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INTRODUCTION

The aim of this study is to present a colléction of indigenous African and Indian songs
with accompanying activities. While both groups of songs derive from an oral tradition
| have notated the songs in order to make them more accessible to teachers in
schools. My intention ié to provide music educators with teaching n;éterial which
recognises the inherent value of musical traditions, such as those of India and Africa.
In South Africa this is an important means of encouraging intercultural understanding

between people.

The songs are presented with a brief introduction to the cultural background in Which
they were created and transmiﬁed. | hope that teachers will share some of this
information with their students. This is an important collection of songs because it is
the first step towards making two musical cultures of Natal, African and Indian,
available to music educators. In the climate of violence and political instability, this

music has remained inaccessible to most school music teachers in Natal.

MULTICULTURALISM IN MUSIC EDUCATION

In the early nineteen twenties, music educators ih the United States began to examine
the importance of what is now called multicultural music education. Satis Coleman,
a piano teacher in Washington D.C., was one of the first teachers to introduce singing
of songs and the making and collecting of musical instruments from various parts of

the world as a supplementary part of her piano teaching.

The founding of The Advisory Council on Music Education in Latin America in 1946

contributed to the first use of the term ‘intercultural’ in the article by Vanett Lawler,
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“Intemational and Intercultural Relations in the Field of Music Education®.! By using
the term ‘Intercultural’, Lawler erﬁphasised the importance of sharing between different

cultural groups.

In the 1950’s, the movement continued with the founding of the International Society
for Music Education. The past three decades have seen an escalated interest in
multicultural music edu_cation, examples of which are the Tanglewood Symposium, the
Commission of Teacher Education, the society for Ethnomusicology and the National

Multicultural Awareness Commission of MENC.

In 1991 a series of workshops on African Music was hosted by the Department of
Music at the University of Durban Westville for music teachers in the House of
Delegates. The first workshop had two sessions. In the first session teachers
discussed the problems they experienced in implementing musics of different cultures
referring specificélly to the inclusion of Indian music into the music syllabus in January
1987. This was followed by a second session which involved teachers in leaming a

few Zulu songs and dances.

In their discussions teachers raised the following issues:‘ firstly, the limitations of being
trained only in Westem classical music with a strong theoretical background and the
lack of exposure to practical music-making;}secondly, the lack of resources in musics
of different cultures and suggestions for the implementation of these resources for
classroom instruction; and thirdly, the lack of knowledge of cultural aspects such as

language, tradition and values. From these discussions it was evident that music

1. George N. Heller, "Retrospective of Multicultural Music Education in the United States®, Music
Educators’ Jounal 69 (May 1983), p.33.
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teachers in the House of Delegates schools were inadequately prepared for the

implementation of musics of different cultures in the classroom.

At the First National Music Educators’ Conference in 1985 delegates‘raised many
issues pertaining to the need for the incorporation of the variety of South African
musics in education. One issue raised in particular was that despite the abundance
of indigenous South African musics very little of this music was included in South
African music education. Khabi Mngoma presented a solution to this situation at the
Second National Music Educator’'s Conference in 1987 by suggesting that indigenous
musics of South Africa should be collated together with suggested approaches for their

implementation, and made accessible for classroom instruction.

The present situation in music education reflects an uneqﬁal allocation of facilities,
funding, musical materials and music specialists in schools. This unsatisfactory
situation necessitates a new philosophy and approach to music education in the
curriculum to illustrate the importance of music in the building of a .new nation, and

relationships between peoples.

Thus, thé concept of multicultural music education is one that many music educators
in South Africa are striving to embrace. Multiculturalism in education is percéived as
one of many approaches towards making music education relevant to the needs of the
culturally diverse student populations in South Africa. HoWever, because of the
negative implications énd connotations that “multicultural* elicits in the South African
context | have chosen to use the term “intercultural®, rather than “multicultural® as it

suggests cross-cultural understanding. (I will explain this issue further in Chapter Two

on page 42.)
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CHAPTER ONE

INTERCULTURAL MUSIC EDUCATION

LITERATURE REVIEW

Introduction to selected Music Educators

In order to understand the current situation in multicultural music education, | have
reviewed a selection of the most important literature as it pertains to my topic. The
following music educators have been chosen since they are all leading music
educators, well known researchers, writers and teachers of multicultural music
education. They are Percy Grainger from Australia, Abraham Schwadron, Barbara
Reeder Lundquist, James A. Standifer and Patricia Shehan Campbell from North
America, Keith Swanwick from England and Elizabeth Oehrle and Khabi Mngoma from

South Africa.

My review of each educator’'s writing is divided into four sections which are :
(1) Arguments
(2) Apprqaches
(3) Areas of Concem

(4) Summary

In the section on Arguments each educator’s philosophical out-look on multicultural
music education is presented. In the section on Approaches | outline the processes
they suggest' for its institutionalization. In the section on Areas bf Concem, problems
| these writers suggest that may arise in the implementation of such a programme are

highlighted. Finally | have summarised the main points raised by each educator. An
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overall summary is presented at the end of chapter one to draw together the

similarities and differences in th'é Arguments, Approaches and Areas of Concem.

AUSTRALIA

PERCY GRAINGER

Percy Grainger was an Australian composer at the tum of the twentieth century. His
ideas and beliefs on music education and non-westem music are expressed by John

Blacking' in his .publication entitled A Commonsenseview of All Music : Reflections

on Percy Grainger's Contributions to Ethnomusicology and Music Education (1987).

The .title for Blacking's book was taken from Grainger's lecture entitled “The
Universalist Attitude Toward Music”, the first in a broadcast series of lectures from

1934.

Argumerits

Blacking reflects on Grainger's ideas about non-westermn musics and their use in
education by drawing on Grainger's series of 1934 lectures and two papers entitled

"Collecting with the Phohograph" (1908) and "The Impress of Personality in Unwritten

Music" (1915). Blacking states:

Grainger's thoughts on the sensitising role of music in life and on the
range of musics that should be used are timely, as musical perform-
ances are being increasingly used to assert national or ethnic identity
...and as musical experience is being entrenched as a pleasant leisure

1. John Blacking was Professor of Music at Queens University, Belfast. Blacking was a South African
and left South Africa in 1970 to take up the appointment of Professorship at Queens University.
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activity rather than a central feature of human labour and intellectual life.?

Blacking pays tribute to the work of Percy Grainger who was considered a pioneer in

the field of ethnomusicology and music education.

Grainger’s beliefs and ideas regarding music education and non-westermn musics in the
early nineteen hundreds were far ahead of his time. He recognised the value of
musics of different cultures and their place in education at a time when many of his
conterhporaries believed musics of other cultural traditions to be primitive and of no

value.

Although Grainger stressed that music is not a universal language, he believed that
if people had knowledge of various forms of artistic musical expression music could
become a "vehicle for world peace and the unification of mankind®. In Grainger's
words
| firmly believe that music will someday become a ‘universal language’.
But it will not become so as long as our musical vision is limited to the
output of 4 European countries between 1700 and 1900. The first step
in the right direction is to view the music of all peoples and periods
without prejudice of any kind, and to strive to put the world's known and
available best music into circulation. Only then shall we be justified in
calling music a ‘universal language'.*

It was Grainger's fervent desire that knowledge of the diversity of musics experienced

all over the world would become more accessible for people to appreciate. He hoped

2. John Blacking, A Commonsenseview of All Music : Reflections on Percy Grainger's Contribution
to Ethnomusicology and Music Education (New York : Cambridge University Press, 1987), p.x.

3. ibid., p.2. :

4. Teresa Balough, A Musical Genius From Australia. Selected Writings by and about Percy Grainger.

Music Monographs, no.4 (Nedlands : University of Western Australia Press, 1982), quoted in
Blacking, A Commonsenseview of all Music, p. 2.
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that by collecting, transcribing and arranging musics of different cultures, he would be
able to make this music available. His reasons for this were that @nggpie would
become aware of the inherent value and beauty of a variety of musical cultures and

secondly, people could leamn different ways of making music.

Grainger stressed that music-making and musical ideas were created by people of
a particular cultural group and thus were related to other ideas within that culture.
Therefore by making people aware of the inherent value of a variety of musics,

people would also learn about a range of cultural procedures.

Approaches

Grainger stated that in order to implement musics of different cultures there must be
changes in the understanding of processes of music-making. For example, he
recognised that irregularities in rhythm that occurred in musics of different cultures
were not "mistakeé" or the result of poor performange. Instead, these irregularities
were structured intentionally by the people who composed and performed the music
as a means of expressing certain cultural ideas musically. In this respect he was
ahead of his colleagues with his thoughts of combining ethnomusicology with music
education for it was commonly believed that musics of different cultures were largely

"improvised" and lacking any formal structure.

Areas of Concem

Grainger was concerned that music education include world musics in the curriculum
but he felt that ignorance and negative attitudes of people could hinder this inclusion.

He hoped that people would attend and participate in performances of world musics
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though he realised that these concerns could not be realised until there were signi-

ficant changes in attitudes towards world musics. He emphasised this view by stating

that
It lseems to me that the commonsense view of music is to approach all
the world’s available music with an open mind ...It seems to me that we
should be willing, even eager, to hear everything we can of all kinds of
music, from whatever quarter and whatever era, in order that we may
find out from experience whether or not it carries any spiritual message
for us as individuals.®

Grainger wanted people to listen critically to a variety of musics. He hoped that they

would 'respect the originality of musics from different cultural traditions created by

people who have different values. He hoped that people would leam to appreciate

and enjoy at least some of the music since he also believed musical taste to be a

matter of personal preference.

SUMMARY

Arguments

1. Grainger recognised inherent value and beauty in the musics of different

cultures.

Approaches

1. He supported an approach to music education based on the study of world

musics and stressed that music is not a universal language.

5. Percy Grainger, Lecture 1 "The Universalist Attitude Toward Music", quoted in Blacking, A
' Commonsenseview of All Music, p. 133.
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2. Different systems of musical structure and musical processes héve significance
for specific cultures and are important for music education.

3. Through experiencing musics of different cultures, people would develop
sensitivity to and awareness of world musics and world cultures.

4. He recognised the value of combining ethnomusicology with music education.

Areas of Concem -

1. People should approach new musical experiences with an open mind.

2. Ignorance and negative attitudes hindered the implementation of world musics.

NORTH AMERICA

ABRAHAM SCHWADRON

Abraham Schwadron was Professor of music at the University of Califomia, Los
Angeles. He expresses his ideas on multicultural music education in "Music Education

and Non-Western Traditions* (1976) and "World Musics in Edu_cation“ (1984).

Arguments

Schwadron states that despite the many thrusts towards including non-westerm music
into the curriculum at the Yale Seminar (1963), at the Tanglewood SymposiUm (1967)
and extensive research onto the subject, music education in American schools still did

not reflect a "global* perspective. He attributes this problem to the fact that *...we are
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not agreed on matters of values of directions of study.” He suggests that

...by searching out value systems in music cultures throughout
the world, music education will assume an inclusively valuable
humanistic role - one that is alert to cultural differences and
commonalities while nurturing aesthetic self realisation from a rich
field of musical potential.®
Schwadron maintains that experiences in world musics are beneficial to the student
in that the student’s musical perception is sharpened through exposure to a variety of
differences in technique, in structure, in cultural value systems and musical ideas.
He continues that sharpening of musical perception through multicultural musical

experiences develops student responses towards world musics and musical

processes.

Approaches

He supports an-approach to multicultural music .education where students learn
through processes of self-discovery that are teacher guided. Through these processes
of discovery students are involved in mujticultural musical experiences such as
performance, listening, singing and movement activities. These musical experiences
- contribute to the develbpment of positive student attitudes towards non-westemn
musics, value judgements and an awareness of the ways in which musical concepts

are applied in non-westermn musics.

Schwadron’s approach includes a world view of musics. He mentions however that

music of a specific cultural group must not be included in the curriculum with the aim

6. Abraham A. Schwadron, *World Musics in Education”, International Journal of Music Education 4
(November 1984), p.10. '
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of increasing the culture’s status in the community. His own suggestion is an

approach that requires

1) an ethnomusicologically sensitive and informed teacher
- and ' -

2) an educational methodology of “discovery" based on comparitive
music aesthetics.’

Areas of Concemn

Schwadron believes the teacher to be a key factor in the successful implementation

of world musics and forsees the following problems.

Firstly, Schwadron refers to teachers who are inadequately prepared to confront multi-
cultural music education and states that music teachers
...are simply not ready either to conceptualise or to teach others about
different systems of musical communication, values , meanings, func-
tions and performance.®
This problem is rooted-in teacher training institutions that lack facilities and teacher-
training programmes to prepare teachers-in-training for multicultural music education.
A rigorous teacher {raining programme is essential in the development of the cross-

cultural perspectives and skills needed for multicultural music education.

Secondly, Schwadron refers to the problem of a non-specialist implementing multi-

cultural music education. He believes that music education must be the responsibility

7. Abraham A. Schwadron, “Music Education and Non-Western Traditions®, The World of Music xvii
no.3 (1976), p.27.
8. Schwadron, "World Musics in Education®, p.10.
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of the music specialist because the general class teacher is not adequately skilled in
music to implement new musics. He adds that teachers must be adequately skilled

in musics of their own cultures as well as musics of world cultures.
Thirdly, he points to the problem of the

... availability of native instruments, informants and performers; issues
of authenticity and compromise; tuning and scalar differences; national
and political attitudes; place in the k-12; curriculum; teacher preparation;
and...the musical maturity of children.’

In addition to the problems in implementing multicultural music education programmes,

Schwadron points out a number of issues pertaining to the improvement of present :

educational programs to include non-western music such as

1. Reasons for including non-western musics in the curriculum and what
concepts, understanding and skills can be achieved.

2. Ways in which ethnomusicology can contribute towards providing
resources In music education, and also how authentic will the musical
experience be.

3. The effectiveness of the music specialist, classroom teacher and use of

informants from the community as resources for different musics.

4. The criteria regarding the selection of non-western musics in the
curriculum.
5. - The problems that may arise as a result of perfformance of and lack of

understanding of non-westem music.

9. ibid.
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6. The development of teacher preparation programs to prepare teachers

and re-educate in-éervice teachers.
SUMMARY

Arguments

1. In learning different systems of cultural values music education can take on a

humanistic role.

2. The development of skills in perception and broadening of responses.
Approaches
1. He supports an approach that is based on world musics and recognises that

music is not a universal language.

2. Students leamn through processes of self-discovery that are teacher-guided.

Areas of Concem

1. Teachers are inadequately prepared for multicultural music education because

of lack of teacher-training courses.

2. Music-specialists must be responsible for implementing multicultural music
education.
3. There is a lack of instruments, informants, performers and authenticity of

musics of different cultures.

4 Ethnomusicology must contribute towards providing resources for music

education.
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BARBARA REEDER LUNDQUIST

Barbara Reeder Lundquist is Professor Emeritus at the school of music at The
University of Washington. She discusses multicultural music education in her article

"Music Education in a Multicultural Society - The United States of America“ (1985).

Arguments

Lundquist focuses multicultural music education in the context of ethnic diversity in
American schools. She quotes Banks (1981)" and suggests that multi-ethnic educa-
tion must be institutionalized. Multiethnic education requires that the school
environment supports ethnic diversity by providing equal educational opportunities for
all students. However the concept of multi-ethnic education still requires acknowledge-
ment and exploration by teachers, administrators and American society in general.
Lundquist states the significance of exposing ethnically diverse student populations to
different musics within a SOCiety. She writes o

[w]here ﬁot every citizen has access to music training there is a denial

of opportunity to develop that part of the cultural experience necessary
to function in desired socio-cultural contexts.'’

In culturally diverse societies, where music education focuses on the music of one

culture to the exclusion of musics of other cultures’ students are denied access to

leaming different musics. Students perceive one culture as being superior to others.

10. James A. Banks, Multi-ethnic Education - Theory and Practice (Boston: Allyn and Bacon, Inc.,
1881), p. 55, quoted in Barbara Reedeer Lundquist, *"Music Education in a Muilticuitural Society-
The United States of America®, International Journal of Music Education no. 5 (May 1985), p. 49.

11. Barbara Reeder Lundquist, "Music Education in a Multicultural Society - The United States of
America’, International Journal of Music Education no. 5 (May 1985), p. 50.
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Approaches

She suggests an approach to muIticuIturéI music education based on the musics of
different cultures within the community. She states that "musician informants" from
various cultures teach in the classroom so that students are exposed to music from
other cultures first hand. She believes that teaching and leaming processes are more
authentic if these musics are taught to students as they are taught in the original
cultural context. Since multicultural music experiencés are perceived in educational
contexts that are different from the cultural context, authenticity of the musical
experience must be maintained through careful selection of instructional materials.
She suggests the following factors are considered in choosing appropriate musical

experiences for the classroom:

1) complexity of musical materials

2)  availability of instruments or other equipment'

3) instrumental techniques and

4) notational systems

5) student motivation

6)  performance possibilities

7) the appropriateness of an educational context for teaching and
leaming in terms. of such issues as sense of time, social mores
and necessary motor schemas and skills and

8)  the opportunity for continuity in the study'

12. ibid., p.52.
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She lists requirements for appropriate materials in implementing multicultural music.

education. They are materials that:

1)

10)

make student participation possible

use 'authentic cultural models

have an immediacy of appeal for students

sound appropriate when performed by students

utilize students’ technical and intellectual abilities

address students’ needs and desires

assist students to function more effectively as musicians

are culturally consistent in terms of musical behaviours, leaming
process, musical functions and educational setting

provide correct and important information

encourage further leaming and individual explorations by both

teachers and students.™

Lundquist lists five categories of courses that are currently used in the United States

for promoting a global outlook on music. They are:

13.
14,

1)

ibid.
ibid., p. 50.

monocultural courses
bicultural courses
fnulticultural courses
cross-cultural courses

interdisciplinary courses'
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She proposes the development of a multicultural curriculum and writes

[n]ot only must such a music programme [muilti-cultural] be relevant to
the needs and desires of the students and their parents, but also to the
preparation and competence of the teachers.™

However, this approach requires support, openness and sensitivity from teachers,

students, parents and teaching colleagues.

Areas of Concem

She focuses on specific aspects of implementation of multicultural musics studied in

educational contexts and raises the following issue :

...because of traditional lack of attention to music outside the western
European formal music tradition, motivation for perceiving music as a
global, multicultural phenomenon at varying levels of music education
has been lacking.'®

She suggests teacher training institutions prepare teachers-in-training for multicultural

music education.
SUMMARY

Arguments

1. Multicultural music education has relevance for ethnically diverse student

populations of American schools.

15.  ibid., p. 49.
16.  ibid., p. 51.
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Approaches
1. She suggests an approach that is based on the diversity of musical cultures

~ within the local community.
2. The teaching equipment, instructional materials and use of "musician
informants" in implementing multicultural music education in an "authentic”
manner.

3. The development of a multicultural music curriculum.

Areas of Concem

1. Teacher preparation for multicultural music education at teacher-training

institutions.

JAMES A. STANDIFER

James A. Standifer is Professor of music at the University of Michigan School of
Music. He is Director of the Eva Jessye Afro?American Music Collection. His
research includes the musics of Korea, Japan and China. He is co-editor of Methods

and Perspectives in Urban Musics (1983). Standifer was also guest speaker at The

Third National Music Educators’ Conference (1989) at the University of Natal, Durban.

Here, he presented bapers on multicultural music education.
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Arguments

Standifer believes that

Multicultural education is an interdisciplinary process designed to ensure
the development of cultural awareness, recognition of human dignity,
and respect for each person’s origins and rights."
He refers to multicultural music education as a process that involves students in
diverse cultural experiences and exposes them to a variety of musical styles, life styles
and different ways of responding to musical experiences. Subsequently, students’
perceptions of new and different musics and cultures depends on active involvement
in the musics of different cultures. Students come to leam that what might be

unacceptable to one culture is acceptable to another. As a result, they are able to

function effectively within culturally diverse situations.

Standifer writes that multicultural music education provides experiences for all students
in culturally diverse societies thereby recognising musics of all cultures as valuable.
Students are involved in experiences that are authentic to some cultures and shared
by others. In recognising cultural differences and similarities as a fact of life, students
come to leam that differences are often alternative ways of doing the same things. -
Therefore in culturally diverse societies, multicultural music education can benefit all

students by dealing with similarities as well as differences.

7. James A. Standifer, "Multicultural Education in Action : Musical and Intercultural Guidelines For the

Humanities", in E.Oehrle ed., Proceedings of the Third National Music Educators’ Conference
(Durban : Graphicos, 1990), p. 10.
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Approaches

He suggests the development of a curriculum that is cross-cultural in perspective and
interdisciplinary in its approach. Instructional materials must be selected according to
students abilities. People within the community should be used as resources for

multicultural music instruction.

Standifer stresses the importance of a music teacher's philosophical stance in the
implementation of multicultural music education. He says a strong philosophy of
multicultural music education
...Is especially critical in the arts and humanities, since these disciplines
in particular seek to document and influence the individual’'s affective
attitudes as well as social interaction of groups.'®
He continues, saying that a sense of moral commitment is integral to the development
of the teacher’s perceptions of different cultures and different musics. Furthermore the
teacher’s perspective on principles of equality is important in determining teacher
behaviour, openness and trust wifh a‘variety of musical experiences in the classroom.
This openness and trust e.xhibited‘vin. the classroom are key factors by which students’
measure the competenéy and sincerity of fhe teacher. Thereforé with a strong moral
éommitment and openness towards multicultural music experiences,'it is within the

teacher’s capacity to increase students’ perceptions of their own cultures.

Areas of Concem

Standifer views the teachers’ personal biases against change as being a hindrance to

18.  ibid., p.7.
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multicultural music education. He elaborates:

Research indicates that teachers ...far more than curricula ...determine
the degree of leaming. Teachers do make a difference and have far-
reaching impact on youngsters being and becoming, despite the
acknowledged powerful influence of home and community.'®
He raises the problem of growing prejudice in many United States schools and
societies towards t.hings that are different. He states that this prejudice can be
avoided if there is a systematic approach to world musics in the classroom. However,
although ethnomusicologists provide the research into the musics of many different

cultures, there is a lack of available musical materials, suggested methods and

approaches for teachers to implement multicultural music education.

Another issue that Standifer raises is the shortage of teacher training institutions that
are adequately equipped with instructors, programmes and materials for multicultural
music teacher-training courses. A few teacher training institutions offer specialist
courses in multicultural music educatidh. Sﬁbéeﬁﬁently, not all teachers-in-training are
exposed to cross-cultural pers.pectives and techniques of implementing multicultural
music education and are inadequately prepared as a result. Therefore, if all teachers-
in-training receive instruction in multicultural music education at teacher-training

institutions, schools would be encouraged to devise multicultural curricula.

19. James A. Standifer, *Mainstreaming Multicultural Music in American Schools®, in C.E.Hicks et al.,

Methods and Perspectives in Urban Music Education (Washington D.C.: University Press of
America, 1983), p. 245,
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SUMMARY

Arguments

1. Students are exposed to a variety of cultural perspectives and procedures.
2. Musics of all cultures are acknowledged as valuable with inherent similarities

and differences.

3. Students are able to function effectively in culturally diverse societies.
Approaches

1. He supports an approach based on world musics.

2. The development of a cross-cultural curriculum.

3. The teacher’s philosophy and sense of moral commitment towards multicultural

music education is vital.

Areas of Concem

1. A lack of teacher training institutions and a shortage of music specialists
implementing multicultural music education.
2. The shortage of music materials and the lack of suggested methods and

approaches for teachers to implement multicultural music education.

PATRICIA SHEHAN CAMPBELL

Patricia Shehan Campbell is Associate Professor of Music at the University of
Washington. Her research includes the music of Vietnam and Cambodia. She

presents ideas rega@g multicultural music education in “Towards Tolerance and
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Taste: Preferences for World Musics* (1986). She is the co-editor of Multicultural

Perspectives in Music Education (1989) and has a recent publication Lessons From

The World A Cross Cultural Guide to Music Teaching and Leaming (1991).

Arguments

Campbell states that an important goal of music education is to develop the student’s
understanding and enjoyment of a variety of musical styles. This goal can be
achieved through the implementation of multicultural music education. By discovering
how musical concepts are used for structure and expression in new musics students’
learn a variety of ways of making music, develop musical perception and an increased
awareness of familiar musics. Through exposure and instruction in a variety of musics
students are in an informed position to make value judgements and to select music

according to their preferences as performers or listeners.

Campbell presents the above arguments for promoting multi-cultural music education
on the basis that exposure to a variety of mus;ics broadens students’ musical taste and
develops in students a flexibility in their attitudes towards experienbing a variety of
musics. If intercultural understanding between different cultures occurs as a result of
experiencing a variety of musics that is acceptable. However, Campbell feéls that
multicultural music education must not be included in the curriculum simply as a tool

for the achievement of extra-musical goals, such as world peace for example.

Approaches

Campbell suggests the development of a mUIticuIturaI music curriculum that is

reflective of as many musical cultures as possible. She maintains that musics from
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different cultures are taught in an "authentic“ manner. If in a particular culture the
method of teaching songs is thr’bugh the process of oral transmission, then to teach
a song from that particular culture using notation would be to use a method that is not
"authentic” to the culture. Songs in foreign languages should be taught by integrating
cultural aspects with the songs so that students are able to understand their
significance within their cultural contexts. Students’ receptiveness towards unfamiliar
music is increased thfough active involvement in singing, movement, instrumental

performance and guided listening.

Areas of Concem

Campbell is concemed with the role music educators have to play in broadening
students’ understanding and enjoyment of a variety of musics. She states that the
selection of music for use in the class is influenced by.the teacher’s preference. The
implication is that those musics which teachers disapprove of for some reason or the
other will not be used in the classroom. She continues that the extent to which
musics of different cultures are used in the classroom depends on

...the interést of the teacher, his/her familiarity with the material through

exposure and instruction, and the ease with which the materials for
teaching can be adapted to various age/grade levels and populations.?

Carmnpbell suggests additional training for music specialists to broaden their percep-
tions in implementing multicultural music education. She regards the music specialist

as an important dimension in the implementation of multicultural music education.

20. Patricia K.Shehan, "Towards Tolerance and Taste: Preferences for World Musics®, British Journal
of Music Education Vol. 3 no. 2 (1986), p. 153.
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Furthermore, the competence displayed by the teacher influences student response.

She elaborates

Just as a picture is worth a thousand words, so the teacher's per-
formance is a meaningful device in teaching students the appro-priate
musical sound, technique and performance behaviour.?'
Campbell stresses that teacher-training programmes are revised to incorporate a
larger scope of non-western musics and suggested approaches for their implementa-

tion. She recommends the development of courses in world musics for music

“education students.

SUMMARY

Arguments

1. The achieyement of musical goals is of primary importance in the implementa-
- tion of multicultural music education.
2. The development of flexibility in approach to listening, performing. and
experiencing different musics.
3. Students are in an informed position to make value judgements and to select
their preferences either as performers or listeners.

4, The development of increased perception of familiar musics.

21. Patricia Shehan Campbell, Lessons From The World A Cross Cultural Guide To Music Teaching
and Leaming (New York : Maxwell Macmillan Inc., 1991), p. 105.
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Approaches
1. The development of a multicultural music curriculum based on world musics.
2. Musics from different cultures are implemented in an authentic manner.

Areas of Concem

1. Teacher's select music for instruction according to personal preferences.
2. Additional training for music specialists.

3. Lack of teacher training facilities in multicultural music education.
ENGLAND

KEITH SWANICK

Keith Swanwick is Professor of Music Education at London University in the Institute

of Education. He is the author of Music, Mind and Education (1988) and he presents
his ideas on multicultural music education in "Music Education in a Pluralist Society"

(1988).

Arguments

Swanwick rejects the use of the term 'multicuﬁural' because it implies boundaries
between cultures and suggests divisiveness. He prefers the term “inter-cultural" as
it suggests integration and sharing between musical cultures. He urges that new
musics be included in the curriculum for their inherent value, not simply as examples
of foreign music. Swanwick believes that music can be interpreted in different ways

and establishes different values in a variety of contexts. Therefore, by attempting to
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understand musics in their cultural contexts it is possible to overcome prejudices to

some extent.

Approaches

Swanwick is concerned that music education have relevance in the twentieth century.
This can be achieved through exposure to and instruction in musics of different
cultures. When students leam about different musics they also leam about different
cultures since," [tJo some extent the music is the culture.*? Thus teachers must be
sensitive to musics of different cultures and possess musical skills of at least one.
The role of the music teacher is significant because teachers are responsibile for

directing students in leaming different musical procedures.

He supports an approach to music education based on world musics.in the classroom
so as not to present a restricted view by focusing only on specific musics within the
community. He states that
A range of styles should be experienced in education, not as ‘examples’
of other cultures, with all the stereotyping and labelling that goes with
such an approach, but as objects and events carrying expressive
meaning within a cohesive form.?®
Opportunities must be created for students to experience new and different musics
and to acquire instrumental and improvisational skills. He suggests the development

of a curriculum that draws on the musics of different cultures as resources for

classroom use. He illustrates how music and musical procedures can facilitate under-

22. Keith Swanwick, Music, Mind and Education (London : Routledge, 1988) p. 94.
23. ibid., p. 113.
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standing between cultures by suggesting that students’ experiment with various scale,
tuning systems and instrumenfé using different sound materials. He states that
- through exposure to new and different musics “...it is fairly easy to get used to a novel
sound spectrum."** Thus educétors must involve students actively in leaming different
structural concepts in world musics. He suggests that students leam different
processes through which musical ideas are organised and developed. He continues
that nothing can be achieved, for example, by analiysing classical Indian music using

western methods only.

Areas of Concem

He believes the way in which music is perceived and responded to depends on value
labels attached to the music and states that "...music is not approached with an
‘innocent’ ear but that our perceptioh of it is conditioned by the value frame we bring
with us."?® Valﬁe labels such as *high-status music" influences value judgement and
affect the leamer’s perception of these musics. He suggests that new musics should
not be be value labelled that is, labelled as good or bad, high status or Io,\;/ status, until

the music has been experienced.

SUMMARY

Arguments
1. Through inter-cultural musical experiences, students develop music skills and

knowledge of musics of different cultures.

24.  ibid., p. 112.
25.  ibid., p. 98.
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2. Students develop increased musical perception.

3. Students leam about peo:ple from different cultures.

Approaches

1. He suggests the development of a curriculum that includes world musics.

Areas of Concem

1. Music education must be relevant for multicultural student populations.
2. Teachers must be sensitive to musics of different cultures.
3. Value labels attached to musics from different cuitures influences students’

perceptions of new musics.

SOUTH AFRICA

ELIZABETH OEHRLE

Professor Elizabeth Oehrle is presently at the University of Natal, Department of music
in Durban. She is a leading music educator on intercultural music education specifi-

- cally with reference to South African music. She is the author of A New Direction For

South African Music Education, which is a collection of ideas for teachers based on

African, Indian and Westem music.

Oehrie was responsible for initiating and organising the First National Music Educators’
Conference in 1985 held at the University of Natal in Durban and hosted by the
Department of Music. The First National Music Educators’ Conference is of special

significance in that firstly, it was the first national conference that was open to all
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educators at tertiary level and secondly, it was at the first national conference that the
idea to form a South African Mi’Jsic Educators’ Society (SAMES) was proposed and

unanimously agreed upon.

Arguments

In 1992 Oehrle initiated NETIEM, Network For Promoting Intercultural Education
Through Music. The purpose is "..to facilitate the propagation of intercultural
education through music in South Africa,"*® by establishing a Databank of interested
persons who can make contact through workshops, conferences and meetin'gs', by
building a collection of resources io facilitate intercultural education through music and
by publishing and workshopping available material in order to promote intercultural

education through music. The network has a combined newsletter with SAMES, The

Talking Drum. With regard to multi/intercultural music education Oehrle prefers the

phrase ‘intercultural education through music’, for the following reasons.

First is to stress the importance of educating the whole person through
the process of music-making, rather than to stress only the importance
of transmitting knowledge and skills related to music. Second is to
stress the seriousness of opening the mind and heart of the educated
to be better able to sift out the truth-of matters. By doing so he or she
will be better able to work towards a greater depth of concem for self
and others. Third is to encourage awareness and movement towards
ideas inherent to music making in Africa.?

The theme of the First_ National Music Educators’ Conference was ‘Music Education

For Contemporary South Africa’. Among the aims of the First National Music

26. The Talking Drum, Newsletter Issue No. 1 - August 1992, p.1.
27. The Talking Drum, Newsletter Issue No. 2 - April 1992, p. 1.
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Educators’ Conference in 1985 was

...taking a broad and critical look at our contemporary music education
scene, with a view to making music educators’ more aware of their
surroundings and thus more broad minded in their approach.?

The reason for this focus was that with the variety of music available in South Africa,

only western was used in South African music education. As a result,

The main aim of the conference, therefore, was to explore the potential
for developing music programmes that reflect the diversity of musical life
throughout the country.?®

The second aim of the 1985 conference

...was to make all delegates more aware of the educational ‘surround-
ings’ of South Africa as a whole, and of the problems experienced by
their colleagues in different educational situations.®

Approaches

In her opening address at the First Conference Oehrle supported the development of
a music curriculum that reflected the cultural diversity of music available in South

Africa. She stated

[flor the purpose of studying a number of different musics South Africa
is one of the most interesting places in which to live and work, since
there is a wealth of musical material-African, Indian and Westem - right
on our doorstep, and this is especially true of Durban and the surround-
ing area ...Unfortunately, our musical advantages are not reflected in our
school curricula.®

28. Christine Lucia ed., Proceedings of the First National Music Educators’ Conference (Durban :
University of Natal Press, 1986), p. 2.

29. ibid.

30. ibid., p.3. :

31. Elizabeth Oehrle, “Opening Address The First South African National Music Educators’ Conference
in the Context of World Music Education®, in C. Lucia ed., Proceedings of the First National Music
Educators’ Conference (Durban : Natal University press, 1986), p. 7.
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Furthermore Oehrle stated that" [b]y experiencing the musics of other people, children
will come to know that there are neither superior nor inferior musics-only different
musics".*> Oehrle maintained

[b]ly experiencing different musics and understanding their construction

and function children will begin to appreciate cultures about which they

know very little. Understanding and appreciating differences between

musics is one way of opening the thoughts and feelings of the pe'op,le.33
The panel, "Current Music Education Situation in South Africa" reflected the situation
regarding music education in the four education departments. Delegates who
attended the 1985 conference expressed concem at the current situation regarding
music education in South Africa with specific reference to

... finding ways to introduce new music into the existing classroom

situation, given that most people feel inadequate outside the realm of

Waestem classical music.*
The following papers, "Keywords in African Music", "An Introduction to Classical Indian
music" and "A Reintroduction to Westen Music* introduced delegates to basic con-
cepts in these musics. From the papers presented at the conference and from the
discussions that followed it was evident that

...the concept of multiculturalism is ce_nainly one that should play a vital

role in the reshaping of our [South African] future policies in music edu-
cation.*

The proposition to form a South African Music Educators Society by Dr Millicent Rink

32.  ibid., p. 8.
33.  ibid.

34. C. Lucia ed., Proceedings of the First National Music Educators’ Conference, p.4.
35. ibid.
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was unanimously approved at the 1985 conference. Professor Khabi Mngoma was
proposed as chairman by RinkA and Oehrle as his secretary-general. It was then
suggested by Mngoma that an interim steering committee be formed in Natal so that
a draft constitution and charter‘ of SAMES could be formed. There were lengthy dis-
cussions that followed conceming membership of any interested person in music
education or only academically qualified persons in music to SAMES. The formation
of SAMES is significant in that it is the first Music Educators’ Society in South Africa

where membership is open to anyone regardless of qualifications.

It was hoped by all that the SAMES constitution and charter would be accepted at the
Second conference which was to be held in 1987 at the University of Cape Town. At
the Second conference at the University of Cape Town, Oehrle, as chairperson of the
Natal committee presented the draft of the constitution and charter. However, many
of the delegates who attended the second conference objected to the very first belief
of the SAMES Music Eddcation Charter which is "Education must be free, equal and
compuléory for all children". The delegates who expressed their disapproval at the
first belief of the SAMES Music Education Charter stated that the belief served to link
politics with musicwhiéh would create insurmountable problems for them if SAMES
was conceived of as a political organisation. As a result the hope that the SAMES

constitution would be accepted at the 1987 conference was unsuccessful.

At the Third Conference in 1989 held at the University of Natal in Durban, a vote on
the acceptance of the SAMES constitution could not be taken since many delegates
were not present. Finally after five years of much uncertainty the SAMES constitution

and charter was accepted in- 1990 in Pretoria at a SAMES annual general meeting.
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Some of the beliefs and aims that are presented in the SAMES Music Education
Charter have been selected and presented below as primary aims since they bear
relevance to multi/intercultural music education. The primary aims of SAMES as
stated in the SAMES music education charter are "to achieve parity between all music

36

syllabuses throughout all primary and secondary schools in Southern Africa"™™ and,

To achieve a multicultural music syllabus that draws on all South
African musical cultures, as well as on other musical traditions, and has
a strongly practical, creative basis.”’

SAMES proposes to fulfil these aims by holding workshops, meetings and conferences

through which new ideas for promoting multicultural music education can be

developed and implemented.

In addition SAMES also aims

[tJo implement new teacher training programmes at tertiary level that will
give teachers the required skills and confidence in implementing such a
syllabus.®

Among the beliefs of SAMES as stated in the SAMES music education charter are the

following:

1. Education must be free, equal and compulsory for all children

2. Teachers of music should be specialists in their field, able to
cope with the diversity of the subject and the varied talents of
children.

36. SAMES Music Education Charter, p. 14.
37. ibid., p. 1.
38. ibid.
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3. Music education in South Africa must shed its exclusively
Eurocentric basis. All musics of South Africa should be studied
in teacher training programmes and made available to all children.
Our belief in a multicultural music education programme is not a
belief in a plurality of separately-nurtured musical cultures, but in
a free intermingling of different musms in one common school
curriculum applicable to all schools.* .
There are three regional branches of SAMES : Western Cape, Transvaal and Natal/
Kwazulu. Since 1990, SAMES has worked towards the promotion of multi/inter-
cultural music education. To date, four conferences have been held by SAMES. They
are : the 1985 and 1989 conferences at the University of Natal in Durban, and the

1987 and 1991 conferences at the University of Cape Town.

Areas of Concemn

Oehrle expressed concern regarding the implementation of multi/intercultural music

education by mentioning the disadvantages of a curriculum based on Westem

classical music.

An example she quoted is that of teaching intonation from a westem perspective:

[c]hildren leam only that intervals are based on pitches found within the
system of equal-tempered tuning,and that pitch is either "in tune" or "out
of tune" according to the equal tempered scale. But equal temperament
is only one culturally approved tuning system among many, and the
concept of pitch depends upon the way it is perceived within any one
system.*

39. ibid. ,
40. Oehrle, "Opening Address®, p. 7.
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Oehrle continued that “[c]oncepts selected to organise any curriculum have far
reaching consequences in shapiing the perceptions of the students”, subsequently,”
[tlhe choice of music to create a syllabus is therefore something which has to be

carefully considered."*'

SUMMARY

Arguments

1. There is no superior music only different musics.

2. Increased perception of the use of musical concepts in different musics.
3. Understanding of the structure and purpose of musics of different cultures.
4. Learning about new cultures.

Approaches

1. An approach based on the variety of musics available in South Africa.

Areas of Concem

1. The development of a curriculum that draws on musics of all cultures in South

Africa.

KHABI MNGOMA

Khabi Mngoma was Professor of music at the Zululand University. He is now at the

Khongisa Youth Centre which he established. Mngoma was first president elect of

41. ibid., p. 8.
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SAMES from 1985 - 1989.

Arguments

Mngoma presented his arguments and approaches for making music education rele-
vant for all South Africans at the second conference in 1987. The theme of the
second SAMES conference was “Making Music Education Relevant in Africa South".
Mngoma argued that in order to make music education relevant to South Africa, the
musics of all cultures in South Africa must be used as resources for classroom
instruction. Mngoma continued that the many cultures in South Africa *...are part of
the South African heritage that makes up a kaleidoscopic South African musical

culture."*?

Approaches

Mngoma stated that South African music educators must include non-westem musics

in the music curriculum to promote understanding between different cultures.

Areas of Concem

Mngoma recognised the inherent musical value in westem music, however, he
expressed concem that with the abundance of indigenous musics available in South
Africa, the musical experiences of students should not be limited to that of westem

music. In South Africa where there is an abundance of indigenous musics, it was

42, Khabi Mngoma, “Making music education Relevant in Africa South®, in C. Lucia ed., Proceedings

of the Second National Music Educators’ Conference (Durban : Natal University Press, 1988), p.
1.
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incumbent on music educators, according to Mngoma, that

[w]e must take into account the social context of the music - that music
is an artistic expression which mirrors people’s lives (and we have so
many peoples in -South Africa). Part of our duty as music educators
should be to bridge the gaps formed by the current tribal polarization in
South Africa, by trying to understand indigenous musics and by including
them in our teaching programmes.*

Mngoma continued that by collecting musics of all cultures in South Africa and by

using these musics to "...foment a unique, kaleidoscopic South African musical

ndd

culture..."™, music educators will be able
..to propagate the inter-personal communication and cohesion so
essential to our survival and growth as a South African nation.*

SUMMARY

Arguments

1. Students develop an understanding of other cultures with whom they share a

society.

Approaches

1. An approach based on the variety of musics available in South Africa.

2. The development of a syllabus that draws on musics of all cultures in South

Africa and promotes a deeper understanding of different musics and cultures.

43.  ibid., p. 3.
44.  ibid., p 12.
45.  ibid.
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Areas of Concem

1. Students are limited in developing their perceptions of musics from different

cultures because of a curriculum based on westerm music.

FINAL SUMMARY

Arguments

1. Multicultural musical experiences develop musical perception, flexibility in

approach, sensitivity to and awareness of musical procedures and cultural

perspectives.

2. The humanistic role of music encourages interaction between cuitures in a
society.

Approaches

1. An approach to multicultural music education based on world musics represents

a global perspective of music.

2. An approach based. on the musics of cultures within the community promotes
interaction between culturally diverse student populations.

3. A curriculum that draws on world musics and musical procedures must be
devised for instruction in music education. -

3. Musician "informants" from the community must be used as resources.

4. Musics of different cultures must be implemented in an "authentic" manner.
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Areas of Concem

1. The teacher’s attitude, philosophy and moral commitment to multicultural music
education influences the; students response to musics of different cultures.

2. Thereis a shortagé of teacher-training institutions that are adeque;tély equipped
with facilities, programmes and qualified instructors to implement multicultural
music education teacher-training courses.

3. Additional training is required for music specialists to broaden their perspectives
in implementing multicultural music education. |

4, Teachers lack resources, musical materials and equipment to implement muiti-
cultural music education.

5. Ethnomusicologists must collaborate with music educators to provide resources

for multicultural music education.

From the above summaries it is clear that leading music educators recognise the
significance in implementing muilticultural music education for the development of
musical skills and extra-musical benefits such as understanding between different
cultures within a community. These are some of the ways in which this implementa-
tion can be instituted. Firstly, ethnomusicologists and music educators must
collaborate so that resources in world musics are made available by ethnomusi-
cologists for music education. Secondly, music educators must use musician "inform-
ants” from the community as resources for teaching local musics in an "authentic”
manner. Thirdly, musics from within the community should be used as resources, and

to develop understanding between different cultures through their musics.

By drawing on the above suggestions | have recorded songs from two communities,
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that is African and Indian songs, using aural and video facilities. | have also used
musician “informants" to translate and provide cultural knowledge relevant to aspects
of my analysis of these songs. Through the use of recordings, stave notation and
cultural information these songs are made accessible as resources within their cultural
contexts for classroom instruction in multicultural music education. However, the

issue of "multicultural" in the South African context must first be clarified.
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CHAPTER TWO

PROBLEMS WITH THE TERM "MULTICULTURAL" IN SOUTH AFRICAN MUSIC

EDUCATION

Although South Africa is recognised as a country of many peoples with many musics,
to refer to music education in South Africa that caters for the educational needs of all

South African people as "multicultural" is problematic for reasons explained below.

The use of the term "multicultural* evokes connotations attached to it by the South
African government.
"Multicultural” in the context of American music education has relevance
with respect to the contemporary American scene...We in South Africa
have still to approach the concept of a united, democratic society..The
present government’s use of "multi-cultural” implies that groups must
remain separate or divided by law ...’
As part of ‘our repressive state ideology’, multiculturalism has been used to create
~ barriers between racial and cultural groups by highlighting differences and division thus

making interaction between groups problematic. Multicultural in apartheid ideology

refers to South Africa as a country of many cultures which do not interact.

The negative implications of multicuituralism as developed by the South African

govemment are reflected in the structuring of separate departments of education with

1. Elizabeth Oehrle ed., *Introduction®, in Proceedings of the Third National Music Educators'
Conference (Durban : Graphicos, 1989), p. viii.
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divergent syllabuses:

Furthermore,

.. the present syllabuses for Black, Coloured and Indian schools and
training colleges are devised by a central committee in Pretoria, which
imposes its "values® wnthout any regard for the wishes of teachers,
parents or inspectors.?

[tihe reasons for divergent syllabuses are directly related to the
consolidation of apartheid education following the introduction of the
Bantu Education Act(1953), the Coloured Persons Education Act (1963)
and the Indian Education Act (1965). Not only were syllabuses designed
“to control the direction of thought, to delimit the boundaries of knowl-
edge, to restrict lines of communication and to curtail contact across
language barriers", they were also implemented in the full knowledge
that there were chronic shortages of trained teachers available, and also
with a cynical disregard for the fair allocation of funds to provide even
the most basic musical equipment.®

As can be seen from the structuring of the divergent syllabuses, the prima4ry aim of the

South African education system has been to conform to racial categories of separate

departments of education thus promoting separate development; rather than fulfilling

*...the educational needs of pupils or the aspirations of teachers and their parents...".*

The current situation with respect to syllabus content in South African school music

education is that Western music is taught almost exclusively. As a result, the variety

of South African musics is excluded from the syllabus with far reaching implications.

Firstly, the musics that are part of the cultural heritage of a large number of South

2. Frank Moiteno, "The Historical Foundations of the Schooling of Black South Africans”, in Peter
Kallaway,ed., Apartheid and Education. (Johannesburg: Raven Press, 1984), p. 94 as quoted in

C. Lucia ed., Proceedings of the First National Music Educators’ Conference. (Durban : Natal
University Press, 1986), p. 3.

w

ibid., p.3.
4. ibid., p.4.
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African people are not considered to be important enough or of sufficient educational
value to be included in school mLisic education: secondly, a eurocentric view of music
in schools is recognised as having educational value over and above available musics
of different cultures: thirdly, all aspects of music education in schools are learned from
a western point of view. Finally, the domination of western music and processes of
leaming ultimately denies equal educational opportunities to the diversity of South

Africa’s school children.

A detailed look at the different music syllabuses in use in the Department of National
Education, the Department of Education and Cuilture : House of Delegates and the
Department of Education and Training illustrates the emphasis placed on western

music in South African music education.

Music Education in the Department of National Education

The present Department of National Education Department music syllabus labelled as

1992, 1993, 1994, states as one of the aims of muéic education

[t]o further broaden and enrich the pupil’s general musical background
by developing his knowledge of the various musical disciplines in an
integrated manner’.

This aim is fulfilled, according to the NED syllabus, through singing, performance and

listening to Westem music.

For years the syllabus was based on the English school system, totally
ignoring all the intercultural music influences in this [South Africa]

country.®
5. NED Syllabus for Music : Higher Grade, 1992, 1993, 1994, Stds. 8, 9, 10, p. 1.61.
6. Millicent Rink, “White Music education in South Africa*, in C.Lucia ed., Proceedings of the First

National Music Educators’ Conference (Durban : Natal University Press, 1989), p.135.
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To date, nothing has changed with regard to including South African musics in the

syllabus. At secondary school level,

...subject music (for matric) is flourishing, but...it is highly specialised

with a strong emphasis on skilled performance. The allacation of two
thirds of the work for practical performance and one third for theoretical
knowledge shows this.’

As can be seen through the allocation of time regarding the development of per-
formance skills and theory of music, the focus of music education in the Department
of National Education is on the westem music tradition. Students at secondary school
level are offered the following choice of instruments:

...piano, harpsichord, organ (electronic organ excluded), recorder,

classical guitar or any instrument of the standard symphony orchestra
or wind band. Singing will also be accepted as a second instrument...?

Furthermore,

[a] pupil presenting any non-keyboard instrument as First instrument is
strongly advised to offer a keyboard instrument as second instrument,
to enable him to acquire the necessary keyboard skills required for
harmony.®
The practical component of the NED music syllabus allows the student freedom of
choice in practical performance, with regard to instruments from the orchestra. This

in itself is a reflection of the unequal distribution of facilities, funding and resources

among each of the departments of education.

7. ibid., p. 136.

8. NED Syllabus for Music : Higher Grade, 1992, 1993, 1994, Stds. 8, 9, 10, p. 3.
9. ibid., p.3. '
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Music Education in the Department of Education and Culture : House of Delegates

Moving across to the current state of music education in the House of Delegates, the
following clearly outlines the importance placed on music education in House of
Delegates schools
[a] music teacher shall be responsible for the teaching of school music
from Std 1 to Std 7. Schools without a music teacher need not introduce

music although in the junior primary classes music is compuisory in ALL
SCHOOLS.™

At the Junior Primary level, where music is compulsory, class teachers are expected
to cope with teaching students musical concepts without themselves being adequately

trained for music instruction.

At the senior primary level the focus in the general music class is on singing, music
appreciation and music literacy. The general music classes use the prescribed

Longmans Song Books which focus on western music. With effect from January 1987,

the teaching of "aspects of Indian music* was first included in the primary school
music syllabus. Students are now required to leam eight songs per year, two songs
from each of the "main Indian languages", Indian music notation and vocal exercises

in suggested ragas.

The implication of the inclusion of Indian music for music education in the House of
Delegates schools is that Indian music is only for Indian schools. As can be seen this

vague attempt to include “aspects' of Indian music" into the school syllabus only

10. E.C. Circular Minute B of 1993, A guide for music teachers and principals, p.1.
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reinforces the South African government's use of the term "multicultural® - separate

groups of people with separate musical cultures that do not interact.

With regard to the performance component in the House of Delegates music syllabus,
the recorder is the only instrument studied from standards three to five because
" it is comparatively inexpensive, easy to teach, very portable, and it can be taught

in groups"."!

No time is allocated on the school time table for recorder tuition although

... recorder tuition must be given in Stds 3, 4, and 5... a minimum of 30 minutes

per week for Std 3 and one hour each per week for stds 4 and 5 ... This tuition

should be given before or after school hours or during the lunch break.'
As a result of stipulated recorder tuition before and after school hours many students
opt out of selecting music as an examination subject, in favour of pursuing sporting
activities. Subse'quently the number of students that select music as an examination
subject in primary schools has dwindled. As a result the number bf students that
continue with music as an examination subject at secondary school level are very few.
Furthermore, because of processes of rationalisation by the House of Delegates small
student numbers are considered a luxury and thus are not allowed. Therefore low
student numbers at the secondary school level are a major contributing factor to the
demise of music education in House of Delegates schools. At the secondary school

level the recorder is the prescribed instrument. At selected schools

11. "Music education in our schools®, Fiat Lux, October 1978, pp. 8-9, quoted in Melveen Jackson,
"Music education and Indian South Africans®, in C.Lucia ed., Proceedings of the First National

Music Educators’ Conference (Durban : Natal University Press, 1986), p.125.
12. E.C. Circular Minute B of 1993, p. 2.
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only, the clarinet and flute are studied. Music as an examination subject at senior
secondary level is studied entirely from a western perspective. The recent introduction
of the clarinet and flute in selected schools is again a reinforcement of the predomi-

nantly western bias of music education in House of Delegates schools.’ |

Music Education in the Department of Education and Training

Music education in the Department of Education and Training at present is limited to
a syllabus of theory of music and singing, for junior primary and junior secondary
schools. At senior secondary level music is not offered as an examination subject,
and, consequently is virtually non existent. At both primary and secondary school

levels there are no periods allocated for music on the timetable.

The focus of music education in the Department of Education and Training is on
Westem music "...to the virtual exclusion of African music".”® The emphasis of the

syllabus is on music literacy as can be seen in the following syllabus outline:

A: Tonic solfa with focus on major and minor scales
B. Staff notation which includes Italian terms and abbreviations

C. General music knowledge which is essentially "The development
of Westem music from Plainsong in the early church to opera and
oratorio"

D.  Music reading which is "The ability to read music [which] must
keep pace with the increasing knowledge of the pupil in so far as
the theory of music is concemed""

13. Khabi Mngoma, "Music in African Education®, in C.Lucia ed., Proceedings of The First National

Music Educators’ Conference (Durban : Natal University Press, 1986), P. 116.
14, DET Music Syllabus Form 1, p. 4.
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The Department of Education and Training syllabus suggests further, at secondary

school level, the following aids for the teacher:

1. A suitable selection of books should be available in the library for
the use of both teachers and pupils

2. ...a good quality melodica, and either a pitch pipe or a tuning fork

3. A record player (phonograph) and a supply of records selected
especially for this course should be available.

4, A radio’

There is no pract'ical performance component to the syllabus nor are there ahy instru-
ments provided to schools. From the above music syllabus outline, it is evident that
music education in African schools in no way reflects the importance of music in
African life. Furthermore, efforts to improve facilities and the general state of music
education in African schools have been marred by lack of funds in the Department of
Education and Training. In many instances at secondary school level, teachers are
not specialists. At primary school level, class teachers conduct their own music

lessons during time taken from other class lessons.
SUMMARY

From the syllabus content of the Department of National Education, the House of
Delegates and the Department of Education and Training it is evident that music
education in South Africa consists of unequal distribution of resources, skilled

teachers, facilities and funds. An "intercultural* approach to music education cannot

15.  ibid., p.3.
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be successful in its implementation within the confines of the lack of funds in Black
schools and the limitations of ‘musical materials and resources in the House of
Delegates schools. The current situation regarding music education in these
departments of Education is rapidly deteriorating to an extent where in Black schools
formal music teaching is virtually non existent and in Indian schools fewer students’
are opting to choose music as an examination subject. The inadequate teaching
facilities, poor structuring of the syllabus, lack of instruments, lack of adequately skilled
music teachers and the general lack of emphasis given to school music in the
Department of Education and Training and the House of Delegates threatens the

existence of music as a subject in schools.

CONCLUSION AND DECISION TO USE INTERCULTURAL WHEN REFERRING TO

MUSIC EDUCATION IN SOUTH AFRICA

From the syllabuses presented above it is evident that music education in South
African schools is essentially eurocentric. Although western music is recognised as
having inherent educational value, there are a multitude of other musics available in
South Africa all of which are equally valuable. At present none of these musics are
reflected in the current Department of National Education, House of Delegates or
Department of Education and Training music syllabuses. The reason for this is that
the syllabuses that a}e. in current use are those that were implemented as part of the
apartheid ideology along with the unequal allocation of funds, distribution of adequately

- skilled teachers and resources in the three Departments of Education.

The unequal allocation of funds among the three Departments of Education is evident
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in the choice of instruments for practical performance in the music syllabuses. Firstly
in the Department of National Education students’ have a choice of a minimum of five
instruments. Secondly, only the recorder is supplied to all House of Delegates primary
schools and to the majority of secondary schools because of its low cost factor.

Lastly, no instruments are provided in the Department of Education and Training.

With the current situation regarding music education being unjust and biased, no new
syllabuses or ideologies can be successfully implemented until all musics are
recognised as valuable and having inherent worth. South Africa is a country of many
musical cultures and its music curricula must reflect this diversity. To refer to a South
African music education that caters for the educational needs of all South African
people as "multicultural” is problematic because of its association with the apartheid

era and its implications of groups functioning as separate entities.

In line with wider moves towards national unity and democracy “intercultural” will be
used.when referring to South African music education. As opposed to "multicultural”,
“intercultural" suggests a sharing or crossing of bridges which is what many music

educators are striving for with regard to music education in South Africa.
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CHAPTER THREE

THE ORAL TRADITION

What is the meaning of Oral Tradition?

Oral tradition is regarded as the process through which ideas, cultural laws, beliefs
and traditions are transmitted from one generation to another in preliterate cultural
groups. Oral tradition has been defined as
..the totality of messages that a society considers as having being
inherited from its ancestors which is transmitted orally from generation
to generation.’
Thus it is through oral transmission that a culture’s folk tradition, ritual and daily events
are conveyed from one generation to another. For centuries, oral cultures have
transmitted their heritage through folktales, legends, proverbs, songs and prose.
These have specific structural patterns of repetition, phrasing and rhythm and are used

as mnemonic devices for preserving cultural heri-tage through memory.

The oral transmission of a culture’s tradition in particular, is a valuable source of
knowledge pertaining to rituals that are practised and societal norms by which a
culture abides. The role of oral transmission is important in that a culture’s tradition

is learned and practised in what is believed to be the same manner as the previous

1. Francis Moto, "Literacy and Orally based Society®, in R.A.Whittaker and E.R.Sienart ed., Oral
Tradition and Literacy (Durban : Natal University Oral Documentation Centre, 1986), p. 285.
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generation. However, because oral tranémission occurs through the medium of sound,
the text and content may vary during the process of transmission since there is no
fixed notation. For example, in oral music traditions and in oral cultures where songs

are taught and leamed without the aid of notation, performances of a particular song

can have many variations.

The Oral Tradition in Zulu Vocal Music

Traditional Zulu Community Life

The notion of "traditional! life" is one still very much alive in the hearts and minds of
Zulu _people today. However, for the most part these communities no longer exist as
cohesive social units, for they have been fragmented through labour migrations, mass
removals and economic poverty.? Thus to a large extent songs about "traditional
ways have become representative of a life that has disappeared, though perhaps still
idealised and desired by many people. Hence in my discﬁssion of "traditional life and
communities" it must be understood that this represents an idealised past, rather than

the realities of the present.

‘In order to understand the collection of Zulu children’s songs in their current social
context, | shall consider traditional Zulu community life and the changes that have
occured as a result of the political, social and economic circumstances. The process
of change forms the background against which many Zulu people live today and is
reflected in the content of many Zulu children’s songs. It is necessary therefore that

these songs which have been transmitted orally from one generation to another are

2. Hugh Tracey, *African Music Within its Social Setting*, African Music Saciety Journal 2, pp. 56-58.
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understood against this background of polifical, social and economic transformation.

In traditional Zulu communities each member within the community had specific duties
to perform. The chief or headman of the community usually had two or more wives.
The women worked in the fields, cared for the children, performed household duties
of chopping wood, grinding com and cooking meals. At a very early age little girls
were responsible for domestic chores, caring for babies and collecting firewood.

Young boys herded the cattle, milked the cows and leamed the art of stick fighting.
Social activities such as story - telling, dancing, singing and games were enjoyed in
the evenings. Grandparents in particular told children stories and tales of their

ancestors and cultural heritage, usually in groups gathered around a fire.

Influences on the Traditional Zulu Community

The changes that have occurred in traditional Zulu communities have altered social
and cultural behaviour within Zulu traditions. Zulu men involved in migrant work left
their families and moved closer to cities for long periods of time. In the absence of
the men many of their duties were left to the women. However, because of economic
need many of the Zulu women also left their families and moved to cities seeking
employment. Subsequently, traditional Zulu villages and community life have been
disrupted in that many Zulu settlements are now found closer to cities without the

extended family unit.

With the effects of social and economic changes within the traditional Zulu communi-

ties, many of these traditional customs and rituals have been forgotten. The effects

3. Absalom Vilakazi, Zulu Transformations (Pietermaritzburg : University of Natal Press, 1962), p.124.




55

of these processes of urbanisation and westernisation are often reflected in the texis

of Zulu children’s songs.

The Role Of Oral Tradition in The Zulu Community

The Zulu child was exposed to music and acquired musical knowledge at a very young
age. From the earliest stages, infants and toddlers were rocked and swayed with
rhythmic body moveménts whilst on their mothers backs. It was from these formative
stages that children developed a sense of rhythm and dance patterns. The reason for
this was that firstly, Zulu people sang while working to alleviate the burden of hard
labour and thus the child being carried on the mother’s back was constantly a part of-
musical experiences. Secondly, many of the daily activities within the Zulu community,
for example, pounding grain, chopping wood, and paddling a canoe occurred within

a distinctive rhythmic structure which was used as a framework for many songs.*

|

In traditional Zulu communities, much music-making was a communal activity.%r The
extent to which musical experiences were integrated into social, political and daily
events was an indication of the extent to which music and culture were integrated in
Zulu cofnmunities. In addition, art, music, and dance were not conceived of as
separate entities in Zulu communities. There were very few activities within Zulu
communities that occured without some form of musical experience. Therefore, the
degree to which music-making occurred in communal groups and the inter-relationship

between music and culture had important implications for the learner.’

4, John Miller Chernoff, African Rhythm and African Sensibility (Chicago : The University of Chicago
Press, 1979), p. 93.
5. ibid., p. 34.
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The study of Zulu music reveals a great deal about Zulu culture, community life and
the relationships that exist betwéen people within the community. In addition, Zulu
musical experiénces reveal the structuring of the cultures beliefs, traditions ahd values
since most communities do not perceive music as a separate aspeci of community

life.®

Processes of Oral Tradition

Despite the breakdown of traditional communities music-making and learning in Zulu
societies continue to depend largely on processes of observation and imitation.

Lullabies are sung to children now frequently by their grandmothers, and as they grow,
these children are involved in music-making activities with older children now mostly
in schools. In addition, children spend many hours observing and imitating the musical
behaviour of adults, that is vocal, instrumental and dance patterns. Furthermore,
children make their own instruments and imitate the songs and dances of their parents

and others in the community.

With regard to the performance of songs, technidues are Ieamed. largely through
informal processes of observation, imitation and repetition. When learning instrumen-
tal techniques, children spend many hours observing the performers’ physical.move-
ments, and imitate them accordingly. The child thus develops a physical ability for the
instrument. Often children are seen waving their hands in the air and performing on
home made instruments in imitation of the performers’ movements when playing an

instrument. As the ability to pluck or strike an instrument in a specific way is

6. ibid., p. 36.
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developed, the child practices specific techniques of instrumental performance based

on this observation and imitatioh.

The Role of Zulu Children’s Songs With Activities in The Zulu Community

In the Zulu community children’s songs have various meanings and functions. The
songs are a means of teaching children their cultural beliefs, traditions and values.
There are lullabies sung by adults to pacify children, and songs related to children’s
game énd play.” Specific songs have the purpose of helping children leam their
cultural heritage with words of guidance about behaviour and discipline. Since songs
make memorising easier, they are used to convey important rules of conduct and

behaviour to children.

In the Zulu community music is integrated into every aspect of Zulu life. For example,
there are songs of birth, songs of experiences in life, puberty, marriage and death.
These are examples of the integral role songs have in Zulu life. Children learn how
| to count, how to speak their language and how to perform duties within the community
through songs and games.
Like religion, music and dance penetrate every level of existence; they
serve as reinforcement not only of religious beliefs but of societal

aftitudes and values as well ...that music is life and that music learning

occurs through life experiences seems to be a perspective shared by
Africans.®

Participation in games and stories incorporating songs enables children to learn to sing

7. Thembi Mbatha. Interview, Ingweni Lower Primary, Zululand, September 1992.
8. Patricia Shehan Campbell, Lessons From The World A Cross-Cultural Guide to Music Teaching
and Learning (New York : Maxwell Macmillan Inc., 1991), p. 159,
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in the musical style of the culture just as they leam to speak the language. The songs
and activities of children are a form of education which familiarises children with adult

chores, for example, fishing, hunting, farming and performing daily household duties.’

In Zulu children’s songs the text is the centre of interest. The texts of Zulu children’s
songs reflect the process of daily living in the community thereby reinforcing the
functional role of music as part of the process of living itself. The texts of Zulu
children’s songs give an inside view of how Zulu people live their lives and of how
music expresses and reinforces their values. Though not discussing Zulu music as
such, Chernoff says of African music generally

...if we can appreciate their music we are in a better position to
appreciate their world."

Vocal Music in the Zulu Community

A great deal of importance is placed on vocal music in the Zulu community. Singing
allows people to express individual and group viewpoints and facilitates participation
in musical activities that are part of community experiences. People and relationships
play an important part among Zulu people. For this reason great emphasis is placed
on vocal music since singing provides a large scope for group music activities and
serves as a means of verbal communication. Vocal music therefore forms the basis

of communication within the Zulu community. "

9. Francis Bebey, African Music A Peoples Art (London : George G. Harfays & Co,, Ltd., 1975), p. 8.
10. J.M.Chernoff, African Rhythm and African Sensibility (Chicago : Chicago University Press, 1979 ),
p. 155,

11, Thembi Mbatha. Interview, Ingweni Lower Primary, Zululand, September 1992.
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Although the voice is considered to be the "...principal vehicle of musical express-

ion..."'? and verbal communication

[v]ocal technique is not as important as it is in the west; rather, the aim
of vocal music is to communicate intelligently and expressively to an
audience."

In Zulu vocal performances, the voice is not trained as for western vocal music. That

is, Zulu singers do not sing scales or warm up exercises before a performance.

The Zulu Concept of Rhythm in Vocal Music

Nketia identifies two types of rhythm in vocal music. They are free rhythm and rhythm
in strict time.'* Songs that are sung in free rhythm have
...no feeling of a regular basic pulse, no hand-clapping or suggestion
of a metronomic background.'®

Examples of songs that are sung in free rhythm in some African societies are dirges

and praise singing.

Songs that are sung in a rhythm in strict time have a "regular basic pulse". These
songs are recognised by Nketia as having a duple rhythm or a triple rhythm. An
example of a song in duple rhythm is Ntenesha. Here the grouping of notes deter-

mines the "regular basic pulse”. An example of a song in triple rhythm is Umama

12. Patricia Shehan Campbell, Lessons From the World A Cross-cultural Guide to Music Teaching and
Learning, p.165. '
13. ibid.

14. J.H. Kwabena Nketia, The Music Of Africa (London : Victor Gollancz Ltd., 1975), p. 168.
15. ibid.
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Uyajabula. In addition, handclapping or a rhythmic instrument such as a gong or bell
is used to play a regular repétitive rhythmic pattern. This pattern is repeated
throughout the performamce of a piece and serves as a common point of reference
for all musicians in a performance. Nketia refers to the regular repeated rhythmic

pattern as the time line.

In vocal performances of African music the accents of the rhythmic accompaniment
are independent from those in the melody and the handclapping. From the combina-
tion of the above three rhythmic patterns each with its own pattern of accents a
resulting rhythm is formed which is different in its pattern of accents. An example of

this can be seen in Wenomaijikela.

Three important rhythmic devices are used in African vocal music. Firstly, hemiola
which is the alternation of duple and triple rhythms in a single song. Secondly,
polyrhythm which is a rhythmic concept where two or more rhythms are sung simulta-
neously. Thirdly, cross-rhythms which occur when the accents of the melodic line are
in conflict with the accents of the accompanying handclapping. For example, a song
may be sung in a rhythm of four beats whilst there are three handclaps or three foot
stamps. The musicians body feels a rapid series of pulses in groups of four and

groups of three with an overall time of twelve.

The Zulu Concept of Melody in Vocal Music

The scales used in African music may have four, five, six or seven notes.'® The

intervals used in African scales are not of equal distance, that is, the interval sizes

16.  Ibid. p. 147.
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vary in all scales. Notes of the scale do not have a fixed pattem since each note of
a scale may be considered as a beginning or an ending note. For example in a

pentatonic scale there may be five variations of the scale.

The Influences of Tonal Lanquages on Vocal Music

Many African languages are tonal languages. The different pitches used in speech
determine the meaning of words and sentences. Some words are spoken with a high
pitched voice and some with a low pitched voice forming their own melodic line. One

word can have many meanings depending on the pitch of the voice.

It is difficult for an African composer to think of composing a melody that moves in
opposition to the intonation of the words of the text. A change in intonation of words
and phrases in a text can be misinterpreted and create problems for the African
listener. Therefore since the words form their own melodic line based on the pitches
used, African melodies usually follow the intonation of the text. It is therefore very

difficult to separate the words from the melody.

The divisions used to structure musical phrases within a song follow the grammatical

structure of the text very closely.

It can safely be said that in general both rhythms and melodies are
constrained by the dimensions of language... An African rhythmic pattern
is more properly considered as a phrase than as a series of notes.'”

In addition the length of syllables used in speech, that is long or short syllables

17. J.M. Chemoff, African Rhythm and African Sensibility, p. 80.speech.
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correspond closely to the rhythms used in songs. Syllables that are stressed in
speech and occur at the beginning of a phrase or sentence usually correspond to
stresses in the music. However this is not the case with all stressed syllables in
speech. Therefore in instances where stressed syllables in speech occur at un-
stressed places in the melody, this is because the music follows the speech rhythm
without shifting stress in the melody to correspond to stress in the speech syllables.

Stressed syllables can continue to occur in a melody but without musical emphasis.

African people associate the concepts of melody and rhythm with speaking. Since
many African languages are tonal languages their speech has meaning because of
different pitches used forming a melodic shape within a sentence. African children
learn to speak their language where rhythmic accentuation and phrasing are essential
to the meaning. The speech rhythms in African languages are an important part of
the ways in which people communicate with each other. A.M. Jones writes, "[rlhythm

is to the African what harmony is to the Europeans".'

Problems with Regard to Stave Notation of Zulu Vocal Music

The westemn system of nétation is based generally on the relationship between rhythm
and melody. For the western musician rhythm is conceptualised as being divided up
into standard units of minims, crotchets, quavers and further subdivisions. The
composers indication of metronome marking indicates to the performer of western

music the tempo in which to play the composition.

18. AM. Jones, "African Music*, African Affair 48 (1949), p. 294.
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Rhythm is a concept western musicians follow, counting regularly and placing
emphasis on the "strong" beat. It is notated regularly in each bar and the purpose of
rhythm is to maintain a continuous flow of melody between the notes. If accents occur
on beats other than the first beat in the bar then this is referred to as syncopation.
Chermnoff says this of rhythm
[iin western music, then, rhythm is most definitely secondary in
emphasis and complexity to harmony and melody. |t is the
progression of sound through a series of chords or tones that we
recognise as beautiful.”
In African music the above situation is reversed. In western music notation pitch and
rhythm are two elements that must be notated. Rhythm in western notation is
expressed as duration. Pitches are notated using the notes on the piano. Pitch and

melody are conceived of differently in African music.
The African conéépt of rhythm is not divided up into standard units of time

...but is built up out of body movements : not only claps or stamps of the
foot in dancing, but built up out of a series of rapid pulses felt in the
body.?

In African music "...there are always at least two rhythms going on".?' From the

accents in the rhythmic pattern of handclapping and the accents in the rhythmic

pattern of the melodic line a resultant rhythm emerges. Stave notation is inadequate

19. J.M. Chemoff, African Rhythm and African Sensibility, p. 42.
20. D. Dargie, "Music Literacy and Xhosa Music*, in R.A. Whittaker and E.R. Sienart ed., Oral Tradition

and Literacy (Durban : Natal University Oral Documentation Centre, 1986), p.255.
21, J.M. Chemoff, African Rhythm and African Sensibility, p. 42.
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to represent visually the combination of the handclapping and melodic rhythms toshow
the resultant rhythm. There would have to be one kind of bar for the handclapping
and another type for the melody so as to show where the accents are found. Fur-
thermore, |
[t]he fact that African musicians play with reference to additional rhythms
to the ones they actually beat is one of the most important reasons why
notations, which of course do not represent unsounded or implied beats,
offer an inaccurate representation of African music.*
Communal performances of African vocal music can become very complex when
groups of people join in a song, each person singing a different part with a different
rhythm and a different dance pattern. Transcription and nétation of complex vocal
performances would be painstaking and probably not an accurate transcription since
"...transcription techniques are only adequate for analysis"*® and not always as helpful

for reproducing a performance.

In African music pitches are not always located on the piano. Very often there are
pitches used in African music that fall in between the notes on the piano. This is
because African music uses scale systems that differ in their pitch, intonation and
structural framework from western scale systems. African scales are analysed within
a western frame of reference as pentatonic, hexatonic or heptatonic. However,
because of differences in interval sizes and scale patterns, the stave cannot accurately

represent pitches used in African vocal melodies. In addition because African

22. A.M.Jones, "African Rhythm®, African 24 (1954 ), p. 32.
23. D.Dargie, "Music Literacy and Xhosa Music*, p. 259.
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melodies are constrained by intonation and accents in the texts, stave notation is
inadequate to accurately repreéent stressed beats in the speech. Therefore in an
attempt to organise texts in tonal languages on the stave, the accents and intonation
of the words would shift in émphasis which would result in different meanings of the
original texts. It follows therefore, that with regard to the concepts of pitch and
rhythm, the western system of music notation cannot give an accurate representation

of African music.

The Oral Tradition in South Indian Folk Music

Traditional South Indian Village Community Life

In traditional South Indian rural villages each member of the family is allocated a
specific duty. The women care for the children, prepare meals, fetch water from the
river and perform daily household duties. The men tend to crops in the fields whilst
the young boys herd the cows and goats. Where necessary, particularly in the low
castes women are forced to help their husbands in the fields but social interaction for
women is restricted to the village. Young girls especially are constantly in the care of
grandmdthers or other women folk in the village. At a very young age girls are

involved in domestic chores, minding infants and fetching water from the river.?*

Although the caste system® is no longer in use, it is still strictly adhered to in rural
areas in India specifically with regard to division in class structures, family relationships

and social interaction. The rural village people are regarded as low castes and are

24, Kistan Chin-Appan. interview, Newlands West, Durban, January 1993.

25. The caste system was a classification system used in India to group people according to social
structure.
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considered to be primitive by the higher castes in urban areas because of their menial

agricultural work and their povehy stricken living conditions.

IanUences on the Traditional Village Community

The rural village people are strict in adhering to traditions of their forefathers and
maintain their cultural heritage by oral tradition. However with new technology in
transport and increased travelling in rural areas, customs and traditions are carried
from one village to the next. As a result, traditions and customs from different villages

are beginning to merge.?®

Although urban influences have changed and still continue to change villagers pre-
ferences in their selections of music, very little has changed in rural villages with
regard to the extended family structure, family relationships and class structure. Many
of the villagers remain entrenched in their traditions and beliefs of previous gener-

ations.

Many influences from urban areas and higher castes such as film music, populaf
music and western bands in films have changed the setting for folk music in rural
“villages. With the growing popularity of film music, village folk musicians are choosing
to play in western bands and are abandoning their village folk music and instruments.
Folk musicians are beginning to enjoy the status of playing popular music rather than
folk music which they consider old and outdated. Transistor radios are popular among

villagers and it has become a trend to carry a radio to places of work or to community

26. N.C.Naidoo. Interview, Reservoir Hills, Durban, July 1992.
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gatherings.”

In order to understand the role of oral tradition in the context of South Indian village
community life it is necessary to outline the origins of folk music in India. Since many
of the characteristic features of South Indian folk music have remained unchanged for
centuries, it is necessary to state what these features are, how they originated and

developed and became a part of the lives of rural communities.

The Role of Oral Tradition

Historical Origins of Folk Music

Treatises written during the Bharata Natya Shastra period from before 1000 B.C. to
900 A.D. have helped today’s Indians understand Indian music and how it relates to
daily life. From the earliest written record in religious scriptures Indian folk music has

existed as a part of the daily lives of the rural people in South India.

The earliest beginnings of Indian music are believed to be contained in the religious
scriptures called the m.“ These are verses that were chanted in the ancient
temples as a means of worship during the Vedic period from before 3000 B.C. The
Sama Veda are recognised as the earlilest beginnings of music that was sung for
religious ritual,®® the origins of which are rooted in the ancient songs of worship from
the Aryan culture. The Aryans sang songs of worship to the sun, fire, air, water and

ether which are the elements in the universe that all living creatures depend upon for

27. ibid.

28. Vishnudass Shirali, Sargam An Introduction to Indian Music (New Delhi : Parnassus Publishers
and Printers, 1977), p.7.

29. Peggy Holroyde, Indian Music (London : George Allen and Unwin Ltd., 1972), p.63.
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their existence. These songs of worship were passed on through the medium of oral
tradition from one generation to the next and were eventually recorded and preserved
in the Sama Veda. It is through the recordings found. in the Sama Veda that
historians have noted the earli.est beginnings of Indian music in religious ritual and

worship.

In early religious scriptures reference is made to religious music associated with ritual
and worship known as marga, and secular music of the rural villagers known as
deshi.®® It can be seen that together with music that was performed for rituals and
worship, there also existed music that was associated with secular activities.

Furthermore, during the Vedic period non-vedic verses known as gatha were also
sung. It is believed by scholars that these gatha were the beginnings of Indian folk

music.

The Role of Oral Tradition in South Indian Folk Music and Village Community Life

In traditional rural village communities, much music rﬁaking is communal. Most of the
songs sung at festivals and ceremonies are sung by women and children. The women
sing in groups with one woman usually singing louder than the others. There may
also be two groups of women where the first group sings a phrase and the second

group repeats. Children of all age groups partake in singing and other activities at

festivals and ceremonies.®

Village children are exposed to and participate in music-making from a very young

30. ibid., p.64
31. N.C.Naidoo. Interview, Reservoir Hills, Durban, September 1992.
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age. From birth, particularly in the low castes where child minders are often
unavailable, infants are taken to the fields in baskets by the women folk who have to
help their husbands. It is from these early stages that children develop a keen sense
of rhythm and familiarity with folk songs. The reason for this is that village men sing
whilst working in the fields, hoping for good crops, good rainfall, wealth and

prosperity.*

The inter-relation of religion, music and dance plays an important role in village life in
South Indian culture. The study of folk music of rural village communities reveals
much about their daily lives, culture, tradition and moral values.*® This is especially
so because art, music and dance are not conceived of as séparate entities in village

communities.

The Role Of Indian Children’s Songs with Activities in the South Indian Village

Community Life

In traditional village communities children’s songs have various meanings and
functions. The songs are a means of teaching children their cultural beliefs, traditions
and moral values. From birth there are lullabies sung by the women to quieten infants
and songs associated with work and play. There are specific songs that have the

purpose of teaching children about their cultural heritage with words of guidance and

teachings from éncient scriptures.

In traditional village communities children learn how to count, how to speak the

32. ibid.
33. Ibid.
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language and how to perform the duties of elders in the village through song and
dance. It is usually the grandmbther who sings songs to teach children aspects of
religion, moral values, legend and daily duties. Much of the folk song in rural village

communities survives by being taught orally and passed on from one generation to the

next.

In different rural village communities people practice their own traditions and customs.
Music is integrated into every aspect of daily village life. There are songs that are
sung at all important life-cycle events from birth to death. For example, many
ceremonies are performed in villages in South India and singing plays an important
role. There are songs that are sung as lullabies, at the christening ceremony of the
child, at the removal of the infants hair at three months, piercing of the ears, at the

age of puberty, wedding songs and funeral songs.* The extent to which music is
integrated into every aspect of daily life is an indication of the extent to which music

and culture are inseparable in village communities.

Participation in the celebration of festivities and daily chores incorporating songs
allows children to learn to sing in the musical style of the village community just as the
child learns to speak the language. The songs and games of children are a form of
musical training which prepares children for adult chores, for example working in the
fields, fetching water from the river and performing daily household duties. In addition

through songs children learn the teachings of their religion, aspects of village culture,

tradition and beliefs.®

34. Kistan Chin-Appan. Interview, Newlands West, Durban, January 1993,
35. ibid.
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Vocal Music in the Rural Village Community

It is common to hear villagers singing while performing their daily duties. In the fields
villége men usually sing harvest songs or songs of prayer for good crops. While the
women'carry out their daily chores they sing songs that depict the hardships of their
poverty stricken lives and the burden of daily chores. Young girls are often heard
singing whilst carrying clay pots of water on their heads from the river to the village.*
From the Vedic period music has been and continues to be used as a means of
worship.”” Many folk songs still have religious themes and references in the texts to
gods and goddesses. In addition the texts of many folk songs are closely linked to
legend, proverbs and ancient religious beliefs found in religious scriptures.

Folk music is known to be based primarily in the dialect of the people.

In other words, it is an expression necessitated to communicate ideas

through the use of everyday language.®
The texts of folk songs reflect the process of daily living within a specific village
community. They refer to family relationships, the miseries and hardships of poverty
and the villagers’ hopes for wealth and prosperity. In folk songs of fhe Vedic period
much emphasis was given to natural images - birds, flowers, crops, the moon, water
and rain. These aspects of nature are still reflected in the texts of folk songs bécause,
because folk songs are functionally related to village life they are an ifnponant means

of communicating ideas within a village community.

36. ibid.
37. Narayana Menon, "Music and Culture Change in India*, Cultures : Music in a Changing World Vol
1, no. 3, p.64.

38. Sukumar Ray, Folk - Music of Eastern india (Calcutta: indian Institute of Advanced study, 1988),
p.34.
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The Use of Literacy in South Indian Folk Music

Introduction

Folk musicians in rural villages are not trained in raga and tala thepry (which is
explained below) as are classical Indian musicians. Hence the principles of raga and
tala theory are not applied when Composing folk songs. However for purposes of
analysis Indian scholars use the raga and tala theory systems as a basis for analysis
of theée folk songs. It is necessary therefore to outline briefly the system of music
literacy used in the context of South Indian classical music and its application to -South

Indian folk song.

Oral and Notation Systems in South Indian Classical Music

Muslim invasions into North India between 1000-1400 A.D. brought about a division
in ancient Indian music through the introduction of Persian music into India. As a
result classical music in India is divided into two major systems which are North Indian
or Hindustani and South Indian or Carnatic. North Indian music absorbed many
influences from Persian music brought about by the Muslim invasions. South Indian

music however, remained relatively unchanged.

Both the North and South Indian music traditions differ in details of their notation
systems. In addition each tradition practises different methods in teaching and
learning Indian music. Since the collection of children’s songs are from Madras in the

South of India | have focused on South Indian methods of teaching and learning.

| shall briefly explain the oral tradition used in South Indian Classical music since this
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tradition strongly influences the extent to which notation is used in South Indian

Classical music.

The teaching tradition in South Indian music is known as the Guru-Sishya Parampara
or master-disciple tradition. This is an oral tradition where the disciple acquires all his
knowledge of Indian music directly from the master. The disciple learns by living with
the master and receiving individual tuition, by observing lessons of other disciples, by
listening to the master practising and by listening and watching the master during a
performance. Learning through this tradition is limited to those disciples who are
selected by the master, and they usually belong to the upper castes. The master -
disciple tradition is not applied fo folk music and folk musicians since folk music is
conceived of as music of the lower castes of people. However the master-disciple
tradition does have relevance when discussing notation in South Indian classical music
since there is much controversy among Indian musicians and scholars as to which

system is more acceptable.

Notation in South Indian Classical Music

Pitch Materials

The Indian music scale originated and developed '_from the vedic chants which were
chanted in three tones.*®* The notes in South Indian music are referred to as sa ri
ga ma pha dha ni. Sa is not a fixed pitch but is sung at a pitch suitable to the
vocalist in a performance. The Indian scale has sa and pa as fixed pitches in that

they are not raised or flattened during a performance. The notes ri ga dha and ni

39. Vishnudass Shirali, Sargam An Introduction to Indian Music, p. 15.
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may be flattened and the note ma may be raised.

South Indian

sa ril ri2 ri3 ga3 mal ma2 pa dhal dha2 dha3 ni

gal ga2 nil ni2 ni3

Waestern

The Indian scale has seven notes .in addition to the five variables which makes a total
of twelve notes. There are twenty two intervals or srutis in the Indian scale. The
intervals between the notes of the scale are not equal, that is, the twelve notes in an
Indian scale are not equidistant. Thus for purposes of notation, staff notation is not

an accurate representation of pitches in Indian music.

The South Indian Concept of Melody in Folk Song

Raga

A raga is a fixed melodic form that is based on a combination of notes from the twenty
two intervals. Ragas are used as the basis of composition in South Indian music and

are believed to represent specific sentiments and moods. There are particular notes
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in a raga that are used in compositions to evoke in listeners the sentiment of the raqa.
The origins of raga are said to be rooted in folk music.** Simple folk melodies were

adapted and restructured to become ragas. Ragas are used by Indian music scholars

for processes of analysis of folk music.

The South Indian Concept of Rhythm in Folk Song

Tala

Tala is the basic rhythmic structure used in South Indian classical music. Each tala
has a specific cycle of beats. There are strong, weak and silent beats in talas. Each

tala begins on the beat called the sam, pronounced sum, and ends on the same beat.

In the collection of folk songs presented rhythms are simple and are often in three or
four beats. The rhythms used in folk music are based primarily on the dialects used
in the song. Thus pronunciation of words and accents shapes the phrases of a folk
song. In this way specific rhythmic patterns are developed. Folk musicians do not

undergo any rigorous training with regard to rhythm, but learn rhythms largely through

imitation.

Rhythms that are played on specific instruments in folk songs indicate the type of folk
song that is being performed. For example, rhythms that are played on cymbals
usually indicate the performance of devotional songs. Rhythms that are played on

drums and have a swinging rhythm usually indicate festivity and songs of celebration.

40. B. Chaitanya Deva, Indian Music (New Delhi:Indraprastha Press, 1974), p.7.
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Problems with regard to Stave Notation of South Indian Folk Song

Transcriptions -

Notation in South Indian music serves as a framework for the performer. As much
improvisation occurs in South Indian music notation is regarded as being restrictive.
Often two variations of the same song are found but performers and composers
consider both versions to be the same since neither version is strictly followed in the
performance situation. In other words, Indian music in general deviates in perform-

ance from the notated version.

In addition because of the secrecy regarding music knowledge that is passed on from
master to disciple it is believed by the masters that any notated music which is of
value from previous generations and belongs to one master is easily accessible to

another master.

Since the pitches used in Indian scales are not eqidistant, pitch representation on the
stave is not accurate. In addition there are many slides in pitch level that occur in
folksongs which cannot be accurately represented on the stave. Notation of Indian

music therefore is adequate for purposes of preservation and analysis only and is not

really representative of performance.

With regard to my p‘resentation of the collection of songs which are from an oral
tradition, consideration must be given to their functional role within the cultural context
discussed in this chapter. The songs are presented as a combination of orality with

literacy, that is in audio, video and written forms.
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CHAPTER FOUR

COLLECTION OF AFRICAN AND INDIAN CHILDREN’S SONGS WITH ACTIVITIES

AFRICAN CHILDREN'S SONGS WITH ACTIVITIES

Location of Sources

Four cultural and musician "informants” from the community were used. They are Mr
Sipho Nzimande, Mrs Thembi Mbatha, Dr Musa Xulu and Mr Themba Mbhele. Mr
Sipho Nzimande is a music inspector for the Kwazulu Department of Education. Mrs
Thembi Mbatha is a teacher at Ingweni Lower Primary. Dr Musa Xulu is a former
lecturer in ethnomusicology at the University of Durban Westville. Mr Themba Mbhele

is an employee at the Department of Music at the University of Natal in Durban.

Research for the collection of African children’s songs was carried out at the Ingweni
Lower Primary School in Ngwelezane in Zululand over a period of two years. Because
of local township politipal violence in Durban and surrounding areas it was dangerous
to enter any of the local townships. With the invaluable assistance of the late Bongani
Mthethwa, | was able to contact Sipho Nzimande and he referred me to the school

and its teachers.

Ingweni Lower Primary is situated in the rural township of Ngwelezane. All of the
songs in this collection are in the Zulu language. Not all of the songs recorded in this
collection are learned at school. Many of the songs were learned by children from

their parents, relatives or friends. The original context of the perfofmance of many of
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the songs was in a cohesive community and not the fragmented groups that are now
evident in Zululand. The nurséry rhymes, children’s songs and folk songs that are
taught at Ingweni Lower Primary are taught by class teachers who are not music
specialists. Often songs in Zulu are taught using the original words with a substituted
western melody. Furthermore, there is no time allocation for music on the timetable.

A few minutes are taken from other class lessons to sing a song or two.

Recordings of the Songs

The children that are recorded on the video tape and the audio cassette are between
the ages of six and twelve years old and are from class one through to standard four.
The Zulu texts with English translations are presented on the video by Mr Musa Xulu.
Although the collection of children’s songs was recorded outside the school
environment the noise that occurs in some of the recordings is a result of field

recordings - wind in particular.

Many of the songs recorded are traditional in that they are remembered by the older
teachers as songs that they used to sing when they were little. Therefore, although
these songs were not collected from a "traditional® Zulu community, much of the
customary Zulu heritage is maintained in that children still sing songs believed to be

part of traditional culture.

Aspects of the Songs

Each of the aspects stated below are discussed in further detail with reference to each

of the children’s songs presented.
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Music Transcriptions

Music transcriptions of the songs are presented in western notation. This is the
system with which most educators are familiar with and thus can use as a frame of
reference when teaching the songs. Since the collection of songs are intended for
classroom instruction, the notations are meant to serve merely as a guide to be used
in conjunction with the audio and video cassettes included. | have used symbols to
describe various aspects related to form, details of melodic structure and performance

details of the song.
They are as follows:

/ glide in pitch from low to high
\ glide in pitch from high to low
i speaking voice no definite pitch note of indefinite pitch
Il foot movements related to the song ahd divided into beats
XX hand movements related to the song and divided into beats
00  hand claps
= accents as they occur in the song
W: || one repetition

ad- lib.many repetitions

The following songs have also been transcribed by Pessa Weinberg,' but there is no

recording. For this reason they have been included. They are Salibon i Xhegwana,

Amahlubi, Nans Imfene, Imithi i Goba Kahle.

1. Pessa Weinberg, Hlabelela Mmtwanami Sing My Child (Johannesburg : Ravan Press, 1984).
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Texts and Translations

Translations of the texts are provided alongside the Zulu texts, line by line. For this,
acknowledgement must be given to Mrs Thembi Mbatha, Dr Musa Xulu and Mr
Themba Mbhele. In some instances in the Zulu texts further explanations are required

and these occur as footnotes in the translations.

The division of syllables in the texts below the music transcriptions occur as they are
used in singing and not in all instances according to grammatical divisions in the Zulu

language.

Since the collection of Zulu children's songs are from a predominantly oral tradition
many variations of text and melody may be found in different areas. However the
texts and melodies presented in this collection are ones that were collected specifically

at Ingweni Lower Primary in Zululand.

ELEMENTS OF FORM

Melodic Structure

Much music-making among Zulu children is vocal therefore there are important para-
meters to be considered when analyzing children’s songs. Many of the songs, parti-
cularly those of the six and seven year olds are sung in unison. Their texts are short
and simple in structure and their melodies are cyclical. The songs of the six and
seven year age group may be strophic with a verse and refrain as in u_ Du Dayide,

or they may be in A A B B form as in Ntabani Le.
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In the songs of children aged nine, ten and eleven years old vocal patterns and and
styles of singing are more intricate and varied. Songs are often in call-and- response
style between a girls chorus and a boys chorus. Often the boys chorus is sung in

imitation of the girls chorus as in Umama Uyajabula. Voice parts vary from two voices

to four voices in many of the songs of this age group.

Much of the melodic phrase structure that is included in the music transcriptions
occurs as a result of grammatical phrasing within the text. Consequently, some

phrases in the song are longer than other phrases which results in irregular phrasing.

Rhythmic Features

Much syncopation occurs in the songs of the six and seven year age group. Often the

rhythm in the song illustrates the meaning of the text as in Sizinyoni Thina where the

syncopation and shift in accents emphasise the flying movements of the birds.

Rhythms in the songs of the nine, ten and eleven year age group become complex
when second and third voice parts enter with different rhythmic pattems and accents

resulting in cross-rhythms as in the song Ighude.

The rhythmic organisation of many of the songs presented depends on the structuring
and accents of the movement patterns that accompany the songs. As a result rhythm

is fluid in many of the songs because of added dance rhythms as in Wenomaijikela.

Here the metre changes from a bar in 5 to a bar in 7 because of two added foot-
. : 8 8
stamps which are included as part of the rhythm of the song. Therefore footstamping

and handclapping that occurs as part of the activities contribute to the rhythmic

organisation of the song.
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Performance Of Activities Related To The Songs

The performance of the songs must be understood in conjunction with the video
cassette included. The song-related activities include handclapping, footstamping,
body movement ahd specific movements to express the meaning of text. In the six
and seven year age group much of the movément expresses the texts in a line by line

manner as in Nans Imfene and Inkukhu. Body movement is an integral part of music-

making among Zulu children. The intricate foot patterns of the nine, ten and eleven
year age group are divided in to beats and are illustrated on the stave as they are

performed.

Social Significance

Information for this section was obtained from all four of the cultural and musician
"informants". Many of the songs that are presented are traditional songs that have
been passed down through generations over time. Although there may be differences
in texts and performances the songs of Zulu ancestors, for example Amahlubi are still
sung by many of the Zulu children in Ingweni. In addition Zulu children learn much
about their heritage, the toils of their ancestors in traditional rural life and in Urban

situations by singing traditional songs.

After listening to or singing one of the songs for the first time, a song may have little
or no significance to the non-Zulu. However, after placing the song in the context of
Zulu beliefs, traditions and values, the listener is able to perceive the significance of

a song to a Zulu person as in iPhela elikhulu.
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Categories of Songs

The thirty three children’s songs which follow are grouped into eight categories
acdording to their texts and social function within the Zulu community.

They are:

A. Songs of Tradition and Cultural Heritage

—h

. Ngilihambile llizwe

2. Indoda

3. iPhela Elikhulu

4. Amahlubi

5. Salibon iXhegwana

6. Umthomb’ O Qhumayo

7. Shiya Baba

B. Songs of Rural Life

1. Ntabani Le

2. Umama Uyajabula

C. Love Songs

1. Nomathemba
2. Ntab’e Zikhude

3. Ulele Ulele



Wedding Songs

1. Wenomajikela
2. Semaqueni
3. Awi

4. Yagana Yagana

Cradle Songs

1. Umntwana

2. Mama Ngibelethe

Songs of Nature and Animals

1. Ntenesha
2. Imbongolo
3. Nans Imfene
4. Sizinyoni

5. Amadada
6. Ighude

7. Imithi i Goba Kahle
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Songs of Moral Value

—

. Imfundo

2. Inkukhu

3. Othisha Bethu
4. Saphela lIsizwe
5. Wenduna

6. Inzondo

Songs with Western Melodies

1. U Dudayide

2. i Hashi Lika Nongqayi
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SONGS OF TRADITION AND CULTURAL HERITAGE

NGILTHAMBILE ILIZWE
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1. Ngilihambile llizwe - | Have Travelled All Around

Text and Translation

Ngilihambile ilizwe | have travelled all around
Ngilihambile ilizwe | have travelled all around
Ngaye ngafika laph’intomba Until | came to the part of the country
Iseng 'inkomo Where females milk cows
Ngaye ngafika laph'intomba Until | came to the part of the country
Iseng 'inkomo Where females milk cows

Elements of Form

Age: 6 years
Voice Parts: Unison

Phrase Structure: AABB

Repeat ad. lib.

Melodic Structure

The influence of speech accents on the melody and note values can be seen in the

second bar:

. >
8 J ~—— J
The prohounciation of the word ngilihambile has the following speech accent:
ngi-li—ham-t;-le
This speech accent is reflected in the melody by a change of time signature in bar 2
with a longer note value emphasising the syllable pronounciation "bi" as in "bee".
The pronounciation of the word ilizwe has the following speech accent:
>
i-liz-we
This speech accent is reflected in the melody as a crotchet note of long durational

value in bar 4 again illustrating the syllable pronounciation of "liz" as in "leez".
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Activities
Line1 - “Ngilihambile ilizwe"
Children move their legs in a marching style on
the syllables "bi* and "le"
RL RL
Line3 - "Ngaye ngafika laph’intomba”

Children point their right hands to the female milking a cow.

Social Significance

| In traditional Zulu communities women are not supposed to milk cows as this is the
domain for men. However it is to be noted that a woman who performs the duties of
a man is regarded either with great respect and awe or with disgust. Because

she is efficient at performing the duties of a man such a woman is regarded by the
community as having the same capabilities of a man. The social implications are that
this woman who milks cows cannot easily adjust to the socially accepted duties of
women in the community. The elders in the community usually make references to
women who undermine the proficiency of men as "lentombazane injengendoda ngoba
yalusa naba fana ngezinduku" which means "that girl acts like a man because she

grew up shepherding cattle and getting involved in stick-fighting with the boys".

Bearing this in mind Zulu men would think twice before proposing to such a woman
because they would feel threatened. Consequently the woman seen milking a cow

has traditional and social implications for the woman and the community.
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2. Indoda - The Man

Text and Translation

Wajikela *umuzi wen’ indoda ' You "surround" another man’s home
O wakho wawushiyon nobani With whom did you leave yours?

Elements of Form

Age: 6 years
Voice Parts: Unison

Phrase Structure: A B

Repeat ad. lib.

Melodic Structure

The influence of speech accents on the melody can be seen in the first bar. The
second beat Qf the bar in time is accented rather than the first beat. This is because
in the word "wa-ji-ke-la", the syllable "ji" is accented. The influence of speech accents
on the rﬁelody can also be seen in the fourth bar. The second beat of the bar is
accented again because of the accent in speech is on the syllable "wawu" pronounced

as "wow".

~Activities
Line 1 - "Wajikela umuzi wen’ indoda”
A group of children watch as a boy walks around a bench acting out the

scene of a man surrounding another man’s "property".

*

umuzi has a literal meaning of homestead. Here the figurative meaning is used to refer to
a married woman who is the "property” of her husband. Hence the word umuzi is used.
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Line2 - "O wakho wawushiyon nobani"

Children point their right hands in disapproval at the scene.

Social Significance

Within the Zulu community a married woman is considered to be the "property" of her
husband. The first line of the song makes reference to a man who encroaches upon
other men’s properties, that is, a man who makes advances to married women. The
social implications of these advances are that the man supports other married women

financially whilst ignoring the responsibilities of his own wife and family.

This behaviour is unacceptable within the community. This song is meant to expose
and embarrass the men who make advances to married women so that they can stop

with such unfaithful and unacceptable behaviour.
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3. iPhela Elikhulu - The Big Cockroach

Text and Translation

First Verse

Iphela elikhulu A big cockroach

Langen’ ekhabetheni Entered the cupboard
Lacul’ ushwele baba And offered a smile to the
ljazi likayise father

Second Verse

Kwa xaban’amapleti Then the plates were in quarrel
Kwa lamul mfaduko A dish-cloth helped

Kwa hleka izipuni The tablespoons laughed

Kwa smile amateaspoon The teaspoons were smiling

Elements of Form

Age: 7 years
Voice Parts: Unison

Phrase Structure: ABC D

Repeat ad. lib.

Melodic Structure

The melodic phrasing corresponds with the grammatical phrasing within the text. The
song begins on the upbeat and maintains anacrusic phrasing throughout. The second

verse follows the same melodic structure.
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Activities

First Verse

Line1 - "elikhulu“
Children move hands in a circling motion showing the big size of the
cockroach.

Line3 - ‘"Lacul ushwele baba"
Both hands are crossed over the chest.

Line 4 - ijazi likayise"

Both hands point towards the body.

Second Verse

Line 1 - '"kwa xaban’ amapleti"

Right and left palms are crossed in front.
Line2 - "kwa lamul mfaduko"

Right hand imitates wiping of a plate.
Lined - "kwa hieka izipuni"

Right hand stretched out in front as if stirring with a teaspoon.

Social Significance

Cockroaches are generally regarded as a common household pest. However within
Zulu communities a house infested with cockroaches is regarded as having a bad spell
ora curse cast upon the family and household. Very often families whose homes are
infested with cockroaches go to a spiritualist to find out who has cast a spell on the

family and household. The spiritualist acknowledges the problem and explains that
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the unusual number of cockroaches is not a household pest problem but is a sign of

witchcraft.

The unusual number of cockroaches is referred to in Line 1 of the second verse "kwa
xaban amapleti" which literally means "the plates were in quarrel*. The implications
of this line are that the plates were being moved around the cupboard by the large
number of cockroaches which made a noise and sounded as if the plates were

"quarelling”.

Within the Zulu community this song represents a bewitched family environment where
cockroaches are feeding on clothes, food ahd are bringing ill fortune to the family. In
such a situation the spiritualist would give the family blessed water to sprinkle around

the house to get rid of the cockroaches together with the family’s ill fortune.
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4. Amahlubi - The Amahlubi Clan

Text and Translation

Amahlubi ayasitshela
Amabhlubi ayasitshela
Obaba amaswazi
Obaba amaswazi
Amakhehla ayehlez
Inzalukazi zidli nyama
Izingane zijabule

Elements of Form

Age: 7 years
Voice Parts: Unison

Phrase Structure: AABBCC

Repeat ad. lib.

Melodic Structure

The phrase structure is regular and follows the pattern A A B B C C. The song

begins on the upbeat and has anacrusic phrasing throughout. In the first and second

Amahlubi are telling us

Amahlubi are telling us

Our fathers are the Swazis

Our fathers are the Swazis

Fathers and old men were sitting

Old women were eating meat

Children were playing and were happy

phrases (A) of the song speech accents occur as follows:

> :
a-ya-si-tshe-la

As a result the fourth beat of the bar is accented. Speech accents also occur in the

fourth phrase (B) on the third beat of the bar "baba", in the fifth phrase (C) on the

third beat of the bar "a-ye-hle-zi" and "nya-ma".

Activities

Line 1/2 "Amahlubi ayasitshela"

Children swing both hands up and down.
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Line 3/44 - "Obaba amaswazi"

Children stretch right hands out in front of them and rhythmically shake

tﬁeir wrists as follows:

a-ma-swa-zi

Line5 - ‘"ayehlez" BORR

Children jump to the ground and land in a crouching position.
Line6 - “nyama’

Children hold both hands to their mouths as if eating from their hands.

Social Significance

This is an old song that refers to the Amahlubi clan. Before the arrival of the settlers
the Amahlubi people were self sufficient with their crops for food. They enjoyed a
place of permanent residence in building their v-illages on the land of their forefathers.
With the arrival of the settlers their clan existence was completely disrupted. Land
was expropriated and the extended family unit was destroyed as a resul't of the
divisions that occurred. Family units were broken as a result of migratory Iabour.'
Faction fights that occurred contributed to the breakdown of the once peaceful well
established community life. The social significance of this song is that children learn

about the negative effects of colonialism by the settlers on traditional family life.
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Text and Transiation
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5. Salibon iXheqwana - The Old Man

First Verse
Yin’ ezangapha

Yin' ezangapha
Yin’ ezangapha na

Second Verse

Salibon 'ixhegwana
Lidiyazela ke
*Negoma elikhulu

Third Verse
Aw’ sine xhegwana

Aw’ sine xhegwana
Aw’ sine sibukele

Elements of Form

Age: 10 years

Voice Parts: Unison

Phrase Structure: AABBBB

Melodic Structure

The first verse of the_song has three phrases of one bar each. The second verse also
has three phrases each of which follow the phrase structure in the text. The third
verse also follows the phrase structure in the text. The melody line in the third verse
follows the same pattern as in the second verse. A change of time signature occurs

in the third phrase A of the first verse.

*

Who comes from this side?
Who comes from this side?
Who comes from this side?

We see a frail old man
Carrying
A big container

Old man dance
Old man dance
So we can see

neqoma is a large woven grass basket used for carrying foodstuff.
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Activities

First Verse
Line 1 - yin"
Children point their right hands forward on the word "yin" for each of the

three phrases.

Second Verse

Line1 - "Salibon ’ixhegwana"
Children stamp their right foot on the syllable "bon" in sa-li-bon
Line3 - "Neqoma elikhulu"
Children place both hands above their heads indicating a large container

placed on the head.

Third Verse
Line 1/3 - Children stamp their legs as follows:
aw - si- ne xhe - gwa - na

R L

Social Significance

This song is sung by children who imitate and mock the old men in the villages. The

children have fun by imitating the old men by walking and dancing at a slow pace.
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Text and Translation

Lomthombo ghumayo
Ovele zintabeni
Lomthombo ghumayo
Ovele zintabeni
Wozani siyobona
Lomthombo ghumayo
Wozani siyobona
Lomthombo ghumayo

Elements of Form

Age: 10 years

Voice Parts: Unison
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6. Umthomb’Q Qhumayo - The Spring

There is a spring

That comes from the mountains
There is a spring

That comes from the mountains
Come and let us go and look
At the spring

Come and let us go and look
At the spring

Phrase Structure: AABB

Melodic Structure

Regular phrase structure occurs in the song. The triplet in bar 3 phrase B is used to

illustrate the pronounciation of first three syllables in the word si-yo-bo-na since they

are all short and are given equal stress in speech.

Activities
Line 1/4 - “Lomthombo ghumayo"
Children point their right hands forward indicating the mountain.
Line 5/7 - "Wozani siyobona"
Children move right hands to beckon friends to come with to the

mountain then point both hands to their eyes on the word "si-yo-bo-na".
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Social Significance

This song is a metaphor that refers to auspicious people who are said to have come
from the mountains. The mountain in the song is regarded as a place filled with
enchantment. Just as the natural spring originates in the mountains, holy people are

believed to come from the mountains.
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7. Shiya Baba - Leave Father

Text and Translation

Shiya baba : Leave father on

wo ngesaba’ umoya ‘ | fear the wind

Lelizwe linomoya This land is full of wind
Ngesaba’ umoya Oh | fear the wind

Elements of Form

Age: 11 years
Voice Parts: 3 parts

Phrase Structure: ABAB

Repeat ad. lib.

Girls chorus and boys chorus in call and response style

Melodic Structure

The girls chorus begins in unison. The boys chorus is in two parts with an interval

distance of a third.
Activities

Children move their legs from side to side in the following pattern throughout the song:

%RLLRRLLR

Social Significance

The wind in the song is a reference to spirits of ancestors that are in the environment.
This song is sung by a child who is afraid that the spirits of the ancestors may be

angry because the child has been disobedient.
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SONGS OF RURAL LIFE
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1. Ntabani Le - What Kind of a Mountain is This?

Text and Translation

Ntabani le? What kind of a mountain is this?

Ntabarnii le? What kind of a mountain is this?

Ntabani le ebheke phezulu? What kind of a mountain is this facing
upwards?

Uyayibona le nyon’ emhlope? Do you see that white bird?

Iphethi philo lenhliziyo It's handling all the love

yami of my life

Elements of Form

Age: 6 years
Voice Parts: Unison

Phrase Structure: AABABA

Repeat ad. lib.

Melodic Structure

This song is an example where melodic phrasing follows grammatical phrasing. As

a result some phrases are longer than others.
Activities

Line 1/2 - "Ntabani Le"
Children point their right hands in front of them indicating the direction
that the mountain is in.

Line 3 - "ntabani le ebheke phezulu"
Children raise both hands in front of them with palms facing upwards.

Line4 - ‘“uyayibona le nyon’ emhlope"
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Children point their right hands towards the sky as if pointing to the white

bird flying up above.
Line5 - ‘"iphethi philo lenhliziyo yami"

Children cross both hands over their chests.

Social Significance

The social significénce of this song is twofold. Firstly, this song is old and illustrates
the emotions that families experienced when the father was away at work for long
periods of time. Whilst the men-were working, probably in the mines when Zulu men
were a part of the migratory labour system, they would look at the mountains and see
a white bird which symbolised peace and love. For the men at work all their dreams
and hopes of seeing their families and loved ones were transferred to the white bird.
The men would imagine that the white bird was sent by their families and was carrying
a message of love from the faraway rural settlement.

Secondly, whilst the men from the settlement were away at the mines much of their
duties were carried out by the women. Often women were left alone in the settlement
for many months at a time without the protection and affection from their loved ones.
Whilst the women worked in the fields they would think of their loved ones faraway at
work in the mines or in the cities. Witho&t having any communication with their loved
ones the women would not know whether their loved ones would return to the rural
settlement safely after working under hazardous conditions in the mines or being -
-exposed to urban violence. For the women at work in 'the_fields the white bird
symbolised their hope for peace and love. They would imagine that the white bird was

carrying a message from their loved ones that soon the family would be reunited when

the men returned safely from work.
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2 Umama Uyajabula - My Mother is Happy

Text and Translation

Gibela phezu kwendlu ubatshele Get on top of the house

Umama uyajabula uma And tell them that my mother
Ngifika ekhaya Becomes happy when | come home
Jabula mama Be happy mother

Elements of Form

Age: 9 years
Voice Parts: 3 parts

Phrase Structure: ABABCBCB

Repeat ad. lib.

Girls chorus and boys chorus in call and response style

Melodic Structure

The girls chorus is sung in unison. The boys chorus is sung in two parts with an

interval distance, of a fourth.
Activities
The foot patterns for the song are as follows :

L - Move the left foot to the left side
R - Stamp the right foot next to the left foot
R - Move the right foot to the right side

L - Stamp the left foot next to the right foot

Both hands are outstretched with palms facing upwards throughout the song.
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Social Significance

This song is with reference to men returning home after being away for a long period
of time. Either the men were away at work in the mines or, they have been to the
cities and have not seen their families for a long time. Upon arrival at the settlement
this song is sung so that the children can hurry to their mothers to inform them that

the men have arrived safely from work.



114

LOVE SONGS
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1. Nomathemba (Name of a Person)

Text and Translation

Nomathemba iyo Nomathemba
*haya haya haya iyo Nomathemba iyo
Nomathemba iyo

haya haya haya iyo

bengi kuthande iyo | have loved you
haya haya haya iyo

Kodwa manje iyo But now
haya haya haya iyo

Ang’ saku thandi iyo | don’t love you
haya haya haya iyo :

haya haya

haya haya iyo
haya haya

haya haya haya iyo

Elements of Form

Age: 10 years
Voice Parts: 4 parts

Phrase Structure: AABBBC

Repeat ad. lib.

Girls chorus and boys chorus in call and response style

Melodic Structure

The song is in 7 but alternates with a bar in 3 at the end of every line that begins with
8 8

the exclamation "haya".

haya - is an exclamation
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Activities

The foot patterns in the song are as follows:

Pattern 1 Pattern 2 Pattern 1 Pattern 2

{L R R} {L R R} {LRR} {LRR}

Pattern 1 moving back

L - Stamp the left foot
R - Right foot is in line with the left foot

R - Right foot moves to the back, slightly to the right side

Pattern 2 moving forward

L - Stamp the left foot
R - Right foot together with left foot

R - Right foot moves to the front, slightly to the right side

The combined patterns 1 and 2 are used throughout the song with children moving
their bodies backwards and forwards according to the foot patterns. The rhythm of the

foot movements are in groups of three with the following accents:

> >
LRR LRR
123 - 123

Social Significance

This is a love song that is sung by a lover who has been abandoned.
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2 Ntab’ e Zikhude - Faraway Mountains

Text and Translation

First Verse
Ay’ wentab’ ezikhude we ma

Zingu masithela
Ay wentab’ ezikhude we ma

Zingu masithela

Second Verse

Dilika ntaba
Dilika ntaba
Ngibon isithandwa

Elements of Form

Age: 10 years

Voice Parts: Three

Phrase Structure; AABBCCDD

Repeat ad. lib.

Faraway mountains, those faraway moun-
tains

They hide the one | love

Faraway mountains, those faraway moun-
tains

They hide the one | love

Come down mountains
Come down mountains
So | can see the one | love

Girls chorus and boys chorus in imitation

Melodic Structure

Overlapping of choruses occurs at the ends of phrases. The girls chorus is sung in

unison whilst the boys chorus is sung in two parts with an interval distance of a third.

Imitation of phrase A and phrase B between the girls chorus and boys chorus occurs

in the first verse of the song. Imitation of phrase C and phrase D between the girls

chorus and boys chorus occurs in the second verse of the song.
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Activities

The foot patterns for the first verse of the song are as follows:

Pattern 1 Moving Back Pattern 2 Moving Forward

{RL} {RL}

Pattern 1
R - Stamp the right foot in front of the left foot

L - Stamp the left foot
Pattern 2
R - Stamp the right foot behind the left foot

L - Stamp the left foot

In between the foot patterns moving back and the foot pattemns moving forward there

is a hand clap as follows:

Moving Back - Moving Forward 'Movinq Back

R L R L X R L

The foot patterns for the second verse of the song are as foliows:
di-li-ka

I [
R R Both hands crossed in front

The above movements for the second verse are performed from a crouching

position.
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Social Significance

This is a love song and is usually sung by women left at at home in the rural
settlements. The song is_fuII of remembrance about a loved one who has been away
at work either at the mines or in the cities for a long period of time. The woman in the
song expresses such intense feelings of love that she believes she is able to move

the mountain that blocks her view of her beloved one therefore,

“Dilika ntaba ngibon’ isithandwa"“

"Come down mountains so that | can see the one | love."

This situation described in the song was and still is common among many Zulu people
today. During the period of the migratory labour system men were often away from
their families in the settlement for long periods of time. In many rural areas today,
Zulu men still leave their families in the settlement and move to the cities in search of

employment.
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3. Ulele Ulele - My Brother in Law is Sleeping

Text and Translation

Ulele ulele ulele usibali My brother-in-law is sleeping
akasabhali He doesn’t write any more letters

Elements of Form

Age: 11 years
Voice Parts: 3 Parts

Phrase Structure: Girls and boys chorus in call and response style

Repeat ad. lib.

Melodic Structure

The girls chorus is sung in unison. The boys chorus is sung in two parts with an

interval distance of a third. Overlapping of parts occurs at the ends of phrases.
Activities
The foot patterns for the song are as follows :

Pattern 1 Moving back Pattern 2 Moving forward

{LR} ' {LR R}

At the beginning of the second line "akasabhali®, children repeat the same

foot patterns but they bend their bodies forward.

Social Significance

This is a song that reveals the thoughts of a woman who is guilty of committing
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adultery. She is singing the song in anticipation of receiving a love letter from her
brother-in-law. She is obviously.guilty of having an extra-marital affair. This song is
now sung by children who are meant to expose this woman for her unacceptable

behaviour within the community.
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1. Wenomaiikela - Hey | Turn Around

Text and Translation

Wenomajikela ‘ Hey you the one who likes to tum around
Awuphindujike ' Turn around :
Jika Turn around

Elements of Form

Age: 10 years
Voice Parts: 3 Parts

Phrase Structure: AABB

Repeat ad. lib.

Girls chorus and boys chorus in call and response style

Melodic Structure

.This song is divided into two sections. In the first section of the song the girls chorus
is sung in unison. The boys chorus is sung in two parts with an interval distance of
a third. In the firét section of the song the boys chorus imitates the girls chorus. In the
second section of the song the second and third lines of the song, "Awuphindujike" are

spoken using many glides in pitch.

Rhythmic Features

The song follows and alternating 5 and 7 rhythm,
8 8

The two extra quaver beats in the 7 bars are inclusive of two foot stamps, therefore
8

a change in time signature occurs.
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Activities

The movement for this song is structured in two sections. The foot patterns for the

first section of the song are as follows:

Pattern 1 Moving back Pattern 2 Moving Forward
{(LRR} {(LRR)
Pattern 1

L - Stamp the left foot
R - Right foot is in brought in line with the left foot

R - Right foot moves to the back slightly to the right side

Pattern 2
L - Stamp the left foot
R - Right foot is brought in line with the left foot

R - Right foot moves to the front slightly to the right side

The foot patterns for the second section of the songs are as follows :

Pattern 1
5 L R L clap R
I
I @
L - Step back
R - Step back
L - Step back
R - Step back and turn to face the right side of the classroom
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Pattern 2

aw--phin--du--ji---ke

7

8 L R L X R
L - Step back

R - Step back

L - Step back

R - Step back and turn to face the back of the classroom

Repeat Pattern 1 to end of facing the left side of the classroom.

Repeat Pattern 2 to end of facing the front of the classroom. Hands are

clapped above the head.

Social Significance

This is a wedding song that is sung in celebration. All those attending the wedding

celebrations are called to dance and partake in the festivities.



J

‘n- gan-
4
1z

o

zen'

-

WO~

-»-

ma-

’,
e

e

Se-

130

SEMAWOZENI
ni

__1.L77

&

Wo- Ze-

ma-

Se-

=00 A

Ha!

ze-
zen'
<=

wo-
wo-

we-

ni

ma-

ma-
en- ca-

Se-
Se-

zZe-

gan-
Ha-

Ha!

\z

o’
ni-
»
|

—»-

Se- ma- wo- zen'

Se- ma-~ wo-

e l,

ma WOo- ze-

ne-

se-

L2

ca-

Il
Ha!l
Hal

-
e

en-
ni

\2]°




131

—

N
Ca
Ca-

LIJ % AF.‘W
Tes Fia  |™
v .m 4.Iv
1 lL‘H
4l g
m
a = +
A ﬂw .
B .%v
Jolabo Stab rbT
o om 1T
’ P~
> 6 2B

ca - ne

en-

n- gan-

ma - wo- ze-'

Se-

Repeat ad.libitum




132

2. Semawozeni - The One From Emawozeni

Text and Translation

’Semawozeni
Ha’' Semawozeni
'Semawozeni
ngan’ en cane
*Hayi wema

Ha 'Semawozeni

Elements of Form

Age: 10 years
Voice Parts: 3 Parts

Phrase Structure: ABABAB

Repeat ad. lib.

Girls chorus and boys chorus in call and response style

Melodic Structure

The melodic structure for this song is structured in two sections. In the first section
the girls chorus begins in unison. The boys chorus responds with the exclamation
"ha" and continues singing with the girls chorus at an interval distance of a sixth.

Repetitions of phrase A and phrase B at this stage may be many ad. lib.

In the second section the fifth phrase A is developed when the third part joins in with
the exclamation "hayi wema". Phrase A and phrase B from the first section are

developed by the addition of the third part. Repetitions of phrase A and phrase B at

this stage may be many ad. lib.

* hayi wema - is an exclamation

The one from Emawozeni
At Emawozeni

At Emawozeni

| have a small lover

at Emawozeni
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Activities

The movement for this song is structured in two sections. The foot pattens for the

first section of the song are as follows :

Pattern 1 Moving back Pattern 2 Moving forward
{RL} ~ {RLRR}
Pattern 1

R - Stamp the right foot in front of the left foot

L - Stamp the left foot

Pattern 2

R - Stamp the right foot behind the left foot

L - Stamp the left foot

R - Right foot is brought in line with the left foot

R - Right foot moves to the front slightly to the right side

The foot patterns for the second section of the song are as follows :

Pattern 1 Moving back Pattern 2 Moving forward
{R L} {RLRR}
Pattern 1

This movement is performed with bodies bent towards the ground and hands swinging
loosely backwards and forwards.
R - Stamp the right foot in front of the left foot

L - Stamp the left foot
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Pattern 2

R - Stamp the right foot behind the left foot

L - Stamp the} left foot

R - Right foot is brought in line with the left foot

R - Right foot moves to the front slightly to the right side

Social Significance

This is a song about a girl from the Wozeni clan. A wedding has been arranged
between the person singing the song and a girl from the Wozeni clan. The song is
sung in reference to the impending wedding that has been arranged by the elders of

the community.
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Text and Translation

First Verse

Awi

Sizongena
Nalaph 'emzini
Sizongena

Second Verse

Sikhulekel ’indlela
Ssicel 'amalungelo
Awi

Sizongena
Sizongena

Elements of Form

Age: 10 years

Voice Pants: 3 Parts

Phrase Structure: AAABCCAB

Melodic Structure

Repeat ad. lib.
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3. Awi

Awi

We will enter

In the place of the in-laws
We will enter

Give us the way
Give us the right

We will enter
We will enter -

Girls chorus and boys chorus in call and response style

- The song is sung in two verses. In the first verse, the girls chorus begins in unison.

The boys chorus is sung in two parts with an interval distance of a third. Phrasing in

the girls chorus and boys chorus are independent of each other. However overlapping

of parts occurs at the beginning and ends of phrases. In the second verse of the song

imitation occurs between the. girls and boys choruses at phrase C.
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Activities

The movement for this song is structured in two sections. The foot pattemns for the

first verse of the song are as follows:

stamp hop stamp hop stamp hop stamp hop

4  ®R R L L R R L

4

The movement patterns for the second verse of the song are as follows:

A B
4‘JHHJJ|J JHJJI
4 J

Si-khu-le-kel in-dle- -la — Se-'cel---a-
L L L L L L
X X X X X X
4 |
Dl Tl s
ma- lun- ge- Mo—" —r
R R R R R R
X X X X X X
(A) - At A both hands are pointed and directed to the left hand side of the
classroom for six counts. Knees and bodies are bent towards the ground
in a crouching position.
(B) - At B both hands are pointed and directed to the right hand side of the

classroom for six counts. Knees and bodies are bent towards the ground

in a crouching position.



139

At the return of phrase A "awi" the foot stamping and hopping as in the first section

continues.

Social Significance

This is a wedding song that is sung by the family of the bride. The song expresses the
wishes and desires of the bride and her family when they approach the bridegroom’s
home. For the bride and her family marriage is an entry into the unknown and almost
"sacred" homestead of the groom. "Sacred" is referred to in the song in the phrase

"sikhulela indlela"“.

"Sikhulela" is derived from the word "khuleka" which means "pray". Entrance and
acceptance into the groom’s homestead is regarded as sacred by the bride and her
family because from the wedding day onwards, the bride has to perform all religious
rites, customs and marital duties according to the groom’s family tradition. Very
often all of these duties involve some form of prayer or worship to the ancestors of the
family. This wedding song is therefore sung as a prayer to the ancestors of both

families to watch over the newly wed couple and to guide the bride in all her marital

duties.
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4. Yagana Yagana - She Got Married

Text and Translation

Yagana yagana She got married she got married

Yagan’ ngan’nca She got married while she was
Still very small

m’she she Quick quick

Elements of Form

Age: 11 years
Voice Parts: 3 Parts

Phrase Structure: ABABCBCB

Repeat ad. lib.

Girls chorus and boys chorus in call and response style

Melodic Structure

The girls chorus is sung in unison. The boys chorus is sung in two parts with an
interval distance of a third. The boys chorus sings the following "m ’she she" through-

out the song.

Rhythmic Features

The song is sung in 5 time. Movement patterns in the song are structured in patterns
8 '

of 3 with accents falling on the third beat. As a result cross rhythms occur because

of shifts in accents in the melody and in the movement.
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Activities

The foot patterns for the song are in a 3 beat pattern. Accents in the foot movement

are indicated with > and these fall on the third beat of each pattern.

Pattern 1 Moving back Pattern 2 Moving forward
7 7
{LRR} {L R R}
Pattern 1

L - Stamp the left foot
R - Right foot is brought in line with the left foot

R - Right foot moves to the back, slightly behind the left foot

Pattern 2

L - Stamp the left foot

R - Right foot is brought in line with left foot

R - Right foot moves to the front, slightly to the right side

Both hands are held at elbow height and move backward for pattern 1 and forward for

pattern 2.

Social Significance

This is a song about a child bride. Among the Zulu community this situation is not
considered to be good as the young bride will be faced with many adult situations
which she will be unable to cope with. However, because of arranged marriages in

Zulu "tradition", sometimes this situation is unavoidable.
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CRADLE SONGS

UMNTWANA

D M 1 1 I 1 '
& [ ] 1 ] 1
A &
Wa- kha- la umn- twa- na e- kha
n ~ >
A e — —£
0y 4 — " —
~ -0~ . .
le- la u- ni- na wam- tha- .-tha ¢ _
) - > —— ./"—T\‘ >
b S = '
- | S— == -
J wam-  be- ke si- fu- be= 5a- khe wa- thi  thu-
— — Cz—_,——sr—f >~——-~\
N 1 ] -
2 e o e e o e e e S e
d ~ ’ L , & o
umn- twa- na wam' wa- thi thu- la' twa- na-  wam'




144

1. Umntwana - The Baby

Text and Translation

Wakhala umntwana The baby is crying

Ekhalela unina Crying for her mother

Wamthata wambeke sifubeni The mother takes the baby

sakhe* and puts it on her chest

Wathi thula umntwana wami And she says "baby please keep quiet"
Wathi thula umntwana wami And she says "baby please keep quiet"

Elements of Form

Age: 6 years
Voice Parts: Unison

Phrase Structure: ABCC

Repeat ad. lib.

Melodic Structure

This song in particular is largely influenced by the phrasing in the text. As a result
phrase lengths in the song are very irregular. A characteristic melodic feature in this
song is the large leap from middle C to top D. This occurs once in phrase A and once

in phrase C.

Rhythmic Features

The song is in 4 time. However, accents in the song do not follow those of regular
5 .

grouping in 4 time. Melodic accents follow the speech accents of the spoken word for
2

" This expression of the closeness of the baby to the mother’s chest suggests the security and comfort the
baby receives by feeding on the mother's breast.
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example:
>
wa - kha - la
>
ek-ha-le-la
>
wam - tha - ta
pd
wam - be - ke
Activities

A short scene is enacted out in the song. A little girl plays the role of the mother and
a little boy plays the role of the baby. The mother is seen holding the baby against
her chest comforting him by patting him on his back. The group of children who sing

the song have their arms crossed against their chests and move them rhythmically.

Social Significance

This song illustrates the closeness of the baby to its mother. The mother's chest
serves as a place of comfort for the baby. Placing the baby on the chest develops a
strong bond and feeling of security for the baby. Such closeness and feelings of
security are good for the natural, social and positive development of the baby. After

crying and being restless the baby is lulled of to sleep.
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2. Mama Ngibelethe - Mother Carry me on Your Back

Text and Translation

First Verse

Mama ngibelethe
Mama ngibelethe
Kukhon igundane

Ngaphansi kombhede

Second Verse

Mama ngiyesaba
Kukhon igundane
Lizongiluma

Elements of Form

Age: 7 years

Voice Parts: Unison

Phrase Structure: AABBAABB

Melodic Structure

The child is crying it wants to be tied on to
the mother’s back

The child is crying it wants to be tied on to
the mother's back

There is a rat

On the floor

The child is afraid of the rat
The rat
is going to bite her

The melody is simple in structure and covers a range of four notes.

Activities

The movement in the song illustrates the lines of the text as follows:

First verse

Line1 - "Mama ngibelethe"
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Children bend slightly forward with both hands crossed behind their

backs to illustrate t‘-hat the child wants to be tied onto the mother’s back.
Line 3/4 - "kukhon igundane”

Children cross their hands in front of them as if chasing the rat away

Second verse

Line1 - "Mama ngiyesaba"
Children wave both hands in front of them illustrating their fear for the
rat.

Line 2/3 - "kukhon igundane lizongiluma"
Children raise both hands to their faces indicating that the rat is going

to bite their faces.

Social Significance

This song illustrates the unhygienic living conditions of people. Rats are found living
inside the house. Whilst children are playing they see rats on the floor and go to the

mother for protection.
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SONGS OF NATURE AND ANIMALS
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1. Ntenesha - Wild Hare

Text and Translation

Ntenesha ntenesha Wild hare wild hare

Leth’ umntwana ngihambe Give me the baby

Bonk’ abantu bayahamba All the people are now leaving
| want to leave

Leth’ umntwana ngihambe Give me the baby

Elements of Form

Age: 6 years
Voice Parts: Unison

Phrase Structure: ABCB

Melodic Structure

A melodic characteristic in the song is the triplet which occurs in phrase B. Melodic

phrasing follows phrasing of the text in speech.
Activities

The movement in the song illustrates the lines of the text as follows:

Line 1 - "Ntenesha ntenesha"
Right hand circles forward calling the wild hare.

Line2 - "Leth’ umntwana ngihambe"
Both hands are outstretched in front motioning the wild hare to return the
baby.

Line3 - "Bonk abantu bayahamba"

Legs move in a march-like style illustrating that all the people are
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leaving, and the mother also wants to leave with the baby.

Line4 - ‘"Leth’ umntwana h'gihambe"

Both hands are outstretched in front and legs move in a march-like style.

Social Significance

This song is usually sung by women working in the fields. Often when Zulu women
work in the fields they prepare a makeshift cradle out of cloth. They tie this in
between the branches of a tree and leave their young ones to sleep in whilst they
work. In a Zulu folktale it is said that whilst working in the fields one day, a wild hare
stole a baby from a makeshift cradle among the branches of a tree. The wild hare
took the baby away into the wilderness and raised the baby as one of its own. This

song was sung by the mother pleading to the wild hare to return the baby.
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2. Imbongolo - The Donkey

Text and Translation

Ikhala kabi irbongolo The donkey makes a terrible noise
Uma iyokudla When it wants to eat

Uyob libhimbi uma You will be very unmusical

Ufana nernbongolo If you are like a donkey

hho ho hho ho
hho ho hho ho
hho ho

Elements of Form

Age: 6 years
Voice Parts: Unison

Phrase Structure: AABB

Rhythmic Features

The dotted rhythm in the song gives the feeling of a donkey trotting along. In the last
4

> >
line of the song accents fall on the second "ho" as follows : 4 Iy J J‘ J
Activities

Children imitate the sound a donkey makes in the last line of the song. Both hands
are cupped at the sides of the mouth and children move their bodies forward as they

make the sound "hho".

Social Significance

The donkey.is used here as a figure of ridicule. Children are taught that a person who

sings discordantly is no better than a donkey braying.



154

NANS IMFENE

Nans  ip- fen' m- thi- ni nans im- fen! m- , thi-  ni
& : -y £ F
4 ~ 1 r- 'B
B 1 1
d i-  yaz- 1- ghen- ya a-  ma- Zin~-  ya- ma
b B — | | [T \‘- 1
7B ﬁ I . J' 1
(L — ] =
u i- zi- he- wa- na




155

3. Nans Imfene - The Baboon

Text and Translation

Nans infene mthini There is a baboon on a tree
Nans imfene mthini There is a baboon on a tree
lyazighenya It is proud of itself
Amazinyama But it has no teeth
Izihewana It has eyes™*

Elements_of Form

Age: 7 years
Voice Parts: Unison

Phrase Structure: AABBB

Repeat ad. lib.
Activities

The movement in the song illustrates the lines of the text as follows:

Line 1/2 - "Nans imfene mthini"
Right hands are outstretched and points to .a tree indicating the baboon
on the tree.

Line3 - ‘iyazighenya" |
Hands and legs move in a swinging dance-like manner indicating that
the baboon is proud of itself.

Line4 - ‘"amazinyama"

Both hands point to the mouth indicating that the baboon has no teeth.

* The reference to eyes is meant to illustrate the baboon’s eyes that are sunken in their sockets which
makes the baboon look very ugly.



156

Line 5 - "izihewana"

Both hands point to the eyes indicating the baboon’s sunken eyes.

Social Significance

This song is usually sung by children to embarrass a person who behaves in a
conceited and modest fashion. Children sing this song mocking the conceited person
by comparing them to the baboon on the tree. This song is meant to demoralise and
ridicule a conceited person by comparing their beauiy to that of a baboon who has no

teeth and sunken eyes.
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4. Sizinyoni - The Birds

Text and Translation

Sizinyoni thina sizinyoni We are the birds
Sizinyoni thina sizinyoni We are the birds
Siyasuka We fly

Siyahlala We land
Sizinyoni We are the birds

Elements of Form

Age: 7 years
Voice Parts: Unison

Phrase Structure: A A B

Repeat ad. lib.

Rhythmic Features

The syncopated rhythm in the song illustrates the movement of birds flying.
Activities

The movement in the song illustrates the lines of the text as follows :

Line 1/2 - "Sizinyoni thina sizinyoni"
Children flap both hands at their sides and move their bodies up and
down imitating birds flying.

Line3 - "Siyasuka"
Children jump up and stand tall.

Line4 - "Siyahlala"

Children sit down with bent knees on the ground.
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Line5 - "Sizinyoni"
Children flap both hands at their sides and move their bodies up and

down imitating birds flying.

Social Significance

The social significance of this song is twofold. Firstly, the birds in the song fly off in
search of greener pastures where they can build their nests. Their main objectives
are to provide shelter and nourishment for their offspring and to protect them from
danger. The significance of the birds activity in building a nest and caring for its young
illustrates to children the responsibility of being diligent. Secondly, children learn that
different species on Earth live a way of life that is unique to them. Birds are able to

fly and search for food and shelter.
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5. Amadada - The Ducks

Text and Translation

Amadada ethu Our ducks
Ayakaza kanjena (Walk) Shake their tails like this
Ayo phuza amanzi When they go to drink water

Elements of Form

Age: 7 years
Voice Parts: Unison

Phrase Structure: Repeat ad. lib.

Melodic Structure

The song is divided into two sections. In the first section the song is sung according
to the text above. In the second section the melody of the first section is repeated but
instead of singing' the words, children smack their lips throughout imitating 