesis means a
radical and critical questioning of the dominant Western
epistemological paradigm from an African standpoint. The latter
means taking the African experience in its totality as an inescapable
point of departure for the construction of critique of knowledge. For
too long the African intellectuals and, by extension, intellectuals
with the experience of colonial domination, have been fixated upon
the Western epistemological paradigm, that is, the definition of the
meaning of experience, knowledge and truth according to Western
understanding (1998:v). ‘
The researcher agrees with Nekhwevha (1998: 3) that amongst liberal white scholars
in South Africa there is a tendency to equate the views of the Africanisation
intellectual movement to non-scientific practices. By the same token, critiques of
OBE which called for an education system constructed upon a solid African cultural
foundation have been dismissed on the same basis. Typical amongst these scholars is
the view that those who adhere to the cultural ‘back-to-basics’ project in the form of
African Renaissance in South Africa have lost respect for objective universal
knowledge in favour of the state and politics. For them, a researcher must adhere
rather to the rules of his/her scientific discipline in the name of an informed citizenry
in such a way that will hold the state accountable for its policies (Muller 1998: 220;
234-235). Nevertheless, the view which is being advanced by this author is that the
Western cultural values which inform the OBE system in South Africa must be
_replaced by African ones if an authentic educational transformation is to be effected.
This is in line with recommendations by the Brazilian educator, Paulo Freire (1970:

vi), that a neutral education is anathema. The implication of Freire’s views on
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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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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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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

5-17






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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o Using computers and multimedia software to develop multimedia projects

‘o Using computers together to synchronise audio and video tracks in
multimedia projects

o Using computers together with CD-ROM to access information on
traditional musical topics

o Using a digital recording studio to create large scale works from many

different sounds, sources and pieces of musical information.

Schoeman (1999: 2-52) supports the above points, noting that the emphasis in any
of these activities should not be on the equipment being used but on what the
students can create using that equipment. In a sense, the learning about the
technology is subservient to the creating of the music. Because of this, the students
are less reticent to ‘learn’ the technology and work with it than they are when the

technology is explicitly taught.

6.10 CURRICULUM PLANNING FOR MUSIC EDUCATION
TECHNOLOGY

In the case of South African schools, and this research study in particular, the
essential outcomes in relation to introduction of keyboard, computer notation,
synthesisers, Digital Audio Tape, CD ROM and DVD recorder in all foundation,
intermediate, senior phases as well as further education and training and the higher
education band, in the Music Technology programme are to create an environment

where students will, according to Devroop (2002: 5-10), be able to:

0o develop their creative musical potential

o broaden their musical horizon by direct contact with students and music
from around the world

o develop their knowledge and understanding of music via the manipulation
of sound using modern technology and via feedback from teachers and peers

o develop confidence in the use of modern technology

o discuss and compare with confidence their reactions to a musical event with

those of other students from around the world.
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6.16 OUTCOMES FOR STUDENTS AND TEACHERS RELATED TO
TECHNOLOGY APPLICATIONS

Student Outcomes: The effectiveness of technology tends to vary as a function of
the curriculum content and instructional strategy delivered by the technology. When
content and strategies are determined to meet accepted education standards,

research shows that technology (Riesbeck 1996: 53):

o Increases performance when interactivity is prominent,

o Increases opportunities for interactivity with instructional programmes,

o Is more effective with multiple technologies (video, computer, tele-
communications, etc.),

o Improves attitude and confidence, especially for “at risk” students,

0 Provides instructional opportunities otherwise not available,

o Can increase opportunities for student-constructed learning,

o Increases student collaboration on projects,

o Increases mastery of vocational and work force skills,

o Helps prepare students for work when emphasized as a problem solving
tool,

o Significantly improves problem solving skills of learning handicap students,

o Improves writing skills and attitudes about writing for all students,

o Improves writing skills as a result of using telecommunications.

Educator Outcomes: Research on the benefits of technology for teaching is
generally positive with a shift from the more traditional directive to a more student-

centered approach. Research shows that educator use of technology results in:

o Less directive and more student-centered teaching,

o Increased emphasis on individualized instruction,

o More time engaged by teachers advising students,

o Increased interest in teaching,

o Interest in experimenting with emerging technology,

o Teacher preferences for multiple technology utilization,

o Increases administrator and teacher productivity,
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Increased planning and collaboration with colleagues,

Rethinking and revision of curriculum and instructional strategies,

o o o

Greater participation in school and district restructuring efforts,

I

Business partnerships with schools to support technology,

0

Increased education involvement with community agencies,

0 Increases in teacher and administrator communication with parents
(Devroop 2002: 2-5).

6.17 TECHNOLOGY DEVELOPMENT AND APPLICATIONS TO
SUPPORT TEACHING AND LEARNING

Technology development factors: Research shows that particular features of
technology-based resources are critical for effective technology applications in

education and should provide for or incorporate (Hammond 1992: 156-162):

Immediate adjustment of task difficulty in relation to student responses.
Instant feedback of correctness of responses.

Ease of use by students and teachers.

Sustained interest and use by students.

Simulations of tasks not possible in the classroom or from books.

Student control of pacing the educational programming.

oo o o o oo

Opportunities to use multiple technologies.

]

Built in assessment and procedures to matched technology resources with

learner needs.

o Field testing of technology-based resources with a variety of students in a
variety of settings.

o Involvement in the development of educational technology programmes.

o Alignment with curriculum frameworks and existing instructional resources.

Technology application factors: The following are general considerations that
research and evaluation studies document as important features to include in the
application of technology-based resources. These studies suggest that technology

should provide for or promote (Hannafin & Peck 1988: 8-13):
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o Teaching that cannot be easily accomplished without the technology.

o Guidelines for teachers on how and when to integrate the technology into
instruction. |

o Expansion or enhancement of the curriculum.

o Integration into current and emerging curriculum standards and guidelines
(interoperability).

o Access to technology and educationally relevant programmes.

o Ease of adaptation of technology into a variety of learning environments
from school to home.

o The use of the technology within the regular classroom or leaming
environment.

o Adults that can promote meaningful student-use of technology.

o Adaptation of technology with diverse student populations.

o Involvement of teachers and administrators in the design and

implementation of educational technology.

6.18 PRINCIPLES OF MUSIC TECHNOLOGY

Music Technology and MIDI labs can benefit both teachers and students by helping
to make music learning an engaging, creative process. Planning for technology,
however, can be a complex undertaking. It is especially important to avoid the

pressures to have technology for its own sake.

In order to encourage students to use technology to engage with music rather than
simply as a tool, a number of principles suggest themselves from the above
discussion as cited by Harding (1998: 354-68). Therefore, the researcher makes his

own conclusions as follows:

6.18.1 Integration

If a computer is to have any chance of being treated as a musical partner, it needs to
become part of the life of the music department and the curriculum just as other
instruments are. This includes being available for use in music classrooms for

general use, not necessarily a computer or technology lab, and available in
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‘practice’ rooms for individual use. As well, technology or computer music works
need to be included in concepts, CDs and other public presentations. It may take
long to realise this in South Africa, but it is advisable to start planning for such

initiatives as a way of transforming Music Education.
6.18.2 Specialization

Students should be able to study technology or computer music as a principle study
from the General Education band to the Higher Education band. While technology
is used for some students to have some access to computing resources, particularly
for tool functions like music publishing, there must be provision for some students
to become experts in computer music composition, synthesizer performance, and
digital media production. Therefore, it is necessary for schools to make sure that

Music Technology becomes a fundamental and core to the study of music.
6.18.3 Quality

All music educators should be concerned with providing quality experiences for
their students. Computer or technology-based music-making is no different. It
must provide students with quality Music Education and practical experiences.
Particular care should be taken with assessing students’ computer music, as many
teachers may be unfamiliar with practices and standards. The researcher believes
that maintaining a consistent ear for general musical values goes much of the way,
being careful not to simply transfer value systems from other musical styles.
Quality of repertoire and musical product can be maintained by increasing exposure
to what experienced computer musicians are doing via CDs, visits to concerts, and
guest visits. Regarding the quality of equipment, it is important to listen to the
systems and trust your ears on sound quality. Also look to what experienced

computer musicians are doing and using, copy them and seek their advice.
6.18.4 Reward

To encourage greater use of the computer as an instrument there need to be

incentives as this type of venture or course is difficult. These can come in many
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forms, but the most valuable will be recognition via public performance, prizes and
personal encouragement. It is important that the students’ work with computers and
synthesizers is seen as being as valuable as other musical activities. This is another
reason to enable specialization and monitor quality, because superficial recognition

of clearly mediocre results is usually quite transparent to students.
6.19 SUMMARY

Curriculum 2005 places great emphasis on Technology, which is also one of the

eight identified learning areas into which the national curriculum has been divided
(DOE 1997a: 14-15).

It is evident that the new approach in education takes technology seriously to an
extent that it is given the status of a Learning Area. This Learning Area will
promote “all aspects of technology: planning, design and manufacturing, and it is to
be introduced from the lowest grades at school” (Dixon 1998: 2). The emphasis on
Technology Education by the Ministry of Education (Asmal 2000) is a positive
“development for music educators, especially at the time when the arts are being
marginalised. Music Technology presents itself as a “saviour” to Music Education,
in that technology-based education is given preferential treatment by national
government. Curricula, funding, employability, marketability and the goals of
lifelong learning within the music sector need to embrace Music Technology as a

transformational mechanism.

This research study has introduced the advances of technology in the form of avant-
garde which is the increased usage of electronic musical and audio equipment and
computers for music applications and therefore, suggests a trend that supports the
overall technology boom or era. To a certain extent the variety of devices,
processes, products, applications and research related to music and technology has
given birth to Music Technology, the field of study. This field is about knowledge

and skills in the form of cutcomes that are related to music activities.

It is time that the 21st century gives way to look for roots of the new musical style

that will gradually mature in the present period to produce the field of Music

6-36



Education. It is apparent from the discussion in this Chapter that a body of
technology knowledge has been developed over time. This body of knowledge
relates to music and shows how emerging technologies have helped to move the
field forward. The areas of audio technology, electronic musical instruments,
Internet, telecommunications and computer are clearly identifiable through the

historical development in Music Technology.

Traditional patterns of teaching have changed. Nowadays the computer forms the
basis for most of the applications relating to Music Technology discussed above.
Therefore, it is crucial to understand how computers work, the systems related to
corﬁputers, computer laboratories and computer-based education and training.
There is currently an increase in computer training/instructional software for
musicians and music educators in South Africa. Everyone wants to be computer
literate and be able to access information from the Internet. Besides, formalised
studies in computer literacy or information have traditionally fallen outside the

ambit of arts-based disciplines.

If Music Education is to be transformed so as to respond to international trends in
Music Technology, it is in a predicament in that the approach towards pedagogy has
shifted from being teacher-centred to learner-centred and the learning content needs
to affirm the musics of global cultures. It was apparent during the course of this
research study that most Music Education programmes are still largely dominated
by Western art music curricula, where indigenous knowledge systems have not
been fully implemented as formalised studies within existing curricula at South
African schools. Due to the previously fragmented education system in South
Africa, discussed at the beginning of this research study, these issues are pivotal in
bringing about transformation and would therefore need to inform the design of
new curriculum and qualifications. Therefore, the whole paradigm of Music
Education must change in order to reflect the trend the South African education

system is taking.

Arts-based disciplines are threatened within the new education framework, because
of poor funding and lowly recognition, when compared to disciplines such as

Mathematics, Science and Technology. However, the survival of Music as part of
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CHAPTER 7

EVALUATION, CONCLUSIONS AND RECOMMENDATIONS

7.1 INTRODUCTION

The modemist paradigm encompasses a musical era, the beginning of which dates
back to the early days of polyphony and its end coincides, in South Africa at least,
with the liberation songs of the 1950s. In this old paradigm, the era stylistically
described by a continuous, linear process of melodic, harmonic, rhythmic and
formal emancipation, the unsuspecting artist was elevated to a position previously
held by the Divine. According to the new paradigm, which describes and gives a
face to restructuring and transformation, Music Education of the present era is not
much concerned with the internal unfolding and/or development of musical ideas,

like in Western aesthetics, but with how these musical ideas are perceived.

As South African society has moved into the new millennium, Western ‘high art’
can no longer be the sole focus of attention in school music programmes. Outside
school, youth are now exposed to a wider range of music than ever before. One of
the healthiest trends in Music Education during the past two decades has been a
growing recognition that people must provide for the cultural and spiritual needs of

indigenous peoples, as well as those whose reach is outside the Anglo-European

tradition.

7.2 ANSWERING THE RESEARCH QUESTIONS

The main research question of this study was:

How can a balanced and relevant Music Education curriculum be developed that

can be used by all schools in South Africa?

This question was answered by first reviewing the status quo of music curricula in-
South Africa. Information was gathered from literature review of primary and

secondary sources. Thus, theses, dissertations, journals and government sources
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were used to gain understanding of the problem and also evaluate these sources

against the formulated research problem.

The answer to the research question is first seen in Chapter 2 where change in
education is discussed in the context of Outcomes-based education (OBE), its
implication on curriculum development in South Africa and how it affects the arts

in general and music in particular. The answer cuts across Chapters 3, 4, 5, and 6.

The researcher addressed several sub-questions simultaneously with the main

research question.
Chapter 2 addresses these questions:
What is the structure of South African education system?

What is Qutcomes-based education?

How do outcomes play out in a resource-poor Education context?

g g 6o .

Do outcomes in different musical contexts mean the same thing?
Chapters 3, 4, 5 and 6 address the questions below:

o Is the present Music Education programme for South African students

balanced and relevant?

a If not, could a balanced, constructivist and relevant Music Education

programme be a solution?

Outcomes-based education is an approach that promotes lifelong learning. It is a

shift from content-based education with the emphasis of a flexible curriculum.

The specific outcomes for Arts and Culture Learning should guide teachers to
ensure a balanced programme. These outcomes present a challenge for teachers to
move away from a narrow, Iimited music programme to one that embraces a
spectrum of opportunities and experience for both learner and teacher. The

approach adopted in this research study is that different musical cultures have
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different musical outcomes which in the view of the researcher should be

integrated into new South African Music Education curriculum.

The fact that South Africa was previously divided according to race, colour and
creed implied that education was also divided and music in particular was
disintegrated. Therefore, during this research study, music was seen as undergoing
transformation and restructuring to meet the challenges of the 21% century, and as

part of a specifically South African paradigm shift.

7.3  FINDINGS

After careful analysis of the literature, the researcher observed the following:
7.3.1 Music Education in South Africa

In 1994 a paradigm shift was imminent, not only in South African government but
also in education. The new government had to redress, renew and restructure
education in the country. A shift from content-based to outcomes-based education
became imperative. These comments lead the researcher to this final point. Music
Education has crossed some important borders on the journey to the new
millennium. Change in music curriculum has brought a trend toward a more
eclectic and student-centred curriculum, with the result that a strict adherence to a
particular ‘methodology’ is occurring less than at any previous time. There has also
been a general questioning of the Western notion of music as a superior and
specialised craft. Music in many schools now involves much more than singing,

playing and learning to become musically literate according to the Western canon.

One of the most significant achievements of Music Education during the past
decade is that students around the world are now required to think and act in ways
that are quite different from the traditional approaches of the past. There is also a
healthy recognition that music as it is currently being practised should be a

compulsory subject.



Elliott reminds people:

‘Our’ traditional Western music-making and listening practices
share several idiosyncratic features: they pivot on syntactical
structures (tonal melodies and functional harmony); they value re-
creation over spontaneous creation; and they emphasise control of
musical environments. The Western view tends to treat all music as
an aesthetic object of contemplation according to 18" century
standards of taste and sponsorship (Elliott 1989:13).

Walker extends this view when he argues that people simply cannot fit sounds
from outside Western traditions into Western art music paradigms “without
insulting and destroying their integrity, as well as implying that we in the West
have developed the art of music to higher degrees of sophistication than others
because of our technology and culture” (Walker 1996:9). The word ‘music’, as
Walker (1996:8) contends, “is as culturally laden with Western traditions of the last
scveral hundred years as is the term ‘gamelan’ with Balinese traditions”. The
researcher is of the view that South Africa, as a multicultural society, must

approach music with the view that it is embedded in peoples’ cultures.

Music education is a lifelong process involving students at all levels. Music is an
academic subject with its own special body of knowledge, skills, and unique ways
of knowing and thinking. It offers unique opportunities for reactivity and self-
expression. Musical knowledge and skill need to be developed and nurtured.
Further study is needed to determine how children learn music, what
developmental levels are optimal for emphasizing various skills, what experiences

students should have, and what techniques should be used.
The curriculum's best design is needed to explore questions such as the following:

o What are successful materials, techniques, and settings that motivate students
to participate in general music and ensembles?

0 What are effective techniques that help students acquire music knowledge and
skills?

@ What is the importance of early experience in the musical development of
children? Are there developmental windows of opportunity for learning certain
music skills or attitudes?
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o What music learning experiences are good precursors to continued music

participation beyond the school years?

Social issues, changing demographic patterns, and inclusion of African music in
the music classroom present significant challenges for music education. The fact
that today's music educator must be prepared to teach diverse and underserved
populations underscores the need for examining the best methodologies,
techniques, conditions, and materials for bringing music to the entire student

population in the nation's classrooms.

7.3.2 QOutcomes-based education

Outcomes-based education does offer many powerful ideas, such as a commitment
to learning for all students, possibilities for authentic assessment, and interest in an
integrated curriculum. Some schools have been trying these ideas independently of
OBE, however. The complexity of schools as human systems, the question of
power or the ownership of the reform process, and theoretical questions about the
nature of knowledge and learning remain significant problems. These issues
require more study. In addition, we need more examinatibn of mastery learning,
competency driven curriculum, and OBE theory; more of the OBE implementation
efforts in a variety of school settings; and more long-term research on OBE

classrooms.

This study has suggested some areas of concern and reasons for scepticism in the
face of ongoing advocacy of outcomes-based education with particular reference to
Music Education. Outcomes-based education starts with given generic procedures
developed by outsiders rather than the concerns, needs and commitments expressed
by educators, students and parents in their own situations. Outcomes-based
education depends on more detailed curriculum and assessment, stronger
management, and greater effort by school people. Like previous failed reform

efforts, OBE has been offered as a dependable, rational, scientific panacea.

The researcher discovered that despite the criticisms levelled against Outcomes-
based education, OBE seems to be radical reform, a true paradigm shift in the

South African education system. To view schools as complex, living systems
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need to restructure programmes that fit the interests of today’s students if they are

to remain relevant and attractive enough to elicit public support.

Many of today’s students themselves are from non-Western cultures. This
increasing cultural diversity presents a challenge to institutions to widen their
music and cultural horizons. Paul Simon’s Graceland album notably introduced
sounds and rhythms from other cultures, increasing understanding and appreciation
for African cultures and at the same time making it imperative for secondary music

programmes to reflect the new demographics within the society.

Technology is effectively revolutionising South African society. An unexpected
by-product of this revolution has been the emergence of a generation of learners
weaned on multidimensional, interactive media sources, a generation whose
understandings and expectations of the world differ profoundly from the generation
preceding them. If teachers are to give these children the education necessary to
succeed in today’s technologically intense, global future, a new form of education
practice, one that builds on children’s native learning abilities and technological
competence, must replace the existing methods. Only by revising educational
practice in the light of how culture has changed, can people close the gap, and

reunite schools with learners and the rest of the society.

In language education, for example, current practices do not advocate starting with
18" century English. Learners study language starting from their own usage, and
go on to develop understanding and appreciation of the language use of others,
including other times and places and eventually the works of masters of language.
Music pedagogy for all students, rooted in the 20" century and leading to other
times, places and cultures, utilising digital technology in the form of acoustic
synthesis, sequencing, CD ROM and ‘on line’ access to the vast store of examples

and information available world-wide is, in this case, the only way forward.
But the lead must come from the universities and music colleges in South Africa;

otherwise schools will face the uncomfortable situation of square pegs, that is to

say music educators with historically and pedagogically irrelevant musical skills
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and knowledge, trying to fit into the round holes of pedagogy with which they have

no professional or scholarly connection.

The impact of computer and software technology in Music Education at school
level is important for teaching students to use and create teachingal software.
Courses in Early Experiences in Music Education, Basic Music Skills, Music
History, Music Notation and Printing, and Music Technology can all play an

important role in preparing music educators for different schools in South Africa.

Learners need the skills necessary for satisfactory course performance, but they
must also learn how to use computers and software for course teachings.
Transformation of education and music in particular, offers a lucid framework to
develop course teachings that integrate the use of technology and the nature of true
interactive teachings and implementation. Graphics and video capabilities are

constantly improving, as are Internet resources for the teacher.
7.3.4 Integrated approach to Music Education

The researcher recommends that Music Education be presented in an integrated
approach where the conceptual framework (the use of Music Education concepts to
enhance learning) of music is the focal point. This approach helps the teacher to
coordinate musical activities to promote holistic learning in students. All aspects of
Music can be taught as a whole, which then forms a discipline of knowledge. In
this case, integration helps to:

o Enhance learning transfer;

o Offer better understanding of each discipline in the global education of the

learner:
o Better learning results;
o Facilitate the development of thinking skills;

o Make students aware of the significance of what is being taught.
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natural laws. They have reason and therefore can formulate and evaluate personal

and collective purposes, goals and values (i.e., they have intentionality).
7.3.6 Curriculum for musical praxis

The curricular problem of “what, of all that can be btaught, is most worth
teaching?” is a matter of determining the most accessible pragmatic “goods”
(values) that music can provide for the greatest number of people. A pragmatic
answer to this over-riding curricular question rejects, first of all, metaphysical
issues that cannot be adjudicated in concrete terms at all, or issues that do not stand
up well to the process of immanent critique. Thus it does not involve fine and noble
platitudes and claims about the aesthetic benefits of music that cannot be evaluated

in terms of teaching success or in terms of benefits of the lives of individual

students.

To be successful, curriculum cannot succumb to the legitimation crises created by
the use of aesthetic theory and its claims of “aesthetic disinterestedness”, “aesthetic
distance,” and “for-its own-sake” kinds of musical purity, while at the same time
claiming that Music Education as aesthetic education is somehow basic in a
pragmatic, useful sense to general education. Thus, a pragmatic curriculum - 3
curriculum for music as praxis - will not reflect the kinds of aesthetic claims that
involve the increasingly problematic legitimation crisis concerning elitism versus
populism - good taste versus popular tastes and the resulting problem of students
who are increasingly turned off to the kinds of “good music” that alone are said to

have appropriate aesthetic benefits.

A curriculum, then, is an articulated and functional arrangement of Such action
ideas for guiding teaching praxis in the same way a score guides certain kinds of
musical praxis. A written (formal) curriculum for music thus involves
hypothesizing action ideas that analyse and represent desirable, optimum states of
musical functioning. It describes in holistic terms the “good results” ethically
expected from a teacher’s praxis (or from each individual among a group of
teachers following an agreed upon curriculum} and from the curriculum itself. To

be praxial, such holistic results must be “authentic” and thus capable of being put
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into action both in the classroom and “in life”. A delivered curriculum (curriculum
as “instructed”) can never fully satisfy or reach these optimum states. But, in
teaching as praxis, the effective curriculum amounts to the actual results in terms of

musically praxial for individual students.

In this critical view, then, the process of teaching based on delivering a formal
curriculum is necessarily distinguished from teaching as a praxis that results in an
effective curriculum. In the first place, a formal curriculum will be incapable of
supporting effective curricular results if improperly conceived or written. And, in
the case where appropriate formal curriculum is used to organise and guide
teachings, teaching is seen only when such teachings (i.e., methods, materials,
evaluation, etc.) are effective in terms qualified by the curriculum. Teaching, thus
redefined pragmatically and critically, always benefits by being drawn and inspired
in the direction of such optimum results, and is judged and changed over time by

using such action ideas as criteria for improvement.

Any consideration concerning action ideas for curriculum, in sum, is a
philosophical undertaking. When it includes a group of teachers planning
curriculum together, it also requires ‘critical argumentation’: the ability first to
‘critique’ an issue, contention, assumption or problem in terms comprehensible to
all, then to argue (in the best professional sense) and communicate successfully the
fruits of that critique in the direction of increased empowerment of all concerned.
Teaching then is not the simple use of a technology or toels; it is the praxis of
realising effective results for students for life. The standards of effectiveness for
teaching praxis are indicated by the action ideas of formal curriculum, conceived in
terms of empowering students to music as praxis. Such standards for praxis
become common standards when they are conceived collectively by all those in a
community charged with instructing students. However, there will be no standard

practice or technology for reaching the common criteria of the formal curriculum.

It has become apparent from this research study that students need a coherent
education that takes a holistic view of curriculum and of learning an makes
connections between all of the Music Education curriculum components and the

real everyday world of students. It is possible to create a comprehensive curriculum
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o providing practical experiences in the use of technology in teaching, record-

keeping, composing, scoring, arranging, band charting, and management.
This will then enable students to achieve the following outcomes:

communicate effectively

solve problems using a variety of strategies

o o o

take responsibility for oneself and for one’s role within a grou
p group

]

develop self-discipline
0 work as a responsible member of a team

o become aware of one’s own culture and the cultures of other peoples.

These outcomes reflect the spirit of Curriculum 2005. Learners will achieve these
outcomes as a result of a quality Music Education, provided by well-trained
educators. Music educators should have an easy task in incorporating outcomes
such as these into the foundation of their planning. Outcomes-based learning may

actually legitimise and give more weight to our raison d’etre as music educators.

One of the strengths of music educators should be the emphasis on fostering the
skills, knowledge and concepts necessary to experience and perform music. The
sequential building bricks of musical understanding develop in an integrated
melange of rhythm, melody, form, harmony and timbre. It is through these
enabling outcomes that the learner achieves the national and any global outcomes

mentioned in this study.

Demonstration of the knowledge, skills and concepts that have been gained is a
focal .point in Outcomes-based learning. A vafiety of demonstrations are
encouraged, as is a multiplicity of demonstrations of each outcome. Experiential
music programmes incorporate a multitude of opportunities for demonstration of
enabling outcomes. As an example, learners in an Orff programme are actively
engaged in singing, speaking, reading music, moving, listening, playing
instruments, composing and improvising. All these musical activities provide

vehicles for demonstrating achievement of outcomes.
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