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ABSTRACT

Music educators in the Gauteng Province, especially in Music Magnet Schools, face enormous
challenges in effectively implementing/enacting the music curriculum. The challenges stem
from educators holding different beliefs and pedagogies when implementing/enacting the
music curriculum. The challenges, in turn, cause tensions where music streams and teaching
practices are concerned. The study investigates the technological, pedagogical, and content
knowledge of implementing a Music Magnet School Programme in the Gauteng Province.
Three main research questions guide the study: What are educators’ technological, pedagogical,
and content knowledge of implementing a Music Magnet School Programme in the Gauteng
Province? How do educators apply technological, pedagogical, and content knowledge in
implementing a Music Magnet School Programme in the Gauteng Province? Why does
educators’ technological, pedagogical, and content knowledge of implementing a Music

Magnet School Programme in the Gauteng Province manifest itself in particular ways?

The study is driven by the standards, beliefs, and ideals of the pragmatist philosophy. A
convergent parallel mixed-methods design is used to analyse and interpret data
collected/generated quantitatively and qualitatively. Three instruments were used:
questionnaires (close-ended quantitative and open-ended reflective activity); interviews (focus
group discussions and one-on-one interviews); and classroom observations. Both probability
and non-probability sampling procedures were followed, applying the cluster and purposive
techniques. Technological, Pedagogical and Content Knowledge (TPACK) framework served

as a lens for investigating and exploring the phenomenon of the study.

The study’s findings inferred that most Music Magnet School educators, when teaching, follow
the professional, societal, and personal propositions that later influence their teaching practices.
Moreover, most participants do not see a need for a pragmatic music curriculum. Furthermore,
certain dynamics were revealed that directly inhibit educators’ teaching practices, such as
professional development, curriculum design, resources, and infrastructure. Therefore, this
study recommends four propositions for effective educators’ implementation of the music

curriculum.

Keywords: Technological knowledge, Pedagogical knowledge, Content knowledge,

Curriculum, Music Magnet School Programme, Implementation, TPACK

Vi



TABLE OF CONTENTS

SUPERVISORS' STATEMENT ........coooiiiiiii s 11
DECLARATION ... ..ot e I
ACKNOWLEDGEMENT ........ocooiiiii e v
DEDICATION ... e e aane e \%
ABSTRACT ... VI
LIST OF FIGURES ...t X1V
LIST OF TABLES ... ...t XVI
ABBREVIATIONS/ACRONYMS......ccoiiiiiii i XVIII
DEFINITION OF TERMS ..ot XXI
CHAPTER ONE-: ... e 1
OVERVIEW, RESEARCH OBJECTIVES, QUESTIONS, AND BACKGROUND OF
MAGNET SCHOOLS ... 1
1.1 INTRODUCGTION ..ottt et em e er e r e e et st s e e e s re e nn e e an e sne e aneenre e neenennnens 1
1.2 PROJECT TITLE ..ottt ettt st r e e nn e ene e nne e e re e neenennne s 1
1.3 PURPOSE AND FOCUS ...t e e 1
1.4 CANDIDATE STATEMENT ...ttt e e e 1
L5 RATIONALRE ... .o bbb bbb e b e b et e b bae s 3
1.6 PROBLEMATIC ISSUE ...ttt e bbb 6
1.7 LOCATION OF THE STUDY ..ottt s b 7
1.8 SIGNIFICANCE OF THE STUDY ...oooiiiiiiiiii i e s 8
1.9 RESEARCH DESIGN ...ttt sttt re e nre e nn e e an e ane e aneenreeneenennnens 9
1.9.1 RESEARCH PARADIGM .....coiiiiiiiiiiiiiie ettt s nre e 9
1.9.2 RESEARCH APPROACH AND DESIGN .....cciiiiiiiiii e 10
1.10 DATA GENERATION METHODS ........ooiii e 10
1.10.1 CLOSE AND OPEN-ENDED QUESTIONNAIRES .........cccoiiiiiii 11
1.10.2 ONE-ON-ONE SEMI-STRUCTURED INTERVIEWS ........cccoiiiiiiiiii 11
1.10.3 OBSERVATIONS ..ottt e bbb sr s 11
1.10.4 FOCUS GROUP DISCUSSIONS ......ooiiiiitiirieiesee et sneesne s nnee e 12
L.11 SAMPLING ...ttt ettt nr e e et et e e eRe e eR e Rt et s e R R e R e r e nne e 12
1.12 SELECTION OF CASES ... oo s s 14
LLI3 DATA ANALYSIS e s e s s e e e e e 15
1.14 TRUSTWORTHINESS/VALIDITY ..ottt 15
L.15 CREDIBILITY ..ot bbb bbb bbb sb s 15
1.16 DEPENDABILITY ..ottt e b bbb s 15
1.17 CONFIRMABILITY ..ottt e bbbt s 16
118 TRANSFERABILITY ..ottt ettt nn ettt nm e nr e nreen e e e nne e 16
L.19 ETHICAL ISSUES ..ot bbb 16
1.20 LIMITATIONS OF THE STUDY ...ooiiiiiiiieitieiiie e 16
1.21 THEORETICAL FRAMEWORK .......ooiiiiiiiiii e 17
1.22 RESEARCH OBJECTIVES ... .o e s 18

Vil



1.23 RESEARCH QUESTIONS ..ot e 19

1.24 BACKGROUND OF MAGNET SCHOOLS .......ccoiiiiiieieisrenee et 19
1.24.1 HISTORY OF MAGNET SCHOOLS IN THE UNITED STATES OF AMERICA .........cc.ccoeene. 21
1.24.1.1 BROWN V. BOARD OF EDUCATION .......ccctiiiiiirreiirinreesre s 21

1.24.1.2 THe DUSING SYSTEIN ....veiieeieiieieeiiee st este et ettt et e e sse e n e s e e e s e s se e s se e sbeenr e e nreenneenneaneenne e e 22
1.24.1.3 SCHOOL SEGREGATION AND INTEGRATION.......cccooiiiiiiiiiiieie s 22
1.24.1.4 MAGNET SCHOOL PROGRAMME: CHARLOTTE MECKLENBURG MAGNET SCHOOLS
..................................................................................................................................................................... 22

1.25 HISTORY OF MUSIC MAGNET SCHOOLS IN GAUTENG ......cccoviiiiiiiiiiieeseeee s 24

1.26 OUTLINE OF THE STUDY ...ttt s s s 27
1.26.1 CHAPTER ONE: BACKGROUND OF THE STUDY .....ccooiiiiiiiiiiiiei e 27
1.26.2 CHAPTER TWO: LITERATURE REVIEW ..ottt 27
1.26.3 CHAPTER THREE: THEORETICAL FRAMEWORK ........ccciiiiiiiiniiiinesneeee e 27
1.26.4 CHAPTER FOUR: RESEARCH DESIGN AND METHODOLOGY .....ccccovvviiniiieieninene e 27
1.26.5 CHAPTER FIVE: DATA PRESENTATION AND ANALYSIS OF DATA FROM
QUESTIONNAIRES ..ottt bbb e e sr e r b ene s 28
1.26.6 CHAPTER SIX: DATA PRESENTATION AND ANALYSIS OF DATA FROM REFLECTIVE
ACTIVITY e e b e e e e b se b b e b et e b sr e bbb 28
1.26.7 CHAPTER SEVEN: DATA PRESENTATION AND ANALYSIS OF DATA FROM
OBSERVATIONS, FOCUS GROUP DISCUSSION AND ONE-ON-ONE INTERVIEWS ...........cc.co..... 28
1.26.8 CHAPTER EIGHT: INTERPRETATION AND DISCUSSION OF THE FINDINGS..........ccccenue. 28
1.26.9 CHAPTER NINE: RECOMMENDATIONS AND CONCLUSIONS ..ot 29

127 SUMMARY ..ottt bbb e bR bbbttt b et R R bt r e r e 29

CHAPTER TWO ...ttt e ekt e e s st e e e e s annbee e e e nees 30

A CONCEPTUAL REVIEW OF LITERATURE ON TEACHER KNOWLEDGE

DOMAINS OF TEACHING ........oooiiiiiiiiiic ettt ee et siare e s ssrea e e e nnbaeeeeans 30

2.1 INTRODUGCTION ...ttt bbb bbbt bRt b bt e bt bt nb e eb e bt bt e e e n b nnenn e b 30

2.2 EDUCATORS’ TECHNOLOGICAL, PEDAGOGICAL, AND CONTENT KNOWLEDGE (Phenomenon)

.............................................................................................................................................................................. 32
2.2.1 TECHNOLOGICAL KNOWLEDGE .......ccocoiiiiiiiiiiiie e 34
2.2.2 CONTENT KNOWLEDGE ......ccooiiiiiiiiii i 35
2.2.3 PEDAGOGICAL KNOWLEDGE ......ccocoiiiiiiiiiii e 40

2.3 STRUCTURED (PROFESSIONAL/CONTENT) IMPLEMENTATION.......cccceiiiiiineinenceneee e 40

2.4 UNSTRUCTURED (SOCIAL/TECHNOLOGICAL) ENACTMENT .......ccccviiiiiiiincenenee e 42

2.5 SEMI-STRUCTURED IMPLEMENTATION ......cciiiiiiiiiiiinieiieieese et 46

2.6 A BACKGROUND OF FORMAL (STRUCTURED) AND INFORMAL (UNSTRUCTURED) MUSIC

EDUCATION IN SOUTH AFRICA. ... ..ottt an et nn e nn e 51
2.6.1 MUSIC EDUCATION AT SECONDARY SCHOOLS IN SOUTH AFRICA .......ccccccoeiininiriinene 52

2.7 REVIEW AND CRITIQUE OF FORMAL (STRUCTURED) AND INFORMAL (UNSTRUCTURED)

MUSIC EDUCATION .....ccutiiiiiitiitiie i h bbb bbb et r e nn e r e 59

2.8 PREVIEW OF DRUMMOND’S THESIS ...ttt 61



2.9 PHILOSOPHIES UNDERPINNING FORMAL (STRUCTURED) AND INFORMAL (UNSTRUCTURED)

MUSIC EDUGCATTION ...ttt ittt sb bt aie ettt sb ekt eh e e s e et et e sb e eb e s beehe e b e e b e besbeeb e ebeebeese e b e benbeabenbe e 65
2.9.1 AESTHETIC PHILOSOPHY (Professional) ..........ccccouieeiiriiniiiiisie e 69
2.9.2 PRAXTAL PHILOSOPHY (professional and SOCIEtal) ...........ccovvvereerieeieeneeiieieseseesreesee e 69
2.9.3 AFRICAN PHILOSOPHY (SOCIEAL) ...cveiuiiuieieiiiiie sttt 73
B LY 011 01 1N PRSP 75
CHAPTER THREKE: ..........oooi ittt e e e e e e e e e s st bra e e e e e e e e e ans 78
THEORISING THE USE OF TPACK TO SUPPORT TEACHER KNOWLEDGE ON
DOMAINS OF TEACHING ........ccooitiiii et e et e e e e s sbabra e e e e e e e s 78
3.1 INTRODUGCTION ...ttt sttt e bbbt bt e s e se e btk eh e e bt e st e st e eb e e b e n bt eb e e b e enb e b e nnenbenbeebeenes 79
3.2 AN OVERVIEW OF THE TPACK FRAMEWORK ........cooctiiiiiiiieiiie et 79
3.3 CONTENT KNOWLEDGE (BASIC SUB-DOMAIN)......cciittiiiiiriieieeiieesieaieseesseesseesseesiessaessesssesssessseenees 83
3.3.1 PEDAGOGICAL KNOWLEDGE (BASIC SUB-DOMAIN) .....ccceiiieiieiiniesie e e e enee e see e 83
3.3.2 TECHNOLOGICAL KNOWLEDGE (BASIC SUB-DOMAIN) ....cccoiiiiiriiiriie e e e 84
3.3.3 PEDAGOGICAL CONTENT KNOWLEDGE (INTERSECTING SUB-DOMAIN) .......ccccevvrnnnne 85
3.3.4 TECHNOLOGICAL CONTENT KNOWLEDGE (INTERSECTING SUB-DOMAIN)..........c....... 85
3.3.5 TECHNOLOGICAL PEDAGOGICAL KNOWLEDGE (INTERSECTING SUB-DOMAIN) ........ 85
3.3.6 TECHNOLOGICAL PEDAGOGICAL AND CONTENT KNOWLEDGE (META-CONCEPTUAL
AWARENESS) ..ottt ettt bbb bt h s e bbbt e b e e bt e R b e b e nE e bt e bt bt e bt e b nn e bt b neens 86
3.4 APPLICATION OF TPACK TO MUSIC EDUCATION.......ccciiiiiieiie e siee e eie e seee st snae e sneeseeeseeenees 86
3.5 LIMITATIONS OF TPACK IN MUSIC EDUCATION ......ccoiieiiieeieiieseesie e aee e steesieeie e ssesssesseeeseeenees 89
3.6 RECOMMENDATIONS OF HOW TPACK CAN BE EFFECTIVELY APPLIED TO MUSIC EDUCATION
.............................................................................................................................................................................. 92
3.7 SUMMARY ...ttt bbbttt a e bt e b £ e b e e R bt e h bt ek e oS E e e AR e 4Rt 4R Rt eR e e eR e e eR e e b e e R bt en bt ehr e R e neeenbeennas 93
CHAPTER FOUR: ..., 95
CONSIDERING FIELDWORK METHODOLOGIES ON THE DOMAINS OF
TEACHER KNOWLEDGE...........oooiiii et 95
0T ¢ o T 18114101 s O RTRURTT 95
4.2 RESEARCH PURPOSE AND FOCUS ... oottt sttt sttt ettt sttt sre s e e e 96
4.3 RESEARCH OBJIECTIVES ...ttt ettt sttt sbe bt ettt et s b e sbe e nbeebe e e e enneebe e 96
4.4 RESEARCH QUESTIONS ...ttt sttt bbbttt bbbttt e ettt b e bt he e s e e b et sbe b e b 97
4.5 RESEARCH PARADIGM ..ottt sttt bbbkttt st ah bt et e e et nne b b 97
4.6 RESEARCH APPROACH AND DESIGN .....uiiiiiiiiieiie et sie sttt e e e sseesneeseeenseeneeaneesseenes 99
4.7 SELECTION OF CASES AND PARTICIPANTS.....octieiieieiie e sieesteesie e see et ste et ae e sneesreesneeseeeneas 101
4.8 DATA COLLECTION/GENERATION METHODS... ..ottt e 102
4.8.1 QUESTIONNAIRE........uiiiiiititie ittt ettt st e et et ae e e bt e sbeebe e s beenbeeseesreesaeesaeeneas 105
4.8.2 REFLECTIVE ACTIVITY .ottt nb bbbt sae e nne e 110
4.8.3 INTERVIEWS. ... .ttt sttt b ettt h e b e bt e bt et e e bt e as e eb e e eb e e bt e be e st e ebbeebeesbeeebeennas 113
4.8.4 OBSERVATIONS. ... .ottt ittt b bbbttt bbbt bt b e e et e nb e e b e s bt eb e e be et e beseesbenbeene s 117
4.9 DATA ANALY SIS AND INTERPRETATION. .....cciiiiiiieiiieiie sttt st sttt sbe e 120
4.10 TRUSTWORTHINESS ...ttt bbbt ne bbbt b et e e e nn e b nneab e b aneas 121



4.11 ETHICAL CONSIDERATIONS ..ot s s 122

4,12 LIMITATIONS ....oiiiitiitetiiteiteeeteste ettt ettt ettt s e st e st be s e s st e e st e be e st e b et e st e be b e st e be b e st et e sbe e are st 122
O B I 01 01 2N 2 OSSOSO PS PSR 123
CHAPTER FIVE ...ttt e e e e e re e e e e e e s s s bbb raeeeeeeenens 124
DATA PRESENTATION AND ANALYSIS OF DATA FROM QUESTIONNAIRES...124
S.T INTRODUGCTION ...ttt sttt e e bbb e e e et e sb e e b e s bt e be e b e e me e beraeeb e s bt ebeese e e e besbenbesbeaneas 124
5.2 DATA COLLECTED FROM QUESTIONNAIRES ......ocoiitiiiiiiiie ettt s 125
5.3 SECTION A: PERSONAL INFORMATION OF THE RESPONDENTS ......cocootviiiiniinineecseeeseens 126

5.3.1 GENDER ..ottt etk b bbb s bbb b bbbt b et re et 126

LN 7002 3 S 127
5.4 SUMMARY FOR PERSONAL INFORMATTION .....cccuiiiiiiiee e st see et e e stee e snnaee et e e s e e snanee s 128
5.5 SECTION B: RESPONDENTS’ MUSICAL BACKGROUND........cociiiiiiiiaieieie e sneas 129

5.5 T INSTRUMENT ...ttt sttt sttt se e ke skt b e e be e st e st et ebesbeebeebeeneeseensenbeseeebenne e 129
5.6 AGE respondents STARTED TEACHING MUSIC .......occiiiiiiiiiiie ettt s sbe e 134
5.7 TEACHING EXPERIENCE........ccoiiiiiiiiiiiitiieie ettt sttt e bbbt et e e b b sbesbe b 135
5.8 QUALIFTCATION.......ccttitiiiittsieteitesteseste st ettt eebe st st st eb e sbe s eb st e s e ebenbe s e e b et e s ebe et et en e st e e e bt nb et ebesbe e eneneenes 137
5.9 MUSIC STREAM ..ottt sttt ettt ettt ettt n bbbt e bt e bt e bt et bbb e ne st s 138
5.10 SUMMARY FOR MUSICAL BACKGROUND .....cccuiiiiiiiie ettt et e e nnee e nnnnn e snnnee s 140
5.11 SECTION C: EDUCATORS’ TECHNOLOGICAL, PEDAGOGICAL, AND CONTENT KNOWLEDGE
OF IMPLEMENTING THE MUSIC CURRICULUM .....ccotiiiiiiiie sttt sttt sneas 141
5.11.1 UNDERSTANDING OF THE CURRICULUM GOALS AND IMPLEMENTATION OF THE MUSIC
(010 28 24 (01 01 516 1. BRSSO URRPTTRPRPRO 141
5.12 PROFESSIONAL DEVELOPMENT .......ccctiiiiiiiiiiinieietinie ettt sttt eene e nes 148
5.13 WHO SHOULD TEACH INDIGENOUS AFRICAN MUSIC? ......coviiiiriiiiirienieesienieesieiseseseseseenes 151
5.14 SUMMARY FOR EDUCATORS’ TECHNOLOGICAL, PEDAGOGICAL AND CONTENT
KNOWLEDGE IN TEACHING MUSIC......ctiiii it iiee ettt e stae e s ntea e sntae e s ansaeaesnnnaessnseeseansnneesnnnes 153
5.15 TEST OF ASSOCIATION ... .eiuieuiiieiesiesteeeateetee e ettt s e st eseeseebestestesteaseaseenseseeseessessesseeseenseneeseessessessens 154
5.15.1 Hypothesis 1: Receiving training in music pedagogy is not influenced by the stream choice................. 155

5.15.2 Hypothesis 2: Receiving training in the CAPS curriculum is not influenced by the stream choice158

S.TT SUMMARY L. e 160
CHAPTER SIX ... 161
DATA PRESENTATION AND ANALYSIS OF DATA FROM REFLECTIVE
ACTIVITY oo s 161
6.1 INTRODUCTION ..ottt e s a e s e e sb e sn e e r e ne e sine s 161
6.1.1 THEME 1: TEACHING PRACTICES ..ot 161
6. 1.2 ANALY SIS ..o 165
6.1. 3 THEME 2: GOALS. ..ot 166
0. 1.3 ANALY SIS .o e e 171
6.1.4 THEME 3: STREAM .....ccoiiiiiiiiiiiiiii 171
6. 1.5 ANALYSIS....oo 175
6.1.6 THEME 4: TEACHING METHODS........cooiiiii e 176



6. 1.7 ANALYSIS. ..o 180

6.1.8 THEME 5: VALUES ..ot 180
0. 1.9 ANALYSIS. ..o s 184
SIS T ANALYSIS ..o s 189
5.15.7 THEME 7: TECHNOLOGICAL TOOLS ........coiiiiiiiiiiiiii i 189
Bl LT AN ALY SIS et 193
6.1.12 THEME 8: EFFECTIVENESS ..ot 194
6. 1. 13 ANALY SIS, e 197
6.1.14 THEME 9: PERSPECTIVES ...t 197
6. 1. 15 ANALYSIS. ..o 202
6.1.16 THEME 10: RECONSTRUCTION OF PHILOSOPHIES/THEORIES .........ccccceoiiiiiniiiniiien 203
6.1.17 ANALYSIS ..o s 208
CHAPTER SEVEN ... 209

DATA PRESENTATION AND ANALYSIS OF DATA FROM CLASSROOM
OBSERVATIONS, FOCUS GROUP DISCUSSIONS, AND ONE-ON-ONE

INTERVIEWS . ... 209
7.1 INTRODUCTION ..ottt s bbb e e b sia s 209
7.2 SECTION ONE: DATA GENERATED FROM CLASSROOM OBSERVATIONS ........cccccviiiiiiiiiiiiiis 209
7.3 SECTION TWO: DATA GENERATED FROM FOCUS GROUP DISCUSSIONS........cccccoviiiiiiiiiinis 223
7.3.1 THEME ©: MUSIC STREAM .....coiiiiiiiiiiiiii e 223
7.3.2 THEME 2: TEACHING PRACTICES .......coiiiiiiiiiii 228
7.3.3 THEME 3: RATIONALE FOR THE TEACHING METHOD .........ccccoiiiiiiiiiiiiencneeneeee 234
7.3.4 THEME 4: TECHNOLOGICAL TOOLS .......ooiiiiiiei e 239
7.3.5 THEME 5: GOALS ... 244
3.3.6 THEME 6: PHILOSOPHIES .........ccoiiiiiii 247
3.3.7 THEME 7: PROFESSIONAL DEVELOPMENT .........cccoiiiiiiiiiiii i 256
3.3.8 THEME 8: CHALLENGES .........coiiiiiiiii i 258
7.4 SECTION THREE: ONE-ON-ONE INTERVIEWS WITH MUSIC MAGNET SCHOOL DHs................ 263
7.4.1 DEPARTMENTAL HEAD 11t 263
7.4.2 ONE-ON-ONE INTERVIEWS: DEPARTMENTAL HEAD 2......oooiiiiiiiiiieccececneeee e 268
7.4.4 ONE-ON-ONE INTERVIEWS: DEPARTMENTAL HEAD 3 ..o 272
TA.5 SUMMARY ..o e e e 276
CHAPTER EIGHT ..o 285
INTERPRETATION AND DISCUSSION OF THE FINDINGS ..........cccooiiiiiiiii 285
8.1 INTRODUCTION ...ttt e e e a e s see s sre e sae e e ae e e e sne e 285
8.1.1 MUSIC STREAM ..o et s sre e 289
8.1.2 TEACHING PRACTICES........coiii e 291
8.1.3 RATIONALE FOR TEACHING PRACTICES .......coiiiiii s 293
814 GOALS ... s 294
B.1.0 VALUES. ...t e 295
8. 1.7 CHALLENGES. ...t s 296



8.1.8 TECHNOLOGICAL TOOLS..... ..ot 299

8.1.9 PERSPECTIVES ON DIFFERENT TEACHING PRACTICES ........ccccoiiiiiiiiiie e, 301
8.1.10 PHILOSOPHIES .......cooiiiiiiiii i e s 302
8.1.11 PROFESSIONAL DEVELOPMENT ......ccciiiiiiiiiiiiii s 304
8.1.12 SUMMARY ..ottt s 305
CHAPTER NINE ... s 306
PROPOSITIONS FOR AN EFFECTIVE IMPLEMENTATION AND ENACTMENT
OF A MUSIC CURRICULUM, JUSTIFIED BY EDUCATORS’ KNOWLEDGE ....... 306
9.1 INTRODUCGTION ...ttt bbb bbb e e e r e b b 306
9.2 ADDRESSING THE RESEARCH QUESTIONS ..ot 307

9.2.1 WHAT ARE EDUCATORS’ TECHNOLOGICAL, PEDAGOGICAL, AND CONTENT
KNOWLEDGE OF IMPLEMENTING A MUSIC MAGNET SCHOOL PROGRAMME IN THE
GAUTENG PROVINCE?.... oottt n s nne e nne e ne e 307
9.2.2 HOW DO EDUCATORS APPLY TECHNOLOGICAL, PEDAGOGICAL, AND CONTENT
KNOWLEDGE IN IMPLEMENTING A MUSIC MAGNET SCHOOL PROGRAMME IN THE

GAUTENG PROVINCE? ...ttt st 309

9.2.3 WHY DO EDUCATORS’ TECHNOLOGICAL, PEDAGOGICAL, AND CONTENT
KNOWLEDGE MANIFEST ITSELF IN PARTICULAR WAYS? ..ottt 311
9.3 PROPOSITION 1 (Cognisance of relevant music VAIUES) .........cecverririiirieiiieeieese e 314
9.3 PROPOSITION II (Incorporating technology in teaching and learning)..........c.cccoererereninieenenenesenennens 315
9.4 PROPOSITION III (Pragmatic music CUrTICUIUM)......c..oiiiiiieieiieieie e 316
9.5 PROPOSITION 1V (Reconstruction of relevant philoSOPhi€s)...........ccurirviiiierienininineiisieeese e 317
9.6 CONTRIBUTIONS ...ttt bbbt sr e sb e s bt n e s r b ene s 318
9.7 IMPLICATIONS OF THE STUDY ...ttt s sre s 318
9.8 CONCLUDING REMARKS......cotiiiiitiitiiitir sttt 319
9.9 SUMMARY ...ttt ettt e b e b e b e R R R R ettt 320
COVER PAGE FOR QUESTIONNAIRES..........oooiiiiiii e 358
HOWARD COLLEGE: SCHOOL OF MUSIC ...t siaee e 358
PURPOSE OF THE STUD Y ...ttt et a e e e s nntaaeeen e s 358
1. KWAZULU-NATAL .....cootiiiiiii e 369
2. YAKWAZULU-NATALL ..ottt et 369
3.  APPROVAL NOTIFICATION — EXPEDITED APPLICATION .........ccccoooo....... 369
4. RE: APPROVAL IN RESPECT OF REQUEST TO CONDUCT RESEARCH ....371
LT ¥ 1441 P PRSP 404
6. 2.3 instruments that may be offered ..........ccccviiiiiiiiiii s 404
7. 2.5 time allocation fOI MIUSIC.....c.coviiiiiiiiii i e 409
T O o (0 ea (1] (o) | W TP PRSPPI 409
0. 2.7 HBACKEIS .ottt e 409
10. SECTION 3.ttt sar e s e e s be e s neeeenes 409
11. 3.1 overview of topics and WEIZNIING ........ccceeiiiiieiiiierie e sre s 409
(FOOLIOTES) ..ttt ettt s r e bt ettt e e s b b e bt eae et e b e b e saeeresbeereeanennen 410

xii



12, 3.2 annual teaching Plan.........ccociiiiiiiiici e 410

13. SECTION ... e e e s e e e e e e s e e e baba s 458
14, 4.1 INtrodUCtION O @SSESSIMENL .eiiiiiiiiuvrriiiieeiiiiittrreteeessasibbbartseessssiabbesaseesssssabbbaaeassssssabbbaasasesssssbbbbaessessssses 458
4.1.1 QSSESSIMENT 1N TTIUSIC vveeerurreeeerreeeeereeeeeteeeeesteeeeeseeeeseteeeeessseeeeesseeseesaeeeessseseeesseessnseseeenssreeseseeessnsneeeens 459
15. 4.2 informal or daily aSSESSIMENT ........oiuiiiiiiiiitieiti ettt b e b et bbb e sbeeseeenre e e 459
16. 4.3 FOrmal @SSESSIMENT .....cccvvviiiieiiiiiitiiieeie e e ieiitbr et e e e e s e siab e e e e e e s s st b b eeeeeesesaabbbaseeeessssabbbaseeeeessaabbbbaeeeeessanns 460
4.3.1 Practical assessment tasks (Pats).........ccevereririiiniiieiiesre e e 460
(€= Ta S KU o 1 £ SO 460
(Ve (S 0 1 £SO 461
(- Ta (S B o 1 £ SRS UO PN 462
(€7 Ta (S K TSRO PPN 464
(€1 e (<IN 1 RO RRRRORRTRRNt 464
GIAAE 121 et e eee e e e e e et e e et e e e e bt eeeeaaee e eeaaeeeeeabeeeeeaaeeeeeaaeeeeaateeeeaaaeeeeeareeeeateeeennes 464
5 v Te1Tor:) o> €00 001 0 ;15 (o) o DUUURR RS 465

Xiii



LIST OF FIGURES

Figure 1:1 List of municipalities in Gauteng showing Music Magnet Schools’ location in

Gauteng (enterprisey, 2020) ......cuiiiiiiiieiiei i 8
Figure 2.5: The intersection of three circles of structured, unstructured and semi-structured
curriculum implementation/€NactMEnt ...........ccooviiiieriiiiere e 49
Figure 2.6: Curricular spider Web reflections (Khoza, 2019, p. 23)...cccceviieiiiiiiiiiiiniieeiiiens 56
Figure 2.9: A conceptual framework of the study with relevant philosophies.................cc..... 67
Figure 3.1: Stacked Venn structure of the theoretical framework .............ccocoviiiiiiinnene, 78

Figure 3.2: An interplay of content, pedagogy, and technology leading to four more kinds of

interrelated knowledge (Mishra et al., 2006, p. 1025) ....ccoiiiiiiiiiiiiiie e 81
Figure 3.4: The MiBAC user interface (Wilson, 2004, p. 16) ....ccccoeviiiiiiiiiiiiiiiciiccneenns 88
Figure 5.1 Data collection/generation, presentation, analysis and interpretation of the research
finding applying the convergent parallel design mixed methods ...........ccccooviiieiiiiicinnnn. 124
Figure 5.3.1: Bar chart frequency distribution for the gender variable ...........c.ccoccveviveennen. 127
Figure 5.3.2: Bar chart frequency distribution for age..........cccovviiiiniiiicie 128
Figure 5.5.1: Bar chart frequency distribution for instrument.............c.cocvvveiiniiiicnininene, 132
Figure 5.5.2: Bar chart frequency distribution for instrument (second instrument) .............. 133
Figure. 5.5.3: Bar chart frequency distribution for instrument (Third instrument) ............... 133
Figure 5.5.4: Bar chart frequency distribution for instrument (Fourth instrument)............... 134

Figure 5.6: Bar chart frequency distribution for the age at which started teaching music .... 135
Figure 5.7: A bar chart of frequency distribution for teaching experience ..............ccceeveenee. 136

Figure 5.8: A histogram with a normal curve for frequency distribution for teaching experience

Figure 5.9: A histogram with a normal curve for frequency distribution for music stream ..139
Figure 5.11: A histogram with a normal curve for frequency distribution for understanding
CUITICUIUM ZOAIS.....tiiiii e 143
Figure 5.11.1: A histogram with a normal curve for frequency distribution for the success in
implementing the MMS/CAPS cutriculum .........cccoiiiiiiiiiiiiiceecee s 143

Figure 5.11.2: A bar chart for frequency distribution for instructional resources in teaching

Figure 5.11.3: A bar chart for frequency distribution for adequate technological resources in

tEACKING MIUSIC. .ttt 147

Xiv



Figure 5.11.4: A bar chart for frequency distribution for training in TPACK in teaching music

................................................................................................................................................ 147
Figure 5.11.5: A bar chart for frequency distribution for support in technology in teaching music
................................................................................................................................................ 148
Figure 5.12: A bar chart for frequency distribution for CAPS curriculum..........c.cocevvinnee. 150
Figure 5.12.1: A bar chart for frequency distribution for music content .............cccccervrnrnne. 150
Figure 5.12.2: A bar chart for frequency distribution for music pedagogy........c...coccvvvrrnnene. 151
Figure 5.12.3: A bar chart for frequency distribution for ICT .........ccccccvviiiiiiiiiiiiiee, 151

Figure 5.13: A histogram for frequency distribution for who should teach IAM at school ..153
Figure 5.15: Bar chart frequency distribution of the music stream ...........c.ccocovvvviiiciinnnnn. 157
Figure 5.16: A frequency distribution Bar Chart of the music stream and CAPS curriculum

7221 121 1 15 160

XV



LIST OF TABLES

Table 1.11: Music Magnet Schools - Districts: Cluster Sampling by District (Each district is
represented except for Tshwane West, where there is no Magnet School ..............cccocoeie. 13

Table 2.1: Structure Of the IIEETATUIE TEVIEW ....uneiie ettt e e e e e e e e e e een s 31

Trinidad and Tobago (Hellberg, 2014)........ccoiiiiiiiiieiie e 38
Table 2.6: Classification of music listed under three main streams..................c.c.ovennee. 55
Table 2.8: Differences between Western music and African music (Munyaradzi and Zimidzi, p.
) IO PSP PRUPRPROPROPTI 64
Table 4.1: Research methodolOgIes ..........cooiiiiiiiiiiiiiii 95
Table 4.8: Data collection/geNEIatioN ..........c.eiveiiiiiiieiisie et 102
Table 4.8.1: Different types of QUESTIONS ......ccivviriiiiieiiciieee e 106
Table 4.8.2: Reflective activity questions framed on the concepts of Content, Technological
and Pedagogical PropOSItIONS ..........cciiiiiiiiiiiieiiiic e 111
Table 4.8.4: The observation tool and the Process..........cuvviieiiiiiiiiiiii e 118
Table 5.3.1: Descriptive statistics and frequency distribution for gender..............ccccecvvrneee. 126
Table 5.3.2: Descriptive statistics and frequency distribution for age..........ccccevvveeiiieiiiinnns 127
Table 5.5.1 Descriptive statistic fOr INStIUMENt .........cevviiiiiiiiieiiiee e 129
Table 5.5.2: Frequency distribution for inStrument .............coccooviviiieiiininiiesseee s 130
Table 5.5.3: Frequency distribution for instrument (Second instrument) ...........ccc.ceecvvrvennns 130
Table 5.5.4: Frequency distribution for instrument (Third instrument).............cccoceevvrrnnen. 131
Table 5.5.5: Frequency distribution for instrument (Fourth instrument) ............cccccoovveiinnnne 132

Table 5.6: Descriptive statistics and frequency distribution for the age at which started teaching

100113 (PSP UP RPN 134
Table 5.7: Descriptive statistics and frequency distribution for teaching experience............ 136
Table 5.8: Descriptive statistics and frequency distribution for qualification ................c.e.... 137
Table 5.9: Descriptive statistics and frequency distribution for the music stream ................ 138
Table 5.9.1: Frequency distribution for music Stream ...........ccoevuerierieriiiienie e 139
Table 5.9.2: Frequency distribution for music stream (Option 2) ........ccevvvrvvereenireenieenineenn 139

Table 5.11.1: Descriptive statistics for the understanding of curriculum goals and educators’
success in implementing the Music Magnet School and CAPS curriculum.............ccccee.... 141

Table 5.11.2: Frequency distribution for the understanding of curriculum goals.................. 142

XVi



Table 5.11.3: Descriptive statistics for the success in implementing the MMS/CAPS curriculum

Table 5.11.4: Descriptive statistics for instructional resources, technological resources, training

in Technological, Pedagogical and Content Knowledge, and support in using technology in

tEACKING MUSIC ..ttt 144
Table 5.11.5: Frequency distribution for instructional resources for teaching music............ 144
Table 5.11.6: Frequency distribution for technological resources for teaching music .......... 145

Table 5.11.7: Frequency distribution for training in Technological, Pedagogical, and Content
Knowledge in teaching MUSIC .......ccviiiiiiiiiiii i 145
Table 5.11.8: Frequency distribution for support in using technology for teaching music ... 146

Table 5.12: Descriptive statistics for professional development in CAPS curriculum, music

content, music pedagogy and ICT ........coiiiiiiiiiiiii e 148
Table 5.12.1: Frequency distribution for CAPS curriculum.........cccocoviiiiiiiiiiiniiniiies 149
Table 5.12.2: Frequency distribution for the music CONtENt .........cccccvevviiveiieiiiiiiicieieeen 149
Table 5.12.3: Frequency distribution for the music pedagogy.........cccocveriviriieniciiicnicnneenn 149
Table 5.12.4: Frequency distribution for ICT ........ccociiiiiiiiiiiii e 149
Table 5.13: Descriptive statistics and frequency distribution for who should teach IAM at
SCROOL? .ttt bbb ne e e nnee e 152
Table 5.15.1: Case Processing SUMMATY .........c.cooveiiiieiiiiiiienisee e 155
Table 5.15.2: Which music stream do you teach at your school? * Music Pedagogy Cross
12210201 E 5 () DO TR TR PP PRPOPR PR 156
Table 5.15.3: Chi-SqQUATE TESS ....ccuiiriiieiiiii e 157
Table 5.16.1: Which music stream do you teach at your school? * CAPS Curriculum Cross
17210701 18 103 s FO PSP OUPPRPPPPO 158
Table 5.16.2: Case Processing SUMMATY .......cc.cciiviiiiiiniiirniiiessieesnieessisessieessseessseessseeens 159
Table 7.2: A structured template of the ObSErvations ...........cceviiieiiiiiiiiiciic e 210
Table 7.2.1: A structured template of the ObSErVations .........cccevvveiiieiiriiieiie e 213
Table 7.2.2: A structured template of the 0bServations...........ccevvvveriiiiiiiiie e, 216
Table 7.2.3: A structured template of the observations..........ccccovvvviiiiiiiiiie s 218
Table 7.2.4: A structured template of the 0bservations...........ccccceviiiiiiiiiiciics 221
Table 7.4: Analysis of one-on-one interviews with the DHS ..........ccoccoviiiiiiiiii, 276

Table 8.1: Pre-selected themes, data sources and key findings from the reflective activity,

questionnaire, the focus group discussion and ObSErvations ...........cccceevverieiiieniieniee e 286

Xvii



ABBREVIATIONS/ACRONYMS

CAPS Curriculum and Assessment Policy Statement
CK Content Knowledge

CMS Charlotte Mecklenburg Schools
DH Departmental Head

EN Ekurhuleni North

ES Ekurhuleni South

FET Further Education and Training
GDE Gauteng Department of Education
GE Gauteng East

GET General Education and Training
GN Gauteng North

GW Gauteng West

HEQF Higher Education Qualifications Framework
IAM Indigenous African Music

IKS Indigenous Knowledge Systems
JIC Johannesburg Central

JE Johannesburg East

IN Johannesburg North

JS Johannesburg South

IW Johannesburg West

MMSP Music Magnet School Programme
MSA Magnet Schools of America

N.C. North Carolina

XViil




NAACP National Association for the Advancement of
Coloured People

NCS National Curriculum Statement

OBE Outcomes-Based Education

PCK Pedagogical Knowledge

PGCE Post-Graduate Certificate in Education

PK Pedagogical Knowledge

PL1 Post Level 1

RNCS Revised National Curriculum Statement

SE Sedibeng East

SGB School Governing Body

SNCC Student Nonviolent Coordinating Committee
SW Sedibeng West

TCK Technological Content Knowledge

TK. Technological Knowledge

TPACK Technological  Pedagogical and  Content
Knowledge

TPK Technological Pedagogical Knowledge

TS Tshwane South

™ Tshwane West

UK United Kingdom

UKZN University of KwaZulu-Natal

UNESCO United Nations Education Science and Culture
Organisation

USA United States of America

XiX




UTLO

University Teaching and Learning Office

WAM

Western Arts Music

XX




DEFINITION OF TERMS

This study makes use of the following terms with the following meanings:
e Postlevel 1
A Post Level 1 (PL 1) teacher is at a level lower than a position of a Departmental Head
in a school setting. Post level 2 (PL 2) is a Departmental Head, Post Level 3 (PL 3) is a
Deputy Principal, and Post Level 4 (PL 4) is a Principal of the school.

e Professionally trained educator
A professionally qualified teacher is a teacher who has a four-year Bachelor of

Education Degree (B.Ed.) or a three or four—year Bachelors’ Degree, followed by a one-
year Postgraduate Certificate in Education (PGCE).

e Academically trained educator
An academically trained teacher is a teacher who has a degree in any qualification

other than the B.Ed. or a PGCE qualification.

e Ex-Model C school
Model C schools used to be former white government schools in South Afica,

established in the 1980s and early 1990s by the apartheid government.

e School within a school
A school within a school is a magnet school located within a non-magnet public school.

e  Whole school
A whole school magnet is a school dedicated to a singular academic focus, i.e., Fine

Arts, Science, and Maths.
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CHAPTER ONE:
OVERVIEW, RESEARCH OBJECTIVES, QUESTIONS, AND BACKGROUND OF
MAGNET SCHOOLS

1.1 INTRODUCTION
In this chapter, the title, purpose, and focus of the study are introduced, followed by the

researcher’s statement. The chapter also outlines the rationale, the problematic issue, and the
location of the study. In addition, procedures for empirical research, the research design, and
methodology are introduced. Furthermore, a list of research objectives and questions of the
study are outlined. Following this, a background of magnet schools is presented. Lastly, the

history of magnet schools in the USA and South Africa is briefly discussed.

1.2 PROJECT TITLE
Educators’ Technological, Pedagogical, and Content Knowledge of implementing a Music

Magnet School Programme in the Gauteng Province.

1.3 PURPOSE AND FOCUS
The study investigates educators’ technological, pedagogical, and content knowledge of

implementing a Music Magnet School Programme in the Gauteng Province. The study brings
both the qualitative and the quantitative approach, which is nested on a relational
epistemological approach that advocates that research relationships are best determined by
what the research deems appropriate to that study. The focus is on the implementation of the

music curriculum.

1.4 CANDIDATE STATEMENT
I developed an interest in formal learning/teaching and informal learning/teaching of music in

South Africa during my Masters’ study, which I completed at the University of Cape Town
entitled, “An investigation into the relevance of formal training in music education to Jazz
teaching in South Africa” (Msimango, 2004). The study focused on investigating the necessity
of equipping professional Jazz teachers with general music education principles. Prior to
obtaining my first degree in music, I did not have a formal background in music. I was fortunate
enough to enrol toward my first degree without the minimum requirement needed by the
institution, such as Grade 5 theory of music. However, I did a one-year bridging course to
obtain my undergraduate diploma in performance. My formal and informal instruction interest
was triggered when I had piano lessons with the late Bheki Mseleku, an artist in residence at
the Durban Institute of Technology, previously known as the Natal Technikon. He was self-

taught in music and had no formal music education.



My first post-graduate degree was an Honours in Pedagogy. My interest in teacher knowledge
grew further. This is where my concerns were aggravated, especially on whether it was
necessary for professional Jazz music teachers to teach without being qualified academically
but professionally. Was there a necessity for these teachers to be trained academically, or is
their experience all they need? After completing my Master’s degree in music education, I
started teaching Jazz music in a Music Magnet School. I observed that several music teachers
came from diverse backgrounds, with different experiences and perspectives, only to find
themselves teaching music where they did not have a shared understanding of professional
teaching practices. I also discovered that teachers interpreted the curriculum based on their own
different perspectives and experiences. Some were classically trained, while others were
trained in Indigenous African Music. | was intrigued by the teachers’ different beliefs, which
affected their way of teaching music. Some of these teachers were so entrenched in their beliefs

that they displayed tremendous resistance to modifying them.

My interest in formal and informal learning/teaching was further heightened by the breed of
learners produced in my department. Learners who took piano, lead, and bass guitar lessons
automatically followed the Jazz stream, for their teachers were trained in Jazz. Learners who
enrolled for the voice and who learned how to play trumpet and clarinet automatically did
Western music, and few did Indigenous African Music. The few who chose the Indigenous
African Stream were trained by a teacher who had a degree in African music. Many of these
learners diverted to Jazz at a tertiary level even though they were not trained in Jazz, which
was one of my concerns. A few years ago, as a department, we concluded that our learners
should be exposed to different genres instead of only one. The decision worked well and was

made possible with ensemble groups.

My interest in this study is explicitly fuelled by the experienced tension between teachers’
implementation of the Western and African music curriculum. There are justifiable grounds for
this tension between Western and African music instruction. African music has been
marginalised and was not formally taught in schools, and the relegation of African music is still
prevalent. In most secondary schools, music is still taught from a Western perspective. Even
though Indigenous African Music is gradually becoming one of the most critical voices in our
society in primary and secondary schools, there are still fewer learners, especially in secondary

schools majoring in it.



It is indispensable and of utmost importance that teachers adapt to the curriculum changes and
meet the requirements. A shift in the status of knowledge, where a pragmatic approach is
applied in teaching Western and African music and teachers understand relevant pedagogies
that combine the structured and the unstructured implementation and enactment of the music
curriculum, is essential. This study suggests that there should be an integration of different
streams underpinned by the strengths and values of each to attain the curriculum goals fully.

Below, I briefly allude to the course of action taken for this study.

1.5 RATIONALE
I started working as a Post Level 1 (P.L. 1) Music Magnet School teacher in 2004, a year after

the programme was implemented; after that, I became a Departmental Head (DH), previously
referred to as Head of Department (HOD), in 2011. I was responsible for teaching music from
Grade 8-12 and assisted in the Arts and Culture (Music component). I attended several
workshops in the Johannesburg West (J.W.) region facilitated by the Gauteng Department of
Education (GDE). Concerns such as incomprehension of the music component’s content and
not being exact on the pedagogies to be implemented, primarily by educators who applied
structured implementation methods when teaching music, arose. Still, after several follow up
workshops to address the challenges mentioned above, educators indicated that they were still
not confident in teaching the music content and were unsure about suitable teaching methods
and relevant resources (technologies). Klopper’s (2008) study on the impact of educators’ skills
and training on the delivery of music in the learning area, Arts and Culture, likewise
experienced a similar outcome and asserted that some respondents told him that they were not
confident about teaching music. They did not have the resources to teach music. The lack of
understanding and training suggests that class educators who taught the music curriculum
needed training for the music content, pedagogies, and relevant technologies to boost their

confidence in music teaching.

1 A Post Level 1 (PL 1) teacher is a teacher in a level lower than a Departmental Head (DH) in a school setting.
PL 2 is an DH; PL 3 is a deputy principal and PL 4 is a principal of the school.
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Under apartheid, South African education reflected a fragmented society; the curriculum was
monocultural and only served one race over others. However, the implementation of
educational reforms and curriculum transformation post-1994 brought some changes. Several
researchers such as Rijsdijk (2003), Reinecke (2007), Wiggins and Wiggins (2008), Hallam et
al. (2009), Jacobs (2010), Drummond (2015), Schonmann et al. (2015), and art educators,
especially in South Africa, emphasised that radical changes after the country’s democracy in
1994 were implemented without preparing educators for the curriculum changes. Hoadley
(2018) accentuates that there should be a shift in teacher knowledge status whenever there is a
curriculum reform. Educators need to establish a new form of knowledge to understand how

content, pedagogy, and technology interrelate and keep abreast with current discourses.

A further observation was made by monitoring professionally and academically trained music
educators teaching music in the Music Magnet School Programme. Their beliefs and
experiences inform their teaching practices. Learners in the programme are exposed to two
contrasting beliefs, Western and Indigenous African ideologies informed by different
educational philosophies. Such different beliefs bring about unnecessary and apparent tensions
among educators. The two streams seem to be competing against each other (Matambo, 2018).
It should be noted that social constructs (unstructured processes) often work in the opposite
direction to professional constructs (structured systems). Most professionally qualified music
educators follow and are guided by the societal construct (unstructured systems), whereas the
academically qualified are guided by the professional construct (structured systems). However,
Makumane and Khoza (2020) believe that educators’ inclinations could be either social or
professional reasoning or both. Different outcomes produced by the domains (content,
pedagogy, and technology) of knowledge suggest a need for studies that interrogate educators’
knowledge from unstructured processes and structured systems to support educators in

understanding values that underpin their music teaching.

Another recent observation, is the COVID-19 pandemic? which has proven that technology in
the 21% century is becoming one of the non-negotiables in our education system (Khoza, 2020).
A sudden shift from traditional learning to online education exposed significant gaps. In South

Africa, on Monday, 23 March, President Ramaphosa announced a 21-day long nationwide

2 The COVID-19 pandemic, also known as the coronavirus pandemic, is an ongoing pandemic of coronavirus
disease 2019 (COVID-19) caused by severe acute respiratory syndrome coronavirus 2 (SARS-CoV-2). The
disease was first identified in December 2019 in Wuhan, China. Wikipedia. COVID-19 pandemic.
https://en.wikipedia.org/wiki/COVID-19 pandemic.
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lockdown to contain the Coronavirus spread in his national address. On Thursday, 9 April, he
announced the extension of the Coronavirus lockdown to the end of April as stage 5 (indicating
a high alert of Covid-19 spread), which was moved to stage 4 from Friday, (indicating a
moderate to high alert of Covid-19). On the 1% of May it was moved to stage 3, (indicating a
moderate alert of Covid-19). Most schools nationwide closed due to the imposed restrictions
of movement. UNESCO (2020) reported that 1.5 billion learners were affected by school
closures by mid-April 2020 in 195 countries. Schools needed to establish new models of
interacting with learners, and some schools adopted the hybrid-technology form of teaching
and learning. According to Basilaila and Kravadze (2020), hybrid learning is characterised by
online and interaction with a person. Also, Mpungose and Khoza (2020) recommend that
educators should be supported to reflect on their experiences to understand their perspectives
through digitalised teaching of the new normal produced by COVID-19, regardless of the

structure (structured/unstructured) they follow.

Many aspects of music teaching and learning in South Africa stopped altogether, especially in
government schools, where many young learners and educators mostly follow the structured
system of learning. They encountered significant challenges in keeping up with the content
lessons and syllabus. Many young learners could only learn an instrument with a teacher. Music
educators needed a good understanding of their personal content, pedagogical, and
technological knowledge to be mentally strong in their judgment of educating young learners,
even post-COVID-19 (Biesta, 2015; Khoza, 2020). Technological knowledge (expertise),
driven by societal knowledge amid and post the pandemic becomes essential for successful

teaching and learning when centred on knowledge building (Khoza, 2020).

For the observations, this study intends to investigate educators’ technological, pedagogical,
and content knowledge of implementing a Music Magnet School Programme in the Gauteng
Province. It is anticipated that the study’s findings may be helpful for educators, education
departments, policymakers, educational institutions, and other stakeholders of the music

curriculum in solving the common problems many music educators’ encounter.



1.6 PROBLEMATIC ISSUE
Music Magnet School educators were recruited directly from universities. They came from

diverse backgrounds with different experiences and qualifications® to find themselves teaching
music in schools where they did not have a shared understanding of professional teaching
practices. Mailula (2017) confirmed that most music educators in Magnet Schools in Gauteng,
for example, were trained as jazz performers at various universities in South Africa and were
not necessarily trained to be music educators. However, they had content and technological
knowledge but lacked pedagogical knowledge. There are significant differences in pedagogy
between the educator’s beliefs (practising/academically trained music educators and
professionally trained music educators) on implementing the Magnet School/CAPS music
curriculum. The difference in beliefs often urge educators to hold diverse views regarding
teaching practices due to different knowledge in pedagogies, content, and technology, which

also affect their action or behaviour when implementing the music curriculum.

Various researchers such as Martin (2015), Gall (2016), Padayachee (2017), and Hardisky
(2018), advocate for the structured implementation of the curriculum. They support an explicit
curriculum which is the written part of the formal instruction of schooling experiences. Most
classically trained music educators in the programme support and are guided by the structured
way of teaching music. Currently, there is an ongoing debate on professional autonomy versus

social obligation.

On the other hand, practising music educators support the unstructured implementation of the
curriculum. They identify themselves as practitioners when compared to educators of most
other subjects. On being obligated to the National Curriculum, they believe that repeated
teaching and reflection on their teaching have made them gain experience in applying different
teaching practices that are effective for teaching and learning. These educators draw from their
experiences of how they were taught while they were still students. The notion is more evident
in Indigenous African Music and how it is taught. The form of learning has been oral, a history

of passed down information by the community to the next generation.

Different beliefs and pedagogies applied simultaneously cause negative tensions between

educators, which in turn affect learners who become confused as to which stream to follow.

3 Music Magnet School educators fall under three categories: 1.) Those who are trained as performers, but not as
music educators. 2.) Those who trained as music educators. 3.) Those who are trained as performers and music
educators.



Hargreaves (2011) emphasises that relationships between structured and unstructured
curriculum implementation are extraordinarily complex, which involve relationships with
learners and educators. Matambo (2018) also observed that there are significant tensions
between music education forms, especially in Sub-Saharan Africa. He is adamant that the tussle
between the structures guarantees no winners (Matambo, 2018). It is a norm and a human
tendency with educators to make comparisons (Campbell, 2008). The tension between the
music educators suggests that there should be integration and alignment of structures to
successfully attain curriculum goals and determine if there are justifiable grounds for this

tension.

1.7 LOCATION OF THE STUDY
This study was conducted in the Gauteng Province in a few selected schools with a Music

Magnet School Programme. Gauteng is one of the nine provinces in South Africa. At the time
of the study, there were 28 Music Magnet Schools in 14 various school districts. One district,
Tshwane West, did not have a Music Magnet School. Gauteng is both a Sotho and Tswana
name meaning the place of gold. According to Enterprisey (2020) the province contains the
largest city, Johannesburg, with Pretoria being its administrative capital. The research was
carried out in the following district municipalities, as shown in Figure. 1.1: Gauteng North,
Gauteng East, Gauteng West, Johannesburg Central, Johannesburg East, Johannesburg West,
Johannesburg South, Johannesburg North, Sedibeng East, Sedibeng West, Ekurhuleni North,
Ekurhuleni South, Tshwane North, and Tshwane South. Each district comprised two Music
Magnet Schools, with some in Ex-Model C schools and some in previously disadvantaged
schools in townships. The map below displays a list of municipalities in Gauteng with Music

Magnet Schools’ location.
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Figure 1:1 List of municipalities in Gauteng where Music Magnet Schools are in Gauteng

(Enterprisey, 2020)

1.8 SIGNIFICANCE OF THE STUDY
The study focused on investigating the implementation of the music curriculum interconnected

with the study’s phenomenon, teacher’s technological, pedagogical, and content knowledge.
Numerous factors, like societal and professional differences shaping teaching and learning
regarding curriculum implementation, have always been in a state of quarrelsome
disagreement. The study identified ways to bridge the gap between formal and informal
education and methods of implementing the music curriculum by marrying the strengths of

each. It is anticipated that this study’s intended outcomes may help identify new, practical



instructional approaches to support and facilitate the teaching and learning of music. It is also
anticipated that this study’s findings may effectuate changes in the music education system

where art subjects are concerned.

Moreover, the study’s findings may assist in fostering professional development for the Music
Magnet School educators. Also, to understand how educators’ technological, pedagogical, and
content knowledge could influence the successful implementation of the music curriculum. No
other study has explored and investigated the advantages of professional space and social space
to produce a new identity of technological, pedagogical, and content knowledge in
implementing the music curriculum in the Music Magnet School Programme. Investigating
educators’ technological, pedagogical, and content knowledge may generate semi-structured
knowledge of music technologies, content, and pedagogy constructed by structured and

unstructured systems.

In the past 18 years since the implementation of the Music Magnet School Programme, very
few research projects, if any, have been conducted in the area of music education and its
effectiveness in teaching music to secondary school learners. In a study titled “Subject Music
in Rural South African Schools: Challenges and Solutions within a Comparative Context”, the
researcher provided valuable information regarding the challenges in music education and
suggested workable solutions to start a remedial process to get music back into schools (Jansen
Van Vuurren, 2011). Similar findings have been reported concerning effective teaching in
music; programme evaluation in music; teacher education; and music education in South Africa
post-1994.

1.9 RESEARCH DESIGN
Integrated mixed methods drawing from elements of qualitative and quantitative traditions

were employed for this study. The decision was taken for complimentary purposes.

1.9.1 RESEARCH PARADIGM
This study upholds and is guided by the beliefs, ideology, and values of the pragmatist

philosophy, which maintains that human actions are never detached from previous experiences
and beliefs originating from those experiences (Khoza, 2020). Human thoughts are thus
innately connected to action. Actions taken based on the outcomes from activities become the
determinant for similar actions in the future. The main disputation of pragmatist philosophy is
that meaning of human actions and beliefs is found in their consequences. External forces do

not determine humans; they are themselves capable of shaping their experience through their
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actions and intelligence (Kivunja & Kuyini, 2017). Pragmatists believe that reality is not
static—it continually changes. Similarly, the world is also not static—it is in a constant state of
becoming. The world is also changed through actions—action is the way to change existence
(Kivunja & Kuyini, 2017). The pragmatic paradigm is nested on the following elements: 1.)
Relational epistemology advocates that research relationships are best determined by what the
research deems appropriate to that study; 2.) A non-singular reality ontology states that there is
no single reality, and all individuals have unique interpretations of reality; 3.) Mixed methods
methodology, a combination of qualitative and quantitative research methods; 4.) The value-
laded axiology that speaks to conducting research that benefits people (Kivunja & Kuyini,
2017). The relational epistemology approach assisted in investigating educators’ views by
deconstructing the polarised views by academically and professionally trained music

educators.

1.9.2 RESEARCH APPROACH AND DESIGN
This study’s rationale for employing mixed methods was to investigate the structured (what)

and the unstructured (how) of implementing the CAPS/Magnet School curriculum. Also, it was
necessary for triangulation purposes to mutually corroborate the findings of the study. In
justifying the mixed methods approach, Cohen et al. (2018) state’s that the method yields a
richer and more robust understanding of a phenomenon than when only a single approach is

utilised in a study.

This study employed the Convergent Parallel Design. The primary purpose of choosing the
design was to obtain various data that would complement each other from the same topic to
understand the research problems better. In a convergent parallel design, qualitative and
quantitative data are merged or converged for a thorough analysis and deeper understanding of
the research problem (Creswell & Creswell, 2018). Data is collected and generated at the same

time and interpreted as overall results.

1.10 DATA GENERATION METHODS
Numerical (quantitative) data was obtained through questionnaires augmented by reflective

activity for educators to reflect on their experiences in order to address the descriptive question.
Qualitative data was simultaneously generated through observations that primarily addressed
the operational question and through one-on-one semi-structured interviews and focus group
discussions that addressed the philosophical research question and increased the study’s

credibility.
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1.10.1 CLOSE AND OPEN-ENDED QUESTIONNAIRES
Data collected through structured selected-response questionnaires and the use of a reflective

activity (open-ended) assisted in answering the descriptive question, “What are educators’
technological, pedagogical, and content knowledge of implementing a Music Magnet School
in the Gauteng Province?” Choosing this method enabled the use of the same questions for all
subjects (Creswell & Creswell, 2018). An open-ended questionnaire for reflective activity was
designed, which provided the foundation for semi-structured interviews for the participants.
The reflective activity and the questionnaire were emailed eight weeks prior to the interviews

to give the participants enough time to go over the questions and respond to them.

1.10.2 ONE-ON-ONE SEMI-STRUCTURED INTERVIEWS
One—on—one semi-structured interviews were conducted specifically with three stakeholders

from the Gauteng Department of Education and some of the Departmental Heads. The first
stakeholder is a Deputy Chief Education Specialist: Youth & Culture at the Gauteng
Department of Education, an overseer of all Music Magnet Schools in Gauteng. The second is
the curriculum facilitator in the Department of Education in Gauteng. And the third, a Senior
Education Specialist: FET Arts at the Gauteng Department of Education. He also worked as a
DH in one of the Music Magnet Schools in Gauteng. The duration of all the interviews and
group discussions lasted 60 minutes. Semi-structured interviews generated an in-depth
understanding of why educators apply technological, pedagogical, and content knowledge of
implementing a Music Magnet School Programme in the Gauteng Province in particular ways,
which is a philosophical question of the study. Interviews investigated educators’ attitudes,
opinions, and emotions on three knowledge bases. They were conducted once per participant
via Zoom due to COVID-19 regulations. However, some interviews were conducted in person

and telephonically as the situation permitted.

1.10.3 OBSERVATIONS
For this study, participation observation was followed to answer the operational question of

“how do educators apply technological, pedagogical, and content knowledge of implementing
a Music Magnet School Programme in the Gauteng Province?” Employing observation of
actual lessons allowed me to see the teaching resources utilised by the Music Magnet School
educators and the activities the learners engage in when learning. Observations augmented the
data generated from the participants in their responses to the reflective activity and
questionnaires. A schedule for the observations was appropriately drafted, which served as a

guide for all planned observations. Due to COVID-19 regulations, all participants were
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requested to self-record their lessons without the researcher’s presence; however, a different
format was followed; not all educators could self-record due to some challenges such as not
having enough space in their devices. I attended some of the class observations. Observations
lasted for 60 minutes or more per lesson and happened across the entire week in each sampled

school until saturation was reached.

1.10.4 FOCUS GROUP DISCUSSIONS
“Focus groups are contrived settings, bringing together a specifically chosen sector of the

population, often previously unknown to each other, to discuss a particular topic given” (Cohen
et al., 2018, p. 532). Focus group discussions can be cost-efficient, time-efficient, and generate
a broader range of responses than when one—on—one interviews are conducted. The focus group
discussion method was chosen to supplement and complement research questions. Considering
the description by Cohen et al. (2018) on what the focus group entails, 60 per cent of
participants were known to the researcher as most of them are music educators in a Music
Magnet School Programme. A collective group response on the research problems and
questions yielded a range of expected responses, even though there were individual differences.
Cohen et al. (2018) suggests a number between six and eight people at a given time. Each
Music Magnet School is comprised of six educators (one DH and five Post-Level 1 educators).
This is the normal and accepted structure. However, in some schools, the number of educators

varied between 2-6, and there were no Departmental Heads in some schools.

1.11 SAMPLING
For the proposed study, both probability sampling and non-probability procedures were

followed by applying the cluster and purposive sampling techniques. The cluster sampling
technique depends upon the use of random selection. The cluster sampling technique was
applied to choose the schools that fall under 15 various Gauteng districts, giving each district
or cluster a fair chance to be represented. According to Denscombe (2010), the cluster sampling
technique is utilised to select specific clusters, and within each cluster, all people or items are
included in the sample. A sample is a small subgroup chosen for the study. The sample was
selected from a larger population of 28 Music Magnet Schools under 15 school districts.
Schools were randomly selected from each district to produce a sample of 14 schools, one from
each district as depicted in Table 1.11. Names of each Music Magnet School were written on
small pieces of paper and placed in a basket according to their different clusters. One school

from the two schools was randomly selected from the basket to represent a particular cluster.
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(2010), purposive sampling refers to a hand-picked sample based on relevance to the
phenomenon being investigated and the knowledge of the phenomena by the participants. In
the context of the study, three stakeholders from the Gauteng Department of Education were
purposively selected.

Table 1.11: Music Magnet Schools — Districts: Cluster Sampling by District (Each district is
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Data were collected and generated from educators in 14 Music Magnet Schools in Gauteng
instead of 15. One district, Tshwane West, did not have a Music Magnet School when the
survey was conducted. Gauteng North and Gauteng East have one Magnet school, which
became obvious choices when sampling was conducted. The data gives us enough samples of
the population; specifically, 50 per cent of the population. There are 28 Music Magnet Schools
in Gauteng with a sample of 14 Music Magnet Schools, which can produce precise results to

make appropriate recommendations on the findings.

1.12 SELECTION OF CASES
The qualitative sample was drawn from the population using purposive sampling. Each

participant was given a name other than their real name for the purpose of anonymisation

e Mr Mathew Mathole is a Deputy Chief Education Specialist: Youth & Culture at the
Gauteng Department of Education. He is an overseer of all Music Magnet Schools in

Gauteng.
e Mr Mark Edwards is a Senior Education Specialist: FET Arts at the Gauteng

Department of Education

e Ms Angeline Masigo is a FET Curriculum coordinator DCES: FET Music, Drama &

Dance at the Gauteng Department of Education.

e The sample for DHs and educators was drawn from the sample used for the schools’
qualitative cluster sampling.
e Departmental Heads

o Ten DHs from 14 Music Magnet Schools were scheduled for one—on—one

semi-structured interviews. However, only three were available.
e Post Level 1 music educators

o Thirty-six educators from 14 Music Magnet schools were scheduled for focus

group discussions. Six from each Music Magnet School.

e Educators’ Questionnaires and reflective activities were emailed to 58 music

educators for the collection of data, 33 were completed and returned.

14



1.13 DATA ANALYSIS
Contextual data, especially from data generated through interviews, was analysed by

employing thematic content analysis while still gathering information using the NVIVO
software to look for the emerging themes. Thematic content analysis involves describing
content based on themes (Bardin, 2011). Mouton (2005) explains that it is difficult to capture
data concisely and in a structured manner, which can delay your analysis if left until late.
Results obtained from the questionnaires were tabulated in basic descriptive statistical form
using the SPSS statistical software. Descriptive statistics included frequencies, standard
deviation, measures of central tendencies (means, modes, and medians), and cross-tabulations.
A cover letter was written to accompany each questionnaire to the school principals. I attended
workshops organised by the University of KwaZulu-Natal (UKZN, University Teaching and
Learning Office (UTLO)) and received extensive training on using the NVIVO and the SPPS
software. Quantitative data analysis was presented and analysed first, supplemented by

qualitative data analysis.

1.14 TRUSTWORTHINESS/VALIDITY
The trustworthiness of this study was ensured through triangulation. Transcripts and recordings

were shared with participants for validation. The findings of this study will be forwarded to the
Gauteng Department of Education. Prior to fieldwork, permission from the GDE was granted

to conduct the research within the GDE schools.

1.15 CREDIBILITY
To ensure the study’s credibility, interviewed participants were asked to confirm the accuracy

of the findings to verify if the results matched participants’ intention with what was captured

on the recordings.

1.16 DEPENDABILITY
This study’s research process was detailed in full to allow other researchers to audit and critique

the research process. The use of direct quotations for consistency from scholarly works was
added. Dependability refers to the research findings’ consistency and reliability (Moon, et al.,

2016).
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1.17 CONFIRMABILITY
Confirmability is a necessary step to be followed by any researcher to ensure that the presented

data reflects the findings. This study’s findings were based on respondents’ or participants’
perspectives and not the researchers. My interest did not influence the recordings of the results

in any way.

1.18 TRANSFERABILITY
The transferability of this study was ensured by proving accurate findings that could apply to

other contexts. That would benefit other researchers or other music educators who were not

part of this study.

1.19 ETHICAL ISSUES
Participation for this study was acquired through participants’ documented informed consent,

which detailed the study’s information, purpose, and intention. The interviewees obtained
informed consent in writing. According to Cohen et al. (2018), ethics are defined as principled

sensitivity to others’ rights.

All participants or respondents were assured confidentiality and anonymity. They were
informed that it is within their rights to withdraw at any stage should they feel discomfited.
Learners were strongly encouraged to participate in observations without being coerced. The
more sensitive the information, the stronger the safeguard to protect the participant’s or

respondent’s privacy, which was their fundamental human right.

General descriptions were applied in all reports instead of real names and places. Contributors’
names were removed and replaced with study codes immediately after receiving data from all
respondents. Collected and generated data is kept for the minimum retention requirement
period following the University’s information handling policy. The University’s Research
Ethics Policy states that data is retained by the university and the researcher has access to the
original copies which may be destroyed after five years if there has been no publication based

on the data.

1.20 LIMITATIONS OF THE STUDY
Issues of bias, subjectivity, and power relationships between the researcher and the participants

were some of the limitations experienced during this study. However, the problem was
considered, and specific measures were put in place to minimise bias. During the interviews
and group discussions, all participants could express their views without the researcher’s

influence.
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There are 28 Music Magnet Schools in Gauteng. For the proposed study, only a sample of 14
was drawn from the existing group. It would have been ideal to include the entire population;
however, a sample was drawn due to time and financial constraints. Mixed methods studies
have proven to be challenging to implement as they sometimes require thorough planning,
especially when conducting and developing questions for both qualitative and quantitative
studies. Due to COVID-19 regulations, interviews and observations were conducted virtually

using video recordings.

1.21 THEORETICAL FRAMEWORK
Varpio et al. (2020) refer to the theoretical framework as concepts and premises logically

developed from one or more theories that support the study’s framework. An identified theory
serves as a theoretical framework shaping the constructs of interest and speaking to why the
chosen context is a legitimate area of study. The framework becomes a frame of reference to
existing knowledge in the field. Technological Pedagogical and Content Knowledge (TPACK)
is applied for this study to establish the conceptual framework on propositions of teacher

knowledge domains: Technology, Pedagogy, and Content Knowledge.

Technological Pedagogical and Content Knowledge is an extension of Shulman’s theory (1986)
where the intersection informed foundations of teaching and learning of content and pedagogy.
There are three forms of knowledge at the heart of the TPACK: Content (CK), Pedagogy (PK),
and Technology (TK), and the intersection between the three bodies of knowledge is essential.
At this intersection are Pedagogical Knowledge (PCK), Technological Content Knowledge
(TCK), Technological Pedagogical Knowledge (TPK), and Technological Pedagogical Content
Knowledge (TPACK) (Hannaway, 2016). An overlap of three forms of knowledge leads to four
more kinds of interrelated knowledge. Mishra et al.’s (2006) framework emphasise the
connections and the relationship between and among CK, PK, and TK. Mishra et al. (2006)
point to the mistake made by educators who often consider the forms of knowledge to be

separate. The interactions of the knowledge are described below:

Content Knowledge (CK): The knowledge about the “actual subject matter that is to be learned
and taught” (Mishra et al., 2006, p. 1026).

Pedagogical Knowledge (PK): The knowledge about the “processes and practices or methods
of teaching and learning and how it encompasses, among other things, overall educational
purposes, values, and aims” (Mishra et al., 2006, p. 1026). This knowledge includes an in-depth

understanding of the expertise to be followed in the classroom. It also requires that educators
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develop an in-depth knowledge of theories (cognitive, social, and developmental) of learning

and the pedagogical knowledge (Mishra et al., 2006).

Pedagogical Content Knowledge (PCK): The knowledge that includes “knowing what
teaching approaches fit the content” (Mishra et al., 2006, p. 1026).

Technological Knowledge (TK): The knowledge about “standard technologies, such as
boards, chalk and blackboard, and more advanced technologies such as internet and digital
videos” (Mishra et al., 2006, p. 1027). Technology is continually changing; therefore, its nature

needs to shift with times as well.

Technological Content Knowledge (TCK): The knowledge about how technology and content
are reciprocally related (Mishra et al., 2006). Educators need to not only know the subject
matter they teach; they also need to familiarise themselves with how the content can be

augmented with the application of technology.

Technological Pedagogical Knowledge (TPK): The knowledge ‘“of the existence,
components, and capabilities of various technologies as they are used in teaching and learning
settings, and conversely, knowing how teaching might change as the result of using particular
technologies” (Mishra et al., 2006, p. 1027). This form of knowledge includes an in-depth
knowledge of tools and how to apply them; particularly different strategies on how technology

can be used.

Technological Pedagogical Content Knowledge (TPACK): The “emergent form of
knowledge that goes beyond all three components (Content, Pedagogy, and Technology). It is
the basis of good teaching with technology and requires an understanding of the representation
of concepts using technologies, pedagogical techniques that use technologies in constructive
ways to teach content, knowledge of what makes concepts difficult or easy to learn” (Mishra

etal., 2006, p. 1027).

There is an exponential growth of computer integration, using computer tools, and the
technological applications in all educational fields. The question remains: can TPACK be used

effectively as a pedagogical tool?
1.22 RESEARCH OBJECTIVES

o To investigate educators’ technological, pedagogical, and content knowledge of
implementing a Music Magnet School Programme in the Gauteng Province.
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o To understand how educators’ technological, pedagogical, and content knowledge
influence successful implementation of a Music Magnet School Programme in Gauteng?

o To investigate why educators’ technological, pedagogical, and content knowledge of
implementing a Music Magnet School Programme in the Gauteng Province manifest
itself in particular ways?

1.23 RESEARCH QUESTIONS

e What are educators’ technological, pedagogical, and content knowledge of implementing
a Music Magnet School Programme in the Gauteng Province? (Descriptive question
addressed by questionnaires).

e How do educators apply technological, pedagogical, and content knowledge in
implementing a Music Magnet School Programme in the Gauteng Province? (Operational
question addressed by observations).

e Why do educators’ technological, pedagogical, and content knowledge of implementing a
Music Magnet School Programme in the Gauteng Province manifest itself in particular
ways? (Philosophical question addressed by semi-structured interviews and focus
group discussions).

1.24 BACKGROUND OF MAGNET SCHOOLS

The concept of Magnet Schools emerged in the United States of America in the late 1960s and
early 1970s in the wake of the Civil Rights Movement. Social change movements, namely:
Civil Rights Movement, the Student Movement, the Anti-Vietham War Movement, the
Women’s Movement, the Gay Rights Movement, and the Environmental Movement, all began
in the 1960s (Mickelson, 2003). The American Civil Rights Movement was the first movement
to become well-known for fighting for African-Americans’ equal rights. Organisations like the
Student Nonviolent Coordinating Committee (SNCC) and the Black Panther Party struggled
for black liberation and revolutionary self-determination (Williams, 1997). School districts
adopted the Magnet School model and began to establish magnet schools to draw students to
specialised schools throughout their districts to redress the widespread inequality among
schools and school districts in response to the legal victories of the Civil Rights Movement
during the 1970s (U.S. Department of Education, Office of Innovation and Improvement,
2004). In defiance of Civil Rights Movement, desegregation has still not been reconciled.
Twenty five years later, Justice Rehnquist’s decision on desegregation stated that, “the District
Court’s pursuit for the goal of desegregation attractiveness results in too many imponderables
and is too far removed from the task of eliminating the racial identifiability of the schools”
(McGill Lawson, 1995, p.5). In 1968, McCarver Elementary school in Tacoma, Washington,

became the first school designed to reduce racial segregation by offering a magnet school. In
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1969, it was followed by William Monroe School in Boston, Massachusetts (George & Darling-
Hammond, 2021).

The Magnet School Programme offers unique curricula themes such as Science, Technology,
Maths, and Arts. It can operate as a Whole* or School within a school® programme. Blazer
(2012) reported that about 1.5 million children across the U.S attend Magnet Schools. School
districts of the United States of America established magnet programmes to desegregate and
meet students’ special needs based on their talents, i.e., musically talented students (Blazer,

2012).

Moreover, magnet schools in the United States of America became another tool to further
academic desegregation. There are fifty states in the United States of America. According to
Orfield (1982), desegregation in schools started in Tacoma, Washington; Boston,
Massachusetts; and Charlotte, North Carolina. Charlotte Mecklenburg Schools became the first
district to use the busing system to promote school desegregation (Orfield, 1982). Magnet
schools in the United States are represented by the Magnet Schools of America (MSA), founded
in 1986 (Bucherie, 2015). The organisation represents approximately 4340 magnet schools in
the USA. The Magnet Schools of America organisation is a national non-profit professional
education association governed by a board of directors, many of whom work in or with magnet
schools (Blazer, 2012). In May 2015, MSA submitted a report entitled “Report to Charlotte-
Mecklenburg Schools Magnet Study Visit”, to the Magnet Schools of America National
Institute for Magnet School Leadership (Bucherie, 2015). Based on this report, CMS were
strategically identified as a model in the interest of apparent parallels with South African Music

Magnet Schools.

During the Magnet Schools of America’s 35" National Conference in Los Angeles, Washington
D.C. on 1 May 2017, Idlewild Elementary School in Charlotte was named the Dr Ronald P.
Simpson recipient Distinguished Merit Award for 2017 (MSA, 2017). Idlewild Elementary
School is part of Charlotte-Mecklenburg Schools. The school has an outstanding academic
reputation. The school has either received an MSA Excellence or Distinction Award for the
ninth time now since 2006. National merit awards are given to magnet schools based on the

following:

4 Whole School Magnets are those schools that are dedicated to a singular academic focus i.e., Fine Arts, Science,
and Maths.
® School within a school is a magnet located within a non-magnet public school.
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e Demonstration of commitment to high academic standards
e Curriculum innovation
e Diversity

e Strong parent and community involvement (MSA, 2017)

A brief history of how magnet schools in the United States of America came about is reflected

below.

1.24.1 HISTORY OF MAGNET SCHOOLS IN THE UNITED STATES OF AMERICA
Few African Americans in the Southern United States received education until after the Civil

War. Slaves were prohibited from receiving formal education (Span, 2005). While the Virginia
Constitution of 1870 mandated a public education system for the first time, the newly
established schools operated on a segregated basis. In the 1930s, the National Association for
the Advancement of Coloured People (NAACP) initiated a national campaign and brought
local lawsuits to court. They argued that separate but equal was not equal and that every child,
regardless of race, deserved a first-class education (Franklin, 2000). On 9 December 1952, the
NACCP took five cases relating to school segregation to the Supreme Court in South Carolina,
Virginia, Kansa, Delaware, and the District of Columbia (Franklin, 1980). They were reargued
on 8 December 1953 and concluded on 17 May 1954 (Carson, 1991). Later, in 1954, these
lawsuits were combined into the landmark Brown v. Board of Education case. It became the

cornerstones of the Civil Rights movement.

1.24.1.1 BROWN V. BOARD OF EDUCATION
Brown v. Board of Education of Topeka was a landmark 1954 Supreme Court case where racial

segregation was ruled unanimously unconstitutional in public schools (Carson, 1991). It
resulted when Linda Brown, the daughter of a plaintiff named Oliver Brown, was denied
entrance to Topeka’s all-white elementary schools. Her father filed a class-action suit against

the Board of Education of Topeka (Harris, 2019).

Brown argued and fought for equity in black schools and that segregation violated the so-called
“equal protection clause” of the 14" Amendment, which holds that no state should “refuse to
any person within its jurisdiction the equal protection of the laws” (Hoge, 2015, p. 416). The
Fourteenth Amendment to the USA was adopted on 9 July 1868 as one of the Reconstruction
Amendments to abolish slavery and establish civil and legal rights for African Black Americans
(Franklin, 2000). It became the basis for many landmark Supreme Court decision over the

years.
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1.24.1.2 THE BUSING SYSTEM
The Busing system was introduced to further deal with segregation in the United State of

America. Learners were transported to different schools outside or within their local school
district (Patterson & Freehling, 2001). There were too many oppositions regarding the busing
system to an extent that white families moved their children to private schools, a phenomenon
which was known as “White Flight” (Patterson & Freehling, 2001). The busing system was
followed by the Freedom of Choice. At the beginning of the year, students were given the
option to choose the school they wanted to attend, regardless of race (Wong, 1999). In 1971,
the Swann v. Charlotte Mecklenburg Board of Education ruling allowed busing, magnet
schools, and compensatory education in Charlotte, North Carolina, and other cities in an
attempt further desegregation. Initially, this method was unsuccessful, and the case was taken
to the Supreme Court, where the Court ruled in favour of the busing system on April 20, 1971
(Orfield, 1982). The initiative made CMS one of the first schools in the nation to operate a
court-ordered busing plan approved by the United States Supreme Court (Swann v. The Board

of Education.

1.24.1.3 SCHOOL SEGREGATION AND INTEGRATION
In 1954, the Brown v. Board of Education eradicated the separate but equal notion in

education; however, schools in America remained unequal and segregated (Rickles et al.,
2002). Rossell (as cited by Rickles et al., 2002) accentuated that the very design of Magnet
Schools was intended to help integrate schools and ensure that learners benefit from integrated
schools. One of the Civil Rights Movement’s primary goals in the United States was to
desegregate public schools across the country. Abolishment of racial segregation in the USA
included having equal access to facilities such as services, housing, medical care, education,
employment, and transportation (Woodward, 1974). In 1968, the Supreme Court ordered the
states to dismantle segregated school systems “root and branch” (Rodger, 1974). However, this
ruling was controversial for it took students out of their neighbourhoods (Crouch, 1999).
Busing became another way to promote integration; however, this was only possible if

desegregation plans were mandatory and not voluntary (Rickles et al., 2002).

1.24.1.4 MAGNET SCHOOL PROGRAMME: CHARLOTTE MECKLENBURG
MAGNET SCHOOLS
Charlotte Mecklenburg Schools are in Charlotte, North Carolina (N.C). They offer an extensive

range of Magnet School Programmes in 38 schools to nurture the talents of students who have

interests and abilities in specific areas (Bucherie, 2015). CMS have a long history of running
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Magnet School Programmes throughout the cities and towns of Mecklenburg County

(Bucherie, 2015). Below is the district’s mission for CMS:

e To promote excellence in students’ achievement and growth and provide public
education options emphasising specialised learning environments and innovative
instructional programmes.

-To provide leadership with high-quality, innovative instructional programmes that
promote choice, diversity, equity, and academic excellence for all students (Bucherie,

2015, p. 3).

Charlotte Mecklenburg Schools took significant steps toward using magnet schools as part of
a new student assignment plan in 1992. A review conducted by the Magnet Schools of America
(MSA) in 2015 presented the following report about CMS Magnet Schools (Bucherie, 2015).
The report emphasised that CMS should clarify its purpose, mission, and goals for the Magnet
School Programmes for standardisation, and this information should be made available to all.

Below is a list of the recommendations that the MSA made:

e Magnet schools should be highly integrated into the Department of Education’s
strategic vision.

e Magnet schools should develop and implement a viable and sustainable plan for the
magnet programme.

e Each magnet should organise means to collaborate effectively with other programmes
within the school.

e Magnet schools should provide educators and magnet coordinators with professional
development.

e CMS should identify exemplary models of other magnet programmes to compare notes
with and learn from to ensure magnet schools are relevant and are continually

improving (Bucherie, 2015, p. vi-vii).

A Magnet school programme offers learners more than what is available within a standard
school curriculum. Even though the instructions in a magnet school can be self-reliant at times,
some of its components can be integrated with the school’s regular programme. Von Seggern
(1990) believes that the success of the programme, will improve the programme’s effectiveness

to the schools to which it feeds. He further suggests that Magnet School Programmes should
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include a solid philosophical base and a well-designed instructional curriculum or a programme

that meets the learners’ needs (Von Seggern, 1990).

The purpose of the MSAP, as currently defined by the U.S. Department of Education, is to
promote desegregation by reducing minority group isolation and enabling all students to
achieve exacting standards by providing high-quality training and developing innovative
educational methods (U.S. Department of Education, 2013). The implementation of Music
Magnet Schools in Gauteng was also designed to tackle past injustices through racial

desegregation of classrooms.

1.25 HISTORY OF MUSIC MAGNET SCHOOLS IN GAUTENG
In Gauteng, South Africa, on 3 December 1999, circular 113 of 1999, “Redeployment of

educators at decommissioned extra-curriculum music centres” (Annexure M) was sent to the
principals and staft of all ordinary primary and secondary schools, schools for learners with
special needs, all chief directors and directors at head office, district offices and regional
offices, members of governing bodies, teacher organisation unions, and relevant non-
governmental organisations (Gauteng Department of Education, 1999). In this circular, one
significant commitment that the Gauteng Department of Education gave was to retain
decommissioned educators in extracurricular centres located at ex-model C schools® and

institutions. A task team was established to deal with this matter.

A few Gauteng schools were recognised as Music Magnet Schools, serving at least five nearby
primary or secondary schools known as Feeder Schools. The Music Magnet School Programme
(MMSP) would cater to Grades R to 12 learners, offering multicultural music instructions.
Most Music Magnet Schools in Gauteng are located within a school that does not focus on
specialised subjects, but offers common school subjects (School within a school). Music
Magnet School educators are expected to assist with teaching the music component within the
Creative Arts programme. The programme was implemented also to attract more learners,
especially in the FET Phase, who would major in music so as to preserve the art subject. Below

are some of the intended outcomes for the programme:

6 Model C schools used to be former white government schools in South Africa, established in the 1980s and early
1990s by the apartheid government. Url: Sahistory.org.za
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e To promote Creative Arts as depicted in the Curriculum and Assessment Policy
Statements (CAPS).’

e To promote equitable, accessible, and enhanced educational opportunities to learners.

e To provide music education and training of a high standard to learners in Gauteng.

e The Gauteng Department of Education’s (GDE) goal is to have as many learners as
possible specialising in music as one of the FET Phase disciplines within the Creative
Arts programme.

e To contribute to the preservation and promotion of arts education (Gauteng Department

of Education, 1999, p. 2).

As previously mentioned, post-1994, the Gauteng Department of Education saw a need to
address past injustices by closing 58 extracurricular centres for music so as to accommodate
and introduce music to township schools that previously did not offer music as a subject. In an
email correspondence with Makunyane (2018), he indicated that the process for the Music
magnet school development occurred over six years from 1999 —2004. The following criterion

was applied to identify Music Magnet Schools:

e All Magnet Schools are to be accessible to learners from other schools in surrounding
areas.

e Educators to be transferred from closed extracurricular centres for music to Magnet
Schools.

e The Department of Education to pay salaries of all Music Magnet School educators.

e The Department of Education to fund the programme, and learners are to be exempted
from paying tuition fees.

e Music Magnet Schools to provide music lessons to the neighbouring schools during and
after regular teaching hours.

e Educators to go to feeder schools or learners to go to Magnet Schools for music lessons.

e Ninety per cent of Music Magnet Schools are to be established in previously

disadvantaged communities (Makunyane,® 2018).

" CAPS “is a single comprehensive and concise policy document, which has replaced the subject and Learning
Area Statements, Learning Programme Guidelines and Subject Assessment Guidelines for all subjects listed
in the National Curriculum Statement Grade R-12”. CAPS (2013). Creative Arts, Final Draft, Government
Press, Pretoria, South Africa.

8 Mr Makunyane represented the Gauteng Department of Education in the Provincial Labour Relation Council for
Music Extra- Circular Centres. A retired coordinator for Music Magnet Schools in Gauteng.
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Some music educators, who were redeployed, took the Gauteng Department of Education to
court to protest the action. The Mail & Guardian of 2003, 3 October, under the subtitle “White
educators are out of tune”, reported that most decommissioned white educators refused to be
redeployed to the township schools. The court action was confirmed by the Gauteng
Department of Education (Moya, 2003). Many educators resigned after the action, and the
Department of Education recruited new educators who were qualified with the bare minimum
requirement qualification: BMus with or without a teacher’s certificate. “There is subtle
resistance to transformation and equity. It [resistance to transformation] has become a monster.
People choose to resign rather than share their skills”, commented Mohatle (as cited in Moya,
2003. p.3) on the decision taken by the redeployed white educators. Gilbert et al. (2015) argue
that frequently in cases where educational reform is based on political demands rather than

careful and strategic planning, implementation is met with resistance and ineffective adaption.

When white educators refused to be redeployed to township schools, the Gauteng Department
of Education hired educators who were not necessarily professionally qualified® but
academically qualified in Ad hoc posts to teach music, emphasising individual performing
skills. The focus on individual instrument teaching has since been changed by introducing a
Music Magnet School curriculum that is CAPS related which encompasses theory of music,
composition and performance. All Music Magnet School educators are required to implement
the curriculum in all Music Magnet Schools across Gauteng. It is noteworthy to mention that
before enacting the CAPS-related curriculum, there was no syllabus or prescribed curriculum
stipulated since the inception of the programme in 2003 until 2016. As such, Music Magnet
School educators followed different teaching syllabuses from external examination boards, like
Unisa, Trinity, and Royal Schools and some were guided by their experience. There were no
common prominent theories that influenced the teaching and learning by Music Magnet School
educators and learners, such as “behaviourism (teacher-centred), cognitivism (content-
centred), and constructivism (learner-centred)”, which are the basic approaches to aid pre-
service or in-service educators to understand different teaching strategies and methods to learn

theories in context (Khoza, 2015).

% A professionally qualified teacher is a teacher who has a four-year Bachelor of Education degree (B.Ed.) or a
three or four —year Bachelors’ degree, followed by a one-year Postgraduate Certificate in education (PGCE).
https://www.education.gov.za/Informationfor/Educators/Initial TeacherEducation.aspx(accessed 11th May
2020).
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1.26 OUTLINE OF THE STUDY
This section outlines an overview of nine chapters contributing to the findings of this study in

investigating educators’ technological, pedagogical, and content knowledge of implementing a

Music Magnet School in the Gauteng Province.

1.26.1 CHAPTER ONE: BACKGROUND OF THE STUDY
To provide an outline of the background of the study, this chapter starts by giving the title, the

purpose and the focus, research objectives, and the research questions of the study.
Subsequently, the research statement, and the justification for conducting this study, follow. In
addition, the rationale, the problematic issue of the research, and the significance are discussed.
The research design and the methodology are deliberated under the following subtopics:
research paradigm, research approach and design, data generation methods, close open-ended
questions, one-on-one semi-structured interviews, observations, focus group discussions,
sampling, selection of cases, data analysis, trustworthiness/validity, credibility, dependability,
confirmability, transferability, and ethical issues. Significantly, the theoretical framework is
briefly discussed to illustrate interactions between the bodies of knowledge. Furthermore, this
chapter also discusses the background of Magnet Schools in the United States of America and

South Africa.

1.26.2 CHAPTER TWO: LITERATURE REVIEW
This chapter discusses the study’s phenomenon, technological, pedagogical, and content

knowledge as well as the conceptual framework. The pronounced contrasts between the
professional/content-driven and the societal/technologically-driven knowledge in
implementing/enacting the music curriculum are discussed and supported by exploring relevant

theories.

1.26.3 CHAPTER THREE: THEORETICAL FRAMEWORK
This study is guided by Technological, Pedagogical, and Content Knowledge (TPACK), which

is discussed in this chapter in a bid to explore the phenomenon of the research and the
importance of applying TPACK in teaching music. TPACK in this study is applied as a frame

of reference underpinning the knowledge base of the phenomenon of the study.

1.26.4 CHAPTER FOUR: RESEARCH DESIGN AND METHODOLOGY
Chapter Four focuses on the research approach, presenting the research paradigm employed,

namely the pragmatic paradigm. Additionally, the convergent parallel design is discussed.
Furthermore, the selection of cases using probability (cluster) sampling and non-probability

(purpose) sampling are discussed. Data collection/generation using three instruments,
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questionnaires (close-ended quantitative and open-ended reflective activity), interviews (focus
group discussions and one-on-one interviews), and classroom observations are also discussed.
Lastly, in this chapter, issues of credibility, dependability, transferability, and confirmability

are also discussed.

1.26.5 CHAPTER FIVE: DATA PRESENTATION AND ANALYSIS OF DATA FROM
QUESTIONNAIRES
This chapter presents the findings and the analysis of the results collected from questionnaires.

The findings are analysed using descriptive statistics. The findings attempted to answer the
descriptive question of, “what are educators’ technological, pedagogical, and content
knowledge of implementing the Music Magnet School in the Gauteng Province”. The data was
collected, using a closed-ended questionnaire, from 58 sampled respondents employing cluster

sampling.

1.26.6 CHAPTER SIX: DATA PRESENTATION AND ANALYSIS OF DATA FROM
REFLECTIVE ACTIVITY
Chapter Six presents the findings and the analysis of results obtained from the reflective

activity generated to answer the descriptive question of the study. The researcher developed
themes aligned with the study’s professional, societal, and personal propositions underpinned

by the TPACK framework.

1.26.7 CHAPTER SEVEN: DATA PRESENTATION AND ANALYSIS OF DATA
FROM OBSERVATIONS, FOCUS GROUP DISCUSSION AND ONE-ON-ONE
INTERVIEWS

This chapter presents findings and the analysis of results generated through classroom

observations to answer the operational question, “How do educators apply technological,
pedagogical, and content knowledge in implementing a Music Magnet School Programme in
the Gauteng Province?” Also, findings generated from focus group discussions and one-on-
one interviews are presented and analysed to answer the philosophical question of the study
“why do educators’ technological, pedagogical, and content knowledge of implementing a

Music Magnet School Programme manifests itself in particular ways?”

1.26.8 CHAPTER EIGHT: INTERPRETATION AND DISCUSSION OF THE
FINDINGS
This chapter outlines an overall interpretation and discusses the findings gathered from

questionnaires and generated from reflective activities, focus group discussions, observations,
and one-on-one interviews to corroborate the results guided by the convergent parallel design

mixed methods. In a convergent parallel design, quantitative and qualitative data are
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simultaneously collected/generated. After that, the findings are presented and analysed

separately. A collective interpretation and discussion of the findings are done at the end.

1.26.9 CHAPTER NINE: RECOMMENDATIONS AND CONCLUSIONS
This chapter addresses the study’s research questions. It discusses the effective educators’

knowledge of implementing the music curriculum by focusing on professional, societal, and
personal propositions guided by the TPACK framework. Subsequently, propositions for
effective educators’ knowledge of implementing the music curriculum are made. Contributions

to the study, implications, and the final remarks are made.

1.27 SUMMARY
This chapter introduced the study’s background and briefly discussed the history of magnet

schools, both in the United States of America and in South Africa. Supporting the background
of the study, the research methodology and design were discussed. This was followed by an
outline of the objectives and research questions. Eventually, an overview of the chapters of the
study was comprised. The next chapter illustrates a conceptual framework based on the three

propositions of teacher knowledge, content, pedagogical, and technological driven knowledge.
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CHAPTER TWO:
A CONCEPTUAL REVIEW OF LITERATURE ON TEACHER KNOWLEDGE
DOMAINS OF TEACHING

2.1 INTRODUCTION
This chapter extensively scrutinises the sharp contrasts between the structured (professional-

or content-driven knowledge) and unstructured (social- or technology-driven knowledge)
implementation and enactment of a music curriculum. Structured implementation is guided by
the explicit curriculum or prescribed content, while the unstructured enactment curriculum is
driven by the achievement of learning outcomes based on societal needs (Khoza, 2019). Central
to investigating technological, pedagogical, and content knowledge of implementing a Music
Magnet School Programme in the Gauteng Province, the literature review gathers information
from books, journals, articles, formal (structured) and informal (unstructured) music
instruction. The chapter commences the review by deliberating on the study’s phenomenon:
technological, pedagogical, and content knowledge informed by education literature and
practices. Also, this chapter discusses the key issues and debates that emerge from existing
literature on structured, unstructured, and semi-structured music curriculum implementation.
Moreover, a background pertaining to formal and informal music instruction is briefly
presented, leading to the current discourse of formal and informal music education in secondary
schools to draw together and critique the two structures examined from various sources. This
chapter further examines Drummond’s thesis as a single source for an overview, which is

scrutinised to convey various perspectives of music educators on Western and African music.

Additionally, this chapter considers the prevailing knowledge of theories and philosophies
underpinning formal and informal music education instruction, especially in South Africa, by
discussing the Aesthetic, Praxial, and African philosophies. The music education philosophy
should indicate why music is valuable as learning in formal and informal music teaching

situations. Table 2.1 illustrates the design of the literature review:
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Table 2.1: Structure of the literature review

Project Title: Educators’ Technological, Pedagogical, and Content Knowledge of
implementing a Music Magnet School Programme in the Gauteng Province

Phenomenon: Educators’ technological, pedagogical, and content knowledge

Focus: The focus of this study is on the implementation of the music
curriculum

Concepts

Educators’
technological,
pedagogical, and
content knowledge

Structured (Content)
implementation

Unstructured
(Technological)
enactment

Semi-structured
(Pedagogical/Personal/
Pragmatic)

Formal and informal
instruction: History

Current discourse

Propositions
1.

Content-
driven
knowledge
Technology-
driven
knowledge

. Pedagogical

knowledge

. Formal

instruction

Informal
instruction

. Pragmatic

curriculum

. Music

education in
primary and
secondary
schools
Review of
formal and
informal

music
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Studies

Shulman (1986)
Campbell (2008)
Khoza (2015, 2016,
2019)

De Villers (2015)
Drummond (2015)
Khoza and Biyela
(2020)

Khoza and
Mpungose (2020)
DoE (2011)

Narita (2014)
Hoadley (2018)

Nzewi (1999, 2001,
2003)

Green (2008)
Carver (2017)
Mochere (2017)
Khoza and Biyela
(2020)

Agawu (2001)
Regelski (2006)
Vakeva (2014)
Drummond (2015)
Mpungose (2017)
Kaushik and Walsh
(2019)
Stafford-Davis
(2011)

Drummond (2015)

Reimer (2002)
Ballantyne (2006)
Jacobs (2010)
DoE (2011)

Gaps

The education
system to keep
abreast with the
curriculum changes
of the 21* century by
bridging the
knowledge gap.

Western music
education in most
secondary schools is
still in dominance
over other genres.

A limited number of
studies were
conducted on
technological
knowledge, as
discussed in this
study.

Few studies were
conducted on
integrating teaching
domains and how
they interact,
primarily in music
education.
Educators are not
adequately trained in
informal instruction.

Indigenous African
Music is not properly
enacted in most



education in Carver (2002, 2014)  secondary schools in
secondary Hellberg (2014) South Africa.
schools Drummond (2015)
Preview of the related . Music Carver (2002) The researcher
study education in Campbell (2008) mterviewed
South African  Drummond (2015) educators who were
Schools after all trained in Western
Apartheid: music and were
Teachers teaching primarily in
Perceptions of Ex-Model C schools.
Western and
African Music
Philosophies 1. Praxial Small (1987, 1998)  The philosophy of
Philosophy Reimer (1999, 2009) music education is
2. Aesthetic Elliot (2005, 2011, still in its infancy,
Philosophy 2012, 2016) and extensive
3. African Regelski (2014) research is needed to
Philosophy Silverman (2014) bring about new
Hellberg (2014) learning theories and
Oviawe (2016) apply them in the
Mahaye (2019) classroom.
Ibekwe (2020)

2.2 EDUCATORS’
KNOWLEDGE (PHENOMENON)

There is more than one pathway to effective musical education for young people, and the

TECHNOLOGICAL, PEDAGOGICAL, AND CONTENT

[flexibility of teachers to move here and there may be critical (Campbell et al., 2008, p.38).

Music can be taught and learned in many ways, and this requires a different kind of teaching
and learning approach where educators need the flexibility to teach young learners effectively.
However, the notion has created severe tensions in how teaching practices are applied. Darling-
Harmond et al. (2020), in support of the statement by Campbell et al. (2008) explore different
techniques that become a vehicle in helping educators respond well to diversity issues and
looking at different pathways to teaching and learning. The knowledge base of teaching is
becoming a multifaceted pathway to effective musical education, and teacher knowledge has
always been strongly related to individual experiences and perspectives. According to Georgii-
Hemming (2013), teacher knowledge can be classified into two categories, namely, codified
knowledge and context-specific knowledge. Codified knowledge is underpinned by
formal/vertical learning, primarily cognition, or propositional knowledge acquired through

previous learning and various contextual situations (Georgii-Hemming, 2013).
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Alternatively, context-specific knowledge is acquired informally and is underpinned by
informal/horizontal learning that is practical and context-specific (Georgii-Hemming, 2013).
The understanding of music teaching in a broader sense is the practice embodying professional
and societal knowledge and skills by music educators to teach music in multiple learning
contexts, including formal and informal settings. Tardif’s (2013) study argues that teacher
education programmes should be part of the knowledge bases of teaching, tackling the matter
from a sociological and historical angle. Tardif (2013, p. 108) defines teacher knowledge as
“multifaceted knowledge, made up of a more or less consistent combination of personal and
cultural knowledge, professional training, disciplinary knowledge, curricular and experiential
knowledge”. Tardif (2013) presented that Personal and Cultural Knowledge stems from
socialisation, prior learning, and life history. It is associated with experiences connected to the
everyday social culture, which is the family and environment. Professional Knowledge is about
a set of knowledge that one gets from teachers at education institutions. The main aim of
attaining this knowledge is to train teachers to have in-depth knowledge in specific scientific
practice, which is Pedagogical Knowledge associated with the science of education.
Disciplinary and Curricular Knowledge is acquired through universities in the form of
disciplines in different faculties. Curricular Knowledge is also obtained through course
contents; it is specifically organised in school programmes designed for teachers to learn and
apply. According to Tardif (2013), experiential knowledge comprises all the other types of
knowledge, but is reconstructed through actual real life and is acquired outside of training
institutions. In other words, it is practical knowledge that is validated by experience. However,
this chapter focuses on the three main teacher knowledge bases instituted as propositions and

the phenomenon of this study.

Technology, pedagogy, and content knowledge are the three main knowledge bases for
educators. In this section, these propositions are not discussed as a framework but individually
as three teacher knowledge concepts. Pedagogical content knowledge was first introduced as a
knowledge category by Shulman (1986), where he viewed skilled teachers as more than just
experts in pedagogy and content. Shulman is an educational psychologist who began his
research in the 20™ century on teacher knowledge, responding to what he refers to as the
“missing paradigm” (Shulman, 1986, p. 7). Content and pedagogical knowledge are two of the
seven types of knowledge he identified during his research: content knowledge, general
pedagogical knowledge, curriculum knowledge, pedagogical content knowledge, knowledge

of learners, and knowledge of educational aims, purposes, and values. The chapter focuses on
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pedagogical and content knowledge, including technological knowledge by Mishra and
Koehler (2006), which are propositions guiding this study’s conceptual framework and
phenomenon. In 2006, Mishra and Koehler proposed an extension of teacher domain concept,
pedagogical and content knowledge to include technological knowledge. A discussion of the
three teacher domains, pedagogical, content, and technological knowledge as concepts of

knowledge are further developed below, starting with technological knowledge.

2.2.1 TECHNOLOGICAL KNOWLEDGE
Technological knowledge is informed by the unstructured implementation of the curriculum,

which addresses the needs of society. According to Herschbach (1995) technological
knowledge is derived from and finds meaning in human activity through socialisation. Khoza
and Biyela (2020) believe that technological knowledge could be any object or person
communicating learning. There is considerable debate over the definition of technological
knowledge. It is essential first to define what technology is, especially in social sciences.
Technology in social sciences is defined as the “human activity that transforms the natural
environment to make it fit better with human needs, thereby using various kinds of natural and
cultural resources” (De Vries, 2005, p. 11). According to Dakers (2006), technology as
knowledge is a discipline with precise knowledge. A widely held belief is that technology only
relates to applied science. De Vries (2005) distinguishes technological knowledge from
scientific knowledge, ascertaining that technological knowledge has a normative component
that scientific knowledge does not. Scientific knowledge sometimes refers to things that do not
exist as yet but are still to be discovered. In essence, technology concerns itself with usefulness,
while science concerns itself with truth. However, Dakers (2006) states that technological
knowledge is still not well explored, and the appropriateness of defining it raises even more
questions. The etymology of the term “technology” originates from the Greek technologia,
referring to the systematic treatment of an art which involves the practical skills of knowing
and doing (Herschbach, 1995). The root, “techne”, combines the meanings of art and a
technique involving knowledge of relevant principles while logos means to “reason”
(Herschbach, 1995). Therefore, technology embodies a reasoned application, purpose, and
meaning. According to DoE (2003, p. 4), technology is defined as “the use of knowledge, skills,
and resources to meet people’s needs and wants by developing practical solutions to problems,
considering social and environmental factors”. Herschbach (1995) identifies technological
knowledge as tacit knowledge primarily transferred by one individual to another, denoting that

it is not professional knowledge like knowledge associated with recognised formal academic
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knowledge. It draws from a societal phenomenon of assimilation, which is rooted in human
activity. According to Khoza (2017), technological knowledge as understood in the 21* century
is divided into hardware (H.W.), software (S.W.), and ideological-ware (I.W.). Ideological-
ware concerns itself with theories, perspectives, philosophies, and other inquiries that manage
the use of hardware and software (Khoza, 2017). On one hand, hardware are any machines or
equipment that can be used for teaching such as computers, laptops, videos, etc. On the other
hand, software such as CDs, DVDs, etc, are used to display the information in conjunction with
hardware. Thus, technological knowledge becomes a body of knowledge and the application

of resources to bring into realisation the desired outcomes regarding human needs.

Devroop (2002, p. 7) understands technological knowledge to be a social construct for the 21
century teaching-learning environment where “knowledge and expected outcomes of learning
have now become a social construct, which is in direct contradiction to past practices where
the providers of education decided the content and outcomes of learning — a top-down
approach”. Rauscher (2011) adds that technology can be conceptualised and understood by
viewing it as knowledge (epistemology). Following in this chapter is the discussion of content
knowledge, thereafter, pedagogical knowledge. Subsequently, a discussion of the structured,

unstructured, and semi-structured implementation of the music curriculum follows.

2.2.2 CONTENT KNOWLEDGE
Content knowledge is based on the actual subject to be taught in the classroom. Music

educators’ content knowledge is acquired through universities and colleges. According to
Khoza (2016) and Hoadley (2018), content knowledge is also known as school/specialised or
professional knowledge because it is generated from formal education institutions through
research. Content knowledge required by educators is classified into three categories: 1.
Subject matter content knowledge, 2. Pedagogical content knowledge, and 3. Curricular
knowledge (Shulman, 1986). In introducing PCK, Shulman (1986) concentrated mainly on the
general aspects of teaching; the three categories were not the focus of his work but were
included to function as placeholders in a broader conception of teacher knowledge. Another
content-related category, curricular knowledge, refers to a full range of programmes designed
to teach a particular subject and a specific topic with instructional materials related to those

programmes (Ball et al., 2008).

Music educators in South Africa are expected to construct lesson plans guided by the CAPS

document. They are expected to have a broad musical knowledge, practical skills, and a more
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comprehensive knowledge of the curriculum than the social constructivists who believe
learners construct knowledge. Theoretical knowledge places educators as knowledgeable
sources of facts and information. They also need to be knowledgeable both in the practical and
theoretical aspects of music. Annotated lesson plans are the prime goal in implementing the
music curriculum’s content (De Clercq & Shalem, 2014). Plummeridge (2012) stresses that in
the National Curriculum, the content, area of study, and assessment criteria to be used by
educators is dictated. Even the methodology to guide and deliver the curriculum is included.
Development of skills for content knowledge is based on the knowing what instead of the
knowing how, later discussed under technological knowledge. Epistemologically, the inquiry
of learning locates the source of knowing through rote learning, which is often teacher-centred

as opposed to learner-centred education.

The music’s general content to be covered by any learners, especially in music, consists of
melody, rhythm, harmony, form, timbre, dynamics, texture, and tempo (theoretical). The
practical content to be covered consists of performance (learning how to play or sing),
improvisation, and composition. The content/topics to be covered for CAPS music in the FET
Phase as stipulated in the National Curriculum Statement are 1.) Musical performance and
improvisation, 2.) Music literacy, and 3.) General music knowledge and analysis (DoE, 2011,
p. 12). Learners, teachers, or the school choose the stream content, especially for general music
knowledge and analysis. Topics to be covered in general music knowledge and analysis are
form and structure, history of WAM or Jazz or IAM and their composers or performers, and
South African music industry and music genres. Music literacy entails the theory of music,
which is similar for all three streams. Music literacy refers to reading, writing, and
understanding of Western music notation (DoE, 2011). The content for music literacy in the
CAPS curriculum for music education in the FET Phase comprises times signatures, key
signatures, ledger lines, clefs, scales, intervals, melodic construction, transcription,
composition techniques, note values, rhythmic patterns, harmony, chord structures (triads,
seventh chords, Jazz chords nomenclature and working with lead sheets), pitch, articulation,
and taking part in an ensemble group (DoE, 2011). The content knowledge for IAM, as
stipulated in the CAPS curriculum, consists of technical work (scales for the marimba, mbira,
and the kalimba and makhwenyana instruments), melodic patterns, oral text proficiency, and
aural proficiency with patterns of transcriptions, technology, and significance of the main
instrument, and taking part in an ensemble group (DoE, 2011, p. 16). The following section

now looks at the music education offered in selected international countries to enhance the
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study’s relevance, considering the international curriculum, and some developments relating
to the CAPS curriculum. The following countries are chosen based on a study conducted by
Hellberg (2014) entitled “A critical review of South Africa’s Curriculum and Assessment
Policy Statement Grades 10-12 music”. In her study, South Africa’s Music curriculum (CAPS)
is compared to three first world countries: Australia, England, and Trinidad and Tobago

(Hellberg, 2014).

In Australia, phases are divided into Foundation to Years 2, Years 3 and 4, and Years 5 and 6.
In all phases, learners are expected to develop aural skills (exploring and imitating sounds),
sing, and play an instrument, and perform and compose music. Outcomes are slightly different
in all Year levels. In Foundation to Year 2, learners are expected to know where and why people
make music. In Years 3 and 4, they are expected to identify the intended purposes of music,
and in Year 5 and 6, learners should be able to know “how elements of music communicate
meaning by comparing music from different social, cultural and historical contents”

(Australian Curriculum, n.d).

In England, music is offered in three different Key Stages 1, 2, and 3. In Key Stage 1 and 2,
learners are expected to sing, play an instrument, listen to music with an understanding, and
also to create and compose songs. In Key Stage 3, learners should be able to sing and play an
instrument with increased confidence and control, develop an understanding of musical
composition from aural memory, should be able to play in solo and ensemble context,
improvise, and compose music, understand and apply staff notation and other musical notations

and develop an understanding of the history of music (DoE, England, 2013).

In Trinidad and Tobago, music is primarily performance-based, with activities centred on whole
class singing and folk culture elements, composition, listening, and appraising at the primary
level. It follows the same basic structure with aural training in secondary schools, with few
schools providing European composers’ introductory knowledge. Also, learners are expected
to arrange, analyse music, and read and notate music (Ministry of Education, 2016). Table 2.2

below illustrates different outcomes and topics as covered in four other countries.
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Table 2.2: Different outcomes and music topics from Australia, England, South Africa, and
Trinidad and Tobago (Hellberg, 2014)

South Africa

Music Performance and Improvisation: Development of skills in solo and ensemble in
performance development of improvisation skills.

Music Literacy: Music theory and notation, aural awareness of theory, sight-singing,
harmony, and knowledge of music terminology.

General Music Knowledge: Form and structure, history of Western Art Music or Jazz or
Indigenous African Music and their composers or performers and music genres for South
African music industry (DoE, 2011, p. 12).

Australia

Outcome 1: Performing:

Students apply musicianship skills, techniques, and conventions when performing.

Outcome 2: Composing/arranging:
Students apply music language, stylistic awareness, and performance understanding when c
omposing or arranging

Outcome 3: Listening and responding:
Students respond to, reflect on, and evaluate music.

Outcome 4: Culture and society:
Students understand how social, cultural, and historical factors shape music in the
community (SCSA, 2012a, pp. 5 - 6).

England

AS level areas of study:

e Tonality (the language of Western tonal harmony).
e The expressive use of instrumental techniques.

A (A2) level areas of study:

e Performing Music (Interpretation).
e Composing.

Historical and Analytical Studies in Music (OCR, 2008, p. 8).

Trinidad and Tobago
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1. Profile dimension: Listening and appraising students should listen to the
music of different genres and by reference to structural and expressive elements,
analyse and appraise them using appropriate language.

2. Profile dimension: Performing students should develop the ability to perform vocal
or instrumental music, displaying understanding of and sensitivity to musical
structure and style

3. Profile dimension: Composing students should develop the ability to select and
sequence sound to express and communicate musical ideas, thoughts, and feelings,
which include adding new parts or ideas to an existing piece (arranging), as well as
spontaneously experimenting with new ideas, while in the act of performing
(improvising) (CXC, 2009a:16,18,20).

The South African music CAPS curriculum is also likened to other countries like Botswana,
Mozambique, Zambia, and Zimbabwe. In these African counties, music in the FET Phase, as
stipulated in the music syllabus, promotes the traditional music of that country. The music
curriculum is designed in such a way that learners are exposed to Western and Indigenous music
(Gordon, 2020). The music curriculum of all three countries is not compulsory from Grade 10-
12. Nota (2017) also adds that the music curriculum in Zimbabwe is built on Western concepts
rather than on African cultural knowledge. As with South Africa, the revision of the national
curriculum was to incorporate Indigenous African Music into the national syllabus. These are
shared commonalities with the CAPS music curriculum offered in South Africa. According to
Lewis (2014), the CAPS analysis reveals that the focus is still placed on the music performance
ability, neglecting the changes of the 21% century and learners’ needs such as creativeness,

critical thinking, and innovation.

Australia and South Africa both require a minimum of Grade 5 level for the final year for
instruments, while England and Trinidad and Tobago require Grade 6. All curricular from the
four countries, South Africa, Australia, England, and Trinidad and Tobago, share a similar
theory equivalent to Unisa Grade 5. The music content of all different countries differs.
Performance, composition, and  history are shared across all countries.
Listening and appraising for Trinidad and Tobago is similar to the IAM in South Africa and
learning outcome four (culture and society) in Australia. The most prevalent parallelism in all
mentioned countries is the dominance of Western Arts Music mainly underpinned by the
content knowledge. Pedagogical knowledge is widely known as the most influential of the

content-related categories.
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2.2.3 PEDAGOGICAL KNOWLEDGE
Pedagogical knowledge is a unique type of instruction for educators to assist them in

facilitating effective teaching and learning that is not subject-related but with the knowledge
of education and classroom management. Research on pedagogical knowledge maintains that
educators need a particular type of understanding of how they should teach. Drummond (2015)
and Wacker (2020) report that recent debate by scholars, especially music education
researchers, on good teaching and learning practice suggests that educators do not only need to
have a firm grasp of their discipline; they also need to perform competently in pedagogic
practice. Knowledge of teaching skills, music teaching techniques, and implementing the music
curriculum is necessary. Pedagogical knowledge becomes a critical factor in integrating content
and technological knowledge, as this study suggests. The teaching and learning of African and
Western music should reflect a pragmatic approach. Agawu (2001) contends that the entry point
to pedagogical knowledge in African music should begin with indigenous knowledge’s
grounded theory and practice, a cognitive, practical experience on the subject matter. Educators
should focus on integrating structured and unstructured curriculum implementation, content,
and technological knowledge, in the same way Shulman (1986) proposed pedagogical content
knowledge and Mishra and Koehler (2006) suggested TPACK. The following section now
discusses the structured (professional/content), unstructured (societal/technological), and semi-

structured (pedagogic/personal/pragmatic) implementation of the music curriculum.

2.3 STRUCTURED (PROFESSIONAL/CONTENT) IMPLEMENTATION
Structured implementation is a performance curriculum driven by mastering the prescribed

content (Khoza & Biyela, 2020). The structured curriculum implementation demands that
educators know and understand prescribed content before they teach, for they become sources
of information for the learners to learn (Khoza, 2015; Sokhulu, 2020). Professionally trained
educators become the driving force behind the structured implementation of a curriculum, and
their views become the authoritative voice in ensuring the success of curriculum
implementation. Usually, these educators are formally trained at various institutions. According
to Vitale (2011), a formally trained music educator is an individual who has received formal
training and education at accredited institutions of music and who can read music. When the
curriculum implementation is defined as a teaching plan, it is driven by the structured
implementation (Makumane, 2018). At times, teaching activities or classroom activities follow
the drilling process or method. Drilling is defined as a “method of instruction characterised

by the systematic repetition of concepts, examples and practice problems” (Lim, 2012, n.p).
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Structured (Professional/content) implementation is directed at acquiring good grades, which

is graded competence rather than standard competence with learners.

The emphasis on the structured implementation of the curriculum is placed on the content
knowledge. This is where music educators mostly follow the policy as it is with the main aim
of producing a qualification. The content knowledge is structured in line with the Western
music education curriculum models, whereas in African music, content is informed by societal
considerations and needs. Structured curriculum implementation is linked with the formal

instruction of schooling experiences informed by music educators’ classroom methods.

Formal music education in South Africa has primarily been built on Western music with a
fundamental premise that any person who is studying or about to study Western music must be
musical to participate entirely in the field of music, which is an ability dependent on the talent
that one is born with (Vitale, 2011). Small (1998), however, believes that everyone is born with
the potential to sing, musicking, in other words, a gift of music. He likens the concept with
languages; one needs to speak the language to understand it. Informal music education becomes
the basis for institutional music education before learners are taught music formally. Small’s
(1998) advocacy is that a gift/talent in music should not be a determinant for learners to be
trained in music formally. The issue of teaching only musically gifted learners becomes a
complex one; for instance, in the FET Phase, learners choose music as a subject only if they
can display proficiency in reading and playing music. Professionally driven educators teach
music based on the giftedness of learners, while socially driven educators focus on shaping and

guiding learners irrespective of whether they are talented or not.

Formal music education is generally teacher centred, including formal assessments, a
recognised system of achievement and completion. Formal music education is guided by the
explicit curriculum, which is designed and tested by teachers and learners and mostly published
in curriculum materials for both educators and learners. Burton (1998), on explicit curriculum,
critically states that the curriculum restricts creative thinking for both learners and educators

for it dictates the daily content and activities that should be covered.

Juvonen et al. (2012) list four stages of formal music education: 1. Education in music, 2.
Education about music, 3. Education for music, and 4. Education by means of music. Education
in music teaches learners to sing and learn to play an instrument and listen to music. Learners

in education about music learn conceptual, verbal knowledge about music, for example, the
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history of Western music and music theory. Education for music trains learners to become
professional music players, composers, researchers, and music teachers. Education by means
of music is when learners are taught music to be in the music business or become music

psychologists. Narita (2014, p. 51) identifies five characteristics of formal music practices:

1. Learners are introduced to unfamiliar music, often selected by teachers.

2. Learners usually learn through notation or some other form of written or verbal
instructions and exercises lying beyond the music itself.

3. Learning is mediated through pupil-teacher relationships.

4. Learners tend to follow a planned progression from simple to complex, often
involving specially composed music, exercises, a curriculum, or a graded syllabus,
under a teacher’s direction.

5. Musical skills are fragmented with an emphasis, very often on reproduction more than

creativity.

The characteristics mentioned above, especially the first one, with the South African
curriculum, particularly CAPS, are preselected and stipulated within the syllabus. Teachers do
not necessarily select the repertoire. The Western music chosen for learners is noted down, and
learners are expected to have good proficiency in sight-reading music. As previously noted,
structured implementation is guided by professional knowledge; in contrast, unstructured
enactment is informed by societal considerations, fulfilling both the needs of a learner and

those of a teacher.

2.4 UNSTRUCTURED (SOCIAL/TECHNOLOGICAL) ENACTMENT
Unstructured enactment is known as competence/outcomes-based curriculum because the

achievement of learning outcomes, regardless of the levels of complexity, drives the whole
process (Khoza, 2016). Learners and educators generate the content used to achieve outcomes
by interacting with various resources or technologies. According to Hoadley (2018) and Khoza
(2020) this knowledge is also known as daily or common-sense knowledge. It is
unsystematically generated from people’s experiences, i.e., the music of African people.
African music’s learning process depends on a considerable number of activities like
apprenticeship, oral/aural, imitation techniques, demonstration, and early childhood activities
(Ongati-Omollo, 2010). Social enactment speaks to the informal way of learning and the beliefs
or voices held by society. Nzewi (1999) believes that there are three stages of music learning

in any African culture. The first stage is when a new-born baby is introduced to musical sounds
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and sensations of musical pulses. Stage two is when the child is introduced to rhythmic
practices between the ages of 2-8 years. And the third stage is music education for life from the
age of eight. The community is involved in all phases. The societal constructionist view is that
learners’ social experiences should be part of the learning process and should be incorporated
into the schools’ curriculum. Green (2008) strongly believes that even though informal music
learning promotes learners’ development and social skills, new pedagogies and teaching
practices should be developed for music educators. When Indigenous Knowledge Systems
(IKS) was introduced in the National syllabus, African music was also introduced as a subject

to be taught in schools.

The integration of Indigenous Knowledge Systems into South Africa’s national syllabus was
implemented to improve music education learning to acknowledge the need to value diversity
and acknowledge, in practical terms, that South Africa is a multicultural country. Drummond
(2015) affirms that the main drive behind the IKS was politically initiated as part of the
transformation to redress marginalised cultural practices in South Africa. Mugovhani (2016)
likewise states that other kinds of indigenous music practised in South Africa were regarded as
primitive, ungodly, and not worthy of artistic excellence. In performing arts, Indigenous
African Music (IAM) is one of the streams chosen by learners in the FET Phase. Indigenous
African Music was never formally implemented in the school’s National Curriculum but was
included ten years ago; thus, several music educators are not qualified to teach ITAM. Mwesa
(2005) highlights that music education in Africa has, for decades, been undermined by Western
music education curriculum models. Carver (2017) confirms that while the curricular content
might have been changed to include indigenous cultures, the epistemology has not changed. It

is still explored through one of the Western approaches.

However, Nzewi (2003) strongly believes that IAM is best taught orally by the community by
applying African Philosophy, one of the African communal cultural life bases. Imbo (1998)
discusses a term that goes hand-in-hand with African Philosophy, Ubuntu, derived from the
saying “Umuntu ngumuntu ngabantu”, meaning, “Man is a man by his fellowman”. Many
African cultures share this philosophy. Placid Tempels is believed to be the advocate of African
Philosophy (Wiredu, 2004). According to Alexis Kagame, the African philosophy ontology is
built around a force identified as NTU, which remains the essence of being. Ubuntu consists of
two words, Ubu-Ntu, with the prefix Ubu, and the stem Nfu (Ogbonnaya, 2014). Ubu-Ntu is

seen as the basis of African Philosophy, emphasising the importance of humanness and social
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ties. It should be noted that, even though the term Ubu-Ntu originates in South Africa, the
phenomenon cuts across a wider African reality preserved in African humanism. Mangiagalli
(2005) notes that African thinkers’ critical philosophical reflections had not been preserved in
writing. He adds a close link, a relationship between life in African society and African music.
He avers that terms like “African Philosophy, Ubuntu and Indigenous Knowledge Systems”
can lead to a better understanding of the musical form. African Philosophy is further discussed
in another section in this chapter. Indigenous African Music is slowly becoming a significant
voice for society in schools, and learners should be afforded an opportunity to make
connections between their culture and their experiences at school. Unstructured curriculum
implementation is closely linked with informal instruction of schooling experiences informed

by societal needs.

The term informal learning is open to various interpretations, and Mans (2009, p. 46) refers to
informal learning as learning which “represents a general approach by which humans engage
the surrounding world and its meaning as the curriculum, where an individual exercises certain
choice about what to learn but is guided by the needs and constraints of society”. Folkestad
(2006) introduces four ways informal music learning can be described: 1. The inside and
outside of the institution, 2. Learning style (usually related to reading notation or playing by
ear), 3. Ownership (who decides: teacher or student), 4. Intentionality (focusing on the learning
of playing an instrument or on singing) (Folkestad, 2006, pp. 141-142) In this study, informal
learning/instruction is presented in terms of learning style and the inside and the outside of the
institution. Informal learning takes a different meaning, especially once it is brought into the
school’s formal realm, as is the case with Indigenous African Music. According to the CAPS

document, the focus on teaching IAM is still placed on the Western approach.

The dynamic view of formal and informal education should be in the learning styles, regardless
of where it takes place, inside or outside the school. Music at secondary schools in South Africa
changed from predominantly Western to reflecting a contextual-based African perspective:
education and equality for all. Informal music learning is about community activities, and talent
is not an issue. Indigenous African instruction is through practical music experiences and
creativity. There is no formal systematisation of how learners and educators who are following
the unstructured way of teaching and learning acquire their skills and knowledge. Informal
practices become the essential core for learners and educators following the unstructured form

of teaching and learning. Music is not notated, and it is transmitted through aural-oral means.
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The pupil learns music by hearing it and singing plays a dominant role. Sometimes, peer-
directed and group learning takes precedence, especially in the absence of the more
knowledgeable other. Green’s (2008, p. 23) study on “Music, informal learning and the school:
A new classroom pedagogy”, identified five informal learning characteristics where learners

were observed in a classroom setting. Using music that pupils choose and playing music they

like and identify with.
1. Learning by listening and copying recordings.
2. Learning with friends.
3. Engaging in personal, often haphazard learning without structured guidance.
4. Integrating listening, performing, improvisation, and composing in all aspects of the

learning process.

In Greens’ (2008) study, a teacher’s role was to establish ground rules, be a facilitator, and
stand back and observe. Learners are afforded independence of action through personal
autonomy. Music education is guided by the implicit curriculum, which is not written down or
necessarily published. Burton (1998) critically analyses the implicit curriculum as consisting
of an ever-changing collection of random and unrelated ideas and activities. However, Mochere
(2017, pp. 171-174) provides a list of some practical instructional methods that help guide

teaching activities of informal music education in secondary schools:

e Musical Arts approach: Arts, dance, visual arts, and drama are seldom separated; one
singer/learner dances, acts and recites a poem all at once, which makes the learner grow
into a balanced and a complete young musician.

e Creative method: In this method, learners are encouraged to create music by applying
improvisation techniques.

e Indigenous knowledge systems: It is all-encompassing with teaching methods including
(parenting, apprenticeship, lifelong development, imitation techniques, self-education,
demonstration, and early childhood activities).

e Imitation: It helps learners to learn music by doing.

e Re-contextualisation: This method encourages a transfer of skills between learners and
cultural practitioners. Learners are encouraged to take field trips to diverse
communities.

e Modelling: This approach involves reciprocal teaching and learning.

e Scaffolding: In this method, learners are supported to move from the known to the
unknown by a more knowledgeable other.
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Scaffolding is a concept led through the Zone of Proximal Development established by
Vygotsky (1978), speaking to a learner’s activities by a more knowledgeable other. With
informal music education introduced at schools, the concept becomes a new pedagogy for
informal learning in the classroom. Mochere (2017) emphasises that the teaching and learning

process depends on how well the above strategies are implemented.

One of the significant differences between formal (structured) and informal (unstructured)
modes is that formal instruction focuses more on teaching than on learning (Narita, 2014).
Learners exposed to informal music learning practices often miss out on essential aspects of
the formal music curriculum: theoretical knowledge of harmony, technical vocabulary, and
skills of reading and writing music (Green, 2008). However, these can be acquired outside the

school environment, but it takes longer to develop them as learners are not paced.

Another added dimension to the formal (structured) and informal (unstructured) mode of
teaching and learning music is Jazz, which falls under both structures and shares Western and
African music features. Jazz music is generally regarded as an aural phenomenon. It now boasts
a heritage of learning and transmission that crosses between formal and informal strategies. It
is improvisational; hence Jazz and improvisation are often regarded as synonymous (Campbell
et al., 2008). Campbell et al. (2008) notes that ear-training, observation, and sight-reading are
critical skill acquisition requirements honed through formal and informal training. Even though
much of a jazz song is notated, including transcribed improvisations of a jazz master, aural
transmission takes precedence over the written noted music in most communities. The
intersection of structured and unstructured music implementation/enactment gives birth to
semi-structured impleenactment of the curriculum, discussed below. Nzewi (2001), regarding
IAM, suggests that the content and pedagogy of African music education should reflect a
pragmatic approach (semi-structured) that will help learners become acquainted with their

immediate environment. This also applies for Western Arts Music.

2.5 SEMI-STRUCTURED IMPLEMENTATION
Semi-structured implementation is a combination of structured (qualification) and unstructured

(socialisation) forms of implementation (Biesta, 2015). In other words, semi-structured
implementation is when the structured and the unstructured implementation of the curriculum
intersect to bring about the new structure, the pragmatic, where values brought by the two
structures to answer the question of who is teaching are interrogated. The first step in

constructing a new voice between the two giants (structured and unstructured) views would be
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to investigate educators’ prior knowledge and address their beliefs. According to Darkers
(2006, p. 26), beliefs are “spontaneous results of perception, testimony, memory or reasoning”.
There should be inter and cross-pollination of differentiated knowledge by professionally and
academically trained music educators to bring about a new voice to implement the CAPS
curriculum effectively. An integrated approach with its theoretical grounding, which may speak

and connect to the new construct, needs to be interrogated.

The emerging pedagogical models have characterised music facilitation over
instruction, co-construction of the curriculum over delivery. This demands new skills,
knowledge, and understandings (both pedagogical and musical), and as a consequence,
questions arise about the development of music educators and how they learn how to
teach (Finney, 2010, p. 7).

Considering the above, this suggests that educators should personally reflect to understand the
advantages of professional space and social space, which should produce a new identity of
technological, pedagogical, and content knowledge of implementing the CAPS/Magnet school
curriculum in the Music Magnet School Programme. Dewey (1993) defines reflections as a
process of reviewing one’s beliefs guided by different forms of knowledge to make new life
decisions. Mpungose (2017) believes that produced reflections by educators influence a
pragmatic approach. Pedagogies/teacher practices and theories should be renewed
concerning the changing environment within which schools operate. No teaching practice
should be made inferior, as they all serve various purposes. The tension between these two
processes requires a semi-structured implementation, known as a pragmatic curriculum, which
could help educators combine the strengths of both performance- and competence-based
curriculum (Khoza, 2019; Mpungose, 2020). Pragmatic curriculum implementation requires
educators understand relevant pedagogies that combine appropriate technologies with content

pertinent to understanding their personal needs and identities (Khoza & Biyela, 2020).

The pragmatic approach assists educators to focus on the actual learning processes. According
to Vikevd et al. (2007), the pragmatic curriculum helps educators’ learning processes by
directing them to understand relationships between the means and ends subjected to situational
needs. A pragmatist focuses on constructing a flexible and integrated curriculum that will assist
pupils’ development and the changing society they live in concerning the needs and demands
required. A pragmatic curriculum suggests new theories that may assist in developing new

methods of teaching music.
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Regelski (2006) acknowledges that there has been a significant change in music in the 21
century; however, basic instructional and curricular paradigms remain. Educators need to adapt
to the curriculum changes and meet the new learning modality (Technological advances and E-
learning). Educators should be able to facilitate learning which should be learner centred.
Education in the 21% century should teach learners four Cs: 1. Critical thinking, 2.
Communication, 3. Collaboration, and 4. Creativity and innovation (Maphosa and Mashau,

2014).

Conversely, Merrick (2020) reports that unexpected events like COVID-19 have forced music
educators to move beyond traditional, discipline-specific content and skills into new 21*
century teaching and learning models, such as collaboration and creativity. Challenges and
tensions between the structured and the unstructured implementation of the music curriculum
may not be overcome through compromise. Regelski (2006) believes that creative tension
should remain; however, a resolution should happen at a higher level of dialectical synthesis
with newly informed and relevant terms. Interestingly, he emphasises that prior transformation
or change to the desired curriculum (pragmatic) questions like why, what, and how of music
teaching should be addressed. Also, if music education adds any musical value. Vikeva’s et
al.’s (2007) viewpoint is that teaching should neither be student-centred nor teacher-centred
but should focus on both the vertical and horizontal approach (pragmatic). Below, Figure 2.5
depicts structured, unstructured, and semi-structured interaction that summarises various

concepts in implementing the music curriculum for knowledge building.
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Figure 2.5: The intersection of three circles of structured, unstructured, and semi-structured curriculum

implementation/enactment

The intersection of the three structures, structured, unstructured, and semi-structured, becomes
critical in understanding what values the structured and the unstructured bring when
interrogating each centre and knowledge building by music educators. Khoza (2020, p. 248)
refers to knowledge-building as “the teaching and learning process that helps academics and
students to generate specifics personal values to understand their personal identities”. The aim
for this study is to generate a pragmatic curriculum that will speak to professional and the
societal needs of the learner. According to Khoza (2020), knowledge-building is divided into:
1) professional or vertical, 2) societal or horizontal, and 3) personal or pragmatic divisions.
Professional/vertical/structured knowledge-building addresses the what question of teaching
and learning (Khoza, 2019). Societal/horizontal/unstructured knowledge-building, in this case,
addresses the how questions of teaching and learning, which is an operational question. And
pragmatic knowledge-building, a combination of professional and societal knowledge-

building, addresses the who questions of teaching and learning (Khoza, 2020). Structured
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implementation of the curriculum concerns itself with what content, objectives, and

technologies should be used in schools.

The unstructured enactment delves into how different modes of knowledge should be imparted
to learners and how activities should generate course content for teaching and learning. The
outcome, which is the focal point for the unstructured, is learning, whereas, with the structured,
the objective is to teach. When teaching and learning intersect to bring about the semi-
structured, the implementation becomes the pragmatic impleenactment. Impleenactment is a
term this study suggests which is derived from combining the two structures (structured and
unstructured). Impleenactment would therefore be an integration of instructional/enacted
pedagogies, a provision of relevant resources and classroom monitoring to provide an ongoing
construction of relevant experiences for the learner. The above definition of impleenactment
seeks to bring balance to all learning experiences offered to learners in and outside the
classroom. It reflects the concepts of 21 century teaching and learning. According to Obilo
and Sangoleye (2015), curriculum implementation involves disseminating the structured
learning experiences and providing resources for the intended outcome. Enacted curriculum,
on the other hand, unfolds in the classroom during the lesson. It is seldom scripted, and teachers
respond in the moment to the events during the lesson. It is influenced by teachers and learners’
knowledge, beliefs, and practices. Porter and Smithson (2001) define the enacted curriculum

as the actual curricular content students engage in. It is learner centred.

The Semi-structured interrogates the values brought by the two strategies (intersection of
structured and unstructured constructs) to answer the question of who is teaching? The centre
of the diagram, in Figure 2.5, represents a complete understanding to answer such philosophical
questions as “why must teaching and learning occur?” and “What new theories and
philosophies would best underpin semi-structured impleenactment?” The centre of the
intersection is where teacher knowledge is conceptualised, just like in the concept introduced
by Mishra and Koehler (2006) Technological, Pedagogical and Content Knowledge (TPACK),
Khoza and Biyela (2020) further elaborate on the three knowledge-building divisions, content
knowledge as driven by professional knowledge-building needs, technological knowledge as
prompted by societal knowledge-building, and pedagogical knowledge as guided by pragmatic
knowledge-building needs.

Khoza (2021) identified a fourth proposition, “natural identity” from the findings of his study.

Natural identity is a product of an interplay of professional, societal, and personal identities.
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According to Khoza (2021), natural identity refers to cognitive processes of conscious,
unconscious, and subconscious beliefs where natural laws and actions guide the means and the
end. The natural identity/proposition addresses the philosophical why? question of teaching and
learning, where reconstruction of philosophies and theories occur due to reflections by

educators.

Pragmatism as a philosophy for semi-structured music teaching and learning becomes a conduit
in synthesising all music education tenets. Pragmatism compels music teachers to constantly
self-reflect in a bid to look for better music philosophies that would bring equity, oneness, and
respect to all concerned. According to Kaushik and Walsh (2019), pragmatism originates from
the Greek word “Pragma”, meaning action. Pragmatism is supported by the belief that
knowledge and reality are based on personal beliefs, experiences, and socially constructed
habits. The essence of a pragmatic approach is learning through personal experiences by
learners who must discover the truth by themselves. A pragmatic approach fits closely with the
semi-structured approach. Kaushik and Walsh (2019) further assert that pragmatists view
reality as a normative concept, meaning that reality is what works. Khoza’s (2020) study
concluded that values that are found in the combination of professional and societal knowledge-
building are still yet to be discovered. The historical background of professional as formal and
societal as informed by informal instruction may point to values yet to be found. The following
section reflects the history of formal and informal music education in the South African
educational context with music at secondary schools, the current discourse, and the offered

curriculum.

26 A BACKGROUND OF FORMAL (STRUCTURED) AND INFORMAL
(UNSTRUCTURED) MUSIC EDUCATION IN SOUTH AFRICA
Music education in South Africa offers a great variety of disciplines, genres influenced by

cultural indifferences. The change came from the country’s colonisation by Europeans from
Holland, France, and Britain (Rodger, 2014). Different groups of people were also brought into
South Africa from Asia, India, China, and Malaysia. South Africa’s political history has played
a significant role in shaping music education as it is today. When British missionaries arrived
in South Africa, the music curriculum for African people was mainly on music literacy and
choral singing (using the solfege system), a fusion of Western classical songs and African
traditional songs (Coplan as cited in De Villers, 2020). Cultural ceremonies, rituals, and
ceremonies passed down to generations through apprenticeship, listening, participating, and

assimilation informed the music education of African people (De Villers, 2020). Missionaries
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first introduced formal music education in South Africa in the 19™ century in the Eastern Cape
(McConnachie, 2016). The colonial government established different departments of education
and schools guided by Western models of education. The only evidence of music education in
black schools was the informal choral singing, for they did not have access to any other music
education. Drummond (2015) declares that one cannot ignore South Africa’s political past in

any field in education.

Internationally, Lowell Masson, a leading figure in American church music, is believed to be
an important figure in music education development. In 1838, music education in public
schools was realised through his efforts (Stafford—Davis, 2011). Masson’s curriculum was
based on Western music, which was created to represent American society. The primary
purpose of music education was to teach music reading, vocal production, and an appreciation
of European classical music (Stafford-Davis, 2011). The music of the immigrants, which was
made up predominantly by Asians, Latin Americans, West Indians, and Spiritual music created
by African American slaves while labouring on plantations, was not incorporated into the music
curriculum. This would be the informal or indigenous music of various tribes mentioned above;
even though black people’s informal music was not provided in most schools, its deep and

reverberating presence abodes in their families and communities.

Music education in South Africa has undergone many curriculum changes to address the past
injustices and transform the education system to fit the new social order (Drummond, 2015).
During the apartheid era, music education offered in most White schools was predominantly
Western. The section below briefly touches on the current discourse of music education in

secondary schools, especially in the FET Phase.

2.6.1 MUSIC EDUCATION AT SECONDARY SCHOOLS IN SOUTH AFRICA
In the post-apartheid era, South Africa has undergone four curriculum changes, experiencing

significant problems and challenges in properly implementing these curricula. The Arts
curriculum that was developed post-1994 which was then Arts and Culture. The new
curriculum’s goals were to preserve and promote indigenous arts and cultural practices (De
Villers, 2015), however the historical dominance was heavily on Western practices. Challenges
such as not enough details on the content, especially in Curriculum 2005 (C2005), which was
driven by the Outcome-Based Education (OBE) were eminent, resulting in formation of a new
curriculum statement, Curriculum Assessment Policy Statements (CAPS) which was

introduced in 2011; prior that there was National Curriculum Statement (NCS) which replaced
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the Revised National Curriculum Statement (RNCS). CAPS, the most recent policy document
in the National Curriculum Statement (NCS), which represents a policy statement for learning
and teaching in South Africa, categorises music under three different streams: Western Arts
Music (WAM), Indigenous African Music (IAM), and Jazz (DoE, 2011, p. 9). The CAPS
document refers to the policy statement documents for each subject offered at schools in South
Africa. The content specifies what teachers need to follow from Grade R-12. CAPS was
developed as a single, comprehensive document for all subjects (DoE, 2011). The reduction of
learning outcomes in C2005 to only three various streams was to accomplish social
transformation through music education (Lewis, 2014). Each stream relies on the following:
Western Art Music (WAM) on the accuracy of reading music, Jazz on improvisation technique,
and Indigenous African Music (IAM) on the development of memory (Drummond, 2015).
However, the four curriculum changes did not produce the primary goal of improving the
throughput rate because they were not driven by educators’ knowledge (Hoadley, 2018; Khoza,
2015). Educators’ pedagogical, technological, and content forms of knowledge are the essential
ingredients of any successful semi-structured curriculum implementation or enactment (Khoza

& Biyela, 2020; Mpungose & Khoza, 2020).

To further elaborate on the structured, unstructured, and semi-structured implementation of a
music curriculum, a point of departure in this section would be first to define what music is. At
the outset, defining music is often an agreement by people of a particular culture. Furthermore,
every human society known in the world makes music. Therefore, Godt’s (2005, p. 83)
definition of music emphasises that “music [in a given culture] is whatever people say it is”.
A practical definition by Campbell et al. (2008) of music is generally human organised sounds.
From a perspective of African music, Chernoff (1979, p. 36) defines music as “a cultural
activity which reveals a group of people organising and involving themselves with their
communal relationships”. Thus, we can see that music is a cultural symbol that reflects human
values. One of the most significant factors about music is that it is a learned behaviour wholly

experienced aurally.

It should be noted that whether music is transmitted by rote, written notes, or a combination of
both, the sound emphasis becomes of supreme importance despite cultural differences or
background. Music can be learned in many ways; however, this study looks at the two
teaching/transmission levels: formal (structured) and informal (unstructured). Teaching music

in secondary schools aims to prepare learners for higher education and positively better their
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society, whether instructed formally or informally. Additionally, music is taught to foster values
to learners by an instructor who filters these through different musical practices

(informal/formal).

Therefore, music education is a discipline allied with the teaching and learning of music.
Reimer (2002) believes that the inclusion of music education in the curriculum was assured
when South Africa gained its democracy in 1994; however, that has not been the case. The
issue of whether music is taught in schools is a political issue necessitating a political solution.
Jorgensen (2003) maintains that all students should learn music as it is a necessity for all human
beings. Further explaining that learners have a subjective right to music and any learner wishing
to learn music should be granted the opportunity. Reimer on Absolute Formalism gives us a
glimpse of our music education’s current state by expressing his concern that the global
application of formalism to music education is the notion that only talented and gifted learners
should be taught music. Western music education, especially in South Africa, focuses on
developing the musical skills of talented children, as previously stated. He poses a question as
to why, after all, should one worry about the whole class when only a few will be musically

educated (Reimer, 2002)?

In South Africa, the study of music has long been seen as reserved for the select few, a talent
subject rather than an academic one. Jacobs (2010) affirms that before 1994, education,
especially in music, was considered appropriate for only gifted, primarily white, students.
Jacobs believes that more learners should be encouraged to take music as an academic subject
in the FET Phase. As a teacher herself in an independent school since 1997, she observed that
several promising learners did not choose music as a matric subject, thinking that music was
only for the best performers and only for those intending to follow a career in music (Jacobs,

2010).

Table 2.6 below displays a list of classifications of music listed under the three main streams.
Learners enrolled for music in the FET Phase can choose between WAM, Jazz, and IAM
streams and are expected to learn about different genres in that stream. Western Theory is
compulsory for all. Learners can choose any instrument regardless of the stream they have

chosen.
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Children’s communal songs, Early jazz, ragtime, stride

adult communal songs. piano, New Orleans and
Chicago era, Swing era.

Classical style music Subgenre from Nguni and

Sotho groups, Xitsonga,

Tshivenda.

Afrikaans music including Rock and Pop, Bebop, Hard

boeremusiek, moppies, and  bop, Cool Jazz.

goemas, Indian music, and

Afrophonia.

The school selects the stream. Under the IAM stream, the Sotho groups consist of Sesotho,
Setswana, and Sepedi; and the Nguni groups consist of IsiXhosa, IsiZulu, SiSwati, IsiNdebele;
and Tshivenda, Xitsonga, and Khoi/San are all individual groups included in the document
(DoE, 2011, p. 24).

According to the DBE (2011, p. 8), music in the FET Phase is depicted as:

An art form that can be combined with other forms and is often enhanced by technology.
It can communicate a broad range of historical, cultural, and socioeconomic ideas and
issues. Music has the power to unite groups and to mobilise community involvement
for the improvement of quality of life, social healing, and affirmation of human dignity.

The CAPS document forms part of the written curriculum under the prescriptive curriculum. It
is prescribed by the government or curriculum developers. The written curriculum mainly
indicates the general goals and activities to be completed and is more specific and
comprehensive. McConnachie (2016, p. 51) defines the written curriculum as “non-negotiable
standards, objectives, and expectations students are to achieve while in school”. CAPS has
taken the form of a performance-based curriculum. The performance-based curriculum
(vertical knowledge) is characterised by a list of content to be mastered (Hadebe-Ndlovu,
2016). Vertical knowledge is a by-product of curriculum as implemented, which is influenced
by the vertical curriculum, which advocates for the formal approach. The vertical curriculum

is equated to school knowledge which is acquired from schools and institutions of learning
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(Bernstein, 1999; Hadebe-Ndlovu, 2016). The vertical curriculum is explicit, structured, and
context-dependent (Bernstein, 1999). Mpungose (2017) adds that educators manage the
prescribed content to be taught as outlined in the school’s syllabus when the vertical curriculum

1s followed.

Contrasting the vertical curriculum is the horizontal curriculum which is everyday knowledge
acquired orally; it is local, context-dependent, and specific (Bernstein, 1999). It is aligned with
how IAM is taught or is supposed to be taught at school. Vertical pedagogy is by way of
modelling, it is tacit, and is explicit. The horizontal curriculum is driven by societal needs and
influenced by informal reflections. Educators become facilitators when addressing students’
needs (Mpungose, 2017). Teaching and learning do not necessarily follow what is written in
the syllabus. According to Khoza (2019), to achieve the horizontal curriculum outcomes,
educators and learners strive to answer the how question of teaching and learning. The
instrumental approach, vertical curriculum, influence the CAPS curriculum. It is aligned with
how both WAM and Jazz are taught at school. This can be seen in the music curriculum as
stipulated in the CAPS document. Diagram Figure 2.6 below depicts the curricular spider web

reflections of three different curricular as adapted from Khoza (2019).

Figure 2.6: Curricular spider web reflections (Khoza, 2019, p. 23)

The diagonal curriculum draws from the vertical and the horizontal curriculum. This by-

product should assist educators and learners in drawing from the strength of each curriculum
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(Khoza, 2019). According to Khoza (2019), the concepts of the diagonal curriculum are cultural
access, blended curriculum, and teacher/learner centred. The assessment in diagonal
curriculum is an assessment for learning to answer the why question of teaching and learning.
The difference between an assessment of learning, an assessment for learning, and assessment
as learning is described by Siedlecki (2012) as follows: Assessment of learning is the
assessment that is performed at the end of teaching and learning for the purposes of ranking a
learner’s achievement against the learning outcomes. Assessment for learning entails
continuous assessment throughout the teaching and learning for adjustment of teaching
strategies. Assessment as learning is whereby learners are aware of their own learning

objectives to self-reflect on themselves and the teaching and learning process.

Notably, music is not compulsory in the FET Phase, and it is offered as a specialised
matriculation subject. The CAPS music curriculum sets out the general aims and goals for
learners to be equipped with musical skills, knowledge, and values brought by all three streams
(Jazz, IAM, and WAM). Learners will develop competency and confidence in performing with
other learners. They will develop the ability to play various instruments as soloists or in a group.
They will be able to read and write music whether they are doing Western music or African
Music as there is no staff notation prescribed for IAM. Learners will also be able to create
music through improvisation and composition using available technological devices. The aims
and the content of the music curriculum favour the structured implementation of the
curriculum. Below are the summarised aims and goals for music in the FET Phase as stipulated

in the CAPS document:

e Technical control over one or more instruments or voice;

e Performance skills by way of performing a wide variety of musical works in solo and
group ensemble context, ranging from WAM, IAM and Jazz;

e Ability to read music notation;

e Creativity through improvisation and working with own musical ideas;

e Understanding of existing works of music regarding compositional techniques used,
application of musical elements in existing musical works and placing these in a
specific historical and cultural context;

e Awareness of various musical traditions; and

e Appreciation for various styles of music (DoE, 2011, p. 8).
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Learners wishing to take music as a matric subject need to achieve any of the above skills and
get receive one-on-one instruction to make sure they fulfil the requirements. Jacobs (2010)
addresses the challenges that schools and educational departments face in maintaining the
growth and development of music as an academic subject. Jacobs believes that music should
not only be endorsed as a career choice after matriculation but also as an academic subject
accessible to all learners. Jacobs’ (2010) primary research question was: “Is music a viable
academic subject in the secondary schools in South Africa?”. The study revealed that the
number of learners choosing music as a matriculation subject is very low. Jacobs’ solution to
this is to have government-subsidised music training for learners interested in taking music as
a subject but who are financially disadvantaged. Reinecke (2007) also believes that it is
impossible for learners and educators to meet the national curriculum’s demands with the
current educational dispensation, even with the previous educational curriculum. A crisis with

the curriculum in use (CAPS) is still the main problem with music education in South Africa.

Drummond (2015) conducted interviews with some educators teaching music in Gauteng in a
study entitled, “Music education in South African Schools after Apartheid: Teachers
Perceptions of Western and African Music”. Tracy, an interviewee responded very subjectively
with regards to music being offered as a subject in some schools: “Students attending these
schools sometimes attend magnet schools that offer outside students the chance to take lessons
in their music centres” Drummond (2015, p. 119). However, she feels that magnet schools
cannot prepare learners to reach high standards of instrumental skills. She argues that magnet
schools offer different kinds of music lessons to provide students with “general knowledge of

some basic aspects of Western music” (Drummond, 2015, p. 119).

Likewise, another interviewee, Mary, declares that magnet schools are not adequately
resourced or do not receive a subsidy from the government. “The lack of resources is an
ongoing source of concerns for teachers who cope with this shortcoming in different and
imaginative ways” (Drummond, 2015, p. 120). The author highlighted a lack of resources and
structured teaching support through continuing professional development and a need for policy
to give more precise direction in instructing teachers to execute the curriculum changes in the
curriculum (Drummond, 2015). The concerns mentioned above were made regarding the Music
Magnet School Programme in the Gauteng Province. There are generally significant concerns
regarding the status of music education in South African schools, as depicted below, especially

with the IAM stream.
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2.7 REVIEW AND CRITIQUE OF FORMAL (STRUCTURED) AND INFORMAL
(UNSTRUCTURED) MUSIC EDUCATION
Several music researchers and educators acknowledge the IAM’s inclusion in the national

curriculum; however, they strongly question the Western model applied in implementing music
in schools. Carver (2014) noted that one of the biggest challenges is transplanting an informally
learned construct in communities into formal school education structures, is that, it is taught
differently in formal settings than in communities. Carver (2002) adds that comprehensive
models for Indigenous African Music in informal education settings are still yet to be
developed. It is of utmost importance to mention that for IAM to be fully realised in the music
curriculum, anyone attempting to teach it needs to first be familiar with that culture and its
expectations. The greater the understanding, the greater the meaning and the implementation

of the intended goals.

In Hellberg’s study (2014) on a critical review of South Africa’s Curriculum and Assessment
Policy Statement for Music for Grades 10-12, she discovered that the [AM stream, even though
detailed and with the inclusion of different styles from different ethnic groups, assessment
guidelines are not clear. “The curriculum needs to be clear and consistent for successful
implementation by educators and learners” (Drummond, 2015, p. 75). The multicity of styles
that vary according to geographical locations and language in South Africa create significant
challenges, making it difficult to draw a set of unit standards that would cater to all styles.
Another major problem is that when styles are incorporated in the classroom, they lean more
on Western Art Music. Carver (2002, p. 9) mentioned that formal Indigenous African Music is
built mainly on Western material, claiming that IAM has since been marginalised and “did not
fit easily into a familiar didactic structure to which music educators trained in Western music
were accustomed”. Notable in this regard is a point made by Carver (2002) that African music
has always been marginalised by colonialism and European education. Assessment for the [AM
stream is referred to the DBE guidelines, which do not exist according to Hellberg (2014).
“This is a serious point of criticism because it means no assessment standards are available for
performance and therefore, in effect, denotes that IAM performance is currently not an
examinable component” (Hellberg, 2014, p. 233). Drummond (2015) also observes that in the
National Statement on CAPS, it is required that schools should appoint music educators who
have BMus, BA Mus degrees, or licentiate diplomas from Unisa, Trinity, or ABRSM. However,
there are no specific details regarding qualifications for educators who are required to teach
IAM except for when the CAPS document states that schools should “enlist the expertise of an

indigenous African music practitioner” (DoE, 2011, p. 11). She concludes by speculating that
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“It can be deduced from this requirement that the curriculum supports Western music skills
learning even if this might not be the underlying intention of the policymakers” (Drummond,
2015, p. 65). Also, music literacy for the IAM does not include notation, which should be
included. There are traditions in African music with notations systems or mnemonic symbols,
which becomes a memory aid. However, there is a belief that when African music becomes
noted, it loses accuracy. “It is possible to notate African music with conventional staff notation,
but efficiency is lost, and the result can be alarmingly challenging to read fluently” (Carver,
2002, p. 22). Of noteworthy, the above concerns are made based on the recontextualisation of
the IAM into formal settings. The authors made suggestions based on Western ideologies and
did not take into account that African music is an aural/oral art form practised in non-formal

settings.

In South Africa, there have been significant challenges in enacting the CAPS curriculum
effectively for both the structured and the unstructured implementation. Researchers like
Conway (2002), Ballantyne & Parker should be addressed (2004) and Millican (2013)
expressed their concerns that the focus is placed on general pedagogical knowledge rather than
content-specific pedagogical knowledge when pre-service educators are trained. Another
remarkable finding in a study conducted by Wiggins and Wiggins (2008) reveals that general
class educators are the main if not the only educators who teach music in primary schools
worldwide. In primary schools, general class educators lack content knowledge, while in
secondary schools, music is taught by practitioners who do not have pedagogical knowledge

or general pedagogical content knowledge.

In terms of improving teacher education courses, it was recommended that teacher
education courses emphasise developing pedagogical content knowledge and skills and
professional knowledge and skills required for teaching secondary classroom music and
dealing with the practical aspects of running a music program. It was noted that less
attention is needed in general pedagogical knowledge and skills, as this area was
already adequately covered (Ballantyne, 2006, p. 38).

The study above by Ballantyne, 2006 focused on secondary classroom music educators’
experiences where roles differed from instrumental educators. Findings revealed that early-
career music educators felt that pre-service courses partially covered professional knowledge
and skills. One interviewee felt that the content and skills included in the programme did not
apply to the actual context of music education. As such, there should be an integration of

professional knowledge and skills and pedagogical content knowledge and skills for the
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training to be effective (Ballantyne, 2006). Extensive research reveals that educators’
preparations in subject matter and pedagogical training positively contribute to students’
quality education. Also, there are differing perceptions by scholars and music educators on the
implementation of the music curriculum as depicted in the CAPS policy. The following section
inspects Drummond’s study to better understand educators’ views on Western and African

music.

2.8 PREVIEW OF DRUMMOND’S THESIS
The preview and critique of Western Arts Music and Indigenous African Music as offered in

South African schools is informed by Drummond’s study, submitted in 2015, entitled “Music
education in South African Schools after apartheid: teacher perceptions of Western and African
music”. This study investigates the extent to which music teachers can fulfil the requirements
of the post-apartheid curriculum, in particular CAPS. The main question of the study is: “To
what extent are music teachers able and likely to meet the condition of the new, post-apartheid
curriculum, with specific reference to the National Curriculum Statement (NCS)?” The study
is comprised of a set of twelve South African music educators teaching in the Johannesburg
area. Out of the twelve interviewees, four were black South Africans, two teaching music in
Ex-Model C, one in a private school, and one a university lecturer. One was a Cape Coloured
South African who is/was a policy writer, examiner, and inspector at the Department of
Education. The rest were of the white South African origin teaching in private and Ex-Model
C schools. Model C schools used to be former white government schools in South Africa,
established in the 1980s and early 1990s by the apartheid government. Nine were females, and
three were males. Data was generated through transcripts over six months in 2011 with 24
semi-structured interviews, meaning that each participant was interviewed twice. It was an
interpretive study that explored the Western and African music phenomenon’s with specific
reference to teachers’ perspectives. The research focused on identifying tensions created by
different streams, Western and African music in a classroom setting. The study also provides
different perspectives by music educators who were interviewed, providing an insight on

Western and African music offered at school which is the main reason the study was chosen.

Firstly, teachers’ perspectives in Drummond’s study indicate their allegiance to Western and or
African music. The study revealed that the twelve South African music educators interviewed
were willing to teach various music. The investigation revealed the differences between WAM
and IAM, thereby highlighting educators’ challenges when teaching both streams. Secondly,

participants’ standpoints were shaped by their experiences with reference to their musical
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education. All of them were trained and studied Western music. Drummond (2015) expressed
her concern about how most participants viewed WAM as more intricate and challenging than
other styles (Jazz and IAM). George, one of the participants, raised a concern about the IAM
that “we have a problem there of things, not being documented and I think something can be
done about that” (Drummond, 2015, p. 109). George’s perception, when analysed by
Drummond (2015), denotes IAM as being under appreciated or disrespected as intended in the
curriculum for it is not notated music. The participants felt that there was a gap that needed to
be bridged between the IAM and WAM. Most participants believed that Indigenous African
Music should be written down on staff notation to make it a legitimate music curriculum
component. The notion by different participants suggests a poor understanding of the orality of

the music form.

Another participant raised a different perspective regarding IAM and how white people
perceive it: “white people get tired of the black music mainly because of its repetitive quality”
(Drummond, 2015, p. 112). The “repetitive quality” issue can only be understood by those who
practice it and understand the culture. Snead (1984) brings transformative advocacy to the
matter by expanding on the term repetitive, especially on what it means in the Black culture.
Repetition in Black culture, especially in music, mostly finds its characteristics in performance,
rhythm, dance, and language (Snead (1984). It refers to a progression within a cycle, an
accumulation of growth to the desired outcome. An enthralling view is the one revealed by
another participant who positions the value of IAM and WAM in terms of what they both offer
learners “those who wish to study music seriously would study Western music, and those who
want to appreciate music would participate in African music” (Drummond, 2015, p. 117). Most
participants agree that WAM is content-laden while IAM relies on experiential knowledge.
There is little emphasis or mention of jazz by the participants interviewed. The focus was on

Western and African music. The reason would be that Jazz is both formal and informal.

Carver’s (2020) study “African Music, knowledge and curriculum: Applying Bernsteinian and
legitimation code theory to South African music curricular”, considers the recontextualisation
of African music and acknowledges the tensions between Western and African music when
taught at school. Carver (2020) attests that not much research has been conducted that speaks
to knowledge building and integration of the two constructs. The study explores the concept of
knowledge building by drawing from Basil Bernstein’s theory. Bernstein’s concern was over

the protraction of inequality in education. He introduced the horizontal and vertical discourse
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to negotiate boundaries between knowledge types.

Considering the above, this suggests that educators should use personal reflections to
understand the advantages of professional space and social space, which should produce a new
identity of technological, pedagogical, and content knowledge when implementing the CAPS
curriculum in the Music Magnet School Programme. Moreover, no teaching practice should be
made inferior, as they all serve various purposes. Through cross-examination of instructional

theories, the best practices can then be realised.

One common, perhaps greatest, misconception regarding African music is that all black people
are natural-born musicians. However, African music practitioners and young children in the
community still need to practice and train in music for them to be fluent in the music they play.
In formal settings, learners enrolled for Indigenous African Music should be assessed like in
all other music streams even though the music is informal and socially inclined. Regarding the
assessment of African music in formal settings, Carver (2002), in a research project initiated at
the end of 1999 and the beginning of 2000 for Music Education Unit Standards for Southern
Africa (MEUSSA), whose main aim is around the issue of standardising unit standards for
Western and African music; acknowledges that unit standards for African music have not yet
been encapsulated in the printed syllabi. Unit standards are “statements of desired education
and training outcomes and their associated assessment criteria. They are required in all fields
for assessment and for the preparation of learning materials for both learners and educators”
(Carver, 2002, p. 13). The transcription of the music, the syllabus, the unit standards for
assessment has become a significant concern regarding the reconceptualisation of the [AM
stream, as noted by most scholars. There are substantial differences between the two streams,
and the understanding is, they should be treated on equal footing and differences

acknowledged.

The differences between Western and African music are most prevalent in rhythmic patterns.
The saying that “rhythm is to the African what harmony is to the Europeans” rings true
(Chernoft, 1979, p. 40). Rhythm is the basis of African music. There might be similarities in
rhythm, but Western music’s major pinning is harmonic tones. The rhythm in Western music
is regular, whereas, in African music, it is comprised of polyrhythms and cross-rhythms. The
difference between polyrhythm and cross-rhythm is that polyrhythm usually have two or more
different rhythms going simultaneously and heard together. In contrast, cross-rhythm have two

conflicting rhythms that are listened to or heard together. African music rarely uses the “three-
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quarter time” signature, which is common in Western music. In Western music, if there is any
clapping, it’s always in a basic simple rhythm. African rhythm is sometimes characterised with
“off-beats”, which becomes a confusion for people playing Western music as they always feel

that the rhythm has been placed or clapped at the wrong time and not on the beat.
Below 1s a summary of differences between Western music and African music by Munyaradzi
and Zimidzi (2011).

Table 2.8: Differences between Western music and African music (Munyaradzi and Zimidzi, p.
195)

Music is notated.

The distinction is made between arts
and audience, the first group tending
to be limited in number.

Music is created and owned by one.
Music is divorced from aspects of
everyday life.

There are orchestral instruments
grouped under the strings, the
woodwind, the brass wind, and the
percussion.

There is little or no use of
handclapping, vocal chanting,
stamping and body sounds.

Western Art Music has one rhythm
in command. There is a unified
performance. Western Art Music

sometimes modulates to other keys.
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It is not notated but passed on
through oral tradition.

It is communal, and the audience is
not separated from artists. Music is a
part of life, not separated from it.
Traditional African music, when
created, can be used by all.

Stress 1s placed upon activity as an
integral functioning part of society.
There is an enormous variety of
instruments grouped under
chordophones (strings),
membranophones (drums),
aerophones (winds), and idiophones
(self-sounding).

Handclapping is used as an
idiophonic device in making music
Use of complex rhythms,
polyrhythms. A piece of African
music always has 2, 3, or 4 different

rhythms at a time.



Another distinction between Western and African music is how music is distributed. In Western
music, music is notated, whereas, in African music, it is passed on orally. Table 2.8 provides a
summary of the differences between Western and African music. The prevailing differences
become apparent in how each stream is shaped by a different ideology. Philosophies
underpinning these different streams of music are briefly discussed below, emanating from

different schools of thought.

2.9 PHILOSOPHIES UNDERPINNING FORMAL (STRUCTURED) AND INFORMAL
(UNSTRUCTURED) MUSIC EDUCATION
As previously mentioned, this study’s phenomenon is constructed on a conceptual framework

of teaching domains (technological, pedagogical, and content knowledge) to justify a need to
synthesise the structured/content and the unstructured/societal constructs and bridge the
polarised views brought by the two structures to produce new theories and philosophies. This
study is not advocating or promoting any construct or philosophical virtue in favour of the
other. However, it aims to marry the two different ways of teaching to bring one strong voice.
Philosophising may differ from music educator to music educator and the philosophies
discussed below are philosophical discourses underpinning the music education system.
Educators have different philosophies that guide them in their practice, and some lean more
towards the philosophies described and discussed below as typical examples. For example, a
holistic view of African music is that it is more about the African culture and not the music
education per se. African music has always been a cultural activity and not a professionalised
music activity. This is evident in Ubuntu Philosophy which is discussed as one example of a
philosophy underpinning African music. Ubuntu Philosophy does not privilege one language
over others. It is birthed as an African cultural concept. Jorgensen (2014) adds that philosophy

can be exclusively understood by those who share a particular philosophical mindset.

Several philosophers in music education, by building from previous philosophies, are still
developing new theories and philosophies that would benefit the educator and the learner. Elliot
(2012) emphasises that philosophising is always influenced by personal dispositions and
allegiances to different or certain practices. Philosophers have always had different views on
philosophical methods. Nevertheless, this leaves educators, learners, and researchers with a
mandate to scrutinise and decide what works best for them for improved teaching and learning
in music education. The diagram in Figure 2.9 is a conceptual framework of the study with
relevant philosophies for structured, unstructured, and semi-structured curriculum

implementation/enactment.
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The structured implementation influenced by the Content Knowledge is driven by the
prescribed content syllabus, as displayed in Figure 2.9 below. It is mainly influenced by formal
instructions woven in a vertical curriculum, as have been alluded to earlier in the chapter. The
assessment takes shape or follows the assessment of learning which is the what of teaching and
learning. Educators following structured teaching methods tend to lean more toward the
Aesthetic Philosophy and the Praxial Philosophy; this would be Western music and Jazz. It

should be noted that Jazz falls under structured and unstructured ways of teaching.

The unstructured enactment is socially driven and underpinned by a horizontal curriculum
driven by informal teaching and learning instructions. Technological Knowledge guides the
unstructured curriculum enactment. Assessment for learning is a specific outcome for this
structure to answer the sow question of teaching and learning. Ubuntu Philosophy supports this

structure.

Semi-structured impleenactment is a derivative of an intersection of structured and
unstructured implementation of the music curriculum, which produces a pragmatic curriculum
and is influenced by Pedagogical Knowledge and answers the who question of teaching and
learning. At the centre of the intersections, reconstructed theories and philosophies emerge to
guide the new structure, the semi-structured/pragmatic/pedagogical impleenactment of the

music curriculum.
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Figure 2.9: A conceptual framework of the study with relevant philosophies

Continuing with the review’s purpose, the next section of the literature review provides music
education philosophies that underpin formal (structured) and informal (unstructured) music
education. Why is the discussion of the different philosophies important in this section/chapter?
My goal is to provide a framework of influences on music educators’ practises and educational
philosophies supporting each structure (structured and unstructured) of music curriculum
implementation/enactment. It should be noted that the philosophies around Western Arts Music
(structured) have been thoroughly documented in various contextual versions, and it is not my
mntention to attempt to summarise such a vast body of literature. According to Mahaye (2019),
there are many types of philosophies. Even though there are various philosophies around
WAM, Wheeler (2006) believes that there are two fundamental philosophies underpinning
music education: music education as Aesthetic education, which is sometimes known as Music
Education as Aesthetic Education (MEAE), theorised by Bennett Reimer, and the Praxial
Philosophy of music education advocated by David Elliot. Christopher Small’s contributions
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are also discussed below, as an expansion on a concept of musicing by David Elliot advocating
musicking with a K in justifying the nature of African and African American music culture.
However, this chapter now focuses on the three music education philosophies: the African
Philosophy, which mainly guides informal (unstructured) music education; the Aesthetic,
which guides formal music education; and the Praxial Philosophy, which underpins formal and

informal (structured/unstructured) music education.

Many different philosophers have diverse views on the definition of philosophy. According to
Mahaye (2019) the word philosophy is derived from two words: Philein, meaning love, and
Sophia, meaning wisdom. Elliot (2012, p. 11) defines philosophy as a “process of developing
arguments for and against concepts, claims, theories, and beliefs, whether these concepts and
claims belong to oneself or others™. Elliot (2016) believes that philosophy should be understood
as both a noun and a verb and as applied thoughtfulness. A precise definition would be that
philosophy is a tool for the clarification of meaning. Barba (2017, p. 1) defines a philosophy
of music education as “the value of music, the value of teaching music and how to practically
utilise those values in the music classroom”. In the same way, Music Education Philosophy
denotes a system of fundamental beliefs that underlies and provides a basis for the musical

enterprise’s operation in an educational setting (Leonard, 1965).

Elliot (2012) declares that Music Education Philosophy (MEP) is still in its infancy. Many
educators are not aware of its existence, nature, and values, however, acknowledges that there
has been several authors and scholars debating and analysing the MEP and its theoretical and
practical aspects. Elliot’s point of entry is precisely on the nature of education. How, for
instance, does it differ from teaching, training, and indoctrinating? What is the most valuable
thing that can be taught formally or informally, and how should it be taught? The most
important philosophical question that he asks is, “why music is valuable for people to learn in
formal and informal music teaching situations?” (Elliot, 2012, p. 2). Epistemologically, any
attempt to give a sound reason for the above-posed question will always be open to different
interpretations and debates. The most important aspect is that music education should be taught
by music educators who base their actions on rigorous beliefs guided by sound principles to
“maintain a professional philosophy-practice” (Elliot, 2012, p. 2). Also, music Education
Philosophy should be fundamental and central in music teaching and learning. The Aesthetic
Philosophy is discussed in the following section as a philosophy that generally guides the

professional/structured way of implementing a music curriculum.
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2.9.1 AESTHETIC PHILOSOPHY (PROFESSIONAL)
Over the past two centuries, the Aesthetic philosophy continued to dominate music education

as one of the leading philosophies. Aesthetic Philosophy is generally defined as the study of
beauty and artistic experience (Huran, 2009). The notion is that Aesthetics’ value is firmly
attached to the concept of good taste instead of music for social entertainment, healing, and
other social-ethical benefits. Regelski (2014) questions the meaning of music aesthetic. The
aesthetic view is that the primary objective of music education is that it “must be able to
develop the innate musical responsiveness of every individual to the highest response level and
to nurture and expand his potential for aesthetic experience” (Goolsby, 1984, p. 16).
Throughout the 20th century, music education saw no need to connect music instruction with
social needs and aims (Kokkidoe, 2007). Characteristics of Aesthetic Philosophy involve
“focus, perception, affect, cognition, and the cultural matrix” (Kokkidoe, 2007, p. 278).
According to Kokkidoe (2007), some scholars argue that the Aesthetic Philosophy is mainly
about music and not music education. The aesthetic dimension in music education is not fully
developed. Reimer (1991) alternatively states that learners’ aesthetic experiences should be
based on music education, and that music teachers ought to aim to evoke students’ emotional
and aesthetic excitement. Aesthetic education is not selective; it is applicable to all children in
schools and not just to those with a special gift in music. It does not apply to performance only,

but it strives to cater to theory and practice (Reimer, 2003).

Some theoreticians have criticised the Aesthetic Philosophy, stating that one of its core
concepts, is subjective in nature, which is beauty, and the nature of beauty is controversial.
However, Smith (2004) is adamant that beauty can be improved through education. Teachers
need to make the underlying elements of what is beautiful to help learners discover and create
beauty themselves. Elliot (2012) critically adds that an error made by many music teachers who
support the Aesthetic Philosophy is of assuming that everything that is not serious music is
merely popular or entertainment music and hence of less intrinsic value. Elliot later introduced
Praxial Philosophy, focusing mainly on the musical goals and values of performing music,
which follows the professional/structured but mostly the social/unstructured way of music

education.

2.9.2 PRAXIAL PHILOSOPHY (PROFESSIONAL AND SOCIETAL)
Praxial Philosophy has been in existence and followed by many scholars and educators since

1995 (Hellberg, 2014). Praxial is a term that Philip Alperson coined at the University of

Louisville in Kentucky. He derived the term from “praxis”, which is said to be used by Aristotle
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in his poetics, referring to “voluntary or goal-oriented action” (Hellberg, 2014, p. 22). Wheeler
(2006, p. 6), in defining praxis, states that:

“Praxis connotes action that is embedded in, responsive to, and reflective of a specific
context of effort. By calling this a Praxial philosophy, I intend to highlight the
importance it places on a particular form of action that is purposeful and situated and
therefore, revealing of one’s self and one’s relationship with others in a community”.

The framework from the definition mentioned above reveals that David’s theory is based on
the experience of music-making by people in a cultural context. When Praxial Philosophy was
introduced, it encouraged a more profound understanding of music’s meaning and values that
can be seen in actual music-making and listening in different cultural contexts (Elliot, 1995).
Praxial Philosophy was introduced as a breakaway from the previous philosophical practice in
music education (music education as aesthetic education) which dominated the music
education philosophy in the 19" century (Silverman et al., 2014). Praxial philosophy in music
education allows learners to discover themselves instead of teachers dictating information to
learners. Hellberg (2014) believes that the Praxial Philosophy provides learners with an
opportunity to self-discover rather than have teachers dictate abstract knowledge that is
sometimes not relevant to what learners need to know. The Praxial Philosophy considers music
as a social praxis, pragmatically social in origin, meaning, and value. Elliot (2005) mentions
that Praxial music education theories are based on the understanding and perspectives of what
and how we teach music. Praxial Philosophy in music education reflects the social values of
the community. The premise for Praxial Philosophy begins with an explanation of nature and
the significance of music. Elliot (2012, p. 9) refers to the nature of music as the “diverse human
practice of making sounds of particular kinds for listeners who understand (formally or
informally) how to listen for these particular kinds of musics”. The Praxial Philosophy
emphasises that music of any kind should be understood and based on the meanings and values
found in the actual music-making and listening in any specific cultural context (Silverman,
2014). Self-growth and self-knowledge are but a few essential values that the Praxial
Philosophy holds.

The Praxial Philosophy of music education maintains that music incorporates many essential
values, and it should be at the centre of every teaching and learning experience. Logically,
Elliot (2005) believes that the best way to explain music education’s nature and values will be
to clarify its nature and significance. The fundamental premise of the nature and significance

of music lies in two theories:
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e The nature of music education depends on the nature of music

e The significance of music education depends on the significance of music in human

life (Elliot, 2005, p. 157)

The nature of music, as considered broadly and socially, is to make sounds both formally and
informally. Elliot (2005) correctly argues that when our levels of interacting and listening to
music match levels of songs we listen to, we somehow achieve the central values of musicing
and listening: namely, musical enjoyment, self-growth, self-knowledge, and self-esteem. Elliot
(1995), in his Praxial Philosophy, coined the term musicing, which is the fundamental aspect
of performing, improvisation, composing, arranging, and conducting. Elliot (1995) argued
against the Aesthetic Philosophy, which relates music to its expressive value, the aesthetic
experience. Following Elliot’s lead on musicing, Christopher Small coined the term musicking
with a K in 1987 in his book “Music of the common Tongue”. The term and the concept only
became prominent in the early 1990s when scholars began discussing the idea of music as a
verb (Small, 1987). Small (1987) argues that the term musicking is tied to performance and
listening to music. He further contends that musicking always takes place in a social context.
However, the concept becomes a challenging one when applied to music education. According
to Small (1987), the values of musicking cannot be determined beforehand as they are

dependent on the actual conditions of the event.

The idea of musicking for Small (1987) is also embedded in the argument that learners need to
participate and share ideas with each other for learners to become better musicians. Music
education cannot only be about being judged, and your capabilities being compared to those of
other students. Small (1987) believes that the values of musicking can provide the missing link
between formal and informal music education teaching practices. Another interesting argument
by Small (1987) is the belief that musicking is descriptive to all types of musical performances
(Stanton, 2018). According to Odendaal et al. (2014) the most notable difference between
Elliot’s concept (musicing) and Small’s concept (musicking) is the fact that musicking is a
concept that takes place at a social-cultural event whereas musicing is more focused on
producing musical goals such as enjoyment from performance. Stanton (2018), conversely,
believes that people acquire musical knowledge through performance (Elliot, 2005).
Alternatively, Arostegui (2011) considers that the philosophy of music education and training

of educators should focus on the content and the achievement of musical skills.
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Additionally, according to Elliot (2005), the significance of music education, depending on the
significance of music in human life, is musicianship, suggesting that for example, the content
of the music curriculum, which is the subject matter, is musicianship. As the Praxial approach
seeks to answer the question of what knowledge should be imparted to learners, musicianship
becomes crucial in achieving the values and aims of music education (Elliot, 2005). Elliot,
(2005) believes that music learners should all be taught music the same way, imparting the
knowledge of performance, improvisation, and composition. These processes (performance,
improvisation, and composition) should guide precisely how music education should be
implemented? Additionally, these processes are concerned with life-long learning.
Musicianship is a life-long process that should be conducted even when learners are out of
school or have completed their studies. The Praxial approach advocates that music education

should be implemented by educators who have in-depth pedagogical and content knowledge.

The teaching-learning context, as one of the basic subjects of the Praxial Philosophy, becomes
the primary factor in the music education enterprise. The Praxial Philosophy compels learners
and educators to focus on achieving self-growth and musical enjoyment through musical
performance. Elliot (2005, p. 157) summarises the basic subjects of Praxial Philosophy

previously discussed as follows:

e Aims: Self-growth, self-knowledge, emotional experience of musical enjoyment
should all be at the centre of every teaching-learning experience.

e Knowledge: Musicianship is knowledge worth learning. It is the key to achieving the
values and aims of music education.

e Learners: Musicianship and listenership are not abilities given naturally at birth. All
students should be taught in the same fundamental way through performing,
improvising, composing, arranging, conducting, and listening to live and recorded
music.

e The teaching-learning process: Music education should also be concerned with
teaching students to continue developing their musicianship in the future.

e Teachers: To teach music effectively, educators should know their subject matter and
be able to embody and exemplify musicianship.

e The teacher-learning context: The music—practicum context feeds back to students by
revealing what counts as they develop their musicianship.

e Evaluation: Assessment is primarily concerned with grading, ranking, and other
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summary procedures for the purposes of student promotion and curriculum

evaluation.

Regarding evaluation and assessment, Elliot (2005) makes a distinction between evaluation
and assessment. Assessment in music education aims to provide constructive feedback to
learners through continuous assessments, and evaluation (grading) for the purposes of
curriculum evaluation and learner promotion. Concerning Praxial Philosophy as a philosophy
that can be followed in music education, Silverman (2014) accentuates that during the last 21
years, several critics viewed Praxial as unacceptable, for it is only concerned with performance.
Music philosopher Reimer (2003) argues that a performance-based notion is not a solution but

a problem. Silverman and Elliot (2013) further accentuate the point on performance:

“...Elliot’s extreme version of Praxialism focuses overwhelmingly on performance as
a major goal, purpose, and value of music and music education. To appreciate music
[Elliot says], one must be a performer...to learn music, the single essential, required
thing one must do is to learn to perform (Silverman et al., 2014, p. 5).

Elliot responding to the critiques, emphasises that music education is about performance, music
literacies, composition, and arranging, which are concepts that music learners need to know
and learn about (Silverman et al., 2014, p. 5). Similar to the Praxial Philosophy is the African
Philosophy with the belief that African music is a social performance for recreational activities,

which guides the societal/unstructured way of implementing music.

2.9.3 AFRICAN PHILOSOPHY (SOCIETAL)
Since the inception of African Philosophy in the mid-20™ century, it has only recently gained

prominence in the academic discipline. It remains a popular but young discipline. Hallen (2009)
points out that African Philosophy was not seen as part of world philosophy. Conversely,
authors like Martin Berneu, Molefi Kete Asante, and Maulana Karenga believe that African
Philosophy came into existence in the 18™ century. It could be argued that African Philosophy
is an attempt by philosophers to understand the African culture by evaluating methodologies
that are vague to the Western culture. The emphasis of African Philosophy is on moral values
such as Ubuntu. The African Philosophy promotes a culture of oneness, love, respect, sharing
and social cohesion. Ubuntu is seen as the basis of African Philosophy. Ubuntu Philosophy is
widely recognised as one of the African Philosophy paradigms (Mawere & Mubaya, 2016).
Archbishop Desmond Tutu was one of the biggest advocates of Ubuntu. His view was rooted

in the belief that Ubuntu is the backbone of moral conduct in Africa.
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This section examines the African Philosophy of Ubuntu, a philosophy that emphasises
Umuntu ngumuntu ngabantu, which is closely translated to “being human through other
people”. According to Mahaye (2019), Ubuntu as epistemology is an ancient philosophy
developed by Hermes Trismegistus of ancient Kemet in 1049 B. C, equivalent to the Egyptian
language called MA’AT. MA’AT is one of the African continent’s philosophical genres
(Mahaye, 2019). Even though Ubuntu is an IsiZulu term, it cognates to other Bantu indigenous
languages as well, for instance, in Sesotho, Motho ke motho ka batho ba bang, Unhu (in Shona,
a Zimbabwean language), Ubuthosi (in Isindebele), Botho (in Setswana), Bumuntu (Tanzania),
Bomoto (Congo), Gimuntu (Angola), Umunthu (Malawi), Vumuntu (Mozambique) and Umuntu
(Uganda) (Mahaye, 2019, p. 94).

Ubuntu is the foundation of African Philosophy, unifying and bringing humanity together
regardless of their background. The word means the very essence of the human being. African
Philosophy is made up of five main sections: 1. Creed; 2. The body of traditions by which
communities define themselves; 3. Customs; 4. Laws and other legal usages; 5. Constitutions;
and 6. Principles of Ubuntu (Mahaye, 2019). Ubuntu lies at the heart of the African way of life
with the most dominating features, socio-political and ethical issues. In this context, the
meaning of “African” is not determined by geographical conformity but by specific shared
values among Africans. Mahaye (2019) acknowledges that Ubuntu may be practised in
different ways within African cultures and languages; however, the guide for humanity
becomes the focal conceptualisation. Oviawe (2016, p.3) reveals a crucial point; Ubuntu as a

paradigm helps us deal with the nature of being, which is ontology-based.

Also, Ubuntu provides us with a framework to be able to differentiate a belief from an opinion;
this will be epistemology-based. Ubuntu involves a systematic and theoretical analysis of
procedures that are practised through a specific belief system. Ontologically, Wiredu (2004)
recognises four categories under the Ubuntu Philosophy: Mu-Ntu, meaning Being with
intelligence. It is a concept taken from N7U, meaning Being. Ki-ntu meaning Being without
intelligence, Ha-ntu meaning the Being of space and time, and Ku-nfu meaning the modality

of Being. This suggests that Ubuntu Philosophy is a philosophy of being.

The Philosophy of Ubuntu informs the beliefs, activities, and education of a particular society.
According to Mawere and Mubaya (2016) one is considered uneducated if they do not embrace
and demonstrate the aspects of the Philosophy of Ubuntu. The Philosophy of Ubuntu in

education provides indigenous knowledge essential for integrating the African concept of
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inclusion. This, in turn, promotes inclusivity, equality, and social justice in our educational
system. Mahaye (2019) believes that the focal point for teaching and learning, regardless of the
field, needs to be grounded on the notions of Ubuntu. Possibly, one can also add the attributes
of African music to understand its philosophy better. Musically, African music is easily
distinguishable from other world cultures. Oral tradition characterises African music, and the
main characteristics of African songs are scales and tonal organisation, pitch and melodic
range, vocal techniques, shifting tonality, and harmonic principles and styles (Ibekwe 2020, p.
2). These have a structural form: Solos, call and response, call and refrain, solo and chorused
refrain, and diverse structural forms (Ibekwe, 2020, p. 2). African music’s philosophy cannot
be fully appreciated and understood outside its functional and utilitarian perspective. Ibekwe
(2020 p. 2) appears to agree with Chernoff (1979) on defining African music, which is
“traditionally oriented music in content, context, and concept which are located within the
frontiers of African cultural milieu”. Against this backdrop, Small (1987) also argues that music
as a way of musicking is about people coming together to explore and celebrate their values

through music. African music gets people to celebrate their culture in group gatherings.

Not opposing the educational values of music found in the aesthetic philosophy; the ethical
values found both in Praxial, the “musicking” concept, and the African philosophy; the music
education philosophies discussed above have a missing element that does not promote learners’
well-being, which also does not speak to the pragmatic curriculum relevant for the two
constructs, professional and societal combined. A philosophy that speaks to the inclusion of
informal music education in the classroom, incorporating the music strategies of the 21%
century, and drawing from the strengths of professional and societal constructs is needed. Hess
(2014) mentions that music education scholars have been working on reconceptualising new
music education strategies toward social justice. The basic premise will be to reject the
polarisation of formal and informal music practices for teaching and learning. A proper strategy
that would speak to the institutionalised music education with the aim of meeting the needs of

learners should be reformulated.

2.10 SUMMARY
This chapter presented a literature review on studies conducted nationally and internationally,

suggesting the primary aim is to review the music curricular in post-1994 curriculum
development, to give fair attention to Western (structured) and African (unstructured) music
practices. The vast portion of the literature consulted concentrated on identifying a theoretical

base for indigenous African Music, which is currently taught formally. Carver (2002) and
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Campbell et al. (2008) identified the gap between structured and unstructured music learning.
They pointed out that they share many similar elements, suggesting a way forward in
integrating the two. The study advocates for maintaining a balance between social redress (local
knowledge) and professional structure (global competitiveness). However, the emphasis
observed and collected from the secondary sources has been placed on bringing the informal

world into the classroom rather than making music education socially efficient.

Furthermore, the review interrogated Aesthetic, Praxial, and African philosophies
underpinning the teaching and learning of music. The studies suggest that Aesthetic Philosophy
encourages aesthetic experience for learners, even though they have different music
preferences, for aesthetic experiences are entirely personal. Aesthetic experience alone may not
fully shape a music learner to be what the educator has envisaged them to be. With the
philosophy of Ubuntu, one central question arises; can it be universally applied across all
cultures as (it has been argued) it is not homogenous? However, Oyishile (2008) correctly
argues that the philosophy of Ubuntu can be useful in creating fertile ground to cross-pollinate
cultural ideas between Africans and peoples of other races. Oviawe (2016) likewise believes
that the pedagogical and curricular ethos that the philosophical foundations of Ubuntu underpin

would ease the effects of colonialism in the South African education system.

Suppose the concept of musicking Praxial, Aesthetic, and African Philosophy cannot help solve
the tension between the structured and unstructured teaching methods. In that case, a
reconstruction of music education philosophies is inevitable, especially now that we are
grounded in the 21 century. If informal music education is to be effectively implemented or
enacted in the classroom, pedagogies must also be changed. There is an evident disconnect
between what learners learn and are taught at school and the music they play, listen to, and
enjoy at home. Thus, this study suggests a single education philosophy framework that would
combine the valuable attributes from all three philosophical theories discussed above, which

may foster a semi-structured educational experience.

The overriding question remains if a single, all-encompassing music theory that addresses the
formal (structured) and informal (unstructured) modes of music education is futile? This
chapter suggests that Technological, Pedagogical, and Content Knowledge (TPACK) may be
necessary and relevant as a theoretical framework for the phenomenon of this study, for it
combines the three significant forms of teacher knowledge, namely, Content, Pedagogy and

Technology. The following chapter provides an overview of the theoretical framework
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considered relevant for this study.
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CHAPTER THREE:
THEORISING THE USE OF TPACK TO SUPPORT TEACHER KNOWLEDGE ON
DOMAINS OF TEACHING

INTRODUCTION

TPACK: AN OVERVIEW

BASIC SUB-DOMAINS
1. PEDAGOGICAL KNOWLEDGE
2. CONTENT KNOWLEDGE
3. TECHNOLOGICAL KNOWLEDGE

INTERSECTING SUB-DOMAINS
1. PEDAGOGICAL CONTENT KNOWLEDGE
2. TECHNOLOGICAL CONTENT KNOWLEDGE

3. TECHNOLOGICAL PEDAGOGICAL
KNOWLEDGE

META-CONCEPTUAL AWARENESS

1. TECHNOLOGICAL PEDAGOGICAL AND CONTENT
KNOWLEDGE

APPLICATIONS OF TPACK TO MUSIC
EDUCATION

LIMITATIONS OF TPACK IN MUSIC EDUCATION
RECOMMENDATIONS
SUMMARY

Figure 3.1: Stacked Venn structure of the theoretical framework
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3.1 INTRODUCTION
The previous chapter outlined the related literature review on the conceptual framework built

around technological (unstructured), content (structured), and pedagogical (semi-structured)
knowledge, which indicated the importance of Technological Pedagogical and Content
Knowledge (TPACK) as the necessary and relevant theoretical framework for this study, for it
combines the three significant forms of teacher knowledge, which are content, pedagogy, and
technology. Figure 3.1 depicts the structure followed to explore the theoretical framework of
the study. Therefore, this study’s theoretical framework is derived from a theory of teacher
knowledge with specific reference to TPACK. The model is an extension of Shulman’s (1986)
theory of Pedagogical Content Knowledge (PCK). The TPACK framework was first presented
as Technological Pedagogical Content Knowledge (TPCK) and was later refined in 2006 to
Technological Pedagogical and Content Knowledge (TPACK) (Koehler & Mishra, 2005).
Researchers like Koehler et al. (2013), Dorfman (2013), and Hannaway (2016) have applied
the framework as a supporting mechanism for evaluating educators’ skilfulness with
technology. This chapter presents an overview of the TPACK framework, followed by the sub-
domains, and intersecting sub-domains of TPACK, then the application of TPACK to music
education, thereafter by limitations of TPACK as a framework when applied to music
education, subsequently recommendations of how TPACK can be used effectively to music

education and ultimately, the summary of the chapter.

3.2 AN OVERVIEW OF THE TPACK FRAMEWORK
Building on a theory first coined by Shulman (1986, 1987), Pedagogical Content Knowledge

(PCK), Mishra and Koehler (2006) among other researchers, Pierson (2001), Margerum-Lays
et al. (2003) and Niess (2005) developed a 21 century transformation of Pedagogical Content
Knowledge (PCK) framework, Technological Pedagogical and Content Knowledge (TPACK).
Shulman (1986) first introduced the PCK construct in his presidential address for the American
Education Research Association, attending to what he referred to as the missing paradigm.
Niess (2005) used the term TPCK to refer to a technology-enhanced PCK. Mishra and Koehler
also introduced their TPCK framework, proposing an understanding of TPACK in terms of
three knowledge domains: Content, Pedagogy and Technology, in terms of their intersections.
In 2007, they changed Technological Pedagogical Content Knowledge (TPCK) into
Technological Pedagogical and Content Knowledge (TPACK). In 2008, TPACK was expanded
to acknowledge a successful technology integration that also required teachers’ understanding

of relationships between Content, Pedagogy, and Technology.
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According to Angeli and Valanides (2015), two different epistemological viewpoints regarding
the construct of TPACK emerged from 2009, which dominated the discourse, namely, the
Integrative View and the Transformative View. The Integrative View conceptualises TPACK
as an integrative body of knowledge formed in the intersections between Pedagogy and
Content, Technology and Content, and Technology and Pedagogy (Angeli & Valanides, 2015).
The Transformative View conceptualises TPACK as a unique body of knowledge with Content,
Pedagogy, Technology, Learners, and Context regarded as the significant contributors to the

development of TPACK.

Technological Pedagogical and Content Knowledge became a powerful force for cultivating
educators’ beliefs on the importance of integrating technology that supports students rather than
teaching as a tool for delivering content. Mishra et al. (2006, pp. 1028-1029) define TPACK as
“an emergent form of knowledge that goes beyond all three components (content, pedagogy,
and technology). It is the basis of good teaching with technology”. It requires an understanding
of the representation of concepts using technologies. Through the literature review on TPACK,
it is evident that the theory may assist in harmonising the tension between the structured and

the unstructured implementation of the Magnet School/CAPS curriculum.

There are three forms of knowledge at the heart of the TPACK: Content (CK), Pedagogical
(PK), and Technological (TK), and the intersection between the three forms of knowledge is
essential. At this intersection are Pedagogical Content Knowledge (PCK), Technological
Content Knowledge (TCK), Technological Pedagogical Knowledge (TPK), and Technological
Pedagogical and Content Knowledge (TPACK) (Hannaway, 2016). Figure 3.2 illustrates an
overlap of three forms of knowledge, leading to four more interrelated knowledge required for

effective teaching and learning.
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Figure 3.2: An interplay of content, pedagogy, and technology leading to four more kinds of
interrelated knowledge (Mishra et al., 2006, p. 1025)

As developers of the framework, Mishra et al. (2006) emphasise the connections and the
relationship between Content Knowledge, Pedagogical Knowledge, and Technological
Knowledge. Mishra et al. (2006) point that at times educators consider content, pedagogical,
and technological knowledge as separate, rather than interrelated. The interactions of the
knowledge are 1.) Content Knowledge (CK) which speaks to the actual subject matter to be
taught and learned. Influenced by formal (structured) reflections; 2.) Pedagogical Knowledge
(PK) 1s knowledge about techniques or methods used in the classroom. It requires that
educators develop an understanding of cognitive, social, and developmental theories of
learning to be applied in the classroom. Influenced by pragmatic (semi-structured) reflections;
3.) Pedagogical Content Knowledge (PCK) concerns itself with what teaching approaches will
be appropriate for the content. Influenced by pragmatic (semi-structured) and formal
(structured) reflections; 4.) Technological Knowledge (TK) is knowledge about software,
hardware, and ideological-ware!® as introduced by Khoza (2013). Influence by informal
(unstructured) reflections in addressing societal needs; 5.) With Technological Content
Knowledge (TCK) educators need to know the subject matter they teach, and they need to
familiarise themselves with how the subject matter can be enhanced with the application of
technology. Influenced by the societal (unstructured) and formal (structured) reflections; 6.)

Technological Pedagogical Knowledge (TPK) is knowledge that includes knowledge of tools

10 Ideological-ware are resources are ideas, theories and thoughts involved in the use of HW and SW resources
(Khoza, 2018).
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and the ability to apply strategies for technology use. Influenced by informal (unstructured)
and pragmatic (semi-structured) reflections; 7.) Technological Pedagogical Content
Knowledge (TPACK) which is the theory’s gist, intersects all circles. Angeli and Valanides
(2015) proposed a hierarchical structure to the framework in the following manner: Basic sub-
dominants (Technological Knowledge, Pedagogical Knowledge, and Content Knowledge);
Intersecting sub-domains at the first level of transformation, which are the transformation of
the basic sub-domains into the knowledge of the intersecting sub-domains (Technological
Content Knowledge, Pedagogical Content Knowledge, and Technological Content
Knowledge) and Meta-Conceptual Awareness as the second level of transformation which is
where the TPACK is conceptualised (Technological Pedagogical and Content Knowledge).
Angeli and Valanides (2015) believe that growth in terms of knowledge in either of the basic

sub-domains should automatically result in growth in all the intersecting sub-domains.

However, Millican (2013) believes that growth in one of the basic sub-domains does not
guarantee an educator is able to convey knowledge to others effectively. He adds that an
assumption made by many is that if a performer, for example, sight reads music well, they will
be able to teach others to sight read music. One should note that educators interpret knowledge
at the first level of transformation based on their prior knowledge and beliefs, meaning that
beliefs and knowledge are intertwined. According to Georgii-Hemming (2013), transformation
in Shulman’s (1987) model consists of preparation, representation, selection, and adaption,
which usually concerns the questions of methodology (why), content (what), reconstruction
(why), and method (how). Beliefs are preferred ways of professionally teaching and learning
(Angeli & Valanides, 2015). Educators possessing a constructivist belief encourage student-
centred activities that promote creativity and autonomous learning. In contrast, educators who
believe in the transmission model of learning become the source of knowledge, and learners
become passive recipients of knowledge. The following section describes and briefly discusses
the basic sub-domains, intersecting sub-domains as the first level of transformation, and meta-

conceptual awareness as the second level of transformation.
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3.3 CONTENT KNOWLEDGE (BASIC SUB-DOMAIN)
Content Knowledge is one of the basic sub-domains in the TPACK framework. It refers to the

knowledge about the subject matter to be delivered to learners in the classroom. In music,
educators need to know the theories and concepts of music, especially for performance (playing
an instrument or singing), composition (creating music or improvising), and listening (recorded
music or listening to others playing live) (Green, 2008). These are primarily the three ways
learners and musicians engage in learning music. Content Knowledge, in a musical sense, is
mainly the knowledge of skills, including playing an instrument/singing, improvisation, and
composing music. Content Knowledge, as prescribed in the CAPS document, is driven by
school knowledge and international learning standards. Learners’ performance is measured
against international content standards (Khoza, 2019). Learners acquire content knowledge
from learning institutions (physical access) by attending face-to-face classes to answer the what
question of teaching and learning. Assessment is based on what learners are expected to
achieve, which is an assessment of learning instead of one for learning. Another basic sub-
domain mentioned by Angeli and Nalanides (2015) is the pedagogical knowledge discussed

below.

3.3.1 PEDAGOGICAL KNOWLEDGE (BASIC SUB-DOMAIN)
As one of Venn diagram’s basic sub-domains, Pedagogical Knowledge is referred to as “broad

principles and strategies of classroom management and organisations that appear to transcend
subject matter” (Shulman, 1987, p. 8). This type of knowledge deals with the knowledge of
teaching and the knowledge of assessing learning. Educators need to have a broad sense of
knowledge of processes and methods of teaching learners and the type of activities that will
encourage learning. Mishra and Koehler (2008), augmenting Shulman’s (1987) definition, add
that this knowledge includes the knowledge of educators’ learning theories and how to apply
them in the classroom. Mishra and Koehler’s (2006) description of Pedagogical Knowledge
follows:

A generic form of knowledge that is involved in all issues of student learning, classroom

management, lesson plan development and implementation and student evaluation. It

includes knowledge about techniques or methods to be used in the classroom, the nature

of the target audience, and strategies for evaluating student understanding (Mishra &
Koehler, 2006, pp. 1026 — 1027).

In this study, Pedagogical Knowledge emerges as critical and the most significant factor in
integrating Content (Structured) and Technological (Unstructured) knowledge and the ability

to articulate how teaching and learning should take place. Pedagogical Knowledge helps music
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educators simplify content knowledge such as theory, improvisation, and composition. An
anticipated outcome in undertaking this study is the combination of strengths between
Content/Professional and Technological/Societal Knowledge, which may lead to a
reconstruction of new theories underpinning Pedagogical/Personal/Pragmatic Knowledge.
Khoza (2019) refers to this amalgamation of Content/Professional and Technological/Societal
Knowledge as the common factor curriculum where educators and learners find a neutral
position by combining each construct’s strengths. Assessment for learning is the main objective
for Pedagogical Knowledge. The third sub-domain in the TPACK diagram is the technological

knowledge discussed below.

3.3.2 TECHNOLOGICAL KNOWLEDGE (BASIC SUB-DOMAIN)
The TPACK model constitutes Technological Knowledge as referring to the use of computers

and digital technologies. This study signifies TK as the application of technology in music and
as a construct influenced by informal teaching to address societal needs. Bauer (2013) refers to
Technological Knowledge as a comprehension of the fundamental technologies used in
teaching and learning. Most learners obtain or acquire this type of knowledge on their own.
The content of Technological Knowledge is a product of different methodological activities
generated from various sources (Hoadley & Jansen, 2014). Assessment is based on what
learners have achieved, which is assessment as learning. Educators assume facilitating roles.
Educators and learners aim to answer the #ow question of teaching and learning. Herring et al.
(2016) noted that integrating technology in music is distinctive, depending on the sub-
disciplines. For instance, for music theory, a teacher might use computer software to notate
music, while the other might use sequencing for recording and playback of tracks in an
ensemble class. Different disciplines in education have different approaches in TPACK due to
the specifics in the nature of the subject matter. The same is found to be correct in the music
discipline; instrumental, vocal, and general music educators have different TPACKs even
though some commonalities are traceable. Music educators must develop skills in the use of
specific music applications (applying structured and unstructured practices). Pedagogical
Content Knowledge as an intersecting sub-domain between pedagogy and content is discussed
below, followed by Technological Content Knowledge and Technological Pedagogical
Knowledge.
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3.3.3 PEDAGOGICAL CONTENT KNOWLEDGE (INTERSECTING SUB-DOMAIN)
Pedagogical Content Knowledge refers to the construction of lesson plans and how they should

be executed. It is the interaction of pedagogy and content knowledge. Pedagogical Content
Knowledge is in line with Shulman’s (1986) work applicable to a specific content area.
Students’ prior knowledge and alternative teaching strategies in a particular discipline are all
expressions essential to effective teaching and learning. Pedagogical Content Knowledge
entails that a music educator needs to have an in-depth knowledge of music and to
communicate that understanding to learners through various pedagogical processes in diverse
educational contexts. In other words, the Pedagogical Content Knowledge concept is about the
synthesis action of Content and Pedagogical Knowledge, central to the knowledge needed for
teaching. Ball et al. (2008) reports a gap in Pedagogical Content Knowledge; often, articles
reporting on PCK do not give account to a specific content area but more general claims about
the teacher knowledge. Pedagogical Content Knowledge is guided by different beliefs,

reasoning, and knowledge for various disciplines.

3.34 TECHNOLOGICAL CONTENT KNOWLEDGE (INTERSECTING SUB-
DOMAIN)
Technological Content Knowledge constitutes the content to be delivered in the classroom

through technological knowledge. It is a by-product of the intersection between technology and
content knowledge. Educators need to possess a more profound understanding of technologies
relative to the content to be delivered and how content shapes the educational technologies to
be utilised. Integrating technology in music classes is not about the technology itself but the
content and instructional practices’ effectiveness. It’s all about the use of relevant tools to
deliver content and implement practices in improved ways. This also assists learners to exert

control over their learning, ultimately leading to a learner-centred approach.

3.3.5 TECHNOLOGICAL PEDAGOGICAL KNOWLEDGE (INTERSECTING SUB-
DOMAIN)
Technological Pedagogical Knowledge is an integration of Technological Knowledge and how

learners are taught. Technological Pedagogical Knowledge allows educators to choose which
technological tools are appropriate or coincide with the selected instructional technique. The
flexibility on how to use available tools is necessary. Technological Pedagogical Knowledge
emphasises the capabilities of technology in teaching and learning while at the same time
applying educational aims, values, and purposes of education. Integrating technology in music

classes is a very complex activity, and music educators need to constantly make decisions,
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adapt, and adjust during classroom instructions. TPACK, which is at the second level of

transformation, is discussed hereunder and formed by an intersection of all sub-domains.

3.3.6 TECHNOLOGICAL PEDAGOGICAL AND CONTENT KNOWLEDGE (META-
CONCEPTUAL AWARENESS)
Technological Pedagogical and Content Knowledge is formed through interactions among

Content, Pedagogy, and Technology. Harris et al. (2009, p. 401) refer to TPACK as a form of
professional knowledge that “technologically and pedagogically adept, curriculum-oriented

teachers use when they teach”.

A recent study conducted by Mishra (2019) reports Contextual Knowledge as one of the
knowledge domains considered for the adoption of technology use for individual learners,
specific classrooms, schools, or society’s development. Rosenberg and Koehler (2015)
recognise Context as an essential part of educational research; however, it was given less
attention to educational technology research, and it was not recognised as knowledge. Context
was described as one of the essential components of the TPACK framework from when it was
introduced. It was never included in Venn’s diagram as one of the teacher knowledge domains.
The diagram recognises the TPACK framework, which was ideologised in early 2000, as the
knowledge required by educators to successfully integrate technology with interlocking circles.
The outer dotted circle is now labelled Contextual Knowledge, i.e., teachers’ knowledge of the
context. This knowledge comprises teachers’ awareness of the available technologies, school
knowledge, and national policies they operate within the education sector (Mishra, 2019). The
acronym of Contextual Knowledge is (XK), which has been suggested to eliminate confusion
between the terms as (CK) already stands for Content Knowledge. The latest development of
TPACK is an attempt to meet the diverse and complex settings of today’s classrooms and
schools, and the nature and role of Context in TPACK. Contextual Knowledge becomes
essential in helping music educators appropriately design, implement/enact curriculum and

apply TPACK in the diverse and complex settings of the 21 century teaching demands.

3.4 APPLICATION OF TPACK TO MUSIC EDUCATION
Technological Pedagogical and Content Knowledge in the field of music is relatively new, and

research has shown that several music educators rank CK and PCK as the most important
knowledge one can acquire. An amalgam of content, technological, and pedagogical
knowledge should contribute extensively to music educators’ teacher knowledge and practice.
Grieser and Hendricks (2018) define Music Pedagogical Content Knowledge as knowledge of

music techniques encompassing, firstly, the musical engagement by learners in a meaningful
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way, secondly, the implementation of the music curriculum effectively, thirdly, the assessment
of learner’s abilities in various aspects of music, and lastly, a profound demonstration of
musical concepts. Researchers in the field of music have utilised Shulman’s conceptual
framework of PCK to investigate and explore the Pedagogical Content Knowledge required for
music teaching. The extension of PCK to the TPACK framework may be effectively used for
any skill that requires a synthesis of teacher knowledge. Efficiently designed professional
development through the application of the TPACK might enhance a teacher’s confidence in

improved music education.

Adopting new technologies in teaching and learning is a part of social and cultural change,
primarily driven by the introduction of digital technologies. Learners produce high technical
quality music, displaying more incredible skills in using specific computer music programmes
that they have taught themselves at home. In a study conducted by Gall (2016) entitled
“TPACK and Music Teacher Education”, he mentions that ‘professional musicians are hired to
assist and work with small groups of learners to introduce them to music technology”.
However, he emphasises that the ‘professional musicians, even though they display in-depth
knowledge in technological knowledge (general and musical), they often have a limited
understanding of pedagogical skills of what constitutes school music. This may be true for
music learners at a different dimension where some learners are skilled and confident in using
technologies (generally). However, they display less skill with specific music technologies that
often require other skills. Music technological knowledge requires educators to encourage
learners’ voices to be more dominant in the classroom. A learner’s ability to manipulate sound
and compose a piece of music using a personal computer is technological knowledge that does
not require a formal musical skill. Harris et al. (2009) report that there is evidence, through
empirical studies, that technology could immensely support musical knowledge development

without the instrumental notation knowledge acquired at school.

Informal learning in technologies becomes a problematic issue for educators following
structured ways of teaching. Harris et al. (2009) mention that music educators in several
countries consider creative activities intricate and challenging to implement as there are no
clear guidelines and/or pedagogical specifics for music lessons. This study strongly encourages
educators to offer activities that would mirror the experiences learners’ have encountered in
informal musical engagements and not just formal musical engagements acquired in class.

Educators need to understand and value musical knowledge obtained both in and outside of
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school. In a study conducted by Bauer (2013) entitled “The acquisition of musical
Technological Pedagogical and Content Knowledge”, he observed and discovered how music
educators received their TPACK. He found that most participants acquired Technological
Knowledge and Technological Pedagogical Knowledge through self-exploration, whereas for
Content and Pedagogical Knowledge, they acquired through music conferences and
conventions. Their Technological Pedagogical Knowledge was acquired through in-services
held in school districts. Bauer and Dammers (2016) also reported in a study entitled
“Technology in music teacher education” that the standard components of teacher knowledge
(Content, Pedagogy, and Pedagogical Knowledge) ranked higher by music educators than the
technological knowledge domains (Technological, Technological Content Knowledge,
Technological Pedagogical Knowledge, and Technological Pedagogical and Content

Knowledge). The findings suggest a lack of development in technology for music educators.

Music educators who ranked higher for Technological Content Knowledge usually follow
structured ways of teaching. Below in Figure 3.4 is an example for each content and topic to
be realised in the classroom using appropriate technological knowledge with an example of
how drill and practice exercises on music theory with music software can be integrated into

lesson plans (Wilson, 2004).

Figure 3.4: The MiBAC user interface (Wilson, 2004, p. 16)

A learner is given a major C key and is required to play chord 1 of the key. For teaching and
learning using the technology to be effective, there should be a thorough understanding of

hardware and software. Lessons are developed using a system called Technology-Assisted
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Language Learning (TALL). The activities are sequenced to achieve a specific level of mastery
(Wilson, 2004). Mishra and Koehler (2006) emphasise a difference in knowing how to use
technology and knowing how to teach with it. The emphasis suggests that teachers are
responsible for acquiring an understanding of the relationship between content, pedagogy, and
technology. Learners also need training in the basic use of computers, available software,

notation, and sequencing programmes by using the internet and accompaniment software.

Different articles, studies, and dissertations by various researchers regarding TPACK as a tool
by which music educators inform their practices are among the gaps in literature that have not
been adequately exhausted. Another gap is how TPACK in music education may affect the
skills of 21% century learners. To address these gaps and provide the TPACK conceptual
framework that may guide the integration of technology into the teaching of music (mentioned
as one of the reasons music educators are resisting the use of TPACK in their teaching-
learning), this study offers a conceptual framework speaking to the structured, unstructured,
and semi-structured ways of teaching. Studies conducted by several authors did not address the
conceptual framework needed to synthesise the teacher domains in response to the challenges
of the culturally responsive pedagogy, Bauer (2013), Bauer and Dammers (2016), Gall (2016),
Murillo (2017), and Daniel and Parkers (2017), Macrides and Angeli (2018), Gorgoretti (2019),
Taopan et al. (2020), Evans (2020), Eiksund et al. (2020), Price (2020), and Biasutti and
Phillippe (2021).

Gall (2016) conducted a three-year action research study on “TPACK and Music Teacher
Education” in England. One of the study’s main objectives was to develop a conceptual
framework for music teaching and technology, building upon Pedagogical Content Knowledge
and Technological Pedagogical and Content Knowledge ideas. Gall’s (2016) work, even
though similar to the study underway, is located within the structured system of instructing
music with the integration of technology and does not include the unstructured construct.
Educators’ TPACK should also consider the social and cultural norms to fully understand and
promote learning linked to the societal view of learning. There are, however, limitations to the

use of TPACK as a model in teaching music, as suggested by Mishra and Koehler (2006).

3.5 LIMITATIONS OF TPACK IN MUSIC EDUCATION
Technological, Pedagogical and Content Knowledge has been adopted as a framework to

integrate structured (content), unstructured (technological), and semi-structured (pedagogical)

instruction of music teaching. One of the TPACK framework’s limitations is that it does not
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clearly state how to use technological resources to meet society’s needs (Mpungose, 2017).
Cejas (as cited in Ruiz, 2020) also declares that TPACK does not speak to the competencies
but the needed knowledge. It is also not clear when the concept should be integrated when
teaching. Previous studies indicate that music teachers place a great deal of focus on
performance and individual instrument tuition, neglecting music theory. Music educators use
the TPACK framework as the accumulated knowledge of separate constructs, and TPACK was
designed as a structural model, and none of the intersecting sub-domains should be discerned
individually. There is an enormous gap in Technological Knowledge as applied by music
teachers in schools. Despite that many articles on music technology’s role are published, music
educators rarely use technology in the classroom (Macrides & Angeli, 2018). Even those using
technology often do so as an end to itself instead of as a tool to facilitate the needs of music
education (Macrides & Angeli, 2018). Factors contributing to the use of technology in class,
such as lack of knowledge in music technology application, lack of a conceptual framework to
guide the integration of technology into music teaching, and a lack of guidance for teachers on
teaching music with technology (Macrides & Angeli, 2018) are reported. Gorgoretti (2019)
confirms that in countries such as South Africa and Sub-Saharan Africa, technology use has
not reached the implementation level of teaching in other countries due to socio-economic and
technological challenges. Herring et al. (2016) report that technology in music is often treated
in isolation. Dorfman (2016) attests that technology is a stand-alone course in music and
teacher education programmes. “The lack of technology integration into classroom instruction
is an ongoing issue in music education” (Herring et al., 2016, p. 288). The impediment to the
implementation strategies is that sometimes music educators themselves are not familiar with
the latest technology and their education at tertiary level was grounded on traditional
approaches. Even though there is exponential growth in the use of technology, primarily digital
technologies in the classroom, Ruiz (2020) made a startling discovery that music educators’
focus is techno-centred and lacks pedagogical and content knowledge as suggested by the

TPACK model.

The notion that the knowledge of music and knowledge of teaching music are two different
concepts is identified by a few researchers who recommend that teachers of music must be able
to explain or define prepositions deemed valid in the profession and how they relate to other
occupations in and out of the discipline, both in theory and practice. In contrast, Duke and
Simmon (2006) believe that the level of subject matter knowledge or skill in a particular area

of specialisation does not guarantee fluency in conveying that knowledge or skill to others. The
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same scenario can be traced in the music field; there is always an assumption that because one
plays or sings well, they will also be able to teach or impart the skill needed to others. In his
study, Bauer (2013) discovered that in-service music teachers rated their knowledge in
Technological Knowledge, Technological, and Pedagogical Knowledge lower than their
Content, Pedagogical Knowledge, or Pedagogical Content Knowledge. Music educators are
often faced with challenges in their teaching practice as they need to develop the knowledge
they did not acquire through their practice. Music educators need to have in-depth knowledge

of the teacher domains: technological, pedagogical, and content knowledge.

Several practising musicians work as teachers of music education in different secondary
schools. Their practical knowledge developed outside of the formal settings and musical
experiences is not often presented in in-service training settings. It has been reported that most
music educators, especially in higher education, have not received any formal training in
pedagogy. Daniel and Parker (2017) describe this group as “musicians who happen to teach”.
Music practitioners in higher education and those teaching music in Magnet Schools are highly
trained performers who have chosen to move into teaching. They rely on their previous
experiences to inform their pedagogical strategies. Some music educators teaching music
instruments teach the way they were taught. An interesting notion by Ballantyne (2005) is that
the more a music teacher is musical, the more they see themselves as musicians. Conversely,

the less musical they are, they more they relate to themselves as teachers.

There have been no mandatory requirements for teachers to formally study the art of pedagogy.
This is one of the gaps that this study attempts to address: finding a neutral voice that will speak

to both ways of teaching, structured and unstructured.

Teaching and not just teaching music in the 21% century has proven to be altogether a different
phenomenon. Music educators are expected to focus on teaching 21% century learners guided
by learner-centred classroom characteristics. The 21% century curriculum content should
develop creativeness, innovation, and critical thinking and communication skills. This is the
central gap regarding Content Knowledge. The transformation in music education through
digital natives is ushering and modifying the educational system, supplementing traditional
pedagogy. The primary foundation of music education before the digital age, was graded music
textbooks series. Music educators still follow this model in some music schools, which is rote
learning (Murillo, 2017). The introduction of Magnet Schools, Science, Technology,

Engineering, and Mathematics (STEM) programmes have changed the education system as
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these programmes provide specialised education of 21% century credentials. This move is
compelling the adaptation of Technological Knowledge and the Arts to be included within
STEM to become (STEAM).

Taopan et al. (2020), on “TPACK framework: Challenges and opportunities in EFL
classrooms”, report that teachers combine Pedagogical Knowledge with content-specific
knowledge through pedagogical reasoning by creating learning environments that suit the
needs of their students. This is, however, a great challenge for the educators as some of them
do not have the required levels of competence to connect with learners who follow unstructured
ways of learning. One respondent mentioned, regarding technology implementation, that her
learners often assist her as they have sufficient knowledge of technology for their daily use
outside of the classroom (Taopan et al., 2020). A challenge requiring music educators to rethink
their conceptual framework and what will be deemed necessary to include when integrating
technology in music teaching is that it has become hard to assess learners with the notation of
composing. Learners sample, sequence, and edit music making it difficult to judge the extent
to which they can work independently without some software assistance. Technology is of great
value, especially if it enhances creativity, makes learning more manageable, and is a means to
achieving music learning objectives. This, however, should not be done by excluding the use
of acoustic instruments as most Indigenous African Music songs still rely a lot on these. This
suggests that music educators may be required to teach in new ways as new technologies are
turning Pedagogical Knowledge on its head and are challenging perceptions and musical values

of music education.

3.6 RECOMMENDATIONS OF HOW TPACK CAN BE EFFECTIVELY APPLIED TO
MUSIC EDUCATION
The study is built on a conceptual framework built around technological (unstructured)

knowledge, content (structured) knowledge, and pedagogical (semi-structured) knowledge as
guided by Mishra and Koehler’s (2006) TPACK framework in theorising the teacher
knowledge of teaching domains. Educators following the structured and unstructured teaching
methods should expand their knowledge on content, pedagogic, and technology to understand

how the framework’s sub-domains interact with one another.

TPACK for music educators should be flexible enough to accommodate different teaching
philosophies, styles, and approaches as TPACK is not limited to a particular teaching system.

Music educators need to have an in-depth knowledge of music (both practical and theoretical),
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the appropriate methods, and how students successfully apply TPACK in music education.
Moreover, music educators need to understand and value musical knowledge gained from
different contexts, which should also mirror the experiences learners acquire in informal
musical engagements. Bauer and Dammers (2016) recommended integrating training and
learning in and about technology, the music content, music pedagogy, and different learning
contexts, which may most effectively help music educators capitalise on their pedagogical
knowledge with technology. Gorgoretti (2019) reported that technology’s positive effects on
music education might increase as educators become aware and embrace Technological
Pedagogical and Content Knowledge. These challenges call for a shift in music education
(pedagogical revolution) where values, new philosophies, and pedagogical approaches added
to technological obstacles (such as training and resistance) are investigated. The effort might

become a catalyst in integrating music technology and music pedagogy effectively.

3.7 SUMMARY
In this chapter, an approach with the application of the TPACK framework was introduced as

interdependent constructs in order to assist educators to integrate structured (content)
unstructured (technological) knowledge which gives birth to a semi-structured (pedagogical)
knowledge of instruction. The TPACK framework suggests three interdependent components
of teachers’ knowledge and the emphasis placed on the TPACK framework as connections
between curriculum content, specific pedagogical approaches, and technologies. Additionally,
the chapter investigated the need to successfully implement TPACK in music education and
the relevancy for the framework to be explicitly taught to educators. The nature of Pedagogical

Content Knowledge differs for various disciplines due to the specific nature of the subject.

Furthermore, the chapter identified that Technological Knowledge is greatly influenced by an
informal construct that addresses societal needs. Content Knowledge is categorised under
formal instructions; hence educators are expected to possess teaching methods or formal
training in teaching. Moreover, it was discovered that the TPACK framework in music argues
for effective musical development, and the use of technologies compels educators to mobilise
the three bodies of knowledge: Content, Pedagogy, and Technological Knowledge. Some
educators use and have accepted Technological Knowledge as a fundamental tool for societal
relevance; however, some still perceive Technological Knowledge as inadequate for the
curriculum and only use it for traditional pedagogical practices informed by professional
practices. Technological developments in music education force changes in educators’ roles

and their pedagogical knowledge.
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The following chapter details the research methodologies followed to collect/generate data.
The next chapter entails the research paradigm, approach, and design guiding this study,

namely, the pragmatic paradigm, through mixed methods and the convergent parallel design.
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CHAPTER FOUR:
CONSIDERING FIELDWORK METHODOLOGIES ON THE DOMAINS OF
TEACHER KNOWLEDGE

4.1 INTRODUCTION
The two previous chapters deliberated on a conceptual review of literature on teacher

knowledge domains of teaching and the theorisation of the use of TPACK to support teacher
knowledge. This chapter discusses the research methods employed in this study to investigate
educators’ technological, pedagogical, and content knowledge of implementing a Music
Magnet School Programme in the Gauteng Province. The phenomenon of this study is
mvestigated qualitatively and quantitatively, allowing the researcher to investigate and study
the phenomenon from a variety of perspectives by participants using different methods despite
the differences in philosophical stances between these two approaches. The purpose, the
objectives and the research questions of the study are presented first. Thereafter, the study’s
pragmatic paradigm, approach, and design are discussed to filter knowledge from the
respondents and the participants and as a set of assumptions to guide the research process. Also,
a description and selection of participants and data collection/generation methods follow—
these further elaborate on how sampling was drawn from a larger population being studied.
Furthermore, a discussion on data analysis and interpretation, trustworthiness, ethical
considerations, limitations, and the chapter’s summary is approached at the end of the chapter.

Table 4.1 below provides an overview of the research methodologies.

Table 4.1: Research methodologies

RESEARCH:
e Purpose and focus
e Objectives
e Questions
RESEARCH PARADIGM:

e Pragmatic paradigm

RESEARCH APPROACH AND DESIGN:

e Mixed methods approach
e Convergent parallel design

SELECTION OF CASES AND PARTICIPANTS:
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e Schools: Probability sampling (Cluster sampling)
e Head Office and District Officials: Non-probability sampling (Purposive)
DATA COLLECTION/GENERATION METHODS:
e Questionnaires (Quantitative)
o Reflective activity (Qualitative)
o Interviews (Focus group interviews and one-on-one)
e Observations (Classroom observations)
DATA ANALYSIS AND INTERPRETATION:
e Quantitative data: Descriptive statistical analysis (SSPS)

e Qualitative data: Thematic analysis: Nvivo

TRUSTWORTHINESS:
e Credibility, dependability, transferability, confirmability
ETHICAL CONSIDERATIONS:
o Informed consent letters
LIMITATIONS:
e Methodology, interviews
SUMMARY:

Purpose, objectives, research questions, methodologies, trustworthiness

4.2 RESEARCH PURPOSE AND FOCUS
The overarching purpose of this study is to investigate educators’ technological, pedagogical,

and content knowledge of implementing a Music Magnet School Programme in the Gauteng
Province. This study also intends to bridge the gap between educators’ differing views brought
by different teaching practices, which in turn cause tensions between educators. Underpinning
the study’s conceptual framework is the TPACK model employed to rationalise the
relationships between the teacher knowledge domains. The focus is on the implementation and

enactment of the music curriculum.

4.3 RESEARCH OBJECTIVES
The below-mentioned objectives are formulated to guide the research’s investigation and the

generation of new knowledge (pragmatic curriculum) using the TPACK theoretical concept as
a guide.
. To mvestigate educators’ technological, pedagogical, and content knowledge of

implementing a Music Magnet School Programme in the Gauteng Province.
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o To understand how educators’ technological, pedagogical, and content knowledge

influence successful implementation of a Music Magnet School Programme in Gauteng.

o To investigate why educators’ technological, pedagogical, and content knowledge of
implementing a Music Magnet School Programme in the Gauteng Province manifest

itself in particular ways.

4.4 RESEARCH QUESTIONS
The following research questions assisted in generating and gathering data to attain the research

objectives as mentioned above.
e What are educators’ technological, pedagogical, and content knowledge of implementing
a Music Magnet School Programme in the Gauteng Province? (Descriptive question

addressed mainly by questionnaires).

e How do educators apply technological, pedagogical, and content knowledge in
implementing a Music Magnet School Programme in the Gauteng Province? (Operational

question addressed mainly by observations).

e  Why do educators’ technological, pedagogical, and content knowledge of implementing a
Music Magnet School Programme in the Gauteng Province manifest itself in particular
ways? (Philosophical question addressed mainly by semi-structured interviews and
focus group discussions).

4.5 RESEARCH PARADIGM

In social sciences, paradigm refers to the philosophical assumptions that guide and define the

researcher’s worldview (Cohen et al., 2018). The worldview as a perspective guides the

researcher on how to interpret the research data. It is a school of thought with the aim to help
the researcher determine the research methods to be used and how the data will be analysed

(Kivunja & Kuyini, 2017). In the past, the paradigm was used to discuss the researcher’s shared

beliefs and values regarding the nature of reality and knowledge. This study is grounded and

nested on a pragmatic paradigm. The word pragmatism originates from the Greek word

“pragma”, meaning action (Kaushik & Walsh, 2019). Pragmatism assists the researcher to

know and experience the world practically through the action-oriented framework (Hothersall,

2017). Pragmatism compels researchers to constantly search for a better and non-

discriminatory situation that brings equity and respect to all concerned. The pragmatic

paradigm was developed through the works of Charles Pierce, John Dewey, Geroge Herbert
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Mead, and William James at the turn of the twentieth century (Leavy, 2017). The paradigm
holds no allegiance to any theories or set of rules but suggests integrating different worldviews,
which may be useful in different research contexts. The pragmatic paradigm’s relational
epistemology assisted in investigating educators’ views by embracing the reality brought by
educators advocating for the structured and those supporting the unstructured

implementation/enactment of the music curriculum.

Post-positivism, constructivism, participatory, and pragmatism are examples of different
paradigms that guide social research studies. All these different paradigms share the following
common elements: axiology (beliefs about the role of values in research), ontology
(assumptions about the nature of reality), epistemology (assumptions about how we gain
knowledge), methodology (shared understanding of how we gain knowledge about the world),
and rhetoric (shared understanding of the language of the research) (Scott, 2012; Kivunja &
Kuyini, 2017; Creswell & Hirose, 2019). Even though the four paradigms share common
elements, they hold different axiology, epistemology, ontology, and rhetoric perspectives. The
post-positivism paradigm (quantitative research) is viewed as objective, suggesting that laws
of cause and effect can be understood through scientific methods. Post-positivism argues for a
singular view of reality. Multiple views of reality characterise the constructivism paradigm
(qualitative research). The rationale behind following this method is always on understanding
the phenomenon as construed by the participants (Cohen, et al., 2018). Knowledge is viewed
as subjective. The participatory paradigm (qualitative research) seeks to improve the life
situations of the marginalised and oppressed (Cohen et al., 2018). This study is guided by the
beliefs, norms, and values of the pragmatist philosophy which are: 1.) The rational
epistemology of the pragmatic paradigm holds the view that a researcher decides on
relationships that they deem appropriate for the study being conducted. 2.) A non-singular
reality ontology holds a belief that there are different approaches and there is no single reality
when interpreting reality. 3.) The mixed-methods methodology, a combination of qualitative
and quantitative research methods. 4.) And value-laden axiology that considers human values,
respects all participants’ rights and research that benefits people (Kivunja & Kuyini, 2017).
The rationale for deliberately choosing the pragmatism paradigm was for the following
reasons: To answer the research questions: what (descriptive question) through data collected
through questionnaires (quantitative research), the how question, which is the operational
question, through data generated through observations (qualitative research), and the why

question, which is the philosophical question, through data generated through conducting
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interviews (qualitative research). Additionally, the reason for choosing the pragmatic approach
was for triangulation purposes to corroborate the findings of the study. Moreover, to employ
the best approaches to gain knowledge and the understanding of the research problem using

methodologies that help answer the research questions.

The pragmatic paradigm argues that a researcher should use the most suitable methodological
approach to tackle the research problem at hand. A major underpinning of pragmatism is that
knowledge and reality are based on the belief and habits that are socially constructed, and
knowledge is always based on experience (Kaushik & Walsh, 2019). Pragmatism draws from
both qualitative and quantitative assumptions, and individual researchers have the freedom to
choose the methods, techniques, and procedures of research that best meet their needs and
purposes. In the context of this study, the quantitative approach is employed to answer the
descriptive question, which assisted the researcher to collect descriptive data about the content,
pedagogical, and technological knowledge of the educators. The qualitative approach guided
the researcher to explore the how (operational) and the why (philosophical) questions of

educators’ technological, pedagogical, and content knowledge.

4.6 RESEARCH APPROACH AND DESIGN
There are three approaches to research reviewed: qualitative, quantitative, and mixed methods.

A qualitative approach is often inductive, and it aims to generate meaning to knowledge
building. Most researchers use this approach to explore and investigate social phenomena and
build a deeper understanding of social life dimensions. On the one hand, the qualitative
approach is appropriate if one wants to explain or evaluate the phenomenon of the study (Leavy,
2017). On the other hand, the quantitative approach is often deductive, and it aims to prove,
disprove the hypothesis. It involves the testing of relationships between variables, correlations,
and the testing of variables. Mixed methods research is generally about collecting/generating
data and integrating quantitative and qualitative data in a single project to fully comprehend
the phenomenon being investigated or explored. The method is driven by both quantitative and
qualitative research questions. Mixed methods research is valuable, especially if the researcher
wants to describe and explain the phenomenon of the study (Leavy, 2017). This study employs
mixed methods research to investigate the phenomenon of the study: Technological,
Pedagogical and Content Knowledge. Creswell and Creswell (2018) define mixed methods
approaches as plans and procedures undergirding the broad assumptions and detailed data

collection/generation analysis and interpretation methods. In this study, mixed methods are
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defined as combining different elements of qualitative and quantitative approaches for a deeper
understanding of the study’s phenomenon and corroboration in a single research enquiry
(Johnson et al., 2007). This definition views mixed methods as a methodology and not just a
simply mixed method that includes qualitative and quantitative research. Mixed methods as
methodology is a philosophical assumption that guides the collection/generation and analysis
of data and the combination of the two approaches during the research process. Mixed methods
are employed to develop a better and more context-specific instrument by collecting and
generating data, and integrating quantitative and qualitative methodologies to better understand
the study’s problematic issue. This study adopted the mixed methods approach to strengthen
and expand on the conclusions and the validity of the study (Schooneboom & Johnson, 2017).
There are other valid reasons, such as triangulation (to corroborate the results from different
methods) and for complimentary purposes (to elaborate and clarify results from one method
with the results from the other method). Triangulation is utilised in different manners such as:
the methodological (between and within methods), data triangulation (using contrasting
sources of information), an investigator (different researchers), and theory (different theoretical
positions) (Creswell, 2012). In this study, triangulation is applied as methodological (Different
methods are employed to collect and generate data) and data triangulation (Different sources
of information, such interviews, questionnaires, reflective activity and classroom observation
are applied), Triangulation is also applied for credibility purposes, to enhance the integrity of
the findings. Diversity of views from participants/respondents, which were later combined to
uncover relationships between the variables, is also the rationale for employing mixed methods
research. Furthermore, it is for the theoretical drive, which is an investigation of the
phenomenon which focuses on description and exploration with quantitative as the “core”
component and qualitative as the “supplemental” component (Schooneboom & Johnson,

2017).

Dissemination of questionnaires and reflective activity via emails happened during the first
phase. The second phase focused on interviews to generate data for the study. The final phase
focused on conducting classroom observations. According to Creswell (2014), mixed methods
involve collecting qualitative and quantitative data to answer the research question/s, which is
followed by the analysis of both forms of data collected and generated from the
participants/respondents. The point of integration for the results occurred when quantitative
results (findings from the questionnaires) were added and integrated to the “supplemental”

component (qualitative results, generated through interviews, classroom observations and
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reflective activities. Following the process of data collection/generation and analysis,

convergent parallel design was observed.

The convergent parallel mixed method, as a design of this study, is when the researcher collects
both qualitative and quantitative data simultaneously and then combines the overall results’
interpretation (Creswell, 2007). A side-by-side comparison approach is employed to analyse
data from quantitative and qualitative methods. The data collected from the questionnaires is
analysed first; thereafter, data generated through interviews to confirm or disconfirm the

quantitative results is analysed.

4.7 SELECTION OF CASES AND PARTICIPANTS

Selection of participants was achieved through sampling. Sampling is done by investigating
the subset of the population to learn about one or more characteristics of a population
(Lavrakas, 2008). Data was collected/generated from a population of music educators in the
Music Magnet Schools in the Gauteng Province and from the District and Head Office. puring
the sampling process, several schools were selected from a larger population. A selection of
respondents was generated by following probability sampling procedures. Probability sampling
is when samples are selected from a larger population, ensuring that every element from the
study’s population has a known chance of being selected. Generally, probability sampling
strategies are used in quantitative research and may be included in mixed methods research
(Kaushik & Walsh, 2019). The results obtained from using probability sampling are typically
statistical in nature. Cluster sampling was employed to get 14 Music Magnet Schools. Cluster
sampling is multistage and uses pre-existing clusters randomly selected from a population

(Kaushik & Walsh, 2019).

A purposive sampling approach was followed to select stakeholders within the Gauteng
Department of Education to answer the philosophical question. They hold expertise and
experiences with regards to the phenomenon of this study. Purposive sampling, according to
Denscombe (2010) and Kaushik and Walsh (2019), refers to a hand-picked sample that is based
on relevance to the phenomenon being investigated and the knowledge of the phenomena by
the participants. In the context of the study, three stakeholders from the Gauteng Department
of Education were purposively selected. The technique usually fits with qualitative and mixed
methods research. Participants were purposely chosen to obtain different perspectives on

different philosophies of music education that underpin Western and African music instruction.
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The participants are not music teachers but music educators who once taught music and are

now stakeholders in different departments working at the Gauteng Department of Education.

Sampling of a sampling approach was employed to generate participants for the focus group
discussions. These participants were sampled from the first group sampled for qualitative
approach. The participants selected were a group of music educators from Music Magnet

Schools

4.8 DATA COLLECTION/GENERATION METHODS

Table 4.8: Data collection/generation

Objective 1 Objective 2 Objective
Rationale for data To investigate To understand To investigate
collection/generation educators’ how educators’  why educators’
technological, technological, technological,
pedagogical, and pedagogical, and pedagogical,
content knowledge of  content and content
implementing a Music  knowledge knowledge of
Magnet School influence the implementing a
Programme in the successful Music Magnet
Gauteng Province implementation ~ School
of a Music Programme in
Magnet School  the Gauteng
Programme in Province
the Gauteng manifest itself
Province in particular
ways?
Research strategies The questionnaire, Classroom One-on-one
reflective activity observations interviews and
focus group
discussions
RGN G A SV ) PV Ol S8 music educators Nine music Thirty-four
educators music
educators, three
District/Head
Office Officials
Time taken to Questionnaires, Observations One-on-one
collect/generate data together with were conducted  interviews were
reflective activity, over two months  conducted with
were emailed and with two three
collected two months  practical lessons  stakeholders,
later from the per educator and  two officials
respondents three for the from the Head
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other sampled

Office, and one

school. official from the
district
VAR 8o e (18 The questionnaire as The class One-on-one
research strategies the core component observations interviews and
for data collection assisted the focus group
assisted in researcher to discussions

understanding what
each music educator

determine how
music educators

were conducted
to explore and

believes about the mstructed music ~ further
technological, to learners nvestigate the
pedagogical, and applying responses
content knowledge of  technological, obtained from
implementing/enacting pedagogical, and the
the music curriculum  content questionnaires
in Music Magnet knowledge. to acquire in-
Schools in the These were the depth
Gauteng Province focus areas: knowledge on
teaching why music
techniques, how  educators’
educators technological,
explained and pedagogical,
demonstrated and content
musical knowledge of
concepts, implementing a
knowledge of Music Magnet
educational School
values, and Programme in
catering to the Gauteng
learners’ needs province
manifest itself
in particular
ways?

Data collection/generation is a process of gathering data that will be measured or interpreted
based on the stated or posed research questions (Kabir, 2016, Kaushik & Walsh, 2019). Data
collection/generation is essential for the integrity research. It is also one of the essential
components in conducting research. Table 4.8 provides a summary of data
collection/generation as discussed below. Two categories of qualitative and quantitative
approaches are primarily utilised to organise data. Qualitative data is predominantly descriptive
or nominal in nature. The generation of qualitative data in this study addresses the 7ow and the
why questions of the research in an unstructured way by focusing on group discussions, one-
on-one interviews, reflective activity, and observations to improve or clarify the quantitative
findings from questionnaires. According to Kabir (2016) qualitative data generations are

characterised by less structured and mainly open-ended questions. They rely on interactive
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interviews and the use of triangulation to increase the credibility of the study. Quantitative data
is numerical in nature, including measuring scales (nominal, ordinal, interval, and ratio) (Kabir,
2016). Quantitative data was collected to answer the what question of the research. Mixed
methods data collection/generation combines qualitative and quantitative research within a
single framework. The rationale for following the mixed approach in this study was to increase
the research’s validity and reliability and to capitalise on strengthening the weakness of using

a single approach research design.

This study is informed by the empirical research approach, which involves collecting and
generating quantitative and qualitative data. To answer the research questions, this study
employed the following data collection/generation techniques: questionnaires, reflective
activity, interviews, and observations. These techniques are utilised to answer the three research
questions: 1. What are educators’ technological, pedagogical, and content knowledge of
implementing a Music Magnet School Programme in the Gauteng Province? (Descriptive
question addressed mainly by questionnaires). 2. How do educators apply technological,
pedagogical, and content knowledge in implementing a Music Magnet School Programme in
the Gauteng Province? (Operational question addressed mainly by observations). 3. Why
do educators’ technological, pedagogical, and content knowledge of implementing a Music
Magnet School Programme in the Gauteng Province manifest itself in particular ways?
(Philosophical question addressed mainly by semi-structured interviews and focus group

discussions).

Data collection/generation started in mid-March 2021 as schools were reopened mid-February
after the Summer break. The reflective activity together with questionnaires were emailed first
to all the sampled respondents/participants. Consequently, interviews with Music Magnet
School DHs followed later. Only a few DHs were interviewed as there were no DHs in other
schools. The one-on-one interviews with DHs were later followed by interviews with
stakeholders. The focus group discussions were conducted at the end, followed by the class
observations as the final data collection/generation method. I received two gatekeepers’ letters
from the Gauteng Department of Education and the University of KwaZulu-Natal. Below is a
discussion of the data collection techniques, the questionnaires, reflective activity, interviews,

and observations.
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4.8.1 QUESTIONNAIRE
For centuries questionnaires have been utilised as the primary instrument to collect data in a

research survey. They first came to be employed by Sir Francis Gatten between 1822 and 1911
(Kabir, 2016). A questionnaire may have different types of questions such as dichotomous
(where respondents are given two options to choose from), nominal-polytomous (respondents
have more than two unordered options), ordinal-polytomous (respondents have more than two
ordered options) and the continuous (respondents are given a continuous scale to choose from)
(Kabir, 2016). The different types can also be identified as multiple-choice, rank-ordering, and
rating scales questions. A questionnaire consists of standardised questions that are often closed-
ended or open-ended. Open-ended questionnaires are primarily used for smaller-scale research.
They become helpful where the possible answers are not obvious, or a long list of possible
answers that a respondent may choose from is provided. Closed-ended questionnaires are
usually used to collect large datasets through self-administering or by mail or email (Young,
2016). The collected data can be easily processed and analysed. The administered
questionnaires to the respondents consisted a combination of the aforementioned types of
questions. The questionnaire mainly consisted of dichotomous, multiple-choice, and rating
scale questions. The type of questions, as they appeared in a questionnaire administered to
music educators at different Music Magnet Schools, is divided into the following types, as

shown in Table 4.8.1.

Questionnaires can be advantageous for the following reasons: they are cheap and have
standardised answers, especially closed-ended questionnaires (Kabir, 2016). The results are
usually easy to quantify. Questionnaires can be distributed to a large group in a short period
(Kabir, 2016). The disadvantage of questionnaires is that it limits information collection
opportunities and restricts the researchers’ abilities to fully understand the respondents’
emotions, behaviours, and feelings. A further disadvantage is that it may be hard to measure
respondents’ truthfulness, and the questions can be misinterpreted due to their level of
subjectivity (Kabir, 2016). Chesney and Penny (2013) and Fang et al., (2021) attest that about
two thirds of respondents do not provide accurate information, and the chance level of accuracy

is around fifty four percent.
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Table 4.8.1: Different types of questions

1. Gender

Female

Male

2. In the past two years, have you participated in any
professional development in the following areas?
a) CAPS curriculum training

and Communication

Yes No

b) Music content
Yes No

c) Music pedagogy
Yes No

d) Information

Technology (ICT)

Yes No

3. At what age did you start teaching music?

Under
25

25-29
years

30-39 | 40-49
years | years

50-59
years

60+
years

4. For how long have you been teaching music at the
present school?

First- | 1-2
year years

3-5
years

6-10
years

11-15
years

16-20
years

More
than
20
years

Dichotomous

Dichotomous

Multiple-choice

Multiple-choice

5. Which statement/s best suit/s your view regarding Multiple-choice
Indigenous African Music (IAM)?

Statement

1. Music practitioners from the community
should teach TAM.

2. Academically trained music
should teach TAM.

educators

3. Professional trained music educators should
teach TAM.
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4. All the above.

5. Other (Please specify)

6. How would you rate the following at your school? Rating scales
a) Educators’ understanding of curriculum goals

Very High Medium Low Very
high low

b) Educators’ success in implementing the CAPS

curriculum
Very High Medium Low Very
high low

7. Indicate the extent to which you agree or disagree with Rating scales
the following statements.
a) Music Magnet School educators have adequate
instructional resources for teaching music.

Agree Disagree

b) The Music
Magnet School Programme has adequate technological
resources to teach music.

Agree Disagree

c) Music Magnet School educators have been trained to
apply technological, pedagogical. and content
knowledge in teaching music.

Agree Disagree

d) Music
Magnet School educators have adequate support for
applying technological knowledge in their teaching.

Agree Disagree

The above questions appearing in Table 4.8.1 are not all the questions that have been asked in
a quantitative questionnaire administered to the respondents. See Appendix E for an entire
questionnaire. A few questions are selected to show an example of each type of question.
Question five, which comprise a statement, has the other option. It should be noted that all
possible answers to choose from were exhausted before the questionnaire was designed using
the information obtained from the literature review. However, this option had to be added lest

there was a different perspective other than those given.
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Questionnaires were sent via emails as an attachment using a standard format, Microsoft Word.
Respondents were informed why they needed to provide information that will make them to be
easily identified for follow-up purposes and for the researcher to obtain their consent.
Respondents were reminded two weeks after sending the documents. Ten per cent of the
respondents were willing to participate; however, they had challenges with the type of gadgets
such as cell phones and laptops they were using. A google form questionnaire was created that
could be quickly answered through cell phones. This improved the response rate. Another set
of questionnaires was sent through the delivery and collection method, which yielded a higher

response rate than the previously mentioned two methods.

The questionnaire attempted to answer the descriptive question of the study “What are
educators’ technological, pedagogical, and content knowledge of implementing a Music
Magnet School Programme in the Gauteng Province? The questions were divided into three

sections as shown below:

Section A: Personal information:
1. Gender
2. Age
Section B: Musical background:
1. Instrument
2. Age started teaching the instrument
3. Teaching experience
4. Qualification
5. Music stream
Section C: Educators’ technological, pedagogical, and content knowledge of implementing a
Music Magnet School in the Gauteng Province:
1. Understanding of curriculum goals
Successful implementation of the MMS/CAPS curriculum
Adequate instructional resources
Adequate technological resources
Adequately trained in TPACK
Adequate support in technological knowledge in teaching music

Professional development in CAPS curriculum

© N o o B~ DN

Professional development in the music content
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9. Professional development in the music pedagogy
10. Professional development in Information and Communication Technology (ICT)

11. Who should teach Indigenous African Music?

The cover page of the questionnaire stated the title of the research study, the purpose of the
research, and the information encouraging the respondents’ participation and issues of ethics
for the credibility of the study. The questionnaire comprised three sections: Section A,
presented questions about personal details; Section B, dealt with the musical background of the
respondents; and Section C asked questions on educators’ technological, pedagogical, and
content knowledge of implementing a Music Magnet School in the Gauteng Province. Section
A of the questionnaire consisted of four questions concerning personal information: the
respondent’s name, gender, age, and the name of the school they taught at. The section was
included to obtain the respondents’ profile. Section B consisted of five questions that addressed
the musical background of the respondent. The first question in Section B asked the
respondents about the choice of instrument/s they taught at school. The question was mainly
asked to determine the type of instrument each respondent played and taught. The second
question related to the age the respondents started teaching music. The third question was posed
to determine the number of years the respondent had been teaching music. The fourth question
probed the level of formal music education. The fifth question determined the music stream
each respondent taught. The main reason for asking this question was to decide later if there

was a relationship between the respondents’ chosen stream and teaching practices.

Section C consisted of questions dealing with technological, pedagogical, and content
knowledge of Music Magnet School educators. This section was included to evaluate the
possible correlation between the variants such as the chosen stream, the in-depth knowledge
on TPACK, and the professional development of the respondents. The first question determined
the level of respondents’ understanding of the curriculum goals and the educators’ success in
implementing the music curriculum. Respondents were also asked to indicate the extent to
which they agreed or disagreed with the statements provided in question two of section C.
These statements were on Music Magnet School educators having adequate instructional and
technological resources to teach music, having adequate knowledge in all aspects of TPACK,
and necessary support in applying technological knowledge in their music teaching. Besides
attempting to determine if music educators had adequate training, support, and technological

resources in teaching music, it was essential to determine if they had any professional
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development in CAPS training, music content, music pedagogy, and ICT, which was the fourth
question. Section C ended with a question on the aspects of Indigenous African Music.
Respondents were asked to choose a statement that best matched their perspectives on teaching
IAM in schools. The question was included to determine if any person/educator can teach the
IAM stream well or if the stream can only be taught well by practitioners from the community
or those who have training in African music. Another reason for asking this question was to
investigate if respondents knew the importance of IAM in the music curriculum. Another

instrument used to generate data from the participants is discussed below, the reflective activity.

4.8.2 REFLECTIVE ACTIVITY
Reflection as an instrument was chosen as one of the data generation instruments from

educators. Reflexivity is interchangeably used with other terms such as critical or
transformative reflection (Ryan, 2015). According to Ryan (2015), reflection is defined
differently from various perspectives. Teo and Tan (2011) describe reflections as a process of
retrospection, continual re-examination, a critique of underlying practices in teaching for
change. Ryan (2015) adds that reflection is a cognitive experience linking emotions, thoughts
and actions emanating from real-life experiences and theoretical knowledge. Luttenberg et al.
(2017) proposed a framework on the domains of reflection in the education context. These are
scientific, technical, artistic, and moral reflections. These domains are useful in answering such
questions as: what is true? (Scientific reflection); what is effective and efficient (technical
reflection); what is good (Artistic reflection); and what is just? (Moral reflection) (Luttenberg
etal. 2017).

The reflective activity becomes an essential component in generating data on educators’
perspectives on the teaching and learning of music in Music Magnet Schools in Gauteng.
Reflexivity is mainly conducted in qualitative research to validate research procedures. The
instrument was employed as one of the supplemental components together with interviews.
Educators were expected to critically reflect on their practice and whether the learners’ needs
were met. They were also expected to clarify their pedagogical goals or outcomes when
teaching. Educators’ perspectives on different teaching practices applied when
implementing/enacting the Magnet School/CAPS music curriculum were also interrogated

through the reflective approach.

Most importantly, educators’ challenges when teaching the chosen stream were investigated to

determine the gap in educators’ technological, pedagogical, or content knowledge. Educators
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from 14 Music Magnet Schools in the Gauteng Province were emailed reflective activities two
months prior to semi-structured interviews and observations. The reflective activity consisted
of ten questions for music educators to reflect on. The questions were based on reflections
based on professional, societal, and personal propositions, the phenomenon of the study
(Technological, Pedagogical and Conte Knowledge) and curriculum concepts such as teaching
practices, goals, content, values, challenges, and resources. Table 4.8.2 presents the questions

educators were asked to reflect on.

Table 4.8.2: Reflective activity questions framed on the concepts of Content, Technological and
Pedagogical propositions

What teaching practices Content Professional knowledge
do you apply when . .
implementing the Magnet Societal Societal knowledge
School/CAPS music Pragmatic Personal knowledge
curriculum?
What are your goals on Objectives Professional knowledge
implementing and .
e e Aims Personal knowledge
School/CAPS music Outcomes Societal knowledge
curriculum?
Which music stream do WAM Professional knowledge
R Loy Jazz Professional/Societal

IAM knowledge

Societal knowledge

What teaching methods Teacher-centred Professional knowledge
do you apply during .
teaching and leaming? Learner-centred Societal knowledge

Blended Personal knowledge
What values and Discipline Professional knowledge
educational purposes (.10 Creativeness/social Societal knowledge
you apply when teaching
the chosen stream? skills

Collaboration Personal knowledge
What are the main Content Professional knowledge
challenges in teaching the Knowledge
chosen stream?

Technological Societal knowledge

knowledge

Personal knowledge
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Pedagogical

knowledge
Which music technology =~ Hardware Professional knowledge
il anq PIOETAMMNES e Software Societal knowledge
you use in teaching
music? Ideological-ware ~ Personal knowledge
Do you think applying Examination Professional knowledge
?echnol.ogl e kn(?wledge Assignment Societal knowledge
in music lessons improves
lesson efficiency? Group activity Societal knowledge
What are your Professional Professional knowledge
perspectives on different erspective
teaching practices applied Persp
by Music Magnet Schools Cultural Societal knowledge
educators when erspective
implementing the Magnet persp
School/CAPS music Blended Personal knowledge
curriculum in your -
school? b perspective
What theories would best  Content Professional knowledge
underpin different . .
I Societal Societal knowledge
implementing the Magnet Blended Personal knowledge

School/CAPS music
curriculum?

Most of the reflective questions are based on reflection on action practices. Reflection on action
1s an activity that happens after an event has taken place, a “look back mode”, according to Teo
and Tan (2011). Bassot (2015) describes reflection in action as a “thinking on your feet” kind
of action. Reflection in action gives educators a chance to assess their strategies as they go
along and consider if the approach works or needs to be changed. According to Bassot (2015),
this 1s a skill that is developed with practice and experience. In the context of this study, the
reflective activity was made up of open-ended questionnaires, which allowed participants to
reflect on their experiences regarding the phenomenon of the study. The reflective activity was

administered together with the questionnaires to 48 music educators.

The first question was mainly asked to ascertain different teaching practises as applied by
different music educators. The teaching practices are influenced by professional, societal, or
personal knowledge. Some educators follow the structured way of teaching, while others
followed unstructured techniques. Question two probed the goals as imparted by educators to

112



learners when teaching music guided by objectives (professional knowledge) based on teaching
content knowledge, the outcomes driven by the societal knowledge underpinned by learning
and aims driven by personal knowledge with the purpose to educate when
implementing//enacting the music curriculum. The third question was on the streams they
teach. Western Arts Music is informed by professional knowledge, IAM by societal knowledge,

and Jazz underpinned by professional and societal knowledge.

Following the third question, the fourth question was posed to interrogate educators teaching
styles, the teacher-centred (professional knowledge), learner-centred (societal knowledge), or
blended, which is influenced by personal knowledge teaching style. The fifth question was
raised to investigate further the values imparted to learners when different reflections are
applied. The sixth question was asked to establish if there were any challenges with applying
content, pedagogical, or technological knowledge as discussed in Chapter Two when teaching
learners music. The seventh question was asked to determine the technological tools used by
educators in teaching music when applying professional knowledge (hardware/software),

societal knowledge (software), or personal knowledge (ideological-ware).

In addition to the questions mentioned above, the eighth question was asked to determine
information on how educators assess learners and if the use of technology made any difference
in improving lessons. The ninth question interrogated educators’ views on different teaching
practices applied when teaching music to learners. The tenth, and the final question,
interrogated participants’ beliefs regarding the theories/philosophies underpinning the different
teaching practices. The third instrument discussed below is comprised of one-on-one

interviews and focus group discussions.

4.8.3 INTERVIEWS
Interviews are widely used in qualitative research to generate data about participants’

experiences and beliefs concerning the phenomenon of the study. In this study, interviews are
employed to investigate further the responses obtained from the core component
(questionnaires) to explore the views and beliefs on technological, pedagogical, and content
knowledge of music educators to provide a deeper understanding of the phenomenon of the
study. Interviews are a commonly used research instrument to generate data from the
participants. The questions are structured so the easy to answer questions are asked first to
encourage and build up participants’ confidence. Kabir (2016) makes a list of the types of

interviews that a researcher may choose from, such as informal conversation interview, where
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questions are improvisatory asked for openness; the general interview guide approach is similar
to the informal and the conversational interview, which is more flexible, and it covers the same
topic from all participants. The structured type of interview is where participants are asked the
same closed-ended questions is also referred to as the closed, fixed response interview. There
are three major categories of interviews: structured, unstructured, and semi-structured (Babbie

et al. as cited in Ryan et al., 2009).

Structured interviews are questions that are worded the same, and they leave no room for
probing. They are constructed based on the premise that the data will be comparable. Structured
interviews are similar to structured questionnaires as there is sometimes no space for follow-
up questions to elaborate further (Gill et al., 2008). Predetermined questions are designed
which are relatively quick and easy to answer. Unstructured interviews are open-ended
questions that do not follow a specific framework of questioning. There are no predetermined
answers, and the flow follows the direction of the participant’s responses. The interviewer may
pose an opening question as an initial question to start an interview, and the response becomes
the guide to the initial question. The unstructured interview may be time-consuming and
challenging to manage, especially if the interviewer is still a novice. According to Gill et al.

(2008), this type of interview is usually considered where the subject area is unknown.

Semi-structured interviews allow for probing, and the approach is more flexible. The method
follows the use of open-ended questioning. The technique enables the participants to tell their
stories without responding to structured questions (Ryan et al., 2009). Semi-structured
interviews are structured so that there are several key questions to serve as a guide and to help
define the areas of concern to be investigated. However, the participant and the interviewer are
given the freedom to diverge and probe on interesting responses. Creswell (2012) adds on the
different types of interviews: one-on-one, focus group, and open-ended questions on
questionnaires. Discussed and described below are the one-on-one and the focus group

discussion interviews.

One-on-one interviews assist in gaining insight from the participants regarding their
perceptions and in-depth knowledge of the phenomenon. The one-on-one questions probed the
research question on different perspectives as to why educators’ technological, pedagogical,
and content knowledge of implementing a Music Magnet School Programme in the Gauteng

Province manifest itself in particular ways.
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One-on-one interviews were employed to generate data from the stakeholders and the Music
Magnet School DHs. The main reasons for generating data from the DHs were to obtain a
broader understanding of the study’s phenomenon and a clear understanding of the
department’s setup. Question one was asked to establish the number of years and the teaching
experience of the DH: In which year did you start working as a Music Magnet School teacher?
Question two was posed to investigate the DH’s expectations compared to other music
institutions, given the fact that Music Magnet School Programmes operate differently and offer
different kinds of music: What were your expectations for the programme before teaching
music at your school? Question three was asked to generate information on how the
programme’s implementation assisted in promoting and preserving music at secondary
schools. Research studies show that the number of learners enrolled in music has declined. The
question was also asked to determine the use of technology and to ascertain if the Music Magnet
School Programme contributed to the preservation and promotion of music in the arts,
especially in the 21* century using technology? Question four was asked to ascertain further if
the objectives of implementing the programme in the Gauteng Province were achieved: Have
the objectives of implementing a Music Magnet School Programme in the Gauteng Province
been achieved? A Music Magnet School programme is a unique programme that has only been
implemented in the Gauteng Province to further academic desegregation. Question five was
phrased to establish if any music educators have been trained to teach Indigenous African
Music in the DHs’ school. Previous studies have indicated that only a handful of music
educators have a qualification in Indigenous African Music. Question six was asked to generate
different views on the implementation and enactment of the music curriculum as offered in the
Music Magnet School Programme: What are your views on the implementation and enactment
of the Magnet school/CAPS music curriculum in the Music Magnet School Programme?
Question seven was posed to establish if the music educators experience any challenges in
different Music Magnet Schools: What are the main challenges faced by the Music Magnet
School educators in your school concerning the Magnet school/CAPS music curriculum? The
final question, eight, was asked to enable the DHs to express their different perspectives on
different teaching practices applied by the music educators. Music Magnet School educators
came from different backgrounds, with different training and perspectives to find themselves
teaching music in different Music Magnet Schools: What are your perspectives on various
teaching practices applied by Music Magnet Schools when implementing the Magnet
school/CAPS music curriculum in your school? The focus group discussions followed the one-

on-one interviews.
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A focus group discussion is whereby a trained person conducts and moderates a group
interview. Usually, the group consists of six to eight participants. Kabir (2016) describes a focus
group interview as a method that entails a small group of participants discussing the topic of
the study to reveal the how and why of the participants’ behaviour and attitudes. Data is
collected employing semi-structured group discussions. Focus group interviews are a group
discussion of a phenomenon of the study. Focus group discussions are usually utilised to
generate collective views from those who participate. The focus group interview emerged in
the 1940s from the works of Merton and Fiske when they conducted interviews to ascertain
consumer satisfaction (Gill, 2008; Kabir, 2016). Focus group discussions were employed to
further investigate the study’s phenomenon to understand and determine the underlying reasons
for participants’ attitudes and beliefs when teaching music. As a moderator in different groups,
I did not participate or join the discussion. I only facilitated the group discussion, ensuring that

all participants had a chance to contribute and express their views.

The focus group discussion is advantageous in research, especially when one wants to explore
cultural and educational values to examine how and why participants think or behave in a
particular manner. On the contrary, the focus group interview poses no privacy or anonymity.
Additionally, one person could also dominate the group discussion. The group’s moderator
needs to be skilful in conducting the group discussion and be able to deal with conflicts and
create a conducive environment to conduct a group discussion. Focus group discussions are

also time-consuming to analyse.

Using audio recorders to generate data from the participants allows for transcription
consistency and credibility. Interviews were recorded after obtaining permission from the
participants. Most interviews lasted for 40 minutes, and some were 90 minutes long. A few
participants elaborated and expressed their perspectives, often using their mother tongue
languages. The responses were later translated into English which is the primary medium of
communication for this study. The transcription of interviews followed verbatim standards,
which is word for word of the interview. The transcripts were clearly marked and labelled. In
some schools a minimum of three to a maximum of six participants were interviewed
depending on the staff establishment. There were, however, two schools where most of the
educators were absent on the day of the discussion, and only two educators participated.

Interviews with educators were conducted until the information gathering reached saturation,
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with no new insights or knowledge generated. The final stage of data generation from

participants was through classroom observations.

4.8.4 OBSERVATIONS
The observational method as a data-generating method is more than just an inquiry or

observation about the world around us; but a process of systematically finding out about the
world (Kabir, 2016). Observations are used to generate data from the participants, whereby the
researcher observes within a specific research field. Moreover, the observer gets a chance to
understand the participants’ reactions better and can know the context and obtain first-hand

experience.

Observation methods were of the several complementary qualitative methods in this study.
They were chosen because of the study’s problematic issue and scientific context to
complement the “core” component. The observational method was selected to answer the how
question of the research to explain the participants’ behaviour, especially for educators who
teach Indigenous African Music as it is socially constructed. Kabir (2016) mentions that it
becomes crucial to use observational methods when the phenomenon is being studied in its
natural setting. There are three types of observations: direct participant observation, non-direct
participant observation, and indirect participant observation (Ciesielska & Bostrom, 2018).
Direct participant observation is a classical method that assists the observer to gather data about
the social practices, focusing on how people behave in an environment that is naturally theirs.
The method can provide invaluable information that was not apparent or was too sensitive to
share during interviews. The non-direct participant observation occurs when the observer
remains an outsider and is not directly involved in the process. Indirect participant observation
is when a hidden camera or voice recorder is used so that researchers do not participate in the

observation and participants are unaware of the researcher.

There are three main types of observers, namely: 1. Completely Participating Observer (the
observer blends in a study environment to understand the lifestyle, customs, and how the
participants perceive reality). 2. Partially Participating Observer (the observer gets involved in
interactions and not in activities specific to the environment studied). 3. Non-Participant
Observer (the observer does not get involved in any form of activity) (Ciesielska & Bostrom,
2018). Observation techniques may take a direct and indirect form. In direct observation, the
observer looks at the events happening in their presence in the moment of them occurring. In

contrast, indirect observation is where an observer asks the participants to self-record, or the
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observer relies on recordings from past events in the form of videos and documentation

(Ciesielska & Bostrom, 2018).

The advantages of observational methods are that they have less bias and as such their
reliability is stronger than some other methods (Ciesielska & Bostrom, 2018). The findings
can be generalised, especially where large samples have been covered. The interaction can be,
however, missed, which is one of the disadvantages. It is not always strong instrument though,
especially when one wants to generate fresh insights (Kabir, 2016). Observations were
conducted twice in each school sampled. There was a school where they were lesson
observation were conducted thrice to further generate the data and for saturation purposes.
Educators were requested to self-record their lessons in following with Covid-19 regulations.
However, in other schools, this proved to be a considerable challenge. Some educators could
not record the lessons, and I had to step in and become a silent observer. I am fully aware that
deviating from the method initially prescribed might impact on the findings. Data was validated
through triangulation and by having participants verifying the findings. Table 4.8.4 below

depicts the observation tool, and the process followed.

Table 4.8.4: The observation tool and the process

Observations
Name of the School:
Educator’s Name:

Observation Date:
1. Content
e Is the content Jazz,

IAM, WAM or

integration of all music

styles?

Subject knowledge:

Does the educator have

adequate knowledge of
the subject?
2. Learning styles and activity
e Are the learners sight-
reading or memorising
the song?
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3 the educator
modelling, using verbal
explanation or both?

3. The teaching style and
technique
e Is it the whole class,
group, or an individual
class lesson?
Is the lesson conducted
through hearing or
sight-reading?
Is the lesson teacher-
centred or learner-
centred?
Explanation and
demonstration of
musical concepts.
4. Resources
e Adequacy of teaching
resources.
e Do learners use their
own resources?

5. Technological tools
e Application of
technological tools to
enhance music

teaching.
Lesson efficacy using
digital tools.
Does the educator use a
variety of technological
tools to enhance music
teaching?

6. Aims and objectives

e Are the goals clear?

e Are the tasks or lessons
given appropriate to
different learning
styles?

7. Challenges
e What are the main
challenges the music
educator faces that
hinder the effectiveness
of the music lesson?
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The guideline in Table 4.8.4 was used to observe classroom lessons in three different schools
with five different educators over two months. The tasks were in alignment with the
questionnaire and the interviews that were already conducted to answer the operational

questions of the study.

4.9 DATA ANALYSIS AND INTERPRETATION
Data generated from questionnaires were analysed using the IBM SPSS 27 through descriptive

statistics. According to Leavy (2017), there are three kinds of descriptive statistics: 1.
Frequencies which are generally reported as percentages. These are used to count the number
of frequencies in a particular category. 2. Central tendency, such as the mean, which measures
the average, the median, which measures the middle value, and the mode that measures the
most frequent value in a sample. 3. Measures of dispersion which determine how scores differ
from each other by using standard deviation. It has been previously mentioned that the
questionnaire mainly consisted of dichotomous, multiple-choice, and rating scales questions.
Data analysis and interpretation for dichotomous, multiple-choice, and rating scale questions
and relationships between the variables were also identified employing simple tests of

association, which were processed using chi-square in cross-tabulation.

Thematic analysis of interview transcripts was employed to analyse data generated from
interviews. The following topics guided questions for interviews and to develop central themes

for the study:

1. Educators’ technological, pedagogical, and content knowledge

2. Implementation and enactment of the music curriculum by Music Magnet School
educators

3. Different teaching practices by music educators and how they affect curriculum
implementation

4. Indigenous African Music (IAM), as introduced in the National Curriculum: Music
educators’ perspectives

5. Professional development of music educators

6. Music education philosophies

The central themes, which were predetermined, underpinned the phenomenon of the study and
the content of the research. During interviews, all participants were encouraged to express their
views and experiences freely. In clarifying the central theme questions, especially to maintain

a seamless flow of the interviews, follow-up questions were asked to the participants. Personal
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beliefs and views were kept separate from the generated data by quoting the participants’

responses. Now the study looks at the quality of the study through the trustworthiness lens.

4.10 TRUSTWORTHINESS
Trustworthiness is viewed as a determinant and a conventional criterion in qualitative research

to measure or judge the data quality (Chowdhury, 2015). According to Guba and Lincoln
(1994), trustworthiness is an alternative to reliability and validity used mainly in quantitative
studies. The trustworthiness of this study is ensured through triangulation. Transcripts and
recordings were shared with participants for validation. Credibility, dependability,
transferability, and confirmability are all concepts of trustworthiness, especially in a qualitative
study, to ensure the study’s quality. As argued by Onwuegvuzie and Johnson (as cited in Cohen
et al., 2018), validity in mixed methods should be replaced by “legitimation”. Legitimation in
mixed methods research ensures that the findings are credible, transferable, dependable, and
trustworthy. Legitimation also assists in overcoming the problem of integration as both datasets
from the qualitative and quantitative approaches are treated or placed on equal footing.
According to Holloway and Wheeler (as cited in Chowdhury, 2015), assessing quality in the
qualitative study should be examined under “internal validity and external validity” to measure
credibility, transferability, reliability, and confirmability widely utilised to assess the
trustworthiness of qualitative research. Bryman (2012) further adds that in qualitative studies,
credibility is interchangeably used with internal validity, confirmability with objectivity,

transferability with external validity, and dependability with reliability in quantitative studies.

Transferability is when the research findings can be transferred from one context to another.
Transferability was ensured by providing accurate findings that could apply to other contexts

that can be used by other researchers or other music teachers.

Dependability refers to the consistency and reliability of the research findings (Moon, et al.,
2016). This research has been conducted so that any other researcher may be able to repeat the
process with the same participants and still obtain the same results. Dependability was made

possible by utilising different overlapping methods.

Confirmability concerns aspects of neutrality grounded in the data (Korstjens & Moser, 2018).
The findings of this study are based on respondents and participants’ perspectives and not those
of the researcher. My beliefs and perspectives by no means influenced of the results. The

methodological approach is clearly described to allow the integrity of the findings.
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Confirmability was also ensured by allowing the participants to verify their responses; upon

confirmability of the true reflection of the findings, they were formally recorded.

The credibility refers to the aspects of the truth which can be ensured through triangulation
(Korstjens & Moser, 2018). The credibility was assured by employing different data
collection/generation methods such as questionnaires, the reflective activity, interviews, and
class observations. These are the most appropriate and well-recognised research methods when
conducting a mixed methods research study. Data collected from questionnaires were verified
with datasets generated from interviews, the reflective activity, and observations. All
participants/respondents were randomly and purposively sampled. Triangulation also served to
enhance the study’s credibility. Educators’ technological, pedagogical, and content knowledge,
as the phenomenon of the study, has been profusely described. Transcribed data from the

interviews were given to the participants to enhance the credibility of the study.

4.11 ETHICAL CONSIDERATIONS
Ethical considerations are of great importance for issues such as accountability, confidentiality,

trust, and mutual respect (Kabir, 2016). A list of general ethical considerations or principles is
listed by Kabir (2016), such as: honesty (researchers need to report all methods, procedures,
and results with truthfulness); objectivity (disclosure of personal interest that may affect the
study should be made known. Bias to be avoided in data interpretation and other aspects that
require objectivity); confidentiality (protection of respondents’/participants’ confidentiality
with important matters to be practised); and human subject’s protection (exercise privacy and
autonomy when dealing with human subjects). All participants were assured confidentiality
and that their identity was going to be kept anonymous. Confidentiality is a promise made to
participants/respondents during the survey that their identity will not be revealed in any way in
the study’s findings. Pseudonyms are assigned to all schools and participants. The audio
recordings are kept safe after they have been transcribed, and the transcripts show the assigned
pseudonyms. For classroom observations, assent and letters to the parents were sent.
Gatekeeper’s letters from UKZN and the GDE were also received. All participants/respondents

were given consent forms.

4.12 LIMITATIONS
Most research studies, if not all, encounter some research limitations. In achieving a certain

level of credibility and the validity of this research, two major limitations had a major impact

on this study. The main factor that impacted greatly was the pandemic, which demanded that
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the methodology be conducted online, and interviews be conducted virtually. To adapt to this,
questionnaires were sent through email to the respondents; however, due to some unforeseen
circumstances from the respondents’ side such as a few respondents struggling with data; the
questionnaires were self-administered to be collected after four weeks. Secondly, one-on-one
interviews with the DHs were merged with the focus group discussions. Some Music Magnet
Schools did not have DHs or an acting DH. However, the posts had been advertised at the time

of data generation.

Another factor was the issue of bias. Several respondents were known to the researcher. To
avoid the temptation of influencing or interfering in the findings and the study’s legitimacy,
respondents/participants were allowed to express their views and provide the information
needed without being influenced. For observations, participants were asked to self-record the

music lessons.

4.13 SUMMARY
This chapter discussed the purpose, objectives, research questions, and research

methodologies, including the research’s trustworthiness. The next chapter discusses the

findings, and analyses the data collected from respondents through questionnaires.
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CHAPTER FIVE
DATA PRESENTATION AND ANALYSIS OF DATA FROM QUESTIONNAIRES

5.1 INTRODUCTION
In Chapter Four, full details of the chosen research design and methodology for data

collection/generation for the study were discussed. The presentation and analysis of data from
questionnaires are discussed in this chapter. A test of association between certain variables to
statistically test if the findings did not happen by chance is also presented using the cross-
tabulation test of association. As pointed out earlier in the methodology chapter, convergent
parallel design for data collection/generation, analysis, interpretation, and discussion guides
this study. The design was chosen to gather and generate data using different instruments that
complement each other from the same topic to understand the research problems better.
According to Creswell and Creswell (2018), convergent parallel design uses mixed methods
design. The researcher converges or merges the findings from quantitative and qualitative data
to comprehensively analyse the research problem. Data was collected and generated
simultaneously and is analysed separately in different chapters and later interpreted and
discussed as overall results following the convergent parallel design (Figure 5.1). The
presentation and analysis of findings from different instruments are in Chapters Five, Six, and
Seven, followed by a broader interpretation and discussion of findings in Chapter Eight as

inferred by the research design.

o Questionnaire
Quantitative findings,
Data collection through —»|  Presentation,
Questionnaires and analysis
Reflective
activity Interpret the
Qualitative ﬁndings, fmlc\llilﬁrgsefor overall findings
Data generation through presentatlop, ' gl ;
genel Luroug and analysis triangulation
reflective activity
Observation,
focus group,
Qualitative and one-on-
Data generation through / one interview
observations, focus group findings,
discussions, and one-on-one presentation,
interviews \  and analysis )

Figure 5.1: Data collection/generation, presentation, analysis, and interpretation of the research

finding applying the convergent parallel design mixed methods
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Data collected from the questionnaires attempted to answer the research question (descriptive)

of the study as already indicated in Chapter One, Two, Three, and Four:

e What are educators’ technological, pedagogical, and content knowledge of
implementing a Music Magnet School Programme in the Gauteng Province?

(Descriptive question addressed mainly by questionnaires)

The findings obtained from questionnaires in addressing the descriptive question of the
research study focused on determining what content, technologies, and methods were used by
the Music Magnet School educators in implementing the music curriculum. In this chapter, the
findings are presented and analysed as per each section of the questionnaire — Section A:
Personal information; Section B: Musical background; Section C: Educators’ technological,

pedagogical, and content knowledge in implementing the music curriculum.

5.2 DATA COLLECTED FROM QUESTIONNAIRES
Questionnaires were emailed to 14 Music Magnet Schools as per the sample size. Some Music

Magnet Schools had a maximum of six educators, while others only had one educator. Of
noteworthy, not all educators in 14 sampled schools responded to the questionnaires. The
findings are based on a sample size of 58 respondents from a population size of 127 at the time
of the survey with a confidence level of 95% (0.05) and a margin error of 10%. The margin of
error percentage tells the researcher how much they can expect the findings to reflect the
perceptions of the total population (William et al., 2012; Rich et al., 2018). The confidence
level percentage gives a researcher the confidence to estimate the population’s answer within
a specific range (Martin & Bridgmon 2012; Rich et al., 2018). Data is presented using
frequency distribution tables and charts. Frequency distribution is the most convenient method
of organising data after it has been collected from the field. A frequency distribution shows
how high or low and how spread out the data is across the entire scale or how concentrated it
is in one area (Manikandan, 2016). Bar charts and histograms in this chapter are used to
complement what is presented in frequency distribution tables. Also, they are presented for
readers who prefer and more easily understand data presented in pictorial form. Only
categorical data are presented with the mode in the frequency descriptive statistics. The rest of
the variants are presented with mean, mode, and standard deviation. According to Martin and
Bridgmon (2012) and Rich et al. (2018), the statistical mean is the average of the responses
given by respondents. At the same time, the mode is the most commonly occurring number,

and the standard deviation is the dispersion of data concerning the mean of that dataset.
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Sections A, B, C below is a presentation and analysis of the findings collected from the sampled

respondents.

5.3 SECTION A: PERSONAL INFORMATION OF THE RESPONDENTS
Section A of the questionnaire was included to obtain the gender and age profile of the

respondents.

5.3.1 GENDER
Table 5.3.1 presents the mode of the findings based on how many males and females responded

to the questionnaire. The descriptive statistics for the gender variable revealed a mode of 2, the
most occurring number in the dataset—the number 2 representing males and 1 for females.
Thus, the sample for the Music Magnet School educators consisted of 34 (58.6%) male
respondents and 24 (41.4%) female respondents (N = 58), as shown below in Table 5.3.1 of the

frequency distribution for gender.

Statistics
Gender

N Valid 58

Missing 0

Mode 2.00

Gender

N %
Female 24 41.4%
Male 34 58.6%

Figure 5.3.1 shows the bar chart frequency distribution of females and males who responded
to the questionnaire in a graphical presentation of the gender variable of interest in the X-axis
and observations (frequency) in the Y-axis. In addition, it depicts the data given in Table 5.3.1
of the frequency distribution for the gender. The frequency observation for males 1s higher than

that of females, as seen in different bars.
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Figure 5.3.1: Bar chart frequency distribution for the gender variable

5.3.2 AGE
The second personal question required respondents to indicate their ages. The mode for the age

of respondents was 4, meaning more respondents chose option four which is ages between 40-

49, as displayed in Table 5.3.2 below.

Statistics
Age
N Valid 58
Missing 0
Mode 4.00
Age
N %
Under 25 1 1.7%
25-29 4 6.9%
30-39 8 13.8%
40-49 29 50.0%
50-59 14 24.1%
60+ 2 3.4%

The sample consisted of 1 (1.7 %) respondent under 25 years old, 4 (6.9 %) respondents
between the ages of 25 and 29, 8 (13.8 %) between the ages of 30-39, 29 (50 %) between the
ages of 40-49, 14 (24.1 %) respondents between the ages of 50-59, and 2 (3.4 %) 60 or above
60 years of age (Table 5.3.2).

127



Figure 5.3.2: Bar chart frequency distribution for age

The bar chart shows respondents between the ages of 40-49, (highest) and respondents under

25, (lowest) as revealed in Figure 5.3.2.

5.4 SUMMARY FOR PERSONAL INFORMATION
Section A of the questionnaire revealed the age and gender of the respondents. The number of

educators who responded to the questionnaire was 58. Most educators were males, at 34
(58.6 %) respondents. Evidence also revealed that most respondents, 20 (50%), were between
40 and 49, followed by 14 (24.1%) respondents above 50 years of age. Only 1.7% of the
respondents were under 25 years of age. The main goal for collecting the demographic data
was to obtain background information on the respondents. The research findings signify that
most respondents were males in their forties. This may be due to various reasons, such as
professional practice as the South African music industry is male dominated. Also, the playing
of instruments is still male dominated (Moelwyn-Hughes, 2013). In a Music Magnet School
meeting held on Wednesday, 27" September 2021, some new developments were divulged,
such as multi-certification as part of the Skills Development Programme to be introduced. In
this meeting, it was reported that by the end of August 2021, there were 139 Music Magnet
School educators, of which 79 were males and 60 were females. The report suggests that the
female to male ratio had not changed, even though there were more educators added to the
programme. Section B below recounts a complete description of the musical background of the

sampled respondents.
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5.5 SECTION B: RESPONDENTS’ MUSICAL BACKGROUND
Musical background formed section B of the questionnaire. The questions in this section were

asked to determine the instrument each respondent taught, the age at which they started
teaching the instrument, the number of years they have been teaching that instrument, the level
of formal education and the stream they taught at school. The questionnaire did not specify the
first, second, and third instrument each respondent taught. Instead, the questionnaire required

the respondents to choose as many instruments as possible they taught in no particular order.

5.5.1 INSTRUMENT
The mode for all the respondents who play only one instrument is 1, a value label for piano as

depicted in Table 5.5.1. The mode for those who played two instruments is 12 (the bass guitar).
The mode for those who played and taught three and those who taught four instruments is 5
(recorder) and multiple modes of 13 (mbira and marimba), respectively. Twenty-six
respondents out of fifty-eight played more than one instrument, 14 played more than two

mstruments, while only nine respondents played and taught four musical instruments.

Statistics
Which Which Which
Which instrument do instrument do instrument do

instrument do you play? you play? you play?

you play? (Second) (Third) (Fourth)
N Valid 58 26 14 9
Missing 0 32 44 49
Mode 1.00 12.00 5.00 13.00°

a. Multiple modes exist. The smallest value is shown

Most respondents, 23 (40.4%) from the sample of 58 educators, indicated that they played and
taught piano. Twelve (20.7%) taught voice, followed by 7 (12.1%) teaching guitar. Table 5.5.2
reflects respondents who only played and taught one instrument. Respondents who played bass
guitar, 3 (5.2%), is followed by those who played the recorder and the guitar at 3.4%, while
those who played the saxophone, djembe, saxophone, and drums were only at 1.7%. The most
popular musical instruments chosen by respondents were piano and voice. A study conducted
by Msimango (2004) revealed that the two instruments, the piano and the voice were most
prevalent due to the historical background in South African Music education of missionaries,
and 17 years later, the practice continues to hold. The music education instrumental lessons,

especially piano lessons, have always followed an old traditional practice, which is one-on-one
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music lessons. The pedagogical approach of this practice implies that the lessons still follow

the teacher-oriented transfer of knowledge underpinned by professional knowledge.

Which instrument do you

play?
N %
Piano 24 41.4%
Saxophone 1 1.7%
Recorder 2 3.4%
Trumpet 2 3.4%
Violin 5 8.6%
Voice 12 20.7%
Drums 1 1.7%
Guitar 7 12.1%
Bass guitar 3 5.2%
Djembe 1 1.7%

Table 5.5.3 discloses the number of observations for educators who played and taught more
than one instrument (2 instruments). The bass guitar is most often played, with 7 (12.1%)
respondents. The recorder and flute respondents follow this with 4 (6.9%) and 3 (5.2%),
respectively. Two (3.2%) respondents indicated that they played and taught the clarinet and the
voice. One (1.7%) respondent for each of the following instruments, indicated that they played
and taught them: saxophone, trombone, marimba, djembe. For the other category option, the
mstrument played and taught by the respondent was not specified, while the other respondent

1 (1.7%) stated that they played the cello.

Which instrument do you play? (Second)

N %
Saxophone 1 1.7%
Clarinet 2 3.4%
Flute 3 5.2%
Recorder 4 6.9%
Trombone 1 1.7%
Violin 2 3.4%
Voice 2 3.4%
Bass guitar 7 12.1%
Marimba 1 1.7%
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Djembe 1 1.7%

Other 1 1.7%
Other (Cello) 1 1.7%
Missing System 32 55.2%
Total 58 100.0%

Table 5.5.4 illustrates all the respondents who played and taught three instruments at their
school. Only 1.7% of the respondents played the flute, drums, guitar, djembe, and vocalists.
Four (6.9%) respondents also played the recorder, while 2 (3.4%) played the trumpet and the

marimba.

Which instrument do you play? (Third)

N %
Flute 1 1.7%
Recorder 4 6.9%
Trumpet 2 3.4%
Voice 1 1.7%
Drums 1 1.7%
Guitar 2 3.4%
Marimba 2 3.4%
Djembe 1 1.7%
Missing System 44 75.9%
Total 58 100.0%

Table 5.5.5 shows that of the total sample size, only 2 (3.4%) respondents played marimba and
mbira as the fourth instrument. In comparison, only 1 (1.7%) also played the trombone, drums,

and other (viola and organ). The voice was also an additional instrument in this category.
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Which instrument do you play? (Fourth)

N %
Trombone 1 1.7%
Voice 1 1.7%
Drums 1 1.7%
Marimba 2 3.4%
Mbira 2 3.4%
Other (Viola) 1 1.7%
Other (Organ) 1 1.7%
Missing System 49 84.5%
Total 58 100.0%
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Figure 5.5.1: Bar chart frequency distribution for instrument

Figure 5.5.1 shows a bar chart of all instruments chosen by respondents. Bar one is the highest
of the bars with a choice of piano. Bars for saxophone, drums, and djembe are the lowest of
the bars. Of the respondents who played more than two instruments, bass guitar was the most

prevalent, as depicted in Figure 5.5.2.
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Which instrument do you play? ( Second)
Figure 5.5.2: Bar chart frequency distribution for instrument (second instrument)

Figure 5.5.3 is a frequency distribution illustrated in a diagrammatic form of all the instruments

chosen as an additional instrument by respondents. Again, most respondents chose the recorder

as the third instrument they play.

Which instrument do you play? (Third)

Frequency

Djembe

Flute Recorder  Trumpet Voice Drums Guitar Marimba

Which instrument do you play? (Third)

Figure. 5.5.3: Bar chart frequency distribution for instrument (Third instrument)
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Figure 5.5.4 depicts a bar chart of frequency distribution for the fourth instrument for the data
given in Table 5.5.5. Of noteworthy, , most respondents chose both the marimba and the mbira

as the forth instrument they played and taught at school.

Which instrument do you play? (Fourth)

20

0s

Trombone Voice Drums Marimba Mbira Other [Viola) Other
(Organ)

Which instrument do you play? (Fourth)

Figure 5.5.4: Bar chart frequency distribution for instrument (Fourth instrument)

5.6 AGE RESPONDENTS STARTED TEACHING MUSIC
The descriptive statistics for the age at which the respondents started teaching music in Table

5.6 was observed at mode 3, reflecting that most educators started teaching between the ages
of 30-39. The frequency distribution shows that 26 (44.8%) respondents began teaching when
they were above thirty years of age, followed by 21 (36.2%) who only started when they were
between the ages of 25-29. Few respondents, 10 (17.2%), started teaching music when they
were under 25 years of age. And only 1 (1.7%) respondent began when they were above 40
years of age. The findings may be due to the fact that when the Music Magnet Schools were
established, the Department of Education hired music teachers who had already completed

their degrees and were practising music in the community. Most of them were above the age

of thirty.

Statistics
At what age did you start teaching
music?
N Valid 58
Missing 0
Mode 3.00

At what age did you start
teaching music?
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Under 25 10 17.2%
25-29 21 36.2%
30-39 26 44.8%
40-49 1 1.7%

The bar chart in Figure 5.6 reveals the frequency distribution of a high number of educators
who started teaching in their thirties with a relatively small number of those who began above
their forties.

Atwhat age did you start teaching music?

30

Frequency

10

Under 25 25-29 30-39 40-49
At what age did you start teaching music?

Figure 5.6: Bar chart frequency distribution for the age at which started teaching music

5.7 TEACHING EXPERIENCE
The sample for the Music Magnet School educators revealed a mean of 4.34 (SD = 1.23) with

multiple modes of 4. Most respondents, 16 (27.6%), indicated that they have no less than 6
years and more than 11 years of teaching music, followed by 12 (20.7%) who indicated that
they have more than 3 years of teaching experience. Ten (17.2%) indicated that they have
between 16-20 years of teaching experience. Only 2 (3.4%) of the respondents indicated 1-2
years of teaching experience. One (1.7%) respondent stated that they had only started teaching
music and 1 (1.7%) respondent indicated that they have more than 20 years of teaching
experience, as shown in Table 5.7. The findings suggest that most respondents have vast
teaching experience in the programme. Only 10 respondents started teaching when the
programme was implemented 18 years ago. Literature reveals that effective teaching and
learning 1s associated with teaching experience (Kini & Podolsky, 2016). Music educators’

knowledge is developed over time and is revealed through experience.
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Statistics

For how long have you been teaching

music at the present school?

N Valid 58

Missing 0
Mean 4.3448
Mode 4.00*
Std. Deviation 1.23618

a. Multiple modes exist. The
smallest value is shown
For how long have you been teaching
music at the present school?

N %
First-year 1 1.7%
1-2 years 2 3.4%
3-5 years 12 20.7%
6-10 years 16 27.6%
11-15 years 16 27.6%
16-20 years 10 17.2%
More than 20 years 1 1.7%

Frequency distribution lay between respondents whose ages were 6-10 (27.6%),11-15
(27.6%) and those who only started teaching music, first years (1.7%). One (1.7%)
respondent had 20 years of teaching experience, as shown in Figure 5.7 of the bar chart.

For how long have you been teaching music at the present school?

First year 1-2 years 3-5years 6-10years 11-15years 16-20 years More than 20
years

For how long have you been teaching music at the present school?

Figure 5.7: A bar chart of frequency distribution for teaching experience
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5.8 QUALIFICATION
Table 5.8 shows that most respondents have a three-year degree indicated by the mode of 3.

Statistics
What is your highest level of

education?

N Valid 58

Missing 0
Mode 3.00

What is your highest level of
education?
N %

Diploma 7 12.1%
Three-year degree 23 39.7%
Honours degree 20 34.5%
Master’s degree 8 13.8%

According to Table 5.8, from the sample of 58 respondents, 23 (39.7%) had a three-year degree
qualification, 20 (34.5%) had honours degrees, 8 (13.8%) had master’s degree, and 7 (12.1%)
a diploma qualification. Figure 5.8 shows that the curve illustrates a normal curve of the total
sample size, meaning the respondents’ data with a qualification of a 3-year degree is near to
the mean (3.50), which is more frequent in occurrence as indicated by the histogram. The
findings suggest that, of the sampled, respondents were highly educated, implying a positive
professional practice in their teaching and learning. In other words, an in-depth knowledge of

the music content.
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Figure 5.8: A histogram with a normal curve for frequency distribution for teaching experience

5.9 MUSIC STREAM
A particular attribute by respondents on a stream they taught at school is evidenced by the mode

of 2 (Western Arts Music) and 3 (Indigenous African Music) for respondents who chose two

streams.
Statistics
which music
Which music stream do you
stream do you teach at your
teach at your school? (Option
school? 2)
N Valid 58 6
Missing 0 52
Mode 2.00 3.00

Evidence from Table 5.9.1 depicts that 26 (44.8%) of the respondents were trained in Western
Arts Music and taught this stream. Twenty respondents (34.5%) were trained in Jazz, 3 (5.2%)
were trained in Indigenous African Music, and only 9 (15.5%) were taught all the above
streams. The implication of the findings denotes that most of the respondents follow the
structured/professional/content construct of teaching music. In contrast, only 5% of the
respondents advocate for the unstructured/societal/technological proposition of teaching
music. The findings imply a considerable gap in different streams taught at school. There is a

significant growth of the respondents who teach and are trained in Jazz, as evidenced by the
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findings. Less than 10 respondents who teach all streams are guided by the professional and

the societal proposition.

‘Which music stream do you teach at your

school?
N %
Jazz 20 34.5%
Western Arts Music 26 44.8%
Indigenous African Music 3 5.2%
All the above 9 15.5%

Table 5.9.2 illustrates a frequency distribution of respondents 6 (10.3%) who indicated that

they also taught Indigenous African Music as a second stream.

Table 5.9.2: Frequency distribution for music stream (option 2)
Which music stream do you teach at your school?

(Option 2)
N %
Indigenous African Music 6 10.3%
Missing System 52 89.7%
Total 58 100.0%
Which music stream do you teach at your school?
” Me %5 orr

N =58

20

Frequency

2.00 3.00 4.00 5.00

00 1.00
Which music stream do you teach at your school?

Figure 5.9: A histogram with a normal curve for frequency distribution for music stream

Figure 5.9 shows a frequency distribution of the stream chosen by the respondents. WAM
represented by 2 being the highest, followed by Jazz represented by 1, and the least chosen
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stream [AM represented by the number 3. The histogram shows a right-skewed or positively

skewed distribution with data located on the highest point.

5.10 SUMMARY FOR MUSICAL BACKGROUND
Section B of the questionnaire revealed the instruments played and taught by the respondents,

the age at which they started teaching music, the teaching experience, the respondents’
qualifications, and the music stream they taught at school. The findings indicate that most
respondents, 24 (41.4%), played and taught piano, followed by 12 (20.7%) respondents who
stated that they taught voice. The least taught and played instruments were mbira, trombone,
clarinet, and saxophone, averaging at 1.7% of the responses. Most of the respondents indicated
that they started teaching music when they were in their thirties. Only one respondent indicated
that they began when they were in their forties. Only 10 (17.2%) respondents started when they
were below 25 years of age. Most respondents, 16 (27.6%), had a teaching experience of 6-10
while others had 11-15 years, while only one respondent indicated that they started teaching
when they were above 40 years. Of the 23 (39.7%) respondents were qualified with a three-
year degree, and only 7 (12.1%) were qualified with a diploma qualification. Twenty-six
(44.8%) respondents were teaching Western Arts music and 9 (15.5%) taught all streams (Jazz,
WAM and IAM). Only 3 (5.2%) taught Indigenous African Music. The research findings imply
that the calibre of music teachers in the programme are highly qualified Western-trained
educators, guided by the professional proposition. The findings depict the piano as discernibly
the most taught instrument. To understand the technological, pedagogical, and content
knowledge of educators in implementing the music curriculum, it was necessary to establish
their musical background first. An inference of the findings, especially on the most taught and
played instrument, insinuates a common existing approach to teaching music, which is still the
one-on-one approach. The Indigenous African Music instruments were the least taught and
played instruments, implying that professional knowledge took precedence over societal
knowledge when teaching music instruments to learners. Also, educators’ qualifications and
experience suggest positive connotations, for instance, self-knowledge, which positively
informs teaching experience and knowledge building by educators. The Department of
Education in the CAPS document stipulates the minimum requirements for a music educator,
which is a Bachelor’s Degree (DoE, 2011). Most educators are qualified beyond the stipulated

qualifications.
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5.11 SECTION C: EDUCATORS’ TECHNOLOGICAL, PEDAGOGICAL, AND
CONTENT KNOWLEDGE OF IMPLEMENTING THE MUSIC CURRICULUM
Technological, pedagogical, and content knowledge is the phenomenon for this study. The

questions around the phenomenon were of utmost importance. Questions were asked relating
to understanding curriculum goals referring to technological, pedagogical, and content
knowledge of educators; educators’ success in implementing the music curriculum; adequate
mnstructional and technological resources when teaching music; sufficient training in
technological, pedagogical, and content knowledge; and sufficient support in applying
technological knowledge in their teaching music. Also, questions on educators’ professional
development in CAPS tramning, music content, music pedagogy, and ICT were asked. A
question on the aspects of Indigenous African Music was also added. The revised music
curriculum, CAPS, places more emphasis on the Indigenous African Music as a newly
mstructed stream; however, an inadequacy in teacher training and resources has left many
scholars (see for example, Gordon, 2020) questioning its validity in the music curriculum, how
it should be taught, and by whom? Equally important, music educators should have a clear

understanding of curriculum goals when implementing the music curriculum.

5.11.1 UNDERSTANDING OF THE CURRICULUM GOALS AND
IMPLEMENTATION OF THE MUSIC CURRICULUM
Table 5.11.1 illustrates the descriptive statistics of understanding the curriculum goals by the

respondents and educators’ success in implementing the Music Magnet School or CAPS
curriculum. Both modes for the two variants were 1 (high) and 3 (medium), respectively. The

mean for curriculum goals was 1.8 (SD=1.03) and 2.7 (SD = 1.04).

Statistics

Educators’
success in
Educators’ implementing the
understanding of Music/CAPS

curriculum goals curriculum

N Valid 58 58

Missing 0 0
Mean 1.8448 2.7586
Mode 1.00 3.00
Std. Deviation 1.03960 1.04815
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Table 5.11.2 depicts the number of respondents, 28 (48.3%), who indicated that they had a very
high level of understanding of curriculum goals, while 17 (29.3%) indicated that their
understanding was high. Only 9 (15.5%) stated a medium understanding, while 2 (3.4%)

indicated low and very low.

Educators’ understanding of
curriculum goals

N %
Very high 28 48.3%
High 17 29.3%
Medium 9 15.5%
Low 2 3.4%
Very low 2 3.4%

The descriptive statistics for respondents who indicated their success in implementing the
Music Magnet School and CAPS curriculum is shown below in Table 5.11.3. Just below 50%,
28 (48.3%) of the respondents verified that it was medium, while 16 (27.6%) indicated that it
was high. Only 6 (10.3%) confirmed that it was very high. Another 6 (10.3%) stated that it

was deficient.

Educators’ success in
implementing the
Music/CAPS curriculum

N %
Very high 6 10.3%
High 16 27.6%
Medium 28 48.3%
Low 2 3.4%
Very low 6 10.3%

Figure 5.11 illustrates a histogram with a positively skewed distribution, with most respondents

choosing between a medium and high success of implementing the curriculum.
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Educators’ understanding of curriculum goals

30 Mean = 1.84
Std. Dev. =1.04
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Frequency
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Educators’ understanding of curriculum goals

Figure 5.11: A histogram with a normal curve for frequency distribution for understanding

curriculum goals

Figure 5.11.1. depicts a frequency distribution with a number of observations (frequencies) in
the Y-axis, which is 28 as revealed in Table 5.11.3. The histogram also displays a normal

curve of the frequency distribution.

Educators' success in implementing the Music/CAPS curriculum

a Mean = 276
Std. Dev. = 1.048
N =58

20

Frequency

.00 1.00 2.00 3.00 4.00 s00 6.00

Educators' success in implementing the Music/ICAPS curriculum

Figure 5.11.1: A histogram with a normal curve for frequency distribution for the success in

implementing the MMS/CAPS curriculum

Table 5.11.4 below is a descriptive statistic for the instructional resources, technological
resources, raining in Technological, Pedagogical, and Content knowledge (TPACK), and

support in using technology variables. Additionally, Table 5.11.4 reflects an average mean of
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1.6 (SD=0.48),1.8(SD=0.34),4.6 (SD=0.47) and 1.8 (SD = 0.32) respectively with different
modes of 2 for all the variants, meaning that the frequency of the respondents who disagreed

was more than the frequency of those who agreed having received training for all variants. |

Statistics
MMS educators
have been
The Music adequately trained

Magnet School to apply Music Magnet
MMS educators Programme has technological. School educators

have adequate adequate pedagogical, and have adequate

instructional technological content support in using

resources for resources to teach knowledge in technology in

teaching music music. teaching music their teaching.
N Valid 58 58 58 58
Missing 0 0 0 0
Mean 1.6207 1.8621 1.6552 1.8793
Mode 2.00 2.00 2.00 2.00
Std. Deviation 48945 34784 47946 32861

Thirty-six (62.1%) of the respondents indicated that they disagree with Music Magnet Schools
having adequate resources to teach music, as opposed to 22 (37.9%) who indicated that they

agree, as shown below in Table 5.11.5.

MMS educators have
adequate instructional
resources for teaching

music
N %
Agree 22 37.9%
Disagree 36 62.1%

In Table 5.11.6, most respondents, 50 (86.2%), disagree that the Music Magnet School has

adequate technological resources to teach music, while 8 (13.8%) agree.
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The Music Magnet School
Programme has adequate
technological resources to

teach music
N %
Agree 8 13.8%
Disagree 50 86.2%

Table 5.11.7 reveals that 38 (65.5%) respondents disagreed that they have been adequately
trained to apply technological, pedagogical and content knowledge in teaching music. Only 20

(34.5%) respondents agreed that they had been trained.

MMS educators have been
adequately trained to apply
technological, pedagogical,
and content knowledge in
teaching music

N %
Agree 20 34.5%
Disagree 38 65.5%

Fifty-one (87.9%) of the respondents highly disagreed that they had any support in using
technology for teaching music, while only 7 (12.1%) agreed that they had the support, as shown

in Table 5.11.8.
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Music Magnet School
educators have adequate
support in using
technology in their

teaching
N %
'Agree 7 12.1%
Disagree 51 87.9%

Figure 5.11.2 indicates that most respondents, 51 (87.9 %), did not have adequate technological
resources to teach music, compared to only 7 (12.1%) respondents who had sufficient

resources, as illustrated by the bar chart.

MMS educators have adequate instructional resources for teaching music

40

30

20

Frequency

10

Agree Disagree

MMS educators have adequate instructional resources for teaching music

Figure 5.11.2: A bar chart for frequency distribution for instructional resources in teaching

music

Figure 5.11.2 1s a frequency distribution of the results obtained from respondents who
indicated that they do not have instructional resources to teach music, as depicted by the bar

chart.
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The Music Magnet School Programme has adecquate technological resources to teach music.

a0

40

30

Frequency

20

Agree Disagree

The Music Magnet School Programme has adequate technological resources to teach music.

Figure 5.11.3: A bar chart for frequency distribution for adequate technological resources in

teaching music

Figure 5.11.3 shows that most respondents have not been adequately trained to apply

technological, pedagogical, and content knowledge in teaching music, as indicated by the bar

chart below.

MMS educators have been adequtely trained to apply technological. pedagogical, and content knowledge in
teaching music

40
30

20

Frequency

Agree Disagree

MMS educators have been adequtely trained to apply technological. pedagogical, and content
knowledge in teaching music

Figure 5.11.4: A bar chart for frequency distribution for training in TPACK in teaching music

When it comes to receiving support in using technology in teaching music, most respondents
disagreed that they receive support regarding using technology in teaching music, as indicated
by 51(87.9%) in Figure 5.11.3. Only 7 (12.1%) respondents agreed to receiving support in

using technology in teaching music”.
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Music Magnet School educators have adequate support in using technology in their teaching.

60
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Frequency

Agree Disagree
Music Magnet School educators have adequate support in using technology in their teaching.

Figure 5.11.5: A bar chart for frequency distribution for support in technology in teaching music

5.12 PROFESSIONAL DEVELOPMENT
Table 5.12 displays the descriptive statistics modes for all variants is 2 (No) for CAPS

curriculum, 1 (Yes) for music content, 2 (No) for music pedagogy and 2 (No) for ICT.

Statistics
Information and
Communication
CAPS Technology
Curriculum Music Content = Music Pedagogy (ICT)

N Valid 58 58 58 58
Missing 0 0 0 0

Mode 2.00 1.00 2.00 2.00

Thirty-two (55.2%) respondents did not receive training for the CAPS curriculum, while 26
(44.8%) indicated that they did. This is revealed in Table 5.12.1 of the frequency distribution.
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CAPS Curriculum

N %
Yes 26 44.8%
No 32 55.2%

Table 5.12.2 reveals that 39 (67.2%) received training for the music content, while 19 (32.8%)
did not.

Music Content

N %
Yes 39 67.2%
No 19 32.8%

Most respondents, 42 (72.4%), indicated that they did not receive training in music pedagogy,
as displayed in Table 5.12.3. In contrast, 16 (27.6%) respondents received training.

Music Pedagogy
N %
Yes 16 27.6%
No 42 72.4%

The frequency distribution in Table 5.12.4 for ICT training reveals that 46 (79.3%) respondents
did not receive ICT training, while 12 (20.7%) did.

Information and

Communication
Technology (ICT)
N %
Yes 12 20.7%
No 46 79.3%

The frequency distribution illustrated in Figure 5.12 shows almost an equal distribution of the
attributes by respondents who indicated that they had received training in the CAPS
curriculum, 26 (44.8%) and those who did receive training in CAPS, 32 (55.2%)).
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Figure 5.12: A bar chart for frequency distribution for CAPS curriculum

The observation depicted in Figure 5.12.1 provides an attribution by respondents who indicated
that they received training in the music content or not. Respondents who said Yes is the highest

of the bars.

Figure 5.12.1: A bar chart for frequency distribution for music content

Figures 5.12.2, 5.12.3, and 5.12.4 illustrate the frequency distribution for the responses made
by the educators on whether they received training in music pedagogy and ICT or not. Most
respondents did not receive any training in music pedagogy as indicated below, 42 (72.4%) 41

and 46 (79.3%) respondents who did not receive ICT training.
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Figure 5.12.2: A bar chart for frequency distribution for music pedagogy

Information and Communication Techneology (ICT)

Frequency

Yes Mo

Information and Communication Technology (ICT)

Figure 5.12.3: A bar chart for frequency distribution for ICT

5.13 WHO SHOULD TEACH INDIGENOUS AFRICAN MUSIC?
The final question for section C ended with a question on aspects of Indigenous African Music.

The value number 4, which represented option four in statements, was the most frequent in
who should teach IAM, with a measure of central tendency (Mo = 4) as indicated in Table 5.13
of the descriptive statics and frequency distribution of who should teach IAM. Thirty-seven
(63.8%) believed that IAM should be taught by academically, professionally trained, and music
practitioners from the community. In comparison, 13 (22.4%) respondents felt that
professionally trained musicians should teach IAM. The number was followed by 6 (10.3%)
respondents who indicated that music practitioners from the community were the best
candidates to teach IAM. One (1.7%) respondent affirmed that academically trained music
educators should teach IAM at school. Also, one (1.7%) respondent indicated that “No 2 & 3

of the above do not possess adequate knowledge about the topic” in the other category.
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Statistics

Which statement/s best suit/s your

view regarding Indigenous African

Music (IAM)?
N Valid 58
Missing 0
Mode 4.00

Which statement/s best suit/s your view
regarding Indigenous African Music

(IAM)?
N %

Music practitioners from the 6 10.3%
community should teach TAM
Academically trained music 1 1.7%
educators should teach IAM
The professionally trained 13 22.4%
music teacher should teach
IAM
All the above 37 63.8%
Other (No 2 & 3 of the above 1 1.7%

do not possess adequate

knowledge about the topic).

The histogram in Figure 5.13 shows a high distribution of respondents who consider music
practitioners from the community, academically trained music educators, and professionally
trained music all suitable for teaching Indigenous African Music at school. In contrast, only

one respondent indicated that academically trained music teachers should teach IAM.
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Figure 5.13: A histogram for frequency distribution for who should teach IAM at school

5.14 SUMMARY FOR EDUCATORS’ TECHNOLOGICAL, PEDAGOGICAL AND
CONTENT KNOWLEDGE IN TEACHING MUSIC
Section C revealed educators’ technological, pedagogical, and content knowledge of teaching

music, the level of understanding curriculum goals, educators’ success in implementing the
music curriculum, adequate instructional and technological resources when teaching music,
adequate training in technological, pedagogical, and content knowledge, and adequate support
in applying technology in their music teaching were asked. This section also questioned
educators’ professional development in CAPS training, music content, music pedagogy, and
ICT. Furthermore, a question on the aspects of Indigenous African Music was added. The
analysis of findings especially in this section is based on respondents’ beliefs and not
necessarily on how deep they understood the curriculum. There are only two respondents who
chose low and very low for each option 2 (3.4%). Twenty-eight (48.3%) respondents indicated
that their success in implementing the Music Magnet School and CAPS curriculum was
medium. Only 2 (3.4%) stated that it was low. Of the total sample of 58 respondents, 36 (63.1%)
disagreed that they have adequate instructional resources, while 22 (37.9%) indicated that they
did not have instructional resources. Most respondents, 50 (86.2%), disagreed that they have
adequate technological resources in teaching music, while only 8 (13.8%) agreed to the
statement. The findings reveal that 38 (65.5%) disagree with having received adequate training
to apply technological, pedagogical, and content knowledge in teaching music, while 20
(34.5%) acknowledged that they received the training Regarding adequate support in using
technology in teaching music, 51 (87.9%) disagreed that they the support, and only 7 (12.1%)

affirmed that they did not receive any support in using technology for teaching music. Thirty-

153



two (55.2%) respondents did not receive training for the CAPS curriculum instead of 26
(44.8%) who received training in CAPS. A majority of 39 (67.2%) respondents revealed that
they received training in the music content, while 19 (32.8%) never received training. Most
respondents, 42 (72.4%), never received training in music pedagogy, while only 16 (27.6%)
received training. The same findings were also evident with those who received training in ICT,
with 46 (79.3%) respondents indicating that they never received training while 12 (20.7%)
stated that they received training in ICT. Regarding those teaching IAM in schools, most
respondents, 37 (63.8%), argued that professionally, academically trained music teachers and
music practitioners from the community should teach Indigenous African Music. The
implications of the findings reveal that even though respondents, indicated an average rate in
implementing the music curriculum, the majority had a high understanding of the curriculum
goals (objectives, outcomes, and aims) as suggested by Khoza (2016). The implementation of
the curriculum is affected firstly by the inadequacy in resources and technological tools and
secondly, by the majority of respondents not receiving training in ICT, technological,

pedagogical, and content knowledge.

Interestingly so, most respondents received training in the music content, suggesting in-depth
content knowledge. Most educators indicated not receiving training in CAPS, implying no
mediation of the curriculum when it was first introduced. Additionally, the findings suggest
that the main impediment is a lack of training, especially in teacher knowledge domains, as
suggested by the TPACK framework. A formulation of two hypotheses was implemented to
test if there was an association between receiving training and the stream choice. As indicated
above, most respondents did not receive training in pedagogy. Also, most respondents did not
receive training in the CAPS curriculum. Below is a test of the association of variables as

alluded to above.

5.15 TEST OF ASSOCIATION
Observations made on the findings regarding the frequency of response in some variables

influenced the researcher to statistically prove or test if some results did not happen by chance
using the cross-tabulation test of association. Cross-tabulation is used in association with chi-
square to test the association between variables. The null hypothesis, meaning there is no
relationship, is tested under the following hypotheses:

e Receiving training in music pedagogy is not influenced by the stream choice.

e Receiving training in the CAPS curriculum is not influenced by the stream choice.
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According to Rich et al. (2018), the hypothesis is defined as a statement that can be tested and
believed to be factual. The test for independence, chi-square, or Pearson’s Chi-Square test, has
been used to prove the association between the variables listed above with a 0.05 level of
significance. The calculated probability value from the findings is compared to the values found
in Appendix B of chi-square probabilities aligned with the specific degrees of freedom. The
results will indicate if the expected results are mere chance, and our hypothesis is rejected or

accepted.

5.15.1 HYPOTHESIS 1: RECEIVING TRAINING IN MUSIC PEDAGOGY IS NOT
INFLUENCED BY THE STREAM CHOICE
Table 5.15.1 shows the respondents’ summary for the cross-tabulation of the music stream and

the music pedagogy training with 58 (100%) respondents, and no missing cases.

Cases
Valid Missing Total
N Per cent N Per cent N Per cent
Which music stream do you 58 100.0% 0 0.0% 58 100.0%

teach at your school? * Music

Pedagogy

Forty-two (72.4%) of the sample of 58 respondents did not receive training in music pedagogy,
while 16 (27.6%) did. Of the 20 jazz-trained respondents, 16 (80%) did not receive training in
music pedagogy, while only 4 (20%) did. Seventeen (65.4%) of the classically trained
respondents also did not receive training. Only 9 (34.6%) out of 26 classically trained
respondents received training. No one received training in music pedagogy from those who
chose the IAM stream., As depicted in Table 5.15.2, of the 9 teaching all streams, only 6
(66.7%) received training and 3 (33.3%) did not. The computed results in Table 5.12.4 show
the chi-square value of 2.511 with 3 degrees of freedom and the p-value of .473.) The critical
value in Appendix B at 5% with 3 degrees of freedom is .473, and the critical value at 5% with
3 degrees of freedom 1s 7.815. We, therefore, fail to reject the null hypothesis and conclude
that there is no relationship between the variables. However, the results obtained show a very
strong association between the variables, especially regarding respondents doing Indigenous
African Music. The findings denote that most professionally and socially oriented educators
did not receive training in music pedagogy. The findings suggest that most educators are

teaching from experience, guided by how they were taught. Prescribed teaching methods do
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not guide them. Music educators were recruited straight from the universities based on their
performing skills. These music educators were performers rather than music teachers, meaning

that they reverted to how they were pedagogically taught by default.

Music Pedagogy

Yes No Total
Which music stream do Jazz Count 4 16 20
you teach at your % within which music 20.0% 80.0% 100.0%
school? stream do you teach at
your school?
Western Arts Music Count 9 17 26
% within which music 34.6% 65.4%  100.0%
stream do you teach at
your school?
Indigenous African Count 0 3 3
Music % within which music 0.0% 100.0% 100.0%
stream do you teach at
your school?
All the above Count 3 6 9
% within which music 33.3% 66.7%  100.0%
stream do you teach at
your school?
Total Count 16 42 58
% within which music 27.6% 724%  100.0%

stream do you teach at

your school?
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Table 5.15.3 displays the Pearson Chi-Square test of 2.511, the degrees of freedom of 3, and
the probability value of .473 of the valid number of cases of 58 respondents.

Asymptotic
Significance
Value Df (2-sided)
Pearson Chi-Square 2.5112 3 473
Likelihood Ratio 3.309 3 .346
Linear-by-Linear .248 1 .619
Association
N of Valid Cases 58

a. 3 cells (37.5%) have expected count less than 5. The minimum

expected count is .83.

Bar Chart

20 Music
Pedagogy
W ves

Mo

Jazz Western Arts Indigenous All of the above
Music African Music

Which music stream do you teach at your school?

Figure 5.15: Bar chart frequency distribution of the music stream
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Figure 5.15 displays different bar charts indicating who has received training in music
pedagogy as per the other music streams taught by the respondents. Most respondents trained
i Western music did not receive the training in music pedagogy, followed by those trained in
Jazz. No respondents of those trained in Indigenous African Music received the training in

music pedagogy as indicated by the bar charts.

5.15.2 HYPOTHESIS 2: RECEIVING TRAINING IN THE CAPS CURRICULUM IS NOT
INFLUENCED BY THE STREAM CHOICE
Table 5.16.1 shows the summary of 58 respondents who indicated whether they had received

training in the CAPS curriculum or not and the music stream they were teaching.

CAPS Curriculum

Yes No
Which music Jazz Count 10 10
stream do you % within Which 50.0% 50.0%
teach at your music stream do
school? you teach at your
school?
Western Arts Music Count 13 13
% within Which 50.0% 50.0%
music stream do
you teach at your
school?
Indigenous African  Count 0 3
Music % within Which 0.0% 100.0%
music stream do
you teach at your
school?
All the above Count 3 6
% within Which 33.3% 66.7%
music stream do
you teach at your
school?
Total Count 26 32
% within Which 44 .8% 55.2%

music stream do
you teach at your

school?
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The results in Table 5.16.2 show the null hypothesis (receiving training in CAPS is not
influenced by the music stream). The critical value at 5% with 3 degrees of freedom, as shown
i Appendix B, 1s 7.815, and the probability value, according to the findings, 1s .332 at 5% with
3 degrees of freedom. The null hypothesis could not be rejected at 5% with 3 degrees of
freedom, concluding no relationship between the variables (x> = 3.416, df = 3, p = .332). The
findings indicate that being professionally or socially inclined is not an indicator to/of receiving
training in CAPS. However, the indication by findings implies that indigenously trained music

educators did not receive CAPS training whatsoever.

Asymptotic
Significance (2-
Value Df sided)
Pearson Chi-Square 3.416° 3 332
Likelihood Ratio 4.556 3 .207
Linear-by-Linear Association 1.333 1 .248
N of Valid Cases 58

a. 4 cells (50.0%) have expected count less than 5. The minimum

expected count is 1.34.

Figure 5.16 depicts the results obtained from the respondents on different music stream choices
and whether they have received training in the CAPS curriculum. It is evident from the bar
charts that those who chose the IAM stream did not, while the majority of those doing Jazz and
WAM had received training.
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Figure 5.16: A frequency distribution bar chart of the music stream and CAPS curriculum

variants

5.17 SUMMARY
A test of association between the variables indicated that for both null hypotheses created, the

association test failed to reject the null hypothesis, concluding that there was no relationship
between the variables. Also, a summary of the presentation and analysis of the findings was
presented in this chapter as per questionnaire sections as indicated. The next chapter focuses
on the findings obtained from the reflective activity and attempts to answer the description
question, what are educators’ technological, pedagogical, and content knowledge of

implementing a Music Magnet School Programme in the Gauteng Province?
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CHAPTER SIX
DATA PRESENTATION AND ANALYSIS OF DATA FROM REFLECTIVE
ACTIVITY

6.1 INTRODUCTION
The previous chapter focused on the presentation and analysis of the findings generated

quantitatively from the questionnaire. In this chapter, data collected from the reflective activity
to answer the descriptive question of the research study mentioned in Chapter Five are
presented and analysed. The reflective activity was administered to 58 sampled respondents;
only 33 (56.8%) respondents completed and returned it. In addressing the research study’s
descriptive question to establish what content, objectives, and technologies are used by the
Music Magnet School educators when implementing the music curriculum, findings are
presented and analysed in pre-selected themes with a specific question under each theme. Of
noteworthy, School H is not included in the analysis, for there were no reflective activity

documents returned.

6.1.1 THEME 1: TEACHING PRACTICES
Educators’ teaching practices are influenced by different beliefs and perspectives underpinned

by professional, societal, and personal knowledge. The first question sought to determine
teaching practices applied by music educators.
1. What teaching practices do you apply when implementing the Magnet School/CAPS

music curriculum?

School A:

Educator 1
“The way I was taught is the way I am teaching,; however, in later years, I have
discovered that my teaching strategies are a combination of various music
education studies from different music philosophies”.

Educator 2
“I always strive to make them work in group and always make an effort to report
back so that they can improve”.

Educator 3

“I consider carefully the order in which learning targets should be learnt, then

design learning material to help achieve the targets skills”.

161



Educator 4
“I am a jazz-trained educator, however, I did not do teaching methods, and 1

teach my learners the way I was taught even though there are guidelines to

follow”.
Educator 5
“I make learning active, offer second chances, resourceful and encourage
discussions”.
Educator 6
“Teacher clarity and feedback”.
Educator 7

“I use cooperative learning and sometimes model to learners what I need them

todo”.

The teaching practices by most educators in School A are largely influenced by pragmatic
knowledge (professional and societal knowledge). For instance, Educators 1 and 4 rely on the
experience gained from how they were taught. Educator 2’s teaching is influenced by societal
knowledge, thereby allowing learners to work in groups. While guided by the prescribed

syllabus, Educator 3 applies personal knowledge to design what would address learner needs.

School B:
Educator 1
“I follow mostly the learner-centred approach”.

Educator 1 in School B is guided by the learner-centred approach in teaching music learners,

which is socially driven.

School C:

Educator 1
“Personal teaching practices as there is no Magnet curriculum”.

Educator 2
“Depending on the situation, I apply the guidelines in the Magnet Music
Curriculum and sometimes, my own”.

Educator 3

“I observe the learners as (we) don’t really implement the Music Magnet

curriculum — thus brings about designing my own”.
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Educator 4
“No, we design our own Magnet curriculum that caters for the immediate needs

of the music learners”.

Educators in School C do not necessarily follow the Music Magnet School curriculum as
highlighted by Educators 1 and 2. The findings imply that even though there is a curriculum
available, the educators in this school have chosen to devise their own music curriculum to suit

learners’ needs. This implies that their teaching practices are best suited to their personal

preferences.

School D:

Educator 1
“The teaching practices [ involve cooperative learning, assistance in
developing technical and the theoretical and practical skills ™.

Educator 2
“Demonstration/Explanation/ Worksheets/Recordings...".

Educator 3
“Spoken word, singing where applicable, body percussion, demonstration on
music instrument where needed”.

Educator 4
“Currently, there are no practices”.

Educator 5

“I apply no practices”.

Educators 4 and 5 did not indicate any teaching practices, stating that there were no specified
teaching practices. Their responses could mean that they did not understand the question or
were unsure about their teaching practices. Both Educators 1 and 3 use the demonstration
approach and recordings and worksheets mentioned by Educator 3. Educator 1 applies

professional knowledge in teaching learners’ music.

School E:
Educator 1

“I use creative arts books which the school supplied”.
Educator 2

“I use Unisa question papers and creative arts books”.
Educator 3

Left the question blank.
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Educator 3 left the question blank; however, Educators 1 and 2 are guided by the professional

proposition as they both use prescribed textbooks.

School F:
Educator 1
“Unisa, Trinity, Royal house”.

Educator 2
“Unisa, Trinity”.

Both educators who responded in School F follow the content syllabus and are guided by

professional knowledge.

School G:
Educator 1
“Modelling and teamwork”.
Educator 2
“Demonstration and technology-driven approach”.
Educator 3

“I am Jazz trained, and I have been involved in many community projects,
meaning that I teach as I was taught following the modelling approach to

demonstrate what is required”.

Educators in School G are guided by the societal proposition/knowledge as Educator 2 has

indicated that he uses the modelling approach and teaches as he was taught.

School I:

Educator 1
“I use the blended approach, which is a combination of modelling and
cooperative learning”.

Educator 2

“I teach the way I was taught and a little bit of facilitation”.

Educator 1 in School I is guided by the pragmatic approach, and educator two leans on societal
knowledge.
School J:

Educator 1
“I use my own knowledge from the university”.
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Educator 1, the only educator who responded from School J, is guided by the societal approach,

using the knowledge from the university as a reference.

School K:
Educator 1
“Modelling and teamwork”.

Educator 2
“I am guided by the CAPS document, which mostly follows the teacher-centred
approach. However, I use also a bit of demonstration and facilitation

approach”.

Professional and societal knowledge is applied by Educators 2 and 1, respectively

School O:
Educator 1

“Interactive teaching one-on-one”.
Educator 2

“Anything useful and relevant”.
Educator 3

“I teach holistic — practical, theory combined with aural training and general

music knowledge”.

“Anything useful and relevant”, as mentioned by Educator 2, implies the blended approach.
Educator 3 follows the professional path, and for Educator 1, it would be both professional and

societal practice.

6.1.2 ANALYSIS
Most educators in all sampled schools who responded to the reflective activity were guided by

personal knowledge (professional and societal) practices. About seven educators were guided
by the professional knowledge (teacher-centred) approach. Only six educators indicated that
they followed the learner-centred approach, underpinned by societal knowledge. The findings
imply that professional and societal knowledge greatly influences educators from all schools
to promote the teaching and learning of music. The construct of pedagogical content knowledge
by Shulman (1986) is a blending of content and pedagogical knowledge, which is displayed
and understood by educators in most schools regarding their teaching practices, where learners’

diverse interests are acknowledged. Barendsen and Henze (2019) emphasise interdependency
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between pedagogical content knowledge and teaching practices, where pedagogical content
knowledge comprises in-depth knowledge of content and how to enact it. However, a few
educators were unsure about their teaching practices, implying that they followed whatever
worked at that moment. There is no critical reflection to determine if what they used worked

for teaching and learning.

6.1.3 THEME 2: GOALS
Professional, societal, and personal propositions influence teaching goals by educators. The

question was asked to establish the learning goals when teaching learners music as would be
guided by the objectives (professional knowledge), aims (personal knowledge), and outcomes

(societal)

2. What are your goals in implementing and enacting the Magnet School/CAPS music

curriculum?

School A
Educator 1

“Avoiding the comfort zone: This influences learners because they see an
example of risk-taking. Being resourceful: Thinking out of the box for acquiring
supplies and doing some DIY to what appears to be a distant resource—keeping
a positive mind-set: Being mindful that a positive spin to everyday tasks goes a
long way. Active learning: Learners are going to find more motivating

outcomes from doing rather than listening or viewing”.

Educator 2
“If followed correctly, one can actually see the improvement as the learners
upgrade to certain phases”.
Educator 3
“CAPS details us with guidelines to teach and assess. It gives us clear guidance
for teachers when teaching”.
Educator 4

“I believe that it is a good concept as some of the styles were not catered for
pre-1994. CAPS speaks to the integration of different styles for diversity.
However, Indigenous music is still trying to find space within as it is not

understood as music that can be taught at school”.
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Educator 5
“The curriculum is by far the best because learners are exposed to three types

of music styles”.

Educator 6
“The implementation of the curriculum is of good benefit to each learner,

whether they will pursue music after matric or not”.

Educator 7
“To prepare learners for higher education learning and help them horn their

musical gift”.

Educators have different learning goals for learners to achieve, such as objectives, outcomes,
and aims. Educator 1 emphasised the learning outcomes which are socially driven as she
mentioned that one of the goals is to promote active learning where learners are encouraged to
be creative. Educator 3 focused more on the learning objectives as they were guided by the
CAPS document, answering the question of what is to be taught? Educators 6, 7, and 4 also

share the same sentiments as guided by the CAPS document.

School B:
Educator 1
“The programme has not been properly implemented as there are so many

loopholes such as the curriculum, the resources and the structure of the

programme”’.

Educator 1 in School B did not answer the question.

School C:
Educator 1
“There is no curriculum”.
Educator 2
“It is a challenge as there is no specified material prescribed for the Magnet
School Music curriculum”.
Educator 3
“Serving learners according to the areas”.
Educator 4

“We look at the needs of each learner and their background of music”.

Educators 3 and 4 mentioned learner needs as goals when teaching music in the programme,

which are outcomes driven by societal considerations. Educator 1 indicated no curriculum
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instead of responding to the question posed; in addition, Educator 2 highlighted a challenge

and did not directly answer the question.

School D:

Educator 1
“Implementing the basic theoretical knowledge skill will help a learner achieve
a practical goal towards performance”.

Educator 2
“To achieve good end result for performing or write theory”.

Educator 3
“The end goal should be kept in mind — that it is learner’s ability to perform a
music piece individually or in a group”.

Educator 4
“These are documents developed from the Eurocentric perspective; therefore,
their chances of success are minimal ”.

Educator 5

“The curriculum is really not practical, most things don’t work, so I have no

perspectives”.

Educators 1, 2, and 3 focused on the learning objectives when teaching music to learners, i.e.,
to become better performers. Educator 5 did not have anything to say except to indicate that
the “curriculum is not practical”, implying that for him, goals were hard to follow and achieve

when the curriculum is impractical.

School E:
Educator 1

Left the question blank.
Educator 2

Left the question blank.
Educator 3

“Well, it is not a bad thing at all as long as it will be checked and tested”.

Both Educators 2 and 2 left the question unanswered. The response from Educator 3 was not
related to the posed question, which can mean that the question was not straightforward, or that

the educator was not sure about the intended goals as prescribed/unprescribed.
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School F:
Educator 1
“Different music styles create unity and diversity as the music genres are not

the same”.

Educator 2
“The programme is not professionally designed, and there are no clear

guidelines, and every teacher applies what they believe will work for the

implementation of the programme”’.

Responding to the question, Educator 1 indicated the advantages of different music styles
which promote unity and diversity—considering that one style should speak to the learning
objectives (what is to be taught?), the other one, learning aims (how music should be taught?),
and the other to learning outcomes (why music is taught?) On the other hand, Educator 2
indicated that even though the curriculum was there, there were no clear guidelines as to how
each educator should implement the curriculum; hence they concluded that each educator
ended up doing whatever worked for them. The findings imply that the curriculum makes it

difficult for educators to follow clear goals for teaching and learning.

School G:
Educator 1

“They are to cover the curriculum, impart knowledge on learners”.
Educator 2

“To encourage learners to be creative and be able to work as a group”.
Educator 3

“It is to impart knowledge and create independence”.

Educator 1’s goals were objectively related, which was to impart knowledge to learners by
covering the curriculum, and the objective is professionally driven. Educators 2 and 3’s goals
were socially driven, focusing on why music is taught. Learners are encouraged to be creative

and to learn to collaboratively work as a group.

School I:
Educator 1
“It is to transfer the skill of reading music, disciple and creativeness”.

Educator 2
“When [ started with music at the university, I had already had background
knowledge of music as a self-taught pianist. I learned how to sight-read music

when [ started with Jazz. This, however, I believe is not what is practised out
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there as a musician. So, my aim is to prepare learners, even though formally
taught, who would forget about the score sheet and become creative, transfer
the melody/music in their minds to their instruments...meaning that they should

not depend only on sight-reading music”.

Both educators 1 and 3 from School I were guided by socially driven knowledge. The aim was
to encourage music reading and oral perception so that learners became well-rounded music
learners. Additionally, they were encouraged to be creative, which is the learner-centred

approach.

School J:
Educator 1
“It is a great development as most learners need skill in this fraternity .

Educator 1 from School J did not indicate whether the learning goals were societal,

professional, or personal.

School K:
Educator 1
“They are to cover the curriculum, impart knowledge on learners”.

Educator 2
“To make sure that the curriculum is covered, firstly and to encourage learners

to be independent”.

Educator 1’s goals were to impart learning by covering the curriculum, the goals of which are

objective related. In contrast, Educator 2’s goals were professionally and socially related.

School O:

Educator 1
“To develop & assist young learners in becoming respectable instrumentalists
and musicians”.

Educator 2
“My goal is to train balanced, intelligent musicians that can perform read
count, harmonise, memorise etc.”.

Educator 3

“Creating well trained, confident music students who will appreciate a lifetime

appreciation of music”.
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The goals mentioned by all educators were personally and socially driven. Learners were
trained to be respectable musicians who could read and memorise the music they were playing

and be lifelong music learners.

6.1.3 ANALYSIS
Different educators had different goals of teaching music; however, most educators’ goals were

both societally and professionally driven as they were guided by the curriculum’s objectives
and outcomes. Only three educators’ goals were driven by personal knowledge. Five educators
did not respond to the question. The findings of the study implicate an in-depth understanding
of teaching goals by educators. However, the goals followed were stipulated in the CAPS

curriculum, which mostly followed the professional approach.

6.1.4 THEME 3: STREAM
Music Magnet School educators are trained in different music genres, with three main streams

offered. Educators were asked to indicate the stream they taught and were trained in, as
influenced by different propositions, i.e., WAM (professional), IAM (societal), and Jazz, which

is either (professional and/or societal).

3. Which music stream do you teach and why?

School A:

Educator 1
“I teach the European classical music even though I have learnt the elementary
basics of Jazz and gradually improving. As such, I do not compartmentalise
myself as a European classical musician but rather a plain musician, but the
reason for my teaching the chosen stream is that being the genre I grew up in
and studied and can easily transmit knowledge ”.

Educator 2
“I have been trained in the classical voice, and I teach opera, for it is what I
have been trained to teach and majored in at varsity”.

Educator 3
“Jazz and indigenous Music. Jazz can sharpen learners’ character by giving
them courage and let them be innovative and prepare them to improvise”.

Educator 4
“I teach Jazz even though I can do a little of classical piano, especially for
learners who are beginners”.

Educator 5

“Jazz is the stream I was introduced to when I studied music”.
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Educator 6
“Jazz and popular music, the reason being that is what I specialised in at school

and in my surrounding”.

Educator 7

“I am versatile even though I was trained in Western music. The environment

that I am in calls for flexibility as not all learners want to sing Opera music”.

There is a combination of different music content taught by music educators in School A. Three
educators have been trained in Western Arts Music; however, they focused on other streams to
cater to learner needs. Educator 4 taught Jazz and Indigenous African Music as he was trained
in both. Educator 6 teaches both Jazz and Pop music, while Educator 5 indicated that they
taught Jazz music. The findings suggest as depicted by the results, that educators are guided by
professional and societal propositions, which is a perfect balance when it comes to teaching
music to learners as it creates well-rounded musicians possessing the good values of each

stream provided at school.

School B:
Educator 1

“Jazz and African Music because I had majored in them when I was still at

varsity”.

Educator 1 from School B taught both Jazz and African music as they were trained in these

while at school. The findings imply that the educator is socially driven when teaching music to

learners.
School C:
Educator 1
“Jazz music stream, it is my academic qualification and profession”.
Educator 2
“Jazz music, I was trained in Jazz studies for my junior degree in music”.
Educator 3
“Choral, African/South African Jazz, traditional and popular music. I teach
these different styles of music so that the learners can be knowledgeable of all
the streams”.
Educator 4

“Afro music, Jazz and popular music”.
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Findings depict that no one taught or had been trained in Western Arts Music in School C. All

educators received training in Jazz, and some focused on teaching Pop and choral music.

School D:

Educator 1
“African music is our focus because of a need to centre African Indigenous
Knowledge Systems”.

Educator 2
“WAM — I studied this stream since childhood and completed a degree (BMus).
It is an important building block for any other stream”.

Educator 3
“Western Music (WAM) I grew up learning to read notes to assist myself to play
a wide variety of music styles, I studied at the university”.

Educator 4
“African Music because in Africa IAM ought to take prominence”.

Educator 5

“Western Arts Music as prescribes by the curriculum. Indigenous music as it is

what we identify with”.

Three educators (Educators 2, 3, and 5) taught Western Arts Music, while the primary focus
for Educators 1 and 4 was on Indigenous African Music. The findings in School D also suggest

that music educators were driven by professional and societal knowledge of teaching music to

learners.

School E:

Educator 1
“Jazz and popular music because I am trained in Jazz and popular music, and
it also keeps the kids interested in music”.

Educator 2
“Classical music because I am classically trained”.

Educator 3

“Classical voice because it is what I was trained in at the university”.

Two educators in School E taught and were trained in classical music. Educator 1 taught Jazz
and Popular music. The findings suggest that the dominating stream taught is professionally

driven.

School F:
Educator 1
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“Jazz, Classical and Indigenous music”.
Educator 2

“Jazz, Pop and RnB because I got training in Jazz music”.

In School F, Educator 1 taught all streams, Jazz, IAM, and WAM, and Educator 2 taught Jazz,
Pop, and RnB music. Educator 1 has become the first educator in all schools consulted to teach
all different streams. The findings imply that the educator is versatile and can easily cater to all
learner needs in different contextual settings. The essential expectation by the Department of
Education is that an educator should be trained or at least have some form of knowledge in all

three different streams to cater to all learners’ needs.

School G:
Educator 1
“Western music. I was trained in Western music”.
Educator 2
“Jazz”.
Educator 3

“Jazz, that was the only stream available when I was still a student”.

Only one educator indicated that they taught WAM. Educators 2 and 3 indicated that they taught

and were trained in Jazz.

School I:

Educator 1
“I teach Jazz and African music, Jazz because I was trained in Jazz at school
and African music because I grew up playing African songs before studying
music”.

Educator 2

“Jazz because I was trained in Jazz, even though I also incorporate other
different styles of music, like African Jazz, African music and a little bit of

Western music for the beginners”.

Both educators in School I taught Jazz and incorporated other styles like African music and

Western music.

School J:
Educator 1

“Western music”.
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Educator 1 from School J taught Western Arts Music which is guided by professional
knowledge.

School K:

Educator 1
“Western music. [ was trained in western music”.

Educator 2
“Western Classical music. I grew up playing Western music as I was trained

from an early age”.

Both educators from School K teach Western Arts Music as they were both trained in this

stream.

School O:

Educator 1
“I teach both at a Magnet School (practical & theory) as well as music as ‘n
subject in school (CAPS Gr 10-12). Music as Subject: I teach WAM,
traditionally the most familiar with our pupils and the culture of the
community”’.

Educator 2
“WAM because I am a westerner and I teach in a relatively monocultural
school”.

Educator 3

“Mostly classical — Trinity, Unisa and ABRISM syllabus but also light classical

music if needed”.

All three educators from school O taught and were trained in Western Arts Music.

6.1.5 ANALYSIS
Most educators who responded to the questionnaire indicated that they taught Western Arts

Music (professional knowledge), closely followed by those who stated that they were trained
and taught Jazz (professional and societal knowledge). Only four respondents indicated that
they taught Indigenous African Music (societal knowledge), with one respondent indicating
that he taught all three streams. The implications of the findings suggest an imbalance,
especially for educators trained in IAM. The implementation of the music curriculum is still
professionally driven, as indicated by several educators who have been trained and who taught

Western Arts Music in the Music Magnet Programme. One respondent, who taught all three
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streams, did not specify their primary stream of training. Also, the findings imply that the
stream choice is determined by the educators’ qualifications and training, suggesting that

learners can only be taught in that particular stream, educators are qualified to teach.

6.1.6 THEME 4: TEACHING METHODS
Educators were asked the question on teaching styles to determine if they followed the teacher-

centred approach, which is influenced by professional knowledge; the learner-centred approach

as guided by societal knowledge; or blended approach as influenced by personal knowledge.

4. What teaching methods do you apply during teaching and learning?

School A
Educator 1
“Two teaching methods best describe my teaching strategy, Teacher-focused
approach: learners learn through listening and following my instructions, i.e.,
I am the sole supplier of knowledge and learner-focused approach: Meets
individual learner needs”.
Educator 2
“I use Unisa workbook for theory and voice pedagogy for the voice”.
Educator 3
“I am using Suzuki method, which is the character first and ability second”.
Educator 4
“I combine both the learner-centred and teacher-centred, which is learner-
centred for Jazz and teacher-centred for Classical piano”.
Educator 5
“Traditional, resource-based and spaced learning”.
Educator 6
“Demonstration method and discussion methods”.
Educator 7

“[ integrate different methods depending on the type of a learner”.

Most educators, four out of seven, applied the blended approach teaching methods guided by
personal knowledge, except for Educators 2, 3, and 5, who used the traditional teacher-centred
approach. The findings suggest some balance, primarily learners are also encouraged to

become innovative and creative.

School B:
Educator 1
“I mostly use demonstration and group activities”.
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A response by Educator 1 from School B suggests a learner-centred approach by educator one.

School C:
Educator 1

Educator 2

Educator 3

Educator 4

“One-on-one teaching method — practical with a component of theory in one

session”.

“I simply follow what I learned from my previous teachers, and sometimes I do

apply intuition”.

“It is an approach to music education rooted in the idea that music should be a

cultural and social experience”.

“Learners are encouraged to use their creativity and imagination while the

teacher is the source of knowledge and assessor”.

Educators from School C followed mostly the learner-centred approach. However, despite

following the traditional method of teaching music, especially for instruments, Educator 1 did

not specify whether their teaching style was learner/teacher centred. Educator 2 depended on

previous experience, insinuating that they could have been exposed to any teaching style.

School D:
Educator 1

Educator 2

Educator 3

Educator 4

Educator 5

“A combination of teacher-centred, learner-centred and content-focused

methods”.

“Demonstration/Explanation/Recording/YouTube/Cell phone

recording/Worksheets/Tests/Performances”.

“Listening to music, demonstration of music, the performance of music, reading

of music notation”.

“No applicable methods .

“I don’t use any specific methods”.
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Educators 1, 2, and 3 from School D followed the blended approach, while Educators 4 and 5
did not specify a style. However, both educators applied a particular teaching style; they were

unaware of it, as the findings suggest.

School E:
Educator 1
“I use musical sheets and CD players for listening and transcribing the songs”.
Educator 2
“I use Suzuki method for violin lesson”.
Educator 3

“The method that I am using is a coaching style; I also do a demonstration

approach and tell the learner what she needs to know”.

Educator 1 used both the learner and the teacher-centred approach informed by personal
knowledge, while Educator 2 followed the teacher-centred approach guided by professional
knowledge. Educator 3 was driven by the learner-centred approach underpinned by societal
knowledge. The findings suggest that all educators apply different teaching styles, personal,

professional, and societally driven.

School F:
Educator 1
“All of the methods depending on the genre”.

Educator 2
“CAPS methods”.

Educator 1 indicated that they were guided by different methods, and Educator 2 followed the

teacher-centred approach influenced by professional knowledge.

School G:

Educator 1
“Mostly the content-focused and the teacher-centred approach”.

Educator 2
“I use the blended approach as I follow both the syllabus and the way I was
taught”.

Educator 3

“The learner-approach to create independency and creativeness”.

The professional proposition guided Educator 1 as they used the content and the teacher-

centred approach. Educator 2 was driven by personal knowledge as he applied the blended
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approach, while Educator 3 was guided by societal considerations by following the learner-

centred approach.

School I:

Educator 1
“I use the blended approach even here, which is learner-centred and teacher-
centred”.

Educator 2

“I apply both the learner-centred and the teacher-centred, especially since I

also follow the CAPS curriculum”.

Both educators from School I follow the blended approach, which is influenced by personal

knowledge.

School J:
Educator 1

“Start from level one teaching theory of music”.

As the findings imply, Educator 1 from School J did not necessarily follow the learner/teacher-

centred approach. Theory lessons can follow either approach.

School K:
Educator 1
“Mostly the content-focused and the teacher-centred approach”.

Educator 2
“The CAPS document is used as a guide as I mostly follow the content as it

should be covered”.

Both educators from School K were guided by professional knowledge as they both followed

the teacher-centred approach.

School O:
Educator 1
“Interactive teaching, one-on-one as well as small group classes”.
Educator 2
“The question, answer”.
Educator 3

“I concentrate on self-practising at home, correcting wrong learning patterns,

technique in scales and pieces and sight-reading”.
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Educators 2 and 3 from school O followed the teacher-centred approach, while Educator 1

applied the learner-centred approach.

6.1.7 ANALYSIS
Most educators’ teaching methods were driven by personal knowledge, a combination of

professional and societal knowledge. About ten educators followed the teacher-centred
approach, which is driven by professional knowledge. Some educators indicated that they were
guided by societal knowledge. Two educators did not indicate which teaching methods they
used when teaching learners music. Educators’ educational backgrounds and philosophies
influence their teaching methodologies. The findings suggest that about ten educators followed
a top-down approach where learning is objectively assessed through tests and assessments. In
contrast, a majority followed an integrated approach; a teacher-centred and learner-centred

approach.

6.1.8 THEME 5: VALUES
The question was asked to determine the values imparted to learners when teaching music

depending on the assorted styles of music taught, such as discipline, social skills, creativeness,
lifelong learning, and collaboration.

5. What values and educational purposes do you apply when teaching the chosen
stream?

School A:
Educator 1
“Punctuality, respect for others, cleanliness, cooperation and respect for

oneself. Educational objectives: provide opportunities and guidance,

enhancing their appreciation of the arts, to expose learners to the music of

different cultures”.

Educator 2
“It is a long-term goal to teach voice; thus, learners need to have patience
and also take good care of their health as the voice needs a good body to
work”.

Educator 3

“I choose to do best, and it helps me grow and develop. Also create the future
that I want that will lead me to excellence, respect and opportunity to reach any

goals”.
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Educator 4
“Classical piano brings the values of self-discipline, and the value of sight-

reading and Jazz brings the value of innovation and creativity for learners”.

Educator 5
“Moral development and inculcation. The purpose is to make learners
intellectual, social and economically aware”.

Educator 6
“I make a point that we share the same values (trust, patience, and freedom).
Purpose to develop learners’skills”.

Educator 7

“Discipline when it comes to practising their instrument, moral values and

creativity and proficiency in reading music”.

Educators from School A indicated various music values they imparted to their learners when
teaching music, such as punctuality, respect for others, cooperation, appreciation of diverse
cultures, patience, respect, self-discipline, sight-reading, and social and economic awareness.
Values such as moral development, trust, freedom, moral values, creativity, and proficiency in
reading music were also mentioned. These are all informed by professional, societal, and

personal knowledge.

School B:
Educator 1
“Discipline (practice your instrument)”’.

Educator one from School B mentioned discipline as one of the musical values imparted on

learners when teaching music.

School C:

Educator 1
“Respect, responsibility”.

Educator 2
“Imparting knowledge, critical thinking, and challenging the learners to
become analytical”.

Educator 3
“Builds more concentration and discipline, reading, loyalty and creativity that
brings about fun”.

Educator 4

“Reading, creativity and loyalty are the prime aspects in music as a discipline”.
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Critical and analytical thinking, concentration, reading, loyalty, and discipline were all musical

values indicated by educators from School C driven by societal, professional, and personal

knowledge.
School D:
Educator 1
“To develop learner’s self-esteem, confidence, integrity, talent, and overall
performance skills”.
Educator 2
“Performing, enjoyment of music, to think, abstract and appreciation”.
Educator 3
“The value of enjoyment to perform music instrument, the skills to perform and
to improve performance that is the main purpose of educating music”.
Educator 4
“The purpose is to develop an all-rounded individual...”.
Educator 5

“The purpose, it is that the learners learn and play the music they identify with”.

Educators from School D mentioned self-esteem, confidence, analytical thinking, appreciation
of music, enjoyment of music, developing an all-rounded individual, and creativeness. The

values mentioned are all informed by professional, societal, and personal propositions.

School E:

Educator 1
“Discipline, moral values and creativity”.

Educator 2
“To be effective teachers, ongoing study and education are essential, especially
supported by the parent”.

Educator 3

“After the learner has finished with the course, I would like him or her to be

independent and be as professional as s/he can be”.

Discipline, moral values, creativity, independence, and professionalism were most of the values
mentioned by Educators 1 and 3: professionally, societally, and personally driven propositions.

Educator 2 noted life-long learning “ongoing study”, which is socially driven.
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School F:
Educator 1
“Preparing learners for higher learning, preparing learners to be astounding

performers”.
Educator 2
“It is to see our learners going further in music and gaining skills that they can

use to make a living”.

Astounding performers, both educators indicated. The musical value could be both professional
and societal. The primary goal for both propositions was to prepare learners who could be

remarkable performers, regardless of the stream they are trained for.

School G:
Educator 1

“Discipline in practising music”.
Educator 2

“Respect for the craft and discipline”.
Educator 3

“To create independence, discipline, and creativeness”.

Discipline, independence, creativeness, and respect for the craft were musical values

mentioned by the educators from School G.

School I:
Educator 1
“Self-discipline and morality especially with African music”.

Educator 2
“Creativeness, independence, collaboration and self-discipline”.

Educators from School I indicated that values such as self-discipline, morality, creativeness,

independence, and collaboration would build a young learner in music.
School J:
Educator 1

“All learners must understand and love music”.

Musical understanding was one of the values added by Educator 1 from School J.
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School K:
Educator 1
“Discipline in practising music”.

Educator 2

“Discipline”.

Discipline was a shared value mentioned by Educators 1, and 2 from School K. Discipline is a

musical value that could be professionally or socially driven.

School O:

Educator 1
“I am not sure I understand the question here? I use the UNISA, ABRSM as well
as the TRINITY syllabuses for the practical aspect”.

Educator 2
“I teach the Western philosophical outlook, the historical European heritage of
canonical master composers’secular and sacred compositions”.

Educator 3

“Self-appreciation through diligent practice, self-confidence when performing,

ensemble enjoyment and hard work”.

Educator 1, even though they indicated that they did not understand the question mentioned
that they used the Unisa, Trinity, and ABRSM syllabus, which encourages self-discipline and
fluency in sight-reading as underpinned by professional knowledge. Educator 2 also did not
specifically answer the questions but mentioned the approach they followed, which was more
European. Educator 3 cited self-appreciation, self-confidence, and musical enjoyment as values

imparted to learners when teaching music.

6.1.9 ANALYSIS
Values such as discipline and moral values were mentioned by almost all schools except for

schools D and F, who added values such as music understanding, great performers, confidence,
and self-esteem. These are all driven by societal and professional propositions. Music as a
subject taught at school fulfils objective (professional) and outcomes (societal) related values
(Muldma & Kiilu, 2012). The implication of the findings suggests that a fulfilment of the

musical values is achieved.
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6.1.10 THEME 6: CHALLENGES
The fundamental reason the question on challenges was asked was to establish the challenges

educators may be experiencing and to ascertain if they were professionally, socially, or

personally driven.

6. What are the main challenges in teaching the chosen stream?

School A:

Educator 1

Educator 2

Educator 3

Educator 4

Educator 5

Educator 6

Educator 7

“I1. The collaborative opportunity with the composer, 2. Communication is
limited to score markings, 3. Character and aesthetics choices: it is the
educator and learner’s responsibility of understanding the type of sound and

texture the composer is trying to achieve and make more effective”.

“Because it is not part of the mainstream, subject time is a challenge as one has

to wait for free time and after school to teach”.
“The challenge is to get resources and space to practice”.

“Even though Jazz is not as formal, it becomes a bit tricky when learners have
to follow exactly what is required from them. They always tend to want to play
what they have heard, combining it with Pop and House music. The issue of
resources is another challenge, especially since our learners do not have their

Instrument to practice on when they are not at school ”.

“Most learners don’t have instruments to practice the given material”.

“With current Covid-19 regulations, it’s a bit difficult to teach the learners since

they attend once after a week or three times”.

“There has not been real support from the department even though things are
changing a bit with now having a budget that we never had before, and
instruments are being bought. However, there is still a lack of resources for
learners as they cannot buy their instruments. Three out of 20 have their own
instruments, and most kids come from families that are really not doing well

financially”.
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Educators from School A mentioned issues stemming from both professional and societal
challenges. The content of Western Arts Music becomes a challenge when it comes to
collaboration; the performers cannot be creative beyond sight-reading music from the music
scores. Societal challenges were also added; Jazz leans more on professional knowledge and
ceases to be an oral/aural art form. Also, Covid- 19 regulations were mentioned as some of the
impediments to effective teaching and learning. An issue of support from the Department of
Education was added to challenges experienced by the music educators. Additionally, the

educators mentioned resources and space.

School B:
Educator 1

”»

“Resources such as learning material and instruments”.

Educator one from School B indicated that resources such as instruments and LTSM were

challenges they had.
School C:
Educator 1
“No support from programme directors or district”.
Educator 2
“Lack of resources like space and materials that would help to make learning
more conducive”.
Educator 3
“Finding scores/charts especially on African music — traditional music”.
Educator 4

“Most learners do not have personal instruments, and that hinders their

progress”.

Educators from School C were challenged with resources, LTSM, especially for African Music,

and support from the Head Office.

School D:

Educator 1
“Research and development of the content. Implementation of African-centred
methods of assessment and evaluation that are often contrary to the mainstream
Eurocentric approaches ™.

Educator 2

“Learners that do not practice or prepare enough”.
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Educator 3
“Although the majority of learners enjoy being around music, not all are

commiitted to spending regular time with their instrument”.

Educator 4
“The main challenge is the structure of the programme itself” .

Educator 5
“On teaching the Western Arts Music, the challenges come to that it is ancient

music, and the learners lose interest”.

Educator 1 specifically mentioned the development of the IAM content and assessment
standards relevant to the stream as the main challenge. Both Educators 2 and 3 added the lack
of practice by learners as one of the challenges. Additionally, Educator 4 indicated that the
structure of the programme was a challenge, while Educator 5 added that learners lost interest
at their school when they were only taught Western Arts Music as they regarded it as ancient
music. The findings imply that educators in School D experienced professional and societal

challenges concerning teaching different music streams, JAM and WAM.

School E:
Educator 1

“We do not get much support from the school management”.
Educator 2

“There is no financial support from the management of the school”.
Educator 3

“There are so many challenges. The stream is not popular in our communities,

and therefore it is not taken seriously”.

Educators 1 and 2 mentioned moral and financial support as the main challenges. In addition,
Educator 3 indicated that the stream they taught was not popular in the community they served

in and was not treated as equally as other popular streams.

School F:
Educator 1
“Support system from the management and acceptance from the management ”.

Educator 2

“Resources and infrastructure”.

Educators from School F indicated support issues, acceptance from the management, resources,

and space for teaching as their main challenges.
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School G:

Educator 1
“The programme is flawed, and there is not much support from the
department”.

Educator 2
“No support from the department, infrastructure and resources ”.

Educator 3

“Resources, especially for the learners”.

Resources, infrastructure, and support were all challenges mentioned by educators from School
G. Also, the programme’s design was raised as one of the significant challenges in fostering

effective teaching and learning.

School I:

Educator 1
“Our learners do not have instruments, and there is minimal support from the
Head Office”.

Educator 2

“I rely mostly on WhatsApp, YouTube and some musical software to teach

music’’.

Educator 1 indicated that resources and support from the Head Office were among the

challenges they experienced. Educator 2 did not answer the asked question.

School J:
Educator 1

“No support from the district with CAPS ATP’s”.

Educator 1 from School J indicated having received no support from the district, especially

regarding ATPs required in the CAPS document.

School K:
Educator 1
“There is not much support from the department”.

Educator 2
“We have no training to teach other different streams in the CAPS document,
and there are no clear standards and syllabus, especially for the IAM. No

instruments for the learners and one struggles to keep up with what is required”.
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Educator 1 emphasised the lack of support from the department. Also, Educator 2 added that
they did not receive any training on teaching different streams for CAPS, especially for IAM,

which had no clear unit standards for assessment, and that resources were not enough.

School O:

Educator 1
“Magnet School: No challenges. Learners are. Music as Subject: Inadequate
cultural background and insufficient knowledge/involvement by parents or
enough understanding & dedication”.

Educator 2
“The lack of background about WAM in primary school”.

Educator 3

“Covid-19 online lessons, uncommitted parents, irregular routines for
practising, lazy pupils”.
Educator 1 raised challenges with learners in the Magnet School Programme. Educator 1 added
that there was not enough written about the cultural background of WAM, which was also
highlighted by Educator 2. Additionally, Educator 2 mentioned that they received no support
from parents, which was echoed by Educator 3. Moreover, Educator 3 disclosed that online

lessons were the most challenging, especially during the Covid-19 pandemic.

5.15.7 ANALYSIS
Challenges such as resources, infrastructure, support, the structure of the programme, and

LTSM were the main challenges commonly mentioned by most educators. The findings suggest
that the challenges experienced by most educators were professionally and societal inclined.
Respondents’ reverberation of different challenges insinuates that challenges became the major

hindrances to effectively teaching music at school.

5.15.7 THEME 7: TECHNOLOGICAL TOOLS
The question on technological tools was asked to determine the tools used by educators in

teaching music when applying professional knowledge (hardware/software), societal

knowledge (software), or personal knowledge (ideological-ware).

7. Which music technology tools and programmes do you use in teaching music?

School A:
Educator 1
“I am a regular user of video and audio recording technology as a teaching

evaluation tool because words cannot demonstrate clearly as a photo or video
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of a learner who is doing something physically incorrect with the embouchure,

posture or hand-position on an instrument ”.

Educator 2
“Mainly, I use Sibelius to create new music and show the learners the various
notations on the keyboard”.
Educator 3
“I am using Sibelius and Finale for writing and reading music as a music system
for music appreciation”.
Educator 4
“I mostly use Sibelius to create backing tracks and for theory and composition
lesson”.
Educator 5
“Currently, not using any”’.
Educator 6
“None by far”.
Educator 7

“I use mostly digital tools such as WhatsApp, YouTube to listen and watch

certain performances of the songs that my kids are doing”.

Educator 1 heavily applied a high-tech approach, as the findings depict. Sibelius was the most
mentioned software used by Educators 2, 3, and 4 and other software like Finale. Digital tools
such as WhatsApp and YouTube were also mentioned by educators in School A. On the other

hand, Educators 5 and 6 did not use any technological tools.

School B:
Educator 1

“I use Digitools for notating music”.

Educator one from School B used Digitools software for notating music as driven by the

professional proposition.

School C:

Educator 1
“Software like Sibelius and Q-base”.

Educator 2
“The laptop, music writing software and other music apps from android
augment my teaching”.

Educator 3

“Sibelius”.
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Educator 4
“I use several software like Sibelius, Logic Pro, Sibelius primarily for score

writing and notation”.

Some of the technological software such as Sibelius, Q-Base, and Logic Pro were mentioned
by educators in School C. Educator 2 mentioned laptops as hardware used to enhance his

teaching with technology.

School D:

Educator 1
“Music software such as Sibelius and Finale are often used to arrange and
teach arrangements”.

Educator 2
“Cell phone recordings, YouTube, cell phone Apps”.

Educator 3
“Recording tools, record how music piece could sound with correct rhythm and
notes. Receiving recording, how learners play music pieces”.

Educator 4
“Software like Finale and Sibelius”.

Educator 5

“None”.

Finale and Sibelius software and hardware such as cell phones and recording tools (digital
tools) were mentioned as technological tools used by educators in School D. However,

Educator 5 did not use any technological tools.

School E:
Educator 1
“The internet mostly for downloading music sheets and music”.
Educator 2
“l use Sibelius and Finale software to set questions and to transpose music”.
Educator 3

“Most of the time, I use YouTube”.

Educator 2 from School E was the only educator who indicated that they used Finale and
Sibelius software. Educator 1 used the internet as a digital tool to download sheet music, and

Educator 3 often used YouTube as a digital tool for teaching and learning.

School F:
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Educator 1
“More of the internet and WhatsApp .

Educator 2
“WhatsApp, YouTube. Learners download music technology is user friendly”.

Both educators from School F relied on WhatsApp and YouTube for teaching music.

School G:
Educator 1
“WhatsApp and YouTube”.
Educator 2
“WhatsApp and the internet, mostly YouTube”.
Educator 3

“I use some software to notate and create backing tracks for learners”.

Educator 3 used software for creating the backing tracks; however, they did not specify which

ones. Educators 1 and 2 also mentioned WhatsApp and YouTube.

School I:

Educator 1
“I rely mostly on WhatsApp, YouTube and some musical software to teach
music”.

Educator 2

“I use Sibelius to create backing tracks and a lot of YouTube to get the material

I need”.

Educator 2 mentioned software such as Sibelius. Both educators from School I used YouTube

and WhatsApp.

School J:
Educator 1

“I use Royal School and Unisa materials”.

Educator 1 from School J used the material from both Unisa and the Royal School; however,

they did not mention if these are downloaded from the internet or used as hard copies.

School K:

Educator 1
“WhatsApp and YouTube”.
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Educator 2
“I use mostly the cell phones to communicate lessons with my kids and
download music from the YouTube for music scores that are not readily

available”.

Educators from School K used digital tools such as WhatsApp and YouTube in teaching music.
Additionally, Educator 2 mentioned that they used cell phones for communication purposes,

which was not always the case.

School O:

Educator 1
“I use note reading apps on my phone for young learners to play during their
lesson to improve note reading, etc. They enjoy that! CAPS: Sibelius, as well as
every aspect of Windows for lesson preparation etc. No other apps”.

Educator 2
“Sibelius Music Programme. Cell phone and laptop ™.

Educator 3

“Sibelius, Kamien music appreciation CDs, YouTube, Google Classroom,

Zoom”.

Educator 3 mentioned digital tools such as YouTube, Zoom, and Google Classroom, and

Educator 2 mentioned Sibelius as the software they relied on for teaching music.

3.1.11 ANALYSIS
Most educators mentioned Sibelius as one of the software they used for teaching music. Digital

tools such as YouTube, and WhatsApp were most popular tools used by educators to teach
music. However, a few educators indicated that they did not use any technological tools. These
educators are driven by societal and professional knowledge. The findings suggest that most
music educators included technology in teaching music using the latest software. An
understanding of the TPACK framework by educators may assists in integrating technology,
content and pedagogy (how music is taught?). The framework, TPACK describes the
relationship between technological tools, what is taught (content) and how it is taught (specific

pedagogical practices).
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6.1.12 THEME 8: EFFECTIVENESS
The driving factor for the question on effectiveness was to determine the efficacy of applying

technological tools when teaching music.

8. Do you think applying technological knowledge in music lessons improves lesson
efficiency?

School A:
Educator 1
“The expansion of technology within society is a defining feature of the 21

century revolutionising how people work, learn and communicate. This is no
different in music where technology should become a requirement in musical

creation, production, and teaching”.

Educator 2
“It does as it also saves time and improves their ability to read and write
music”.
Educator 3
“Technological knowledge allows learners to embrace music creation,
furthermore, it allows learners to work at their own pace”.
Educator 4
“Yes, this is especially evident when assessing learners that they enjoy most of
their lessons and they get to be more creative, and they are given a chance to
play around with what they know to create what they prefer”.
Educator 5
((Yes JJ‘
Educator 6
“It does a lot given that if we face situations like global pandemics, we will be
able to continue with teaching”.
Educator 7

“Yes, it does a lot. Kids love technology, and it enhances the music lessons”.

All educators agreed that including technological tools in teaching music improved and

enhanced music lessons. One educator emphasised that learners loved technology.

School B:
Educator 1
“Yes, most definitely”.

Educator 1 from school 1 positively agreed that technology assisted in making music lessons

effective.
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School C:

Educator 1
“Yes, it does”.
Educator 2
“Yes, we spend less time using the chalkboard/papers and letting the learner
benefit”.
Educator 3
“Most definitely, because almost everything is about technology”.
Educator 4

“Definitely, it is a tool that makes classroom teaching much simple for one can

create samples with sound and notation”.

All educators agreed that it enhanced music lessons. They also elaborated on its effectiveness.

School D:
Educator 1
“Yes, it does”.
Educator 2
((Yes )’.
Educator 3
“Definitely, when learners are recorded, they really concentrate as not to make
mistakes such as stopping unnecessarily. They do try to let the music flow”.
Educator 4
“At present and into the future, technology is unavoidable”.
Educator 5

GGYeS,”

All educators in School D agreed that technological tools assisted and enhanced effective
teaching and learning. Educator 4 highlighted the demand for the use of technology and that it

is unavoidable, especially in the 21 century.

School E:
Educator 1
“Yes, it does; most learners want to be music producers, so technological
studios skills help”.
Educator 2
“Yes, cause most kids want to produce and compose their own music”.
Educator 3
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“In the voice teach, it does add value, especially now that we have power

outages. I just download a backing track for us to continue”.

All educators unanimously agreed that technological tools made a difference in teaching music,
Educator 3 adding that the effectiveness was evident, especially when there were power

outages.

School F:
Educator 1
“Yes, definitely”.

Educator 2
“Yes, it does with the use of technology, it makes it easy to communicate with

learners”.

Educators 1 and 2 both agreed that technology enhances their music teaching.

School G:
Educator 1
“Most definitely”.
Educator 2
“Yes”.
Educator 3

“Yes, most definitely”.

Also, music educators from School G agreed that technology made a difference in their

teaching.

School I:
Educator 1
“Definitely, effective teaching and time management”.

Educator 2
“Most definitely”

School J:
Educator 1

“Yes, it does because you are able to follow different teaching methods”.

All educators acknowledged that technological tools enhanced their music teaching.

School K:
Educator 1
“Most definitely .
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Educator 2
“Most definitely”.

“Most definitely”, both educators from School K agreed.

School O:
Educator 1
“I suppose it does”.
Educator 2
“Yes”
Educator 3

“Yes, the younger generation grows up with technology”.

All educators from school O believed that the use of technology enhanced their music teaching,

primarily since the younger generation were technologically driven.

6.1.13 ANALYSIS
Most educators agreed to the effectiveness of technological tools in teaching music and how it

enhanced the music lessons. The findings suggest that integrating technology into content and
pedagogical knowledge when teaching music proved effective, as indicated by the TPACK

framework.

6.1.14 THEME 9: PERSPECTIVES
Question nine on educators’ perspectives interrogated their views on different teaching

practices applied when teaching music to learners.

9. What are your perspectives on different teaching practices applied by Music Magnet
Schools educators when implementing the Magnet School/CAPS music curriculum in

your school?

School A:
Educator 1
“The main objective of a music educator/teacher is to produce a well-

informed musician regardless of the method used, as long as during the
lesson/class, there was fun, dynamic atmosphere and the learner’s interest

retained”.
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Educator 2

Educator 3

Educator 4

Educator 5

Educator 6

Educator 7

Different teaching practices allow for diversity to take place, e.g., teaching

Indigenous Music needs versatility”.

“In my view, teachers need to assess and evaluate music learners to encourage

the process of learning and motivation”.

“This concept works well for me. At the end of the day, we want to create a well-
rounded person who will understand Western concepts, which is mostly sight-
reading and the concepts of Jazz or African music, which is mostly
improvisation and creativity. Our learners who started with classical music
change when they enrol at universities to Jazz which means they start almost

from scratch to learn the new genre”.

“Music learning was introduced to us differently, and therefore teaching

practises and approach is different”.

“In the school, we are actually balanced in terms of the teachers implementing

the curriculum as some teach Jazz, some Classic, and some Indigenous music”.

“I, myself, use different teaching practices as I need to cater to the learners’
needs. The 21*' century teacher needs to be versatile and be well rounded. Any
teacher who has been trained to apply one method or who uses a single method
will be frustrated with the CAPS curriculum, and they will not be fit to teach

music, especially in Black schools ™.

Music educators should apply different teaching practices to produce a well-informed

musician, as indicated by Educator 1. Diversity was embraced when music educators used

different teaching practices. A well-rounded educator who will be versatile in all assorted styles

of music offered is envisaged. Educator 5 highlighted that music was taught differently using

various approaches, which calls for different teaching approaches. Diversity from different

music educators was also embraced in School A. Educator 7 noted that a 21% century music

educator needs to be versatile and should cater to learner needs in any educational context.
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School B:
Educator 1
“They should be harmoniously incorporated without causing any tensions”.

Different teaching practices were encouraged by most educators, further elaborating that music
brings diversity, and this should be harmoniously incorporated, Educators 1 and 2

acknowledged. Educator 3 added that it also depended on contextual factors.

School C:

Educator 1
“They bring diversity and respect among educators”.

Educator 2
“Until there are directions from the authorities, teachers will still remain
condemned to their own devices”.

Educator 3
“It depends on the area where the school is situated. But prominently dependant
on the teacher’s year plan”.

Educator 4

“Teachers normally plan the year’s programme that will make it possible for

learners to collaborate and perform together”.

Different teaching practices bring diversity, as mentioned by Educator 1. Educator 2 shifted the
blame to the top management as it was their responsibility to provide guidance regarding
applied teaching practices when implementing the music curriculum. Educator 3 also

highlighted contextual factors as the determinant for using different teaching practices.

School D:
Educator 1
“Each one of the educators uses the available practices to achieve a singular
goal which is to enable learners to perform a chosen instrument”.
Educator 2
“There should be choices for learners to do the music stream they want”.
Educator 3
“Each teacher has his/her own style of teaching various musical instruments,
and it creates a very creative and interesting environment
Educator 4
“I do not believe there are any existing practices”.
Educator 5

“The curriculum is confusing and not practical”.
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Different teaching practices allowed learners to do what they are good at, which provides
creativeness. Educator 4 indicated that different teaching practices did not exist. There is no
clear justification of why the educator indicated such. Educator 5 did not express any views
regarding different teaching practices; however, they noted that the curriculum in use was

confusing and impractical.

School E:

Educator 1
“Variety is needed, and different styles positively applied will bring more
creativity for our learners”.

Educator 2
“Music Magnet School practices deal with teaching a learner to play the
instrument, not on the curriculum”.

Educator 3

“I think music educators are free to use the teaching practice that they believe

will be best for the learner”.

Educator 1 supported different teaching practices as they believed that they brought variety.
Educator 2 mentioned that Music Magnet School educators applied teaching practices that

focus on instrumental playing.

School F:

Educator 1
“I support and agree with different practices applied by different teachers as
long as there is harmony and unity”.

Educator 2

“It is good to use different practices to accommodate our learner’s needs”.

Difterent teaching practices accommodate learner needs if there is harmony and unity; this was

indicated by Educators 1 and 2 in School F.

School G:

Educator 1
“We all teach differently and have been trained differently. All is needed is unity
and respect for each other’s craft”.

Educator 2

“We need to work together as music teachers to create harmony. A garden is

beautiful with many different flowers, and that is how the curriculum has been
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designed, which, however, brings a whole lot of challenges when it comes to
which music and style of teaching are more important, disrespecting other music

and styles”.

Educator 3
“They tend to create some tensions among us as educators, however, it is needed

as we have different backgrounds ™.

The findings suggest that due to different training received by music educators and music being
an art form that embraces diversity, most educators encouraged the acceptance of different
teaching practices. Educator 1 added that there should be, however, unity and respect for each
other’s craft. Educator 2 emphasised that the current curriculum has been designed to
accommodate different teaching practices despite some apparent challenges, such as
marginalisation of Indigenous African Music. Educator 3 added that different teaching
approaches created unnecessary tensions among educators even though they embrace different

teaching styles.

School I:

Educator 1
“It depends on the type of learners you are teaching and the aims; otherwise,
there is always going to be different teaching practices, as long as there is
harmony”.

Educator 2

“I think different teaching practices bring variety, especially since there are so

many different types of music that are not taught or even played the same”.

Educator 2 acknowledged that different teaching practices brought variety. Educator 1 added
that it all depended on the aims and the types of learners. The most important aspect was that

there should always be harmony.

School J:
Educator 1

“We are not teaching differently,; we plan together”.

Educator 1 in School J emphasised that the plan is collaboratively devised and not differently

implemented.
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School K:
Educator 1
“We all teach differently and have been trained differently. All is needed is unity

and respect for each other’s craft”.

Educator 2
“We follow our experiences and how we were trained to teach different styles of
music. However, there should be more balancing when it comes to other

different styles of music so as to bring harmony”.

Unity, harmony, balance, and respect for the craft by educators becomes the key element to
different teaching practices. Educators 1 and 2 emphasised that, once this has been achieved,

there should be no problem applying various teaching methods.

School O:

Educator 1
“Some teachers are more successful than others, depending on several factors,
not only teaching methods”.

Educator 2
“All the music teachers at my school share the same language background and
training. Therefore, we all agree on teaching practices”.

Educator 3

“It is good to have different teaching practices — every pupil must be helped

individually”.

Educator 2 mentioned that they followed the same teaching practices with other colleagues;
however, Educator 3 added that different teaching practices were brilliant for catering to learner

needs.

6.1.15 ANALYSIS
Diversity was embraced by most educators, stating that different teaching practices produced

creativity within learners. However, diversity should be harmoniously acknowledged to avoid
unnecessary tensions. The findings suggest that even though most music educators embraced
diversity, they should observe an interconnection between different teaching practices as
underpinned by professional and societal knowledge. The CAPS music curriculum is a
panorama of different music genres underscored by different teaching practices to deal with

past injustices. Also, tensions created by different teaching practices could be mitigated if
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educators understood the rationale for introducing different streams and how each style of

music should be taught.

6.1.16 THEME 10: RECONSTRUCTION OF PHILOSOPHIES/THEORIES
The final question investigated the theories/philosophies educators believe were best

appropriate for the different teaching practices.

10. What theories would best underpin different teaching practices of implementing the

Magnet School/CAPS music curriculum?

School A:
Educator 1

Educator 2

Educator 3

Educator 4

Educator 5

Educator 6

“Teaching theories that best support teaching practices in the CAPS music
curriculum are no different from the general teaching practices researched by
scholars; this includes theories that deal with thinking, behaviour, and

experimenting ”.

“There should be different teachings to be diverse because philosophies are
different; thus, it cannot be that we use the same techniques on different people.
We also have to check that the cultural backgrounds are not the same. Hence
CAPS says that a teacher needs to be diverse so that teaching and learning can

be a success”.

“There are plenty of theories that we can use, but I will opt for Suzuki
philosophy because it works for myself and my learners. The philosophy of

‘character first, ability second’”.

“Different philosophies which speak to all different kinds of music will work
well for the different music styles offered at schools. I do not think there can be
one theory or philosophy that can underpin different teaching practices as

offered by music teachers”.

“Each music style offered has its own philosophy, so it’s best to support all to

acquire diversity”.

“Since we have different theories in music, it is better to have them as different

as they are”.
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Educator 7
“This is a call for research to come up with theories that would best underpin

different teaching practices. You apply a different philosophy as per the need”.

For effective teaching and learning, Educator 1 believed that there should be different teaching
philosophies. One size fits all was not a viable option. Educator 3 thought that the Suzuki
method, which advocates for “character first, ability second”, worked for them and their
learners. Educators 4, 5, 6, and seven also believed in different philosophies to support
diversity. However, Educator 7 raised a point that music education is a field that needed
extensive research to invent or create theories that would best underpin different teaching

practices.

School B:
Educator 1

“Different styles of music call for different theories and philosophies, unless
there is an integration of these styles that will call for a single theory, which is

not there yet”.

Educator 1 acknowledged that a single philosophy or a theory that speaks to integrating
different teaching styles had not yet been invented. Music teaching styles demand that each

stream should be guide by a different philosophy or theory.

School C:

Educator 1
“There are no theories”.

Educator 2
“Lack of support for the programmes. Management must take this programme
very seriously”.

Educator 3
“It will definitely work when its focus is on the obligations and creativity of
every learner”.

Educator 4

“Based on the need and creativity of each learner, the curriculum is flexible”.

Educator 1 indicated that there were no theories. Other educators did not mention anything

relating to the question asked.
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School D:

Educator 1
“Theory of knowledge derived from the practice and the practical knowledge”.
Educator 2
“The end result is important, and performances should be of a high standard.
To become audiences for other performers”.
Educator 3
“Creativity in how to get to the result of letting a learner perform a music piece
on his/her instrument in his/her own style”.
Educator 4
“Best theories are still to be developed”.
Educator 5

“No theories”.

Educator 4 believed that theories speaking to the diversity of school music were still to be
developed, and Educator 5 indicated no theories. Responses from Educators 2 and 3 were not

related to the question posed. Educator 1 suggested that the theory should speak to how music

was taught.

School E:

Educator 1
“The one that speaks to our learners’ needs and the diversity that we have at
school when teaching music”.

Educator 2
Did not answer.

Educator 3

“We need to have more theories underpinning different styles of teaching for

diversity”.

The best philosophy or theory is the one that will best cater to learner needs and different
teaching practices, Educator 1 noted. Educator 2 left the question blank—Educator 3 advocated

for different teaching theories to cater to different teaching approaches.

School F:
Educator 1
“Different theories and philosophies for different arts from are what would work

best”.
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Educator 2
“Using different theories is good to accommodate learners and introduce them

to other genres”.
Diversity is required, both Educators 1 and 2 emphasised.

School L:

An educator from School L, due to time constraints, gave a summary of her

perspective on the reflective activity:

“I am teaching WAM as it was my training and education. I feel there is a place
for IAM in the syllabus. The problem with it, I find as a moderator and examiner,
is that the performances are poorly managed, and it seems that the exams |
attended were merely a quick rundown of performance. It was not well prepared
and thought through. I might be completely wrong. The problem is that I don’t
have sufficient training to really judge it. I just look at the musical aspects I can
hear and stick to that. I find that learners (my own learners included) think that
because it is part of their heritage, they are able to answer the questions. In the
Final examination papers, this section is poorly answered. I feel that there is a
big gap in the training of IAM. I don’t mean to be overly critical, but exams, for
instance, should be better prepared. If I could use an example from my magnet
school, I have a very well-trained violinist with a master’s performance degree
from a good university in a certain country. He delivers in the practical field,
but his professional admin skills lack. I think it a general problem with soloists.

1 hope this will help you in your research”.

The educator gave a summary of his experience as a Music Magnet School educator. He is
professionally oriented and emphasised the main challenge in teaching IAM: insufficient
training and assessment. The educator did not mention anything in response to some of the

questions asked.

School G:
Educator 1
“The ones that embrace diversity”.
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Educator 2
“I dream for a philosophy that will encompass all different styles without

marginalising some”.

Educator 3
“Theories that foster creativeness, music participation and enjoyment as music

is created to be enjoyed”.

A theory or philosophy that would encourage creativeness, music participation, speaking to all
different teaching styles without marginalising the other, and embracing diversity were
attributes made by Educators 1, 2, and 3 in School G in advocating for a reconstruction of a

music education philosophy.

School I:

Educator 1
“I follow the Suzuki theory, which I think can be applied to all different styles
of music. However, there are other philosophies out there that still need to be
explored”.

Educator 2

“The theory or philosophy that will speak to creating independence, creativity

and pure enjoyment of music”.

Educator 1 mentioned Suzuki theory as one of the theories that could apply to all unique styles
and teaching approaches. Educator 2 envisioned a theory that would encourage independence,

creativity, and musical enjoyment for learners.

School J:
Educator 1
Left the question blank

Educator 1 in School J left the question blank.

School K:
Educator 1
“The ones that embrace diversity”.

Educator 2
“There are no theories or philosophies at the moment that speak to different

teaching styles and different styles of music”.
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Educator 2 mentioned that a single theory underpinning different styles of teaching did not
exist yet. Educator 1 added that it should be a theory or a philosophy that would embrace

diversity.

School O:
Educator 1

Left the question blank
Educator 2

“Kodaly, Orff, Colourstrings, Alexander method are examples of philosophic
approaches 1 find useful”.

Educator 3
“Respect every child according to his background and circumstances. Include
all aspects of music in every lesson: note reading, rhythm, listening and creating

* »
music .

Educator 1 did not answer the question. Educator 2 believed that Kodaly, Orft’s Colourstrings,
and Alexander’s method could work for different teaching practices. Educator 3 emphasised
diversity in creating a whole rounded learner who will be able to sight-read music and be

creative at the same time.

6.1.17 ANALYSIS
Most educators advocated for different philosophies, stating that assorted styles of music

demanded different theories and philosophies. Very few indicated that a single philosophy
should be applied to address learner needs, diversity, and to encourage creativeness. Two
educators mentioned Suzuki, Kodaly, and Orff’s Colourstrings, and Alexander’s method as
philosophies or theories that could underpin all styles of teaching music. Other respondents left
the question blank. The findings imply that educators are not necessarily conscious of the
current music education philosophies underpinning different teaching methods and genres

when teaching music. They followed whatever worked for them.

This chapter focused on presenting and analysing data collected from the reflective activity.
The following chapter presents and analyses data gathered from classroom observation, focus

group interviews, and one-on-one interviews.
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CHAPTER SEVEN
DATA PRESENTATION AND ANALYSIS OF DATA FROM CLASSROOM
OBSERVATIONS, FOCUS GROUP DISCUSSIONS, AND ONE-ON-ONE
INTERVIEWS

7.1 INTRODUCTION
Both Chapters Five and Six attempted to answer the descriptive question of the study obtained

from the questionnaire and the reflective activity. This chapter intends to answer the operational
and philosophical questions by presenting and analysing data generated from classroom
observations, focus group discussions, and one-on-one interviews, which are qualitatively

interpreted.

e How do educators apply technological, pedagogical, and content knowledge in
implementing a Music Magnet School Programme in the Gauteng Province? (Operational

question addressed by observations).

e Why do educators’ technological, pedagogical, and content knowledge of implementing a
Music Magnet School Programme in the Gauteng Province manifest itself in particular
ways? (Philosophical question addressed mainly by semi-structured interviews and

focus group discussions).

The findings from all instruments are presented and analysed according to the pre-determined
themes. A comprehensive interpretation and discussion of the findings from different datasets
are presented in Chapter Eight. Responses obtained from focus group discussions are presented
per school. This chapter is divided into three sections. Section one is based on the results
obtained from classroom observations. Section two is based on the findings from the focus
group discussions, and section three is based on the findings from one-on-one interviews.
Verbatim transcript for one participant has not been included, but data summarised and cited in

some account.

7.2 SECTION ONE: DATA GENERATED FROM CLASSROOM OBSERVATIONS
Classroom observations were added for two primary purposes: to answer the operational

question sow and as a qualitative complementary method of the research study: How do
educators apply technological, pedagogical, and content knowledge in implementing a Music
Magnet School Programme in the Gauteng Province? Table 5.18 depicts a structured template
of what was expected and what was observed. The pre-selected themes such as content,

learning styles and activity, the teaching style and technique, resources, technological tools,

209



aims and objectives, and challenges guided the activities observed. The content taught was
based on the stream chosen. Most music educators, when teaching music, follow the modelling
and 1mitation approach; the teaching styles and techniques depend on an educator’s training.

An application of resources and technological tools was also observed.

Moreover, the classroom observation assisted in identifying the teaching goals of each
educator. The descriptive observation was conducted first, followed by the focus and the

selective observation underscored by the pre-selected themes. The comments are made in

Tables 7.2,7.2.1,7.2.2,7.2.3, and 7.2.4, followed by the analysis after each observation.

Observations

Name of the School: School A
Educator’s Name: Mr Mathew Zimba (Not his real name)

Observation Dates: 11" and 13" May 2021

Task and Activi Comments

1. Content

Is the content Jazz,
IAM, WAM or
integration of all music
styles?

Subject knowledge:
Does the educator have
an adequate
understanding of the
subject?

2. Learning styles and activity

Are the learners sight-
reading or memorising
the song?

Is the educator
modelling, using verbal
explanation or both?

First lesson:

The learner played the jazz song “All the things you
are”, a jazz standard. The educator guided the
learner, also by playing with him. The song’s
concept was thoroughly explained, and the educator
displayed an understanding of the subject
knowledge.

Second lesson:

The second lesson was a continuation of the first
lesson. There were added lines for the learner to
play this time, and the educator also played new
lines and took a solo. The learner and the educator
both played the melody with some embellishments
by the educator. They took turns in taking solos.
However, the improvisation was not spontaneous,
but the transcribed written solo.

First lesson:

The learner sight-read the melody and the
improvisation of the song. The educator used verbal
explanations most of the time.

Second lesson:
The same concept of sight-reading with some
corrections and explanations was applied for the
second lesson.
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3. The

teaching and

style

technique

Is it the whole class,
group, or an individual
class lesson?

Is the lesson conducted
through hearing or
sight-reading?

Is the lesson teacher-
centred or learner-
centred?

Explanation and
demonstration of
musical concepts.

4. Resources

Adequacy of teaching
resources.
Do learners wuse their
resources?

5. Technological tools

Application of
technological tools to
enhance music
teaching.

Lesson efficacy using
digital tools.

Does the educator use a
variety of technological
tools to enhance music
teaching?

6. Aims and objectives

Are the goals clear?

First lesson:

It was an individual class with a saxophone learner
doing Grade 12, sight-reading a transcribed song.
The educator followed the teacher-centred
approach. The musical concepts and how the
learner was supposed to phrase some notes were
thoroughly explained.

Second lesson:

The same concept of explaining some musical ideas
and correcting the wrong notes and phrases was
followed for the second lesson.

First lesson:
The learner used his saxophone; the school did not
have that kind of an instrument.

Second lesson:
The learner came with his instrument, the
saxophone, and his teacher played the clarinet,

though.

First lesson:

The lesson was conducted with backing tracks.
There was a cell phone, speaker, and keyboard. The
piano chords, bassline and rhythm section were all
pre-recorded and played via the cell phone
connected to the speaker.

Second lesson:

The same technological tools that were used in the
first lesson were applied for the second lesson. The
lesson was highly effective as the learner felt he
was playing with the full band using backing tracks.

First lesson:

The learner wanted to pursue music as a subject,
and he was preparing for auditions, also to be at a
certain level with sight-reading and improvising.

Second lesson:

The objective was to have the learner play the
melody fluently and follow all the instructions in
the song, and be able to improvise as the song that
he played was a jazz song. He also wanted to pursue
a career in Jazz at the university.
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7. Challenges
e What are the main
challenges the music
educator faces that
hinder the effectiveness

of the music lesson?

Observations and analysis: Both lessons started on time with a duration of sixty minutes each.
However, they overlapped for both days. The lesson on Tuesday, 11 May started at 11h00,
and started at 10h00 on Thursday, 13® May 2021. The classroom was big enough to
accommodate an ensemble class. Before each lesson, the learner did some warm-up exercises
with their instrument. The learner was at the advanced stage out of the three stages (beginner,
itermediate, and advanced). The educator is classically trained, and you could see from his
approach that even though they played a jazz song that required a learner’s creativeness and

spontaneity, the learners still sight-read his solos as you would in a classical piece.

The learner was in his final year and was prepared for higher learning, as indicated in Table
7.2. There was a beautiful interaction between the learner and the educator. The learner
understood the music language very well. The use of technological tools enhanced the lesson.
The backing tracks gave a full sound of an ensemble class, giving the learner a sense of rhythm.
The content was both professionally and socially driven. The professional and societal

propositions were also evident in the teaching and learning style followed.

The findings suggest that the lesson observed followed a one-on-one teaching model. The
educator becomes a significant person, playing a crucial role in the learner’s music learning
and development. Carey and Grant (2014) list several disadvantages of following the one-on-
one approach, such as passive learning, always depending on the teacher and negatively
impacting learners’ self-confidence. Also, the findings indicated a high use of technological
tools to enhance teaching and learning. The educator did not need the entire band to play the
jazz standard but used available technological tools. Though the lesson followed the
professional teaching and learning approach, the learner could explore and experiment through
improvisation. Another critical aspect of the lesson was how a classically trained educator

attempted moving away from the professionally to the societally oriented approach of teaching
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and learning, combining both methods (the structured and the unstructured), which yielded

positive results.

Observations
Name of the School: School A
Educator’s Name: Mr Malibongwe Ngema (Not his real name)

Observation Dates: 25%, 26" and 27" May 2021
1. Content First lesson:
L. = o0 oo The song was an African Jazz song, “Malaika” by
IAM, WAM - Miriam Makeba. The educator is trained in jazz and
Tioae o0 orbnte plays the drums. Vocal mstructions were secondary
styles? to him. He, however, had a broad knowledge of
Subject ... what was required, what to teach and what to
Does the educator have [{{us (=48
adequate knowledge of
the subject? Second lesson:
The second lesson was a continuation of the first
lesson, and this time, the learners did not only sing
the song but were provided with the song’s lyrics
and were taught how to pronounce some words of
the song.

Third lesson.

A different version by Angelique Kidjo was played,
and the learners were required to use the same
approach by the artist. The lesson followed a
repetition of listening and imitating the singer.
Before leamning the song, learners did arpeggio
exercises. These were taken from YouTube. Toward
the end of the lesson, the educator introduced a
piece of new music, Feel Good by Lira.

2. Learning styles and activity First lesson:

o o oo e The learners were memorising the melody and the
oL et lyries of the song. Verbal and demonstration by the
the song? educator were applied to explain the concepts of the
Is the v song. They followed the instructions that the
modelling, using verbal educator gave.

explanation or both?
Second lesson:

Learners had their copies and were memorising the
lyrics from the copies provided.
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3. The teaching style and

technique

e Is it the whole class,
group, or an individual
class lesson?
Is the lesson conducted
through hearing or
sight-reading?
Is the lesson teacher-
centred or learner-
centred?
Explanation and
demonstration of
musical concepts.

. Resources First lesson:
o o e There was a piano in the classroom, and because it

resources. was a vocal class and did not need many
e Do learners use their [Eitlioiildic

resources?
Second lesson:

The second lesson took the shape of the first lesson.

Third lesson
The third lesson was even more enjoyable. There
was a piano accompaniment, a CD player and a cell
phone used to download the vocal exercises from
YouTube.
. Technological tools First lesson:
e Application of There were not many technological tools applied in
technological tools to this lesson.
enhance music
teaching. Second lesson:
Lesson efficacy using It was the same for the second lesson.
digital tools.

Does the educator use a Third.les.son )
telasoiioonioloae o The pianist played with the vocal ensemble, and the

L. ... ... song was taking shape as each learner knew and
teaching? understood their parts. There was a time where the
live playing was synchronised with what they were
playing from YouTube. The interaction was higher
than in the previous lessons. The group had made
some improvements.
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6. Aims and objectives

e Are the goals clear?

7. Challenges First lesson:
4 .o o o Contextual factors were observed. The first lesson
o e was conducted in a small storeroom that was
e tieo i converted into a classroom.
hinder the effectiveness
of the music lesson? Second lesson:
The second lesson was conducted in the same
venue.

Third lesson:

The third lesson was conducted in a different room,
which was more spacious and had additional types
of equipment.

Further observations and analysis: The first vocal class was on Tuesday, 25® May, which
started at 12h00, after the theory class conducted at 11h00. All other vocal lessons began at
12h00. Learners were not as punctual on Wednesday and Thursday, and the class consisted of
learners coming from different grades with one boy learner. It consisted of six learners. The
first lesson was not as intense as the second lesson. Learners were relaxed and they had a better
understanding of the lesson. The lesson was a continuation of a song that was started a week
prior to the observation. The first two lessons were conducted in the same venue, and the third
was 1n a different venue with more equipment. Learners interacted with the educator more on
their third lesson. They sang with confidence and were more involved and creative because
they were not reminded about the song dynamics in the song. The third lesson seemed to be
even more enjoyable. Technological tools, such as digital tools (YouTube) and hardware such
as cell phones and the keyboard, were used. There was also a piano accompanist. Learners
seemed to enjoy more lessons conducted with the use of technology. The observations suggest
that the lesson was driven by societal considerations evidenced by the content, teaching, and

learning style applied.

The findings firstly imply that based on the needs of the school and learner needs, the educator
assumed the role of vocal teacher and played it exceptionally well. Secondly, the pedagogical
content knowledge of the lessons followed the modelling and verbal approach. Stevanovic and

Kuusisto (2019) believe that the modelling approach is more effective than the verbal approach
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in conveying musical knowledge and skill. Also, the findings entail the use of technological

tools which enhanced the lessons conducted. Based on the observation, learners enjoyed the

lessons where technology was used.

Observations

Name of the School: School C
Educator’s Name: Mr Thabo Lesufi (Not his real name)

Observation Dates: 2°@ and 4 June 2021

Task and Activi Comments

1. Content

Is the content Jazz,
IAM, WAM or
integration of all music
styles?

Subject knowledge:
Does the educator have
adequate knowledge of
the subject?

2. Learning styles and activity

3. The

Are the learners sight-
reading or memorising
the song?

Is the educator
modelling, using verbal
explanation or both?

and

teaching
technique

style

Is it the whole class,
group, or an individual
class lesson?

Is the lesson conducted
through hearing or
sight-reading?

Is the lesson teacher-
centred or learner-
centred?

First lesson:
The lesson was a combination of Jazz and African
music. The educator was more of a facilitator as
learners were allowed to explore and be creative on
what they were playing. The song was their
composition.

Second lesson:

The jazz lesson was conducted with one guitar
learner. The educator who taught the learner had vast
knowledge of the subject and explained the music

concept more engagingly.

First lesson:

The learners played their composition, playing
chords, while the other learner improvised and
played the melody.

Second lesson:

The learner was sight-reading guitar chords, and the
emphasis was on guitar changes. The educator
demonstrated and used verbal explanations to
augment what he implied.

First lesson:

The lesson consisted of two guitar learners who
played their composition. A learner-centred
approach was followed, and the lesson was more
complimentary, and learners creatively played the
song. At the same time, the educator guided them
there and there, especially with what they could add
to their music.

Second lesson:
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Explanation
demonstration
musical concepts.

4. Resources

Adequacy of teaching
resources.
Do learners wuse their
resources?

5. Technological tools

Application of
technological tools to
enhance music
teaching.

Lesson efficacy using
digital tools.

Does the educator use a
variety of technological
tools to enhance music
teaching?

6. Aims and objectives

Are the goals clear?

7. Challenges

What are the main
challenges the music
educator faces that
hinder the effectiveness
of the music lesson?

The second class was with an individual leamner,
conducted through sight-reading. The lesson
followed the teacher-centred approach.

First lesson:
Both learners had guitars; however, the instruments
were the school’s property.

Second lesson:

The learner used the equipment of the school that he
left behind at the end of the lesson.

First lesson:

Unfortunately, there were no technological tools
applied in the lesson.

Second lesson:
The lesson did not make use of the technological

tools.

First lesson:
The first lesson allowed learners to compose and
play the songs, encouraging creativity.

Second lesson:

The main goal was to teach the learner chord
changes. The learner did not play any melody but
focused on the chords.

First lesson:

Infrastructure was the main challenge. All other
rooms were used for different lessons, and the lesson
was conducted in the waiting area of the building.
The educator and the learner were not that much
bothered as they focused and enjoyed the lesson.

Second lesson:

The second lesson took place in a spacious
classroom even though not conducive for the lesson
as it 1s a storeroom that was converted into a
classroom.

Further observations and analysis: Both lessons took place at various venues. The first one
was a group lesson, while the second one was an individual lesson. Both learners in the first
lesson took turns in accompaniment for each other. Even though the chords were the same, the

song feel was differently played, depending on who was playing the chords. The learner played
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the chord in a 4/4 feel while the one played it in a 6/4 feel. The other learner who attended the
second lesson was taught to play the jazz chords and moved from one chord to another. The
educator was trained in Jazz and Indigenous African Music. There was no evidence of the use
of technological resources with his learners. The first lesson was more learner-centred, while
the second one was teacher-centred. With the second lesson, he demonstrated and played with
the learner. However, in the first lesson, he only explained the concepts and why learners played
in assorted styles, even though they both played the same song. The content of the lesson was
societally driven. Learners were given room to compose and creatively improvise in their piece

of music. The goals were also socially driven.

The findings suggest that the societal implications of the lesson plan had a notable influence
on how the educator taught both learners. In the first lesson, both learners were actively
mvolved, and the educator provided the needed guidance. The educator assumed the role of
being a facilitator and a collaborator. The implications of technological tools not being used in
both lessons have different connotations. The first one, the school or the educator, did not have
access. Secondly, the educator does not have adequate knowledge in applying them, or both

lessons did not require the use of technological tools.

Observations
Name of the School: School E
Educator’s Name: Mr Lewis Okono (Not his real name)

Observation Dates: 10™ and 11" June 2021
1. Content First lesson:

L = oiioar b The first lesson was conducted with a bass guitar
IAM, WAM . learner, playing an African song with a feel from
Gooc oo Te Zimbabwe. The song i1s a composition by the
styles? educator, “Good friend”. The learner was more
Subject . involved and freer in his playing without
0o e iiiteoe oo nterruptions from the educator.

adequate knowledge of

the subject? Second lesson:

The second lesson was conducted with a clarinet
learner from a different school (Feeder school)
playing a composition by the educator, “The song
for you”. The educator displayed an in-depth
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2. Learning styles and activity

3. The

Are the learners sight-
reading or memorising
the song?

Is the educator
modelling, using verbal
explanation or both?

teaching and

style

technique

Is it the whole class,
group, or an individual
class lesson?

Is the lesson conducted
through hearing or
sight-reading?

Is the lesson teacher-
centred or learner-
centred?

Explanation and
demonstration of
musical concepts.

4. Resources

Adequacy of teaching
resources.
Do learners use their
resources?

5. Technological tools

Application of
technological tools to
enhance music
teaching.

Lesson efficacy using
digital tools.

Does the educator use a
variety of technological
tools to enhance music
teaching?

6. Aims and objectives

Are the goals clear?

knowledge of the genre and taught and played with
much confidence.

First lesson:

The learner memorised the song and was guided by
the educator, who occasionally demonstrated what
was required and how it was to be done by also
playing with the learner.

Second lesson:

The clarinet learner played the song from memory
and was accompanied by the educator, who played
the lead guitar.

First lesson:

The lesson was learner-centred with an individual,
and the lesson was conducted through hearing. The
learner was given enough room to make mistakes
and correct himself. The educator did not stop to fix
the errors.

Second lesson:

The second lesson took the shape of the first lesson.
However, it was with a different learner, playing
another song in another school.

First lesson:
The learner used the school’s bass guitar as he did
not have his instrument.

Second lesson:

The learner played his instrument.

First lesson:

The educator did not use any of the technological
tools for the lesson.

Second lesson:
There were no technological tools used.

First lesson:

The learner was prepared to be a session player who
will give back to the community through playing
music. The goal was outcome-based: to train a
learner who can play by ear and compose his songs.
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Second lesson:

The learner was prepared to be a session player and
pursue music as a career. The learner took a solo
after playing the melody of the song. He executed
that with confidence, supported by his educator,
who accompanied him with guitar chords.

7. Challenges First lesson:
./ .= - . Noapparent challenges when it comes to resources
e e and infrastructure
educator faces that

hinder the effectiveness [EEYUiLNEEIE
of the music lesson? The educator struggled to get a saxophone as he

wanted to change the learner from playing the

clarinet to a soprano saxophone which the school
did not have.

Further observations and analysis: Lessons took place from different venues with different
learners. The first learner was a bass learner, while the second a clarinet learner, as indicated
in Table 5.18.3. The learner-centred approach was applied for classes. The educator was trained
in Jazz and Indigenous African Music and played primarily African songs. The educator taught
both learners the original compositions. No backing tracks were used; instead, the educator
accompanied both learners with his guitar, playing chord changes. Both lessons started on time
with a duration of 60 minutes each. When asked about the titles of the songs that learners
played, the educator indicated that he wanted to change the instrument that the learner played
(clarinet) to a saxophone with more economic market. However, he was struggling to get
donations or to have the school agree to buy the instrument. Both learners interacted very well
with their teacher and displayed confidence in their playing. Without a doubt, the lessons were
driven by societal considerations. The educator explored the learners’ abilities in allowing them
to be free in playing and improvisation. The aim was societally driven, to prepare the learners

to be session players in the community.

Both music lessons were predominantly learner-centred, allowing learners to learn from their
mistakes with fewer explanations and demonstrations. The findings also suggest that the
pedagogical approach followed was that advocated by the constructivists, Piaget (1985) and
Vygotsky (1978), where learners are allowed to learn through experimentation, exploration,

and active learning (Carey & Grant, 2014). The educator did not use technological tools and
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followed an old approach of practically accompanying his learners with a live instrument, in

this case, his guitar, for both lessons.

Observations

Name of the School: School A

Educator’s Name: Mr Mathew Zimba (Not his real name)

Observation Dates: 29 June 2021

Task and Activi Comments

1. Content

Is the content Jazz,
IAM, WAM or
integration of all music
styles?

Subject knowledge:
Does the educator have
adequate knowledge of
the subject?

2. Learning styles and activity

Are the learners sight-
reading or memorising
the song?

Is the educator
modelling, using verbal
explanation or both?

3. The teaching style and technique

Is it the whole class,
group, or an individual
class lesson?

Is the lesson conducted
through hearing or
sight-reading?

Is the lesson teacher-
centred or learner-
centred?

Explanation and
demonstration of
musical concepts.

4. Resources

Adequacy of teaching
resources.
Do learners use
resources?

their

First lesson:

The group’s song is an African Jazz song, “Malaika”,
which was also taught in the vocal class. Even though
classically trained, the educator explained the jazz
concepts with ease, and learners interacted well with him,
even though they were unsure what they were doing in
terms of playing the song.

First lesson:

They sight-read and memorised the song but leaned more
on sight-reading. The educator played the song on the
piano all the lines that were to be played by learners. Also,
he notated down the lines for the bass player.

First lesson:

It was a group lesson with five learners. The lesson was
conducted through hearing and sight-reading, even though
it was meant to teach learners to play by ear. It was more
of a teacher-centred lesson whereby the educator took the
lead in demonstrating and writing down what was meant
to be played by learners.

First lesson:
All learners who attended did not use their instruments.
There were adequate resources needed for the lesson.

221



5. Technological tools First lesson:
e Application of The educator did not use technological tools for the lesson.
technological tools to
enhance music
teaching.
Lesson efficacy using
digital tools.
Does the educator use a
variety of technological
tools to enhance music
teaching?
6. Aims and objectives First lesson:
e Are the goals clear? The goals were socially driven with the aim to teach the
learners to play by ear and play as a group in an ensemble

group.

7. Challenges First lesson:
./ .. .. . The leamers were not at the stage of playing by ear what
e o il they heard. The Covid-19 also brought challenges as
i oiioe oo o learners maintained social distancing, especially since it
Clee e Sitenio o was a physical class not conducted online.
of the music lesson?

Further observations and analysis: The class was an ensemble group lesson. There were two
vocalists from the vocal ensemble group, one boy and one girl learner. The class also consisted
of one bass guitarist, one guitarist, and a drummer. There was no piano player, and the educator
played the piano. The ensemble group played the “Malaika” song as indicated in Table 5.15.4,
done by the vocal ensemble group with backing and live instruments this time around. The
ensemble group was taken by a different teacher who was trained in classical music. All
learners were beginners. The notes that the bass player learner played were written down for
him as he was not yet at the stage to play by ear. The lesson took more than 60 minutes, and
the learners were given a break during the lesson. The educator demonstrated for every learner
all the lines they were to play, using the piano. It was the first time that the learners played a
song that was not written down. However, the melody and the bass lines were transcribed and
written down to speed up the process. Most learners were more fluent in sight-reading music
than playing by ear. Professional and societal propositions influenced the lesson. Even though
it was supposed to be a lesson where leamers played by ear, it followed the professional
approach of learning a song as some learners had not fully developed the skill of playing music

by ear.
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The observation findings imply that the educator competently moved between following the
lesson’s professional and societal approach. Moreover, learners were more trained in sight-
reading music than playing by ear; hence the educator frequently demonstrated and played the
melody lines using the piano. The findings also suggest that the educator was aware of training

learners to be proficient in sight-reading and playing by ear.

7.3 SECTION TWO: DATA GENERATED FROM FOCUS GROUP DISCUSSIONS
Focus group discussions assisted in gaining more insight and in-depth knowledge of the

phenomenon from the participants. Both focus group discussions and one-on-one questions
further investigated the responses provided by educators through questionnaires and probed the
research question on different perspectives as to why do educators’ technological, pedagogical,
and content knowledge of implementing a Music Magnet School Programme in the Gauteng
Province manifest itself in particular ways? The interviews from focus groups followed the
verbatim transcription of the discussion, which is word for word from the interview, while
interviews with officials did not. Still, only relevant parts of the interviews were included.
Findings are presented and analysed per school under pre-selected themes influenced by
different professional, societal, and personal propositions. Various scholars such as Khoza
(2016), Mpungose (2017), Khoza and Biyela (2020), Makumane and Khoza (2020), Khoza
(2020), Khoza and Mpungose (2020) and Khoza (2021) have exhaustedly explored and
investigated teachers’ reflections/identities/propositions/visions/knowledge-building as driven
by professional, societal, and personal propositions. The findings of this study and pre-selected
themes are based on the propositions suggested by different scholars. As previously stated, a
comprehensive interpretation and discussion of the findings are presented in Chapter Seven as
a collection of all different datasets.

7.3.1 THEME 1: MUSIC STREAM

The CAPS curriculum offers an option of three streams, Western Arts Music, Jazz, and
Indigenous African Music (DoE, 2011). Learners in the FET Phase are given a choice of one
stream from the three offered. However, it should be noted that learners choose a stream based
on the school’s personnel. Most music educators teaching music are classically trained,
implying that most learners are registered for WAM, which is underpinned by the professional
proposition. Below is a presentation and an analysis of the findings in determining the music

stream taught by participants interviewed.
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School A:
Educators’ responses:
1. Which music stream do you teach at your school?
Educator 1 “I am teaching Vocal Technique which falls under Western Arts
Music for obvious reasons, that is what I have studied, which is what the
institution was looking for when they employed me”. Ed. 2 “I am teaching Jazz.
1t is the only music background I currently have and one of the curricula that
were implemented where I studied”. Ed. 3 “I teach Jazz guitar, however, I am
focussing on African music for it is also what I have studied at the university. 1
feel like we still lack in African music, especially Indigenous African Music.
One other thing, I think if we can take this Indigenous and mix it with Jazz, it
can make a lovely combination”. Ed. 4 “I am teaching Jazz, mainly because it
is what I have studied”. Ed. 5 “I teach Jazz because of the background that 1
have from home. I grew up listening to Jazz, and that is what I studied at
school”. Ed 1 added that “I am teaching Western Music, however, I teach Pop
music as well depending on the learners ' needs ”. I tend to infuse different styles
of music cause, from my side, not every learner loves Opera or Choral, or
Classical music. So, you have to have this vast and versatile knowledge of what
you are teaching as to when a learner comes and says, this is a song I want to
learn, and you cannot turn them away. You must make a plan as to how you are
going to teach or assist a learner in that particular genre”. Ed. 2 augmenting
what Ed. 1 said, “When I teach guitar, I am not thinking Jazz or gospel music.
1 just want this learner to know music, to write music and to read music. And
then the choice becomes the learner’s if he/she wants to study a certain style of

music”’.

Music educators from school A were trained in Jazz, Western Arts Music, and Indigenous
African music, creating a diversified learner environment. Even though trained classically,
Educator 1 followed the personal proposition by infusing other assorted styles of music to cater
to learners’ needs after realising that not all learners she taught were inclined to opera, choral,
or classical music. Educator 2 also highlighted that even though trained in Jazz and Indigenous
African Music, he did not only channel learners to do those streams but focused on teaching
learners to be able to read and write music and understand music better. He also mentioned that

a collaboration of Indigenous African Music and Jazz would create a beautiful marriage. The
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findings suggest that even though participants from school A are trained and teach different

streams, their teaching was informed by the personal proposition.

The CAPS curriculum (DoE, 2011) envisages a multifaceted music educator who can teach all

different streams offered. The implications of the findings signify that educators in school A

can meet the needs of the learners. Pedagogically, the music educators were guided by the

personal proposition, a combination of professional and societal approaches. Educator 1’s point

of note emphasised not being boxed in by what the curriculum offered, but teaching according

to the goals and learner needs, leading to the learner’s preference. The findings in School A

suggest flexibility by educators even though they have been trained in specific genres.

School B:

Educators’ responses:
Educator 1 “I teach Jazz music, but what we always say to our learners is
music appreciation because we are trying to accommodate other styles of music.
But as we go on, the music is aligned to Jazz music”. Ed. 2 “I teach 80%
Classical music, which is my interest and what I was trained in and the 20% I
try to accommodate Jazz and Indigenous African Music”. Ed. 3 “As for me, 1
have been trained in Jazz and Classical music. However, I teach music; I do not
classify what I teach. Our kids only choose for themselves, I do not channel
them to any style, and I do not want to describe myself as a Jazz, African or
Classical musician. Whatever I am able to impart to learners, I teach it. Our
kids have their own perspectives of music. That is why I am liberal when it
comes to music because music is not all about Jazz, Western or African music.

It evolves”.

Participants from school B had diversified perspectives of music streams; for instance,
Educator 3, even though professionally inclined in his teaching, preferred not to box himself
or the learners in by presenting Jazz, WAM, or IAM as the only available streams. He chose
the stream, whether prescribed or not, as per learner’s needs. Educator 3, though his
professional background called for the WAM stream, was flexible with other streams as well.

The personal proposition drove participants’ reasoning on why they teach a particular stream.

The implications of the findings by all educators in School B suggest that learners’ needs and

not the stream they were trained in determines their pedagogical approach. The idea of music
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perceived as sound first before it is perceived in any culture became the motivation to teach

learners.

School C:
Educators’ responses:
Educator 1 “...Relatively so, I teach Jazz and Pop music...Ed. 2 “I’'m leaning

more towards Jazz, but I also teach Contemporary music”.

Both participants from school C taught Jazz and other streams like Pop and Contemporary
music. Based on what they offered, this suggests that both participants were societally
persuaded in their music teaching and the stream they have been trained in at school. The
findings indicate that learners in this school were only exposed to Jazz and Contemporary

music as no educator was trained or taught Western Arts Music.

School D:

Educators’ responses:
Educator 1 “I teach Western music, that is basically how I was trained”. Ed.
2 “l also do Western, but I have introduced a little bit of African music. Western,
because I was trained that way as well. With African, I have realised that
children don’t really identify with Western music, and they tend to run away
from it. It’s more like something they don’t know. So that is why I have decided
now that, okay, let me at least do what they will identify with”. Ed. 3 “My
concentration is on African music, the mere reason that it’s easy to relate with
it, especially because of the community they are coming from. The songs that
they are doing, they may have heard them from the community, their mediated
environment. So, I find it easier for them that they identify more with African
music. Now the skill that they need to learn, particularly when reading music, 1
use the same songs that they know from the community to learn to sight-read
them. I also think because, when I went particularly to the varsity, I did the
Western Art Music and Jazz, but there was always something lacking in me,
which was the African music. So, I think that is what I told myself that when 1

teach, I have to bring in the African music which has been silenced for a long”.

Educators 1 and 2 taught Western Arts Music. Educator 3 taught African music even though he

was trained in Western and Jazz music, further explaining that African music as an African was
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easy to relate with, especially when teaching the songs that learners were familiar with. The
findings suggest that all three participants were influenced by personal reasoning in teaching
the chosen stream even though they were trained differently. Educator 3 introduced a different
dimension to how African music is taught. Learners are introduced to playing songs from the
community by applying a Western approach, such as sight-reading. The educator was trained
in Jazz and Western Art Music, but along the way, he discovered the importance of learning

music that reflects one’s culture.

The findings entail the necessity of being multi-skilled as a music educator so as to cater to
learner needs. However, notating the orally/aurally played songs promotes the marginalisation
of the African practice. Learners should be trained to learn and play their songs the way they
do in their communities, fostering creativity and playing by ear. Most importantly, the findings
imply that an educator’s musical background becomes a crucial deciding factor in teaching
African music. Western Arts Music became a point of reference in teaching other different

genres as implied by the findings.

School E:

Educators’ responses:
Educator 1 “/ teach Classical music for that is what I was trained in at school”
Ed. 2 “I am teaching Western music because I have been taught in Western
Classical music”. Ed. 3 “I am teaching African music and Jazz. And I try to
include everything that I have learned over the years, but strictly African music

in any form, Marimba, Mbira and a bit of drumming as well”.

Both educators 1 and 2, indicated that they taught Western Arts Music driven by the
professional proposition. In contrast, educator three taught Indigenous African Music and Jazz
driven by the societal proposition. The findings suggest that learners in school E were exposed

to all different streams and received music lessons from educators who have been trained in

WAM, Jazz, and IAM.

School F:
Educators’ responses:

Educator 1 “Jazz because that is what I was trained in at varsity”. Ed. 2 Here

at School F, they do both, Classical and Jazz. So, I get to focus on both because
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I accompany the learners and because I have the background of both of them.

And then, there was a time where we tried choral”.

Educator 1 indicated that she got training in Jazz. Educator 2 taught both Jazz and Western Arts
Music as she had a musical background for both. The findings suggest that both professional
and societal knowledge shaped the teaching practices of the two educators. Educator 2
highlighted that at some stage, they attempted choral music to bring diversity and relevancy to

what is commonly practised in most African schools.

7.3.2 THEME 2: TEACHING PRACTICES
The teaching practices by educators vary based on their background, training, and beliefs.

These are influenced by professional, societal, and personal knowledge. Educators teaching the
WAM stream tend to be guided by professional knowledge. In contrast, educators who teach
IAM or African Jazz are driven by societal knowledge. These educators do not follow strictly
prescribed pedagogies; they teach music the way they were taught, draw from their experience,
and allow learners to be free and creative, which is a learner-centred approach. Educators
following the professional proposition rely primarily on the prescribed syllabus and how to
teach it, which is teacher-centred practice.

School A:
Educators’ response:

2. What teaching practices do you apply when implementing the music curriculum/the
chosen stream?

Educators’ responses:

Educator 2 “... Well, when I look at the Suzuki method, they learn as they play.
1 love that method because you teach a child even if it’s two notes or three notes,
as long as they can play in a band”. I am using the learner-centred approach
most of the time, where I help a child achieve what they like”. Ed. 1 “I use both
the teacher-centred and the learner-centred approach. The teacher-centred is
what is prescribed; it is what is written down, for instance, if they say the first
phase in a vocal class, a learner who does Opera who needs to learn ‘Cario mi
ben’ that’s what we do. However, I do not close them up into one language or
genre. I incorporate other different styles and languages as per learner needs.

The reason being, you want to entice the learners and give them the opportunity
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for them to do what they like. It’s a balance that you need to bring, follow the
curriculum, but at the same time, you also bring what will interest the learners.
The most important thing is that we must not ignore the prescribed curriculum
because it also needs to be done”. Ed. 4 “On my side when it comes to teaching
methods is that basics are very important. So, I make sure that I work with the
curriculum but still come up with my own ways cause some learners are fast
learners while others are slow learners. So, 1 find a way of helping them”. Ed.
5 “I use group discussion because I have realised that not all learners are into
the same kind of music and also not all of them learn at the same level. So, 1

also realised that making them work on their own as learners also assists those

left behind”.

Even though classically trained, Educator 1 applied the pragmatic approach underpinned by
personal knowledge to avoid boxing learners into learning only one genre. Also, Educator 1
followed the pragmatic approach to encourage learners’ attendance and keep them interested
in music. She strongly emphasised that the prescribed syllabus still needs to be followed, but
at the same time, it should be incorporated with what will bring more interest to the learners.
Educator 2 followed the Suzuki approach, believing that every learner has the potential to learn
the music of any style. Educator 4, like educator 1, followed the curriculum and brought what
would keep learners interested. Group discussion was also mentioned by Educator 5 as one

teaching practice he applied in teaching learners music.

The findings imply that the pedagogical approach by educators in school A is pragmatic.
Educators follow the learner and teacher-centred approach to avoid boxing learners in when
following the prescribed syllabus. The comment by Educator 1 implied that following the
prescribed syllabus did not keep learners motivated. Combining what they knew and that which

was unfamiliar kept them interested, and they constantly attended music lessons.

School B:
Educators’ responses:

Educator 3 “First of all, kids need to know how to read music and play music.
So, the reading and playing come from my experience of playing music and
knowing how to read from the Classical background and the Jazz background,

which is what I impart on the learners. But I do not enforce it on them cause my
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understanding is not the same as their understanding. The musical part, [ am
not saying, this is Jazz, and this is Classical. I just explain the concept to them,
and all they have to do is choose for themselves. I explain afterwards the style
they are leaning towards, avoiding the way I was taught. Because the way [ was
taught was a stereotyped method of teaching like our education system. The kid
is channelled into being told this... how you must think, and this is how you must
do things, and if you do not do things the way you are required, you have failed.
That is why we have tests so that they can test you to fail. They do not test your
potential”. Ed. 2 mentioned that “From my side, the teaching approach,
because of the instrument [ teach, is historically a classical instrument, the
violin, and the viola. So, in terms of the teaching approach, I use more classical
material to teach learners how to play. For Jazz, it is more about listening and
playing chords and really not about reading music. In terms of theory, I use the
classical theory and not jazz theory. The learners play more jazz songs for the
ensemble, listening and adding whatever they want to add. So, I use both
approaches, the teacher-centred and the learner-centred”. Ed 1 “sometimes
when you teach these learners, you have to give them something they know and
like. Most of the time, we play African Jazz in our ensembles because these are
the songs they can relate to and have heard from their homes and the community.
To do something that they can relate to also encourages creativity from their
side because they already know these songs and sometimes how to play them.
When they interpret it, they take it to another level ”. Ed. 3 again added that “It’s
a question of morality and self-confidence. Like Ed. 1 has mentioned that
creativity will encourage our learners to solve problems themselves and become

independent. They should know that they can make their own choices”.

Educator 3 indicated the importance of sight-reading while teaching to play by ear as well. At

the same time, he criticised the methods used when he was still a student, which had led him

to decide not to dictate the type of music to his learner but to guide them in their preferences.

Educator 2 followed both the teacher-centred and the learner-centred approach, while Educator

1 followed the learner-centred approach. The teacher-centred approach is strongly influenced

by the professional proposition, while the learner-centred approach is underpinned by the

societal proposition. Educator 2 raised a point of interest regarding the type of instruments

offered. He taught a violin and viola, and because of the historical connotations of the
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instrument to Western music, he could not teach it any other way. Learners were exposed to a
different genre only when they were in an ensemble group. The findings imply that there are

instruments only meant for a specific genre that can be taught only in that stream.

School C:

Educators’ responses:
Educator 2 “I am using a learner-centred approach; currently, we do not have
a stated curriculum to follow as magnet teachers. Whatever material is
available, [use” ...Ed. 1 added, “Iwill also say learner-centred approach cause
in Magnet, we do not have formalised curriculum. My idea is to check the

learner and look at what the learner needs” .

Both educators followed the learner-centred method. They added that there was no curriculum
to follow, suggesting that they taught music the way they were taught. Also, the findings
suggest that they chose not to follow the Music Magnet School curriculum, or they were not

made aware of it.

School D:

Educators’ responses:
Educator 3 “/ would say a bit of both, teacher-centred and the learner-centred
approach. Because when you bring the theoretical knowledge and attach it to a
particular song, you need to explain what’s happening in the song, and also, 1
allow them to suggest songs”. Ed. 1 “It depends on the pupils. At some point, |
had a learner who brought me a cell phone, and he showed me a song on the
cell phone and said he needed to know the score, and I showed him the chords
of the songs without writing them down as in a scoresheet. The majority of the
learners learn like that, and sometimes they don’t start with sight-reading
immediately because they find it hard to read music, so you introduce chords to
them, and they play the type of music they want to play. However, the end result

is that they must be able to perform something”.

Professional and societal propositions drove both participants’ teaching practices. The
contextual factors determined the method to be applied. Also, Educator 1 emphasised the

importance of sound first before theory. She allowed her learners to bring their songs to learn
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prior to introducing them to sight-reading, which is a professionally driven approach. Educator

1 moved from what was known to introduce what was unknown.

School E:
Educators’ responses:
Educator 1 “Mostly I follow the teacher-centred. Most of the learners that we
are teaching do not know much about Classical music. The only thing that they
know and are familiar with is choral music”. Ed. 2 “For me as a violin teacher,
I also follow the teacher-centred, but I also mix the learner-centred a bit,
because... remember that we are centred in Soweto, and when you teach violin,
there’s highly influence of the Kwela music which comes from the Soweto String
Quartet. So, you cannot run away from that. It would help if you made sure that
the learner also knows how to read music, which is a teacher-centred approach
and the one which is societal from the Kwela style. Usually, I ask for Ed. 3’s
assistance, especially with Kwela music. You need to balance the two cause the
learner will know how to play the song from Kwela music but will not be able
to sight-read it. So, it is important that you balance the two approaches. Also,
when [ started learning how to play the violin, I was introduced to the Suzuki
method/philosophy, which the Americans highly use. In fact, I was taught by an
American educator, now when I grew up studying the Suzuki method, I did all
the books, and when I came here to Soweto, I find this method of teaching
learners, which is Kwela music, which I believe that learners need a person who
can notate the Kwela music in a piece of music. I had to adapt to the style.
Suzuki argues that no one is talented, but only when a person is playing
particular music, a person becomes talented by practising and understanding
that particular music. Suzuki continues to argue that only a person can be taught
how to play and adapt to what they did not know. I always try to bring that to
my teaching that we cannot only teach learners Western music only, They are
able to learn and play other different styles”. Ed. 3 mentioned that “I use both
approaches because I have to take Pop music and integrate it with Jazz for the
kid to stay interested. For instance, I would take Michael Jackson’s song
“Human nature” and play Miles Davis’ version and get the kids interested.

Remember the kids’ interest is very important because you can have forty kids
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when the term starts and before the end of the year, you are left with nothing

because you are sticking to only one approach, which is Westernised”.

Educator 1 followed the teacher-centred approach. Educator 2 was guided by the teacher-
centred and sometimes followed the learner-centred approach. Educator 3 applied both the
teacher- and the learner-centred approaches. Educator 3 painted a picture of what had been
portrayed by one of the educators in School D, where contextual factors played a significant
role in determining the teaching practices. In addition, Educator 3 strongly emphasised the
importance of applying and following the social and the professional proposition, stating that

you risked losing socially driven learners when learning music.

The major implication of teaching Western music to learners from the township is that they are
unfamiliar with it and do not have a background in sight-reading music. Educator 2
acknowledged his limitations as a classically trained violin educator, teaching music, especially
in township schools. He emphasised the importance of being relevant. He got assistance from
his colleagues when teaching Kwela music, which is music from society and required
proficiency in playing by ear. He pointed out the importance of combining the two approaches
emphasising that learners who played music by ear were not good in sight-reading and those
who sight-read music had difficulties playing by ear. Educator 3 concurred with Educator 2,
adding that teaching Western music to learners and not what they were familiar with had a
negative effect in sustaining the number of learners doing music. Many learners drop out of the

programme due to their musical needs not being considered.

School F:
Educators’ responses:

Educator 2 “We use the method that is used at Royal Schools, Unisa methods.
And sometimes a bit of Trinity. We sort of use a teacher-centred approach”. Ed.
1 stated that “I use a combination of both, the teacher-centred and learner-
centred approach. Sometimes you give a learner a chance to do songs that he
or she is familiar with. So, it is not always just Jazz. Some of these learners do
not even listen to Jazz. They listen to RnB; they listen to Pop music. For them
to be easy to sing those songs, rather than spoon-feed them Jazz that they are
not familiar with, I allow them to bring their own material that we can work on.

It’s easier for them to do a song that they are familiar with. Then I also give
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them one or two Jazz pieces for them to learn”. In Grades 10,11,12 here they
choose between Jazz, Indigenous African Music and Western Arts Music. And
the teacher who teaches the theory sometimes brings the Indigenous African
songs for them to listen to and analyse. Then for practical, it depends on the

training of an educator”.

Educator 2 applied the teacher-centred approach driven by professional proposition as she
followed the syllabus from Unisa and Royal schools. However, Educator 1 used the blended
approach to cater to learner needs. Educators from school F highlighted what had been
emphasised by most educators: the teaching method becomes irrelevant if it does not cater to

learner needs.

7.3.3 THEME 3: RATIONALE FOR THE TEACHING METHOD
Music educators teach the way they were taught. Some use different teaching methods to fulfil

the curriculum’s requirements, underpinned by professional and societal considerations or
both.

School A:
Educators’ response:

3. Why are you applying particular ways of implementing the music curriculum/the
chosen stream?

Educator 2 “I teach the way I was taught at school with some improvements

here and there. I have realised that the way I teach is from what I was taught at

the university, but this ends up boring learners then I decide to add something

that will interest them. For example, If I am teaching the learner ‘Cario Me

Ben’, it becomes a problem cause the song is not known by the community the

learner lives in”.

Educator 2 did not necessarily follow a prescribed teaching method which implied that she had
learned and chosen a particular practice based on how she was taught. The suggestion by her

statement is that she learned on the job and relied on previous experiences.

School D:
Educators’ response:

Educator 1 “I somehow teach the learners how [ was taught, especially for the

external exams, but they are not that many. However, if you are using Unisa or
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Royal school syllabus, you follow that syllabus, but you always try to bring in
something else as well and try not to stick only to what is prescribed; otherwise,
it might become boring to them”. For Educators 2 and 3, they shared the same

sentiments.

All participants taught as they were taught and sometimes did not follow the syllabus to

accommodate spontaneous learners.

School E:

Educators’ responses
Educator 1 “We do not have a syllabus that we are using. I am teaching as |
was taught because when it comes to the technique of singing classical music,

especially the high registers, I use what you were taught from experience”.

Educator 1 applied his experience and taught learners the way he was taught.

THEME 4: PERSPECTIVES ON DIFFERENT TEACHING PRACTICES
Contextual factors call for different pedagogical approaches. According to Lofthouse and

Thomas (2015), educators are expected to change their teaching practices as part of
development. Different teaching practices have a considerable influence on educators’
perspectives. Educators had different views on teaching practices as influenced by their

background in music and experiences.

School A:
Educators’ response:

4. What are your perspectives on different teaching practices applied by Music Magnet
Schools when implementing the music curriculum in your school?
Educator 1 “I remember a particular Opera by Princess Magogo. Now what
Professor Khumalo did was he composed music, and another composer came
with the orchestration. Now you could feel that there is a difference between the
African vocals and the flow of music, the repetitions and the crescendos and this
Western composed accompaniment. But somebody came and said, let me infuse
this. Let me gather this information on this composition of Western with regards
to the instruments. And this language of IsiZulu and the style of singing and try

to infuse and make it one. I think it’s possible if we as educators are
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knowledgeable enough and think outside of the box. We are going there slowly
but surely”. Ed. 4 “I believe everyone is good at something. Someone good on
Jazz or Western music should stick to that”. Ed. 2 had a different view “Yes, we
can infuse the different styles, but only 5% of it because, first of all, we need to
think about the music itself. In African music, we never sit down and compose a
song. The song just comes depending on the environment. In Western, they sit
down and write a song by following a certain structure. Somewhere, if the
infusion has to happen, the African song loses its touch. As Africans, it can be
repetitive music, however, it has something”. Ed. 1 responded by adding that
“On this matter by Princess Magogo Opera because it is an Opera, it follows a
certain form and has got a structure. But now, the challenge came when the
composer for the orchestra could not actually read the rhythms correctly
because they were polyrhythms and that comes naturally to African people. Now
they had to call in Professor Mzilakazi to assist in that regard. However, when
the soloist and the chorus came, they sought of gelled together because most of
the singers were Africans, and they understood the African rhythms. Another
important aspect is that we cannot teach learners only the African music
because they will lack international knowledge . Ed. 2 retaliated by adding that
“who says that I want to be international relevant? Because I want to develop
my music here, my staff notation here differs from the one known by those
people. If I can learn their music, they must also learn my music”. Ed. 3 also
added that “There is this problem that we have as South Africans of not
supporting our own African music”. Ed. 1 argued that “The African continent
is like no other continent in the world. We have got so many musical styles. So,
if we are going to say in South Africa only, we have got a Venda style of singing,
we have got a Ndebele style of singing, even in that particular culture, you have
different styles. It now comes to say, let’s bring in our own African composers
and bring in a formal curriculum for African music that is going to be universal
because if you are going to say let’s learn every style, you are not going to know
them all”. Ed. 5 “I agree with Ed. 1 cause at the end of the day, we all come
from different backgrounds. We were taught things differently. Yes, in African
music. We have a lot of branches that will make us agree as to who's style will
be globalised”. Ed. 1 again argued that “Will we not be putting ourselves in a

box, because Africans do not follow a form or structure”. Ed. 2 exclaimed,
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“That is what I am arguing, but I think everything that happens is because of
economically reasons. We are no longer composing authentic African music
because we are looking at something that is going to sell. But if we can go back
to our roots and try and develop our own African music so that it can be at the
same level with other genres. Let me give you an example; during Maputho
Siseko in Zaire, in that period of five years being a president, he cancelled any
music outside the country. People played music from Congo only, their
indigenous music. That is why in five years, they were already conquering funds,

Europe because they played their own music”.

The findings suggest a difference of opinion by educators who taught Western Arts Music and
those who advocated for Indigenous African Music. Educator 1 made an illustration of how
different teaching styles could give birth to learners who could easily collaborate with others
musically because of being exposed to different teaching styles. Educator 1 had a different
view, emphasising that it can never really work well as both styles were intricately different.
In defending their point, Educator 1 accentuated that learners in schools need not only learn
African music; otherwise, they would not be internationally relevant. Educator 2, in retaliation,
emphasised that international knowledge should not only be about learning Western music.
People around the world should also learn African music. The argument was expanded when
Educator 1 mentioned that it would not be practical to devise an international curriculum in
African music as there were too many cultures in South Africa alone. A global African music
curriculum would fail to cater to all and will box-in all concerned. Still, Educator 2 believed
that going back to the genre’s roots would give its development proper footing with other
genres. The point was augmented with an example from the Democratic Republic of the Congo
(formerly Zaire) and how the country managed to successfully play their music. The argument
made by different educators illustrated the tension caused by applying different teaching

practices, especially when there is no standard or neutral voice among the concerned.

All educators had valid points, defending what they strongly believed in, necessitating an
innovative approach that may speak to different constructs. The findings suggest that
significant implications need to be considered before any collaboration. It is not as easy as

blending the two distinctive styles; major dynamics need to be considered.
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School B:
Educators’ response:

Educator 2 “For me, what I would do firstly, not just pertaining to music, the
whole education system must change because it does not empower learners with
anything. It makes learners be slaves. Our education system is there for the
purpose of slavery. So, I mean that the whole teaching methodology should
change, not just music, but the entire educational system”. Ed. 1 mentioned that
“The Magnet should be structured differently, cause the whole concept of taking
music schools presented a whole lot of challenges. I would first identify school
centres to minimise the challenges that we are experiencing at the moment. [
will make sure that the support is efficient as well”. Ed. 2 also added that “We
need to understand first, the concept of Magnet schools and why they were
implemented. Music was supposed to have been implemented as a subject and

not a project”.

All educators had differing views on how Magnet Schools were constructed; Educator 2 also
referred to the entire education system as in need of change. Participants’ views strongly
opposed the professionally driven approach of teaching learners, emphasising that it creates
slaves out of children and does not empower learners to be what they were trained to become.
Moreover, the findings suggest that music was not offered as a subject in all Music Magnet

Schools. Uniformity is required so that the subject can find its space in the curriculum.

School C:
Educator’ response

Educator 1 “The challenge is getting the practitioners for the IAM, and we
do not have the material for teaching the style. Then again, if you were to
formalise IAM, it would be very tricky...the WAM has its own format, there
is nothing creative with their playing. You play what is there, what you have
been given. Now with African Music and Jazz, it’s all about interpretation,
you come with something, and it’s also about creativity”. Ed. 2 “Regarding
the curriculum, in terms of IAM at schools, you don’t have much of it in
Magnet Schools. The challenge with the Magnet Programme and IAM is that
do we have the material for teaching it? Do we have the practitioners to teach

it? Yes, we don’t have much of them. But it is a question of... can the
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Department outsource those who are able to teach it? IAM is part of us, even
though we are teaching Jazz and Western Arts Music. IAM can be easily
incorporated in formal settings because there are materials, especially at the
varsity level. It’s a matter of how do we get them? And anyone, whether
trained in Jazz or Western Arts Music, will be able to teach IAM, as long as
there is material. The problem with us is that we have the idea that it is passed
orally, and some scholars have contextualised it; it’s just that maybe, we

don’t want to go deeper and get the material”.

Both educators, 1 and 2, concentrated on the IAM challenges regarding different practices by
educators. Educator 2 noted that [AM was not a popular stream within Magnet Schools due to
a shortage of resources and qualified music practitioners. Whether the stream could be
effectively implemented or enacted in schools depended on the availability of resources. He
further mentioned that anyone trained in Jazz or WAM could easily teach IAM if relevant
material became available. Participants focused on the social proposition of how music was
taught at school and their challenges regarding the socially driven stream of music. The
findings by Educator 2 suggest that one did not need to be trained to teach IAM, if there were

relevant resources.

7.3.4 THEME 4: TECHNOLOGICAL TOOLS
Technology is highly beneficial as a tool for teaching and learning. However, Bauer (2013)

accentuates that music educators have not taken advantage of or used technological tools
extensively. Learners born in the 21% century are born into a digital world and are highly
proficient in using technology. There are, however, factors such as socio-economic, with a huge
impact in the advancement of technological use in schools and society. Evans (2020) believes
that formal school music should prepare learners to become influential participators and
contribute to their societies. With the use of digital music technology, learners can create and
play around with musical sounds without training or knowledge in formal music.
Unfortunately, learners do not get full exposure to several types of technology while still at

school. The findings below allude to this fact.
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School A:
Educators’ response:

5. Which music technological tools and programmes do you use in teaching music?
Educator 4 “In my stream, we have a lot of technological tools that we use; for
instance, when I teach drums, I use a metronome or create loops to keep the
time. I mostly use the loops to allow the learners to express themselves and add
what they hear in their heads”. Ed 2 claimed that “I¢ is possible as well to use
technological tools in Indigenous African music. If you listen to West African
music, they now use a certain gadget for their African music. I don’t know the
term, but your normal marimba, guitar and their sound are there in that
particular gadget. For instance, if you were in a different room and they used
that particular gadget, you would think that it’s the real marimba being
played”. Ed 1 stated that “When it comes to singing, it differs. I would say
because we are in a school environment, we want the sound to be authentic,
however, as time passes by and you graduate from school, you start hearing
about pitch bands, your double pitching. That is where you get into a studio
atmosphere where they say sing a line, which is required to be as authentic as
possible without the amplifiers. What we do, for example, is to teach you the

mic technique”.

All three educators taught different music streams, Jazz, WAM, and IAM. Technological tools
were used differently for various purposes. Educator 4 created loops that helped him keep time,
which served as a metronome for his learners. Also, to encourage learners for creativity.
Educator 2, trained in Jazz and IAM, mentioned that technological tools were used in 1AM,
referring to