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APPENDIX I = page 1

APPENDIX 1

QUESTIONNAIRE USED TO STRUCTURE THE INTERUIEUS.IN THE

PREL IMINARY STUDY

PART ONE A. — BIOGRAPHICAL INFORMATION

Age

Previous, post-matric activities and
qualtifications

Home 1language

Home town

Major (ie General, Practical, etc.)
Instruments played (ist, 2nd, 3rd)

Did you have music as a Matric subject?
Do you have “perfect pitch™? (do a test) .
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' PART _ONE B - ISSUES SURROUNDING STUDENTS’ GO~LS

1,

What were your original reasons/conceptions/goals for
wanting to study music?

Wait for a spontaneous response and then narrow it
down to either:

- professional reasons: wanting to make a living out
of working with music

- liberal, educational reasons: wanting merely to
expand on one‘s general education and Knowledge

What attracted you to this particular chosen
institution?

Before embarking on this course of study, did you hawve
any idea of what would be required of you to reach
your goals?

Before embarkKing on this course, did you have any .idea
how the curciculum you chose would be suited to
helping you achieve your goals?

Has the "university experience” (the "hidden
curriculum™)>, apart from the actual curriculum,
clarified for you what is required of you to achieve
your .goals?

Has the curriculum itself created the opportunity for
you to work through what is necessary for you to
achieve your goals?

Do you feel that your original goals in question 1,
have changed?
= why?

Would you support the idea of a preparatory period
be tween leaving school and starting at university?

How do you see this period?.
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PART ONE € - CAREER AND EMPLOYMENT ISSUES

) g

2.

How confident are you about your career prospects as¢ a
result of having completed your “training™?

What do you know about career opportunities for music
graduates in South Africa?

a’> Have you ever consulted a careers guidance

counsellior?
b Did vyou know about the facilities for career
guidance at UCT?

a) Do you intend to do graduate study?
b> Why or why not?
) 14 yes, where?,

I¥f you answered "No" to 4. above:

a) What career do you pow intend following?
b)Y Have you already applied for employment?
c> Do you have a job?

If you answered "Professional®” to question 1. in Part
Cne B:

2> Would you consider a career in something other
than music?

b> In what?

¢ Why would you choose another career?

Do you think that the training you have undergone has
placed you in a position to compete professionally
abroad?
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PART TWO A ~ CURRICULAR 1SSUES

Question 1. Using the following “rating scale", how would

1)

23
3
4)
S)

1)
2)
3
4q)
S5
é)
I
8)

vou rate the IMPORTANCE of the subjects belowj with
your goal in mind?

1. VITALLY IMPORTANT

2. FAIRLY IMPORTANT

3. NOT VERY IMPORTANT
4. NOT IMPORTANT AT ALL

PRACTICAL STUDIES (Defined as any activity to do with
performing)

Principal Study (Technique, Studiees, Works to be
performed, Concerti, etc)

Large Ensemble (Orchestra/Wind Ensemble/Chorus)
Small Ensemble {Chamber Music)

Performere Class (Crit Class)

Sight Reading

GENERAL MUSICIANSHIP (Defined as any activity to do
wi th development of essential skillse)

Ear/Aural. training {In contact with an instructor)
Ear/Aural training (Programmed Self-Instruction)
Keyboard Harmony

Score-reading at the Keyboard

Sight Singing/Sclfege

Elementary Conducting

Figured Bass at the keyboard

Keyboard studies for non—-Keybeoard majors
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THEORETICAL STUDIES INCLUDING NfIN-MUSIC ELECTIVES

(Detined as the "academic™ aor "written®” portion of the
curriculum.)

13 Harmony and Counterpoint

2} History of Musie

33 Ethnomusicology

83 Nan-Music Electives

52 Formal Analysis

8) Acoustics

D. STUDIES IN MUSIC EDUCATION (Defined as any activity or
subiect that deals - specifically - with the ftraining of

teschers.)

1)

2)
a3
4)
8)

E.

Skills in "=chool®™ Iinstruments such a2 recorder,
Ortf Instruments, etc

Practical Teaching éxperience

Teaching Method (Instrumental/Veoeal)

Teaching Method (Skills/Musicianship)
Pedagogy/Methodology

COMPOSITIONAL STUD!ES (Defined as any subject that

would relate directly to the astudy of Compositlion.)

1)
2)
3
4)
5)

Composition

Instrumentation (5tudy of the Instruments)
Orchestration/Arrangement

Natation

Calligraphy
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QUESTIGN 2. Again, with your goal in mind, would

1)

2)
37
4)
5)

1)
2)
33
43
5)
8}
P!
8)

1)

2)

3)
S
5)
g8)

yau =ay that over your four years here at the SACM
you received, In terms of QUALITY and QUANTITY;

t. Too LITTLE
2. JUST ENOUGH
3. TOO0 MUCH

of the followlng sublecta:
PRACTICAL STUDIES

Prineipal Study (Technigque, Studies, Works to
be performed, Concerti, etg)

Large ensemble {(Orchestra/Wind Engsemble/Chorus)
Small Ensemble (Chamber Music)

Performers Class (Crit Claas)

Sight Reading

GENERAL MUSICIANSHIP

Ear/Aural training (In contact with an instructor)
Ear/Aural training (Programmed Self-Instruction)
Keyboard Harmony

Score-reading at the keyboard

Sight Singing/Soifege

Elementary Conducting

Figured Bass at the keyboard

Keyboard studies for nan-keyboard majors

THEORETICAL STUDIES INCLUDING NON-MUSIC ELECTIVESD

Harmony and Counterpoint
History of Music
Ethnomusicology
Non-Music Electives
Farma! Analysis
Acoustics
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2)
33
4}
5)

L
2)
a1
43
5
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STUDIES IN MUSIC EDUCATION

Skills in "school™ instruments such as recorder,
Orff Instruments, etec

Practical Teaching Experience

Teaching Method (Instrumental/Voecal}

Teaching Method (Skills/Musiclanship?
Pedagogy/Methodology

COMPOSITIONAL STUDIES

Compogition
Instrumentation (Study of the Instruments}

drchegtrarvian/Arrangemant
Notation
Calligraphy
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PART TWO B - FURTHER CURRICULAR 1SSUES

1.

a) In terms of your goals, how important do you rate
the development of the sbility to express oneself
eloguently in writing through essays, seminars,
reports, theses, etc?

1. VITALLY IMPORTANT

2. FAIRLY IMPORTANT

3. NOT VERY IMPORTANT
4. NOT IMPORTANT AT ALL

b> Again, in terms of your goals, do you think you
have receijved, in terms of both QUALITY and GQUANTITY:

1. TOO LITTLE
2. JUST ENOUGH
3. TOO MUCH

of the training described in a) above?

Referring to subject content, which subjects you
completed related:

a) Strongly to your goals?

b) Which subjects did not?

How important do you rate the inter—-relationship
between subjects within a curriculum?

1. VITALLY IMPORTANT

2. FAIRLY IMPORTANT

3. NOT VERY IMPORTANT
4. NOT IMPORTANT AT ALL

2> UWere there any subjects within your chosen
curriculum that supported/complemented/related to one
another; which ones?

b) Were there any subjects that could have
complemented one another in this war; which ones?



For non-pianists only:

a) Did you find the curriculum at the SACM “geared”’
towards the pianco? In other words did the curriculum
cater more for pianiste than other instrumental
majors?

b> Can you play the piano? What grade?

c) Did.you HAVE to do the piano? For how long?

d> Would it have helped or hindered you to have HAD
to do piano as part of the curriculum?

a) Do you thinK that the ear training/aural courses
were of sufficient quality to meet with the needs of
your goalse?

bY If you said "No" to éa) above, what do you feel
was missing?

With regard to ear trainingZaural, do you feel you
received: '

1. TOO LITTLE
2. JUST ENOUGH
3. TODD MUCH

of the following:

a)> instructive training in the development of the
ear/aural sense :

b> methodic instruction in sight-singing/solfege
c) evaluation of your progress in this subject

d> aural training in stylistic identification?
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PART TWO C .— LEARNING ACTIVITIES

With regard to the following subjects, would you think you
received:

1. TOO LITTLE
2. JUST ENOUGH
3. TOO MUCH

of the following LEARNING ACTIVITIES:

A. HISTORY OF MUSIC

Lectures

Tuteorials

Escarvs

Formal Examinationes (Factual Recall)
Listening assignment(s

Seminars '

Informal discussions

B. HARMONY AND COUNTERPOINT

Lectures

Tutorials

Seminars

Formal Examinatione (Factual Recall)

Aural Analysis

Essays

Keyboard Harmony (as a means to study H+()
Figured Bass (as a means to study H+L)
Performing works in class that are to be studied
Composing in the style that is to be studied
Listening to worke that are to be studied

C. FORMAL ANALYSIS

Lectures

Tutorials

Essays

Formal Examinatione (Factual Recall)
Listening to workes to be studied
Aural Formal Analysis

Listening assignments
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APPENDIX 11

RESPONSES TO THE QUESTIONNAIRE USED IN THE PRELIMINARY

STUDY

PART ONE A - BIOGRAPHICAL INFORMATION

Seventeen students responded to this part (Part Dne &) of

thie questionnaire, Only fourteen of these

respondents completed the rest of the questionnaire
this accounts for the difference between the number
respondents in Part One A and the ensuing sections.

1. Age

Average age of fourth year students was 26.23 with a
digtribution (youngest to oldesi) as follows:

AGE NUMBER OF STUDENTS

21 1

22 5

23 2

24 2

295 3

24 1

27 1

ABOVE 30 2 (33 AND 35)

2. Preyious-postmatric qualifications and activities:

Student C worked and attended a Technikon, No formal
qualifications.

of

-Student D did 3 years towards a BA (one credit to go), did

a secretarial course and worked for 2 years.

Studen-t 6 worked as a medical technologist.
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Student J worked in a profeasional chorus and haa National
Diploma in Graphic Art Design.

Student K worked aa a clerk.

Student L did twa years in the Army and Alr Force and was
the director of the Airforce Cholir.

Student O has an LTCL (Teaching) and worked far threse years
as a- secratary.

Student P haz a UTLM.

Eight students had pre-College "experlience™, ia they did
not go straight from school to University.

Ali the others went straight from school to UCT and began
thelr course in musiec.

3. Home Language:

Englizsh is8
Afrikaans 1
Xhosa
Other (v}

-

4, Home town:

Cape Town 12
Johannesburg
Durban
Pietermaritzhurg
Uitenhage

Walkom

el O e

5. Main Stream of Study (major):

Education 3
General 8
Pertformance 5]



6. Instrumant

Student Main

- T ——— ——

Piano
Guita
Piano
Sax

Vaice
Piano
Flute
Plano
Piano
Piano
Piano

PBUOO0ZICRS—ITOTTMO0WD®

Ist studies:

study)
Piano 11
Volce 2
Flute 2
Gulitar i
Sax b3

Third studies:

Guitar 2
Violin 1

7. Did you do

¥ag 2
No 5

Vaice

APPENDIX 11 - page

2 Playead:

—— e . T = -

Voice Guitar

Harpsichord
r Piano
Viola
Voice Guitar
Piano
Pianeo
Grgan Vipglin
Piano

Viaola
Voice
Guitar

2nd Studies (2 students did not daoa 2nd

Plano
Voice
Guitar
Organ
Viola
Hrpshecd
Violin

L v T L ¢ ) R -

matric Music?

3
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8. Do you have "perfect piteh™?

No 13
Yas 4
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PART ONE B - ISSUES SURROUNDING STUDENTS’ GOALS

1. What were your original reasons/conceptions/goals for
wanting to study music?

The number after each recsponse indicates the number of
students that opted for that particular option.

- professional reasons; wanting to make a living out
of working with music - 10

- 1liberal, educational reasocns; wanting merely to
expand on their general education and Knowledge - 4 |

2. What attracted you to this particular chosen
institution?

It is close to home/Cape Town is my home town - 8
Cape Town as a city - 4

Because of a teacher - 3

The reputation of UCT - |

3. Before embarkKing on this course of study, did you have
any idea of what would be reguired of you to reach
your goals?

"No - 10
Yes — 4

4. Before embarking on this course, did you have any idea
how the curriculum you chose would be suited to
helping you achieve your goals? .

No - 11
Yes — 3
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5. ‘Has the "university experience™ (the "hidden
curriculum®, etc) apart from the actual
curriculum clarified for you what ig required of
you to achieve your goals?

Ne - 7
Yeg - 7
8. Has the curriculum itgelf cresated the cpportunicy

for you to work through what is necessary {or vou
to achiave your gocals?

No - 8
Yeg, to a limited extent - 1
Yes - 5

7. Do you feel that your original goals
in question i. have changed? :

Nao - 7
Yes - 7

- why?

6
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Studant Resaponse

A — Yea - My goals have become more specific.
My goais ara "higher™.

B - : No - | am only thinking of ways to broaden
my teaching experience. ~

c - Na - No reasons.

D - Yes - | have realised that the more 1 found
out about music, the more fun it is.

E - Yes. = | dan’t want always to be a music
teacher.

F - Yez -~ 1 have become more realistic.

G - No - No reasons.

H - Yag - They have bhecome legs impulzive.

! - - Yes - They have become clearer.

J - No - But [ have taken knocks that have made

me come cliose to changing them.

K - No - maybe they have been enriched.

L - Yes - Subtly; they have become more
apecific.

M - No - but my attitude towards my professional
goals fluctuates continuously.

N - Yea - They have become more reallistic,

8. Would you support the idea of a preparatory perlod
between leaving school and starting at university?

¥Yeg - 413
No - 1

9. How do you see this perfod?

As a period of orientation fto the new way of University
1122 ~ 7

As a period of academic and practical preparation - 3
As a time when students can grow oider and more mature,.
ie 2 matter of age - 2

it depends on the individual - 2
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PART ONE C - CAREER AND EMPLOYMENT ISSUES

I. How confident are you about your career prospects as a
result of having completed your "training™?

Confident - 4

Quite confident - 1
Not very confident - 4
Not confident - 4

1t fluctuates - 1

2. What do you Know about career opportunities for music
graduates in South Africa?

Nothing - 1 A

Not very much/very little - 5

Those students who mentioned only one possibility - 2
(This was "teaching™)

Those students who mentioned only two possibilities - 3
(A1l of them mentioned teaching and onhe other?

Those students who mentioned more than two - 3

(A1l of them mentioned teaching and others)

The "others® that were mentioned included:

Orchestral playing - 2
Police band - 1

Solo performing — 3
Conducting - 1

Opera - 1. ’

SABC - 1§

Recording - 1



3. al

No - 12

Yeg - 2
bl

Na - 5

Yea - §

4. al

Yag - 12

Maybe - 2

No ~ @
b)

Student:

A..

B -

C-..

D..

E ~

F -

G.-.

H-
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Have you ever consulted a careers guldance
counsellor?

Did you know about the facilities
for career guidance at UCT?

Do you intend to do graduate study?

Why or why not?-
Response:

To further my knowledge and get a higher
salary.

1 like varsity life.

I am interested in music therapy.

I enjoy studying.

I have an Education Department Bursary

and have obligations to do an HDE.

Why not? To stop with a bachelor’s degree
when there is the opportunity to to a
Master's, then why not? (After some
prampting to glve a more acceptable answer
she said that job opportunitisg would

be better with a Magter’sz.

[’m not sure. (Because the student was not aure,
the question; "what would make up your
mnind?" was put to him. The response to
that was; "Just interest™.)

I did not learn enough at Caollege, also
I would like to specialise.
I feel it i3 necessary to continue from the
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preparatory BMus to reach my goals.
J - I am not yet ready to stand up
' professionally; also ! would like to
gain the confidence to go further.

K - It would be a fultililing experience.

I want to learn maore, and post-graduate
gtudy would lead me to a higher standard
aof work.

L -~ The practical Master’s iz a good extension of
the BMus Practical, and the standard is
much highser.,

M - I haven?t quite reached my goal yet.

N - Il teel that the BMus has not afforded
me enough time te achieve what | want to.

c) It yeg, where?
UctT - o
Neot UCT - 1
Qverseas ~ 2
Not sure - 1

Natal - 1

B. It yoh angwerad "No" to 4. abave;
a) What career do you now intend following?

All the students saild "Yes"™ ar "maybhe?”, so this question
irrelevant to this sample.

h) Have you aiready applled for employment?
Student B indicated that she had appliad for employment.
c}. Do you have a jab?

Student B said that zhe had found a job.
(The anly one)

is
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é. 1f you answered "Professional™ to question |,

One B;

a)> would you consider a career in something other

than music?

No - 4 - )
Yes — @
Maybe - 1

b In what?

Student: Response:

A - NAA

B - Languages or Psychology

c - Education of children {(not
D - o Law

E - Clothing Design

F - Not sure

G - No ideas

H - Law

I - It depends on many things
J - Interior Decorating

K - N/A

L - ’ N/A

M - Music Therapy

N - - Art or Architecture

in music)



Gl

Student:

o0
1

@
[

X
I

Z3IT R
!
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Why would you chodose mnother career?

Responses;

N/A
1 have obther intereskts. 1 am not

completel y dedicated to pusic.

I have ohper interesks.

I love Enmgilgh, [ am concerned with

money and gacurity.

It is oreative, 1t £3 a hobby of minse,

and I derivea 2 Jokt of pleasure from it.

N/A

Oniy if 1 ¢ould find something: that gave me
as much free time as music does. Also maoney.
I have c¢apwilctionz about doing law. | feel
more strapgly apout Justice than about muslic.
Because Of MaonNey and because of spiritual
reasons. i

One does not know what to expect financially
and job oppartunity-wise from music as a
career .

N/A

N/A

i have obher interests.

I have other interests.

7. Do you think that the training you have undergone
hag placed yout {n a position to compete
professionally shroad?

Ne - 7

Do mot know - 1
Not sure - 2
Not yet - 1

Yes - 3

12
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PART TWDO A - CURRICULAR 1SSUES

Question 1. Usin§ the following "rating scale”, how would

1

2
H
4)
=)

B.

1)
2}
3)
4)
)
é)
7)
8)

ryou rate the IMPORTANCE of the subjects below; with

your goal in mind?

-

1. VITALLY IMPORTANT

2. FAIRLY IMPORTANT

3. NOT VERY IMPORTANT
4. NOT IMPORTANT AT ALL

PRACTICAL STUDIES (Defined as any activity to do with
performing) '

Principal Study (Technique, Studies, Works to be
performed, Concerti, etc)

Large ensemble (Orchestra/Wind Ensemble/Chorus)
Small ensemble (Chamber Music),

Performers Class (Crit Class)

Sight Reading

GENERAL MUSICIANSHIP (Defined as any activity to do
with development of essential skills)

Ear/Aural training ¢In contact with an instructor)
Ear/Aural training (Programmed Self-Instruction)
Keyboard Harmony

Score—-reading at the Keyboard

Sight Singing/Solfege

Elementary Conducting

Figured Bass at the Keyboard

Keyboard studies for non-—-keyboard majors
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c. THEORETICAL STUDIES INCLUDING NON-MUSIC ELECTIVES
(Detined as the "academic " or "written® portion of the
curriculum.)

1) Harmony and Caunterpaint
23 History of Music .

3) Ethnomusicolagy

93 Non-Music Electives

53 Formal Analysis

=9} Acoustics:

D. STUDIES IN MUSIC EDUCATION (Defined as any activity or
subject that deals - specifically - with the training of
taacherg.)

1y Skills in "school” instruments such as recorder,
Orff Instruments, ate

2) Practical Teaching Experience

3) Teaching Methad (Instrumental/Vocal)

4) Teaching Methad (Skiligs/Musicianship)

5) Pedageogy/Methadology .

E. COMPOSITIONAL STUDIES (Defined as any subject that
would relate directly to the study of composition.)

13 Compasition

2) instrumentation (Study of the Instrumentg)’
3} Orchestration/Arrangement

4) Notatlian

5) Caltligraphy

Note: The respongez to the abave ratings éppear overleaf in
tabulated form. It should also be nated that graphlcal
rapresentation of the comparisen af these regults with those

of the next question appears on page3l.
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RESPONSE 10 QUESTION 1 - ALL STUDEWTS - [NPORTANCE RATINGS

A PRACTICAL STUDIES

1) PRINCIPAL STUDY
2) LARGE ENSEMBLE
3) SMALL ENSEMBLE
A} PERFORMERS CLASS
5) SIGHT READING

B GENFRAL MUSICIANSHIP

1) EAR TRAINING {CONTACT)
2) EAR TRAIRING (TAPES?
3) KEYBOARD HARMENY

4) SCORE-READING AT PIANG -

5} SIGHT SINGING/SOLFEGE
6) ELEMENTARY CONDUCTING
7) FIGURED BASS AT PIAND
8) PIAND FOR NON PIANISTS

C_THEORY INCLUDING
NON-MUSIC ELECTIVES

1) HARMONY AND COUNTERPOINT

2) HISTORY OF MUSIC

3) ETHNOMUSICOLGGY

4) NON-HUSIC ELECTIVES
5) FORM AND ANALYSIS
8) ACDUSTICS

SUMBER OF STUDENTS BATING IMPORTANCE AS FOLLOWS:

VITALLY

i
=Y
7
8

11

FAIELY

L2 T N R )

NOT VERY

[T C I~ B

KOT AT ALL

Lo T o o R -}

151

8

i0

-~ o~y

10

W Wl e w

S NEW NN D e

W b e DWW e DD

]

[
-

—
g

10

n w i W

;o W g LA e

L B - T o B T ]

W -~ prow oo

<

11

- page 15
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(ALL STUDENTS -~ IMPORTANCE BATINGS CONTINUED)

NUMBER OF STUDENTS RATING IMPORTANCE AS FOLLONS:

D _MUSIC EDUCATION

1} SKILLS-RECORDER, PERC. 2 0 1 0
2) TEACHING EXPERIENCE a 3 3 a
3) TEACHING METHOD (INSTR) 8 3 i 2
4) TEACHING METHEBD (SKILLS) § 8 1 t
5} PEDAGOGY/METHODALOGY 7 5 1 1
3t i7 7 4
E COMPDSITIONAL STUDIES
£} COMPOSITIGN 3 2 5 2
2} INSTRUMENTATION ) B 8 3 1
3) ORCHESTRATION/ARRAKGING 3 5 3 2
4) ROTATION 2 4 6 1
5) CALLIGRAPHY 0 8 4 3
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RESPONSE TO QUESTION 1 - GENFRAL STUDENTS - INPORTANCE BATINGS

A _PRACTICAL STUDIES

1} PRINCIPAL STUDY
2) LARGE ENSEMBLE
3) SMALL ENSEMBLE
4} PERFORNERS CLASS
5) SIGHT READING

B GENERAL MUSICIANSHIP

£) EAR TRAINING (CONTACT)
2) EAR TRAINING (TAPES)
3) KEYBOARD HARMONY

§) SCORE-SEADING AT PIANG -

5) SIGHT SIRGING/SOLFEGE
6) ELEMENTARY CONDUCTING
7) FIGURED BASS AT PIAND
8) PIAND FOR NON PIANISTS

C_THEDRY INCLUDING
NOK-HUSIC ELECTIVES

1} HARMONY AND COUNTERPOINT

2) HISTORY OF MUSIC
3) ETHNOMUSICOLOGY

4) NON-WISIC ELECTIVES
5) FORM AND ARALYSIS
) ACQUSTICS

NUMBER OF STUDENTS BATING IMPORTANCE AS FOLLOWS:

1 2 3 4
4 1t 9
3 1 0 2
3 3 0 ¢
2 3 t @
5 t 0 0
17 8 2 2
5 + 0 0
8 2 0 0
2 3 0 1
2 0 2 2
3 1 2 0
§ 0 0 O
2 1 1 .2
2 2 0 2
% 10 5 1
8 2 4 9
i 0 2 0
1 3t
1 1 2 2
i 2 0
1 3 2 90
Wi 7 4
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(IMPORTANCE RATINGS - GENEEAL STUDENTS - CONTINUED)

NUMBER OF STUDENTS BATING IMPORTANCE AS FOLLOWS:

t 2 3 4
D _MUSIC EDUCATION
1) SKILLS-8ECDRDFR, PERC.
2y TEACHING EXPEREENCE 2 2 2 39
3 TEACHING METHOD (INSTR) 3 3 0 ¢
4) TEACHIRG ETHED (SKILLS) 1 5 0 0
5) PEDAGOGY/METHODOLOGY i 3 o0 ¢
g 13 2 9

E_COMPOSITIONAL SKILLS

1) COMPOSITION 1 1 2 2
2) INSTRUMENTATION g0 & 1 1
3) ORCHESTRATION/ARRANGING t 2 1 2
4) NOTATION t 3 1 t
5) CALLIGRAPHY 9 4 t 1

3 15 & 7




APPENDIX 1[I

BESPONSE TO g@:!ﬂﬂ t - EDUCATION STUDENTS - IMPORTANCE RATINGS

MMBER OF STUDENTS RATING IMPORTANCE AS FOLLOVS:

A PRACTICAL STUDIES

1) PRINCIPAL STUDY
2) LARGE ENSEMBLE
3} SMALL ENSEMBLE
4) PREFORMERS CLASS
S) SIGHT READING

B_GENERAL MUSICIANSHIP

1} EAR TRAINING (CONTACT)
2} EAR TRAINING (TAPES)
3) XEYBOARD HARMONY

&) SCORE-READING AT PIAND
5) SIGHT SIKGING/SOLFEGE
6) ELEMENTARY CONDUCTIHG
7} FIGURED BASS AT PIANQ
B) PIAND FOR NON PIANISTS

C_THEORY INCLUDING
NON-HUSIC ELECTIVES

1) HARMONY AND COUNTERPOINT

2) HISTORY OF MUSIC
3) ETHNOMUSICOLDGY

&) NON-MUSIC ELECTIVES
S) FOHX AND ANALTSIS
6) ACOUSTICS

| 2 3 4
i 2 0 0
0 2 { o
1 2 0 b
1 0 1 1
t 2 0 0
4 B 2 1
t 1 [l 0
i 20 0
2 ) 1 0
3 8 0 0
2 0 1 0
1 { 0 t
1 i 0 1
2 0 0 1
13 5 3 3
2 1 0 0
3 0 0 0
3 0 0 0
2 1 0 0
2 1 9 0
3 0 0 0
15 3 ¢ 0
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{INPORTANCE BATINGS - EDUCATIGN STUDENTS - CONTINUED)

NUMBER OF STUDENTS BATING IMPORTANCE AS FCLLOWS:

D MUSIC EDUCATION

1} SKILLS-RECORDER, PERC.. 2 0 ! o
2) TEACHING: EIPERIENCE 3 0 0 0
3) TEACHING METHOD {INSTR) 3 0 0 0
4) TEACHING METHOD {(SKILLS) 3 0 ¢ 0
5) PEDAGOGY/HMETHODOLDGY 3 0 0 0
14 0 i H
E COMPRSITIONAL STUDIES
1) COMPOSITION 2 1 0 0
2) INSTRUMENTATION 0 3 0 0
3) ORCHESTRATION/ARRANGING 1 2 0 0
4) NOTATION 0 i 2 0
5) CALLIGRAPHY 0 H 0 2
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RESPONSE T GUESTION 1 - PRACTICAL STUDENTS - IMPORTANCE RATINGS

A PRACTICAL STUDIES

1) PRINCIPAL STUDY
2) LARGE TNGZMBLE -
3} SMALL ENSEMBLE
4) PEAFORMFRS CLASS
5) SIGHT READING

B GENERAL MUSICIANSHIP

1) EAR TEAINING (CONTACT}
2) EAR TRAINING (TAPES)
3) KEYBOARD HARMONY

4) SCORE-READING AT PIAND
5) SIGHT SINGING/SOLFEGE
6) ELEMENTARY CONDUCTING
7) FIGURED BASS AT PIAND
8) PIAND FOR NON PIANISTS

C_THEORY INCLUDING
NON-HUS]C ELECTIVES

1) HARMONY AND COUNTERPDINT

2) HISTORY OF MUSIC
3} ETHNOMUSICOLOGY

4) NON-MUSIC ELFCTIVES
5) FOEM AND ANALTSIS
6) ACOUSTICS

NUMBER OF STUDENTS RATENG IMPORTANCE AS FOLLONS:

1 2 3 4
5 ) a 0
2 L 3 2
3 2 0 0
5 o 0 0
3 0 h) 6
2 3 0 2
: t ) 0
2 1 0 2
3 { t 8
2 2 0 1
3 2 0 0
3 1 1 0
2 { 1 1
2 3 0 0
2 12 3 s
4 ! 0 0
2 3 0 0
0 t 0 2 (2XN/A}
2 1 0 2
4 1 1] ]
1 1 0 3
13 8 0 7
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{ {MPORTANCE RATINGS - PRACTICAL STUDENTS - CONTINUED)

NUMBER OF STUDENTS BATING IMPORTAMCE AS FOLLOWS: .

1 2 <
D_KUSIC EDUCATION
1) SKILLS-RECORDER, PERC.
2) TEACHING. EXPERIENCE 1t t. 0
3) TEACHING METHOD (INSTR) 20 t2
4) TEACHING METHOD (SKILLS) 2t 1 1
5) PEDAGOGY/HETHIDOLOGY 12 ! t

8 4 & 4
E_CONPOSITIONAL STUDIES
1) COMPOSITION 6 0 3 0(mm
2) INSTRUMENTATION 1t 2 0 (mm
3) ORCHESTRATION/ARRANGING 11 20
&) NOTATION £ 0 30 (mm
5) CALLIGRAPHY 6 1 30U
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QUESTION 2. Again, with your goal in mind, would

12

23
3)
42
5)

1
2)
33
4)
5)
8)
7)
8)

1)
2)
3
93
51
81

you say that over your four yearg hare at the SACM
vou received, in terms of QUALITY and QUANTITY:

1. TOO LITTLE
2. JUST ENGUGH
3. T0O0O MUCH

o5f the following subjects:
PRACTICAL STUDIES

Prinecipal Study (Tachnique. Studiag, Works to
bhe pertarmed, Concerti, etc)

Large ansemble (Orchestra/Wind Ensemble/Charus)
Small Ensemble (Chamber Music)

Performers Class (Crit Class:

Sight Reading -

GENERAL MUSICIANSHIP

Ear/Aural training (In contact with an instructor)
Ear/Aural training (Programmed Self-Instruction)
Keyhoard Harmony

Score~reading at the keyhboard

Sight Singing/Soifege

Elementary Conducting

Figured Basa at the keyboard

Keybosrd studies for non-keyboard majars

THEQRETICAL STUDIES INCLUDING NON-MUSIC ELECTIVES

Harmony and Counterpoint
History of Music
Ethnomusicology
Non~Music Electives
Farmal Analysis
Acoustics

23



D.
1)
2)
3)

43
5)

E..

1)
23
3)
43
53

NOTE:
1t gshould alsgso be noted that graphical

~

APPENDIX [l -~ page

STUDIES IN MUSIC EDUCATION

Skillz in "zchaol" inatruments such as recorder,
Orff Instruments, etc

Practical Teaching Experience

Teaching Method (Instrumental/Voeal)

Teaching Hethod (Skills/Musicianship)
Pedagogy/Methodology

COMPOSITIONAL STUDIES

Composition

instrumentation (Study of the Iinstruments;
Orchestration/Arrangement

Notation

Calligraphy

24

The responseg to the above ratings appear aoverleaf.

these results appears following that-

repregentation of



RESPINSE TO I0M 2 - ALL STUDERTS - QUANTITY/

APPENDIX I1

ITY BATINGS

NUNBER OF STUDENTS RATING QUAN/QUAL AS FOLLOVS

‘ ‘ Ta0 LITTILE  JUST ENOUGH T0D MUCH
A PRACTICAL STUDIES
1} PRIKCIPAL STUDY 7 7 0
2) LARGE ENSFMBLE 10 3 i
3)- SHALL. ENSEMBLE 12 2 9
4) PERFORMERS CLASS a 5 1
5) SIGHT READING 13 0 {
54 i 3
B GENERAL MUSICIANSHIP
1) EAR TRAINING {CONTACT) - 12 2 0
2) EAR TRAINING (TAPES) 12 1 O{LXN/A)
3) KEYBOARD RARMONY 8 5 ¢
4) SCORE-READING AT PIAND a 4 Q(2XN/A)
5) SIGHT SINGING/SOLFEGE 8 6 Q
6) ELEMENTARY CONDUCTING 14 0 ]
7% FIGURED BASS AT PIAND 8 4 OCLIN/A)
8) PI1ANO FOR NON PIANISTS 5 3 O{BIN/A)
I 2 ]
C THEDRY INCLUDING
NON-HUSIC ELECTIVES
1) HABHONY AND COUNTE2FOINT g 8 0
2) HISTORY OF MUSIC 3 9 i
3) ETHNGMUSICOLOGY 5 5 2(2XN/M)
4) NON-WUSIC ELECTIVES 1 10 2(170/8)
5) FORM AND ANALYSIS ] i i
6) ACOUSTICS i 2 i
2 4} 7

- page 25
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(ALL STUDENTS -~ QUANTITY/QUALITY RATINGS CONTINUED)

NUMBER OF STUDENTS RATING QUAN/QUAL AS FOLLOWS

) T00 LITTLE  JUST ENOUGH T00 HUCH
D MUSIC EDUCATION

1) SKILLS-RECORDER, PERC. 2 0 L(ONLY 33

2) TEACHING EXPERIENCE ] 5 0

3 TEACHING METHOD (INSTR) 5 8 L

4) TEACHING METHOD (SKILLS) 8 6 0

5) PEDAGOGY/METHODGLOGY i 6 OCLEN/R)
K} | 2% 2

E COMPOSITIONAL STUDIES

1) COMPOSITICN 5 @ L(ZXN/A)

2) INSTRUMENTATION ] f1 201XN/0)

3) CRCHESTRATION/ARRANGING 4 8 LOLIN/A)

4} NOTATION ] 11 2{1XN/A)

5) CALLIGRAPHY 2 8 SUXN/A

1" i 9

- page 26
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RESPONSE TG QUESTION 2 ~ GENERAL STUDENTS - QUANTITY/QUALITY RATINGS

A _PRACTICAL STUDIES

1} PRINCIPAL STUDY
2) LARGE ZNSEMBLE
3) SMALL ENSEHRLE
4) PERFURMERS CLASS
53 SIGHT READING

B_GENERAL MUSICIANSHIP

1) EAR TRAIAING (CONTACT)
2} EAR TRAINING (TAPES)
3} KEYROARD HARMONY

4) SCORE-READING AT PIAND
S} SIGHT SINGING/SOLFEGE
6) ELEMENTARY CONDUCTING
7) FIGURED BASS AT PIAND
8) PIANO FOR NON PIANISTS

€ _THEORY INCLUDING
NON-HUSIC RLFCTIVES

1) HARMONY AND COUNTERPDINT

2) HISTORY OF MUSIC

3} ETHNOMUSICOLOGY

4) KON-MUSIC ELECTIVES
5) FOEM AND ANALYSIS
6) ACDUSTICS

NUMBER OF STUDENTS RATING QUAN/QUAL AS FOLLDWS

TOO LITTLE JUST ENOUGH TOG MUCH

3 3 Q

S 1 a2

8 9 ]

5 1 ]

& 0 0
pi 5 0

5 i ]

5 i H

3 3 g

A 2 0

2 4 0

6 0 0

4 2 0

1 2 0(IXNA
30 15 0

1 5 0

i 4 1 -

3 2 1

0 4 1

2 3 0

5 1 0
2 18 3
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(GENERAL STUDENTS - QUANTITY/QUALITY RATINGS CONTINUED)

NUMBER OF STUDENTS RATING QUAN/QUAL AS FOLLOWS

T00 LITTLE JUST EXOUGH TOO HUCH
D MUSIC EDUCATION

1) SKILLS-RECORDER. PERC.

2) TEACHING EXPERIENCE 4 2 0
3) TEACHING METHOD (INSTR) 3 2 1
4) TEACHING METHOD (SKILLS) 4 2
5) PEDAGDGY/METHODOLOGY 3 2 01INA
14 8 L
E_COMPASITIONAL STUDIES
1) COMPOSITION | 4 1
2} INSTRUMENTATION 0 4 2
3) ORCHESTRATION/ARRANGING 0 5 1
4) NOTATION 0 4 2
5) CALLIGRAPHY 1 4 1

page 28



APPENDIX 1[I

RESPONSE T0 QUESTION 2 — FOUCATION STUDENTS - QUANTITY/QUALITY RATINGS

A PRACTICAL STUDIES

1) PRINCIPAL STIDY
2) LARGE ENSEMBLE
3) SMALL ENSPMBLE
4} PERFORMERS CLASS
5) SIGHT READING

B_GFNERAL MUSTCIANSHIP

1) EAR TRAINING (CONTACT)
2) EAR TRAIKING {(TAPES}
3) KEYBOARD HARMONY

4) SCORE-READING AT PIAND
5} SIGHT SINGING/SOLFEGE
6) ELEMENTARY COMDUCTING
T) FIGURED BASS AT PIAND
8) PIAND FOR NON PIANISTS

C_THEORY INCLUDING
NOK-MUSIC FLECTIVES

1) HARMONY AKD COUNTERPOINT

2) HISTORY OF MUSIC

3) ETHNOMUSICOLOGY

4) NON-MUSIC ELECTIVES
5) FORH AND ANALYSIS
6) ACOUSTICS

NUMBER OF STUDENTS RATING QUAM/QUAL AS FOLLOVS

TO0 LITTLE JUST ENOUGH Tod MuCH

1 2 0
2 t 0

2 1 0

| t 1

2 0 1

8 5 2

2 1 0

3 0 0

3 0 0

2 1 0

3 0 0

3 0 0

3 0 0

2 0 OL1IN/A)
2 2 0

3 0 ?

1 2 0 .

2 1 0

1 2 0

t 2 0

2 1 0

i 8 0
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(EDUCATION STUDENTS - QUANTITY/QUALITY RATINGS CONTINUED)

NUMBER OF STUDENTS RATING QUAN/QUAL AS FOLLOWS

TG LITTLE JUST ENOUGH TOQ HUCH

D MSIC EDUCATION

1) SKILLS-RECORDER, PERC. 2 H {
2) TEACHIKG EXPERIENCE L 2 d
3) TEACHING METHOD {INSTR) i 2 ]
4) TEACHING METHOD (SKILLS) 2 i 0
5) PEDAGOGYT/METHODGLOGY 2 1 0
8 ] ]

E COMPOSITIONAL STUDIES
1) COMPOSITION 2 1 0
2) INSTRUMENTATION 0 3 ]
" 3) OBCHESTRATION/ARRANGING 2 1 0
&) NOTATICN 0 2 1
5) CALLIGRAPHY 0 1 2
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RESPONSE TO QUESTION 2 - PRACTICAL STUDENTS - QUANTITY/GUALITY RATINGS

A PRACTICAL STUDIES

1) PRINCIPAL STUDY
2) LABGE ENSEMELE
3) SHALL ENSEMBLE
4) PERFDRMERS CLASS
5) SIGHT BEADING

B GENERAL MUSICIANSHIP

1) EAR TRAINING (CONIACT)
2) EAR TRAINING (TAPES)
3) KEVEOARD HARMONY

A) SCORE-READING AT PIANG
5) SIGHT SINGING/SOLFEGE
6) ELEMENTARY CONDUCTING
7) FIGURED BASS AT PIAND
8) PIAND FOR NON PIANISTS

C__THEORY INCLUDING
NON-MUSIC ELECTIVES

1) HARMONY AND COUNTERPCINT

2) HISTORY OF MUSIC
3) ETHNOMUSICOLOGY

4} NON-MUSIC ELECTIVES
5) FURN AND AMALYSIS
6) ACOUSTICS

NUMBER OF STUDENTS RATING QUAN/QUAL AS FOLLOWS

TON LITTLE JUST ENOUGH TOO HUCH

3 2 0
3 1 !
4 1 0
2 3 o
5 0 0
17 7 1
s 0 0
& 0 O(LXN/M)
3 2 0
2 1 0(2XN/A)
3 2 0
8 ¢ 0
2 2 0{1XN/A)
2 1 O(2IN/A)
26 8 0
2 3 0
1 3 1 .
0 2 L(2XN/A)
] 4 ]
3 2 0
) 0 1
10 14 &
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(PRACTICAL STUDENTS - QUANTITY/QUALITT RATINGS CONTINUED)

NUMBER OF STUDENTS RATING QUAN/QUAL AS FOLLOWS

TOO LITTLE JUST ENDUGH TO0 MUCH

D MUSIC EDUCATION

1) SKILLS-RECORDFR, PERC.

2) TEACHING EXPERIFNCE 4 1 0
3) TEACHING METHOD (INSTR) i 4 0
4) TEACHING METHOD (SKILLS) 2 3 0
5) PEDAGOGY/METHODOLOGY 2 3 0

8 131 o
E COMPOSITIONAL STUBIES
1) COMPOSITION 2 1 (2IN/A)
2) INSTRUMENTATION 0 A O{1IN/A)
3} ORCHESTRATION/ARRANGING 2 2 0{1XN/A)
&) NOTATION 0 4 OC1XN/A)
5} CALLIGRAPHY 1 3 O(1IN/A)




a)

3.
4.
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SECTION IV B - FURTHER CURRICULAR ISSUES

In terms of your goals,

rate the development of the ability

how important do you

to express oneseilf eloquentiy in

writing through esssays,
theses, =tca?

VITALLY IMPQORTANT
FAIRLY IMPORTANT
NOT VERY IMPORTANT
NOT IMPORTANT AT ALL

zeminarg,

reporta,
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100 -
90 4
0 -
® 74 1—VITALLY
x & _ IMPORTANT
= 2—FAIRLY
a 50 - : IMPORTANT
= 3--NOT VERY
w 40 IMPORTANT
o 4—NOT AT ALL
s 0 IMPORTANT
2 -
10 4
o
1 2 3 4
IMPORTANCE RATINGS
100 -
m -
w o
o 70 -
"
-
\&_ & -
= 1—TOO LIME
a 50 - 2—JUST ENOUGH
2 3—-TOO MUCH
o 40 - -
(o]
= 0 -
m -y
10 -
0.
1 2 3
QUANTITY/QUALITY RATINGS .

COMPARISON OF IMPORTANCE WITH QUANTITY/QUALITY RATINGS
ALL STUDENTS - COMPOSITIONAL STUDIES .
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100 -
0
Q0 4
» M 1—VITALLY
I I ' IMPORTANT
2 2—FAIRLY
E  gJd IMPORTANT
2 3—NOT VERY"
O | K IMPORTANT
o ' 4—NOTAT ALL
z> B4 IMPORTANT
2 4
]0‘ -1 . .
0. - -
1 2 3 4
IMPORTANCE RATINGS
100 »
m o
m .
3t
o
<
2 1—TOO LTILE
a 2—JUST ENOUGH
B 3—TOO MUCH
-
(o]
=

1 2 3
QUANTITY/QUALITY RATINGS -

COMPARISON OF IMPORTANCE WITH QUANTITY/QUALITY RATINGS

ALL STUDENTS — MUSIC EDUCATION
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100 -~
KE
a -
04
&0 -

50 4

04

<1

o8 1

10 4 |

ol n '
1 2 .3 4

IMPORTANCE RATINGS

N® OF STUDENTS AS %

Nt OF STUDENTS AS %
8

I 2 3
QUANTITY/QUALITY RATINGS

COMPARISON OF IMPORTANC
ALL STUDENTS = TEEORETICAL STUDIES

1—VITALLY
IMPORTANT
2—FAIRLY
IMPORTANT
3—NOT VERY
IMPORTANT
4—NOT AT ALL
IMPORTANT

1—-TOO UTTLE
2—JUST ENOUGH
3—TOO MUCH

F WITH QUANTITY/QUALITY RATINGS
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100 -
0
w k .
5 J—VITALLY
~ & - , IMPORTANT
g 2—FAIRLY ,
a 4 IMPORTANT
=3 3—NOT VERY
w O ‘ IMPORTANT.
. - ' 4—NOTAT ALL
= 2 ‘ IMPORTANT
20 - . )
10 4 _ ’ w |
0 ] W
I 2 3 4
IMPORTANCE RATINGS'
100 -
mJ
m J
': m o
oy
< 0 .
s J—TOO UTTE
S .8 2—JUST ENOUGH
& 3—TOO MUCH
o A0 -
o
> X
m -
10
a-
i 2 k§
QUANTITY/QUALITY RATINGS

COMPARISON OF IMPORTANCE WITH QUANTITY/QUALITY RATINGS
ALL STUDENTS — GENERAL MUSICIANSHIP




N OF STUDENTS AS %

N® OF STUDENTS AS %

1 2 3 4

IMPORTANCE RATINGS

I 2 3
QUANTITY/QUALITY RATINGS

COMPARISON O
ALI STUDENTS — PRACTICAL STUDIES

APPENDIX II - page 23

1—VITALLY
IMPORTANT
2—FAIRLY
IMPORTANT
3—NOT VERY
IMPORTANT
4~NOT AT ALL
IMPORTANT

1-~TOO LITILE
2—JUST ENOUGH'
3—~-TOO MUCH

F IMPORTANCE WITH QUANTITY /QUALITY RATINGS

[
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100 -
%0
0 -
2 7 ' 1—VITALLY
s 6 IMPORTANT
g 2~FAIRLY
g 8- IMPORTANT
5. ’ 3~NOT VERY
w M9 IMPORTANT
o 4—NOT AT ALL
= ¥ IMPORTANT
20 -
04
0
1 2 3 4
IMPORTANCE RATINGS
100 -
<0 4
m&
® 04
b4 ol |
- 1=TOO LITILE
g ® 2—JUST ENOUGH
5 3—TOO MUCH
w 20 4
o -
= 20
m o
104
2
i 2 k
QUANTITY/QUALITY RATINGS

COMPARISON OF IMPORTANCE WITH QUANTITY/QUALITY RATINGS
ALI. STUDENTS - GENERAL MOSICIANSHIP
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100 +-
90 -
a0 -
70
0
50 -
o4
0 .
2 -
10: 4.
0 -

N® OF STUDENTS AS %

1 2 3 4
IMPORTANCE RATINGS

0 4
-
X - ‘
104
2 =
¥ 2 3

N* OF STUDENTS AS %
8

QUANITTY/QUALITY RATINGS

COMPARISON OF IMPORTANCE WITH QUANTITY/QUALITY RATINGS

ALL STUDENTS - THEORETICAL STUDIES

1—VITALLY
IMPORTANT

2—FAIRLY
IMPORTANT

3—NOT VERY
IMPORTANT.

4—NOTAT ALL

© IMPORTANT

1-TOO LITLE
2—-JUST ENOUGH
3-~TOO MUCH



N? OF STUDENTS AS %

1 2. 3
IMPORTANCE RATINGS

N* OF STUDENTS AS %

1 z 3
QUANTITY/QUALITY RATINGS

COMPARISON OF IMPORTANCE WITH QUANTITY/QUALITY RATINGS

ALL, STUDENTS — MUSIC EDUCATION
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1—VITALLY
IMPORTANT
2—FAIRLY
IMPORTANT.
3—NOT VERY
IMPORTANT -
4—NOT AT ALL
IMPORTANT

1—T00 LITILE
2—JUST ENOUGH
3—TOO MUCH

L ———————
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3 T—VITALLY
- IMPORTANT
= 2—FAIRLY
a IMPORTANT
=3 3—NOT VERY
w IMPORTANT
o 4—NOT AT ALL
= IMPORTANT
| 2 3 4
IMPORTANCE RATINGS
100 -
m R
m -
2 70 -
[, ]
<
g
] T=TOO LTTLE
a 5 2—JUST ENOUGH
= 3—TOO MUCH
w 40
O
- g -
m ;
10-
0 u
! 2 3
QUANTITY/QUALITY RANNGS

COMPARISON OF IMPORTANCE WITH QUANTITY/QUALITY RATINGS
ALI, STUDENTS - COMPOSITIONAL STUDIES
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A 1—VITALLY
s . IMPORTANT
g 2-FARLY .
a- IMPORTANT
2 3—NOT VERY
e IMPORTANT
o A—NOTAT ALL
= IMPORTANT
] 2 3 4
IMPORTANCE RATINGS
100 1
m r
24
o 70 4 :
<
.
g 1—TOO UTLE
g 0 2—JUST ENOUGH
B 3—TOO MUCH
2 M-
o -
-3 X
m -
104
0. - | |
1 2 3 A
QUANTITY/QUALITY RATINGS -
COMPARISON OF IMPORTANCE WITH QUANT TTY/QUALITY RATINGS

PRACTICAL STUDENTS — PRACTICAL STUDIES

o e e e ————
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> 1—VITALLY
- IMPORTANT
2 2—FARLY
a IMPORTANT
B 3—NOT VERY
g IMPORTANT
o- 4~-NOT AT ALL
= IMPORTANT
1 2 3 4
IMPORTANCE RATINGS
100 -
Q0 -
m -
T 70 4
oy
L 4
g. 60y :
= 1—TOO LITTLE
g %= . 2—JUST ENOUGH
B 3—100 MUCH .
- &
(o]
= 4
m -
10-
0 .
1 2- 3
QUANTITY /QUALITY RATINGS *

COMPARISON OF IMPORTANCE WITH QUANTITY/QUALITY RATINGS
PRACTICAL STUDENTS - GENERAL MUSICIANSHIP
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100 -
0 4
a0 -
> 7 1—VITALLY
- @4 IMPORTANT
g 2—FARLY - .
o IMPORTANT
2 3—NOT VERY
- IMPORTANT
9 4~NOT AT ALL
= IMPORTANT
1 2 3 4
IMPORTANCE RATINGS
100
m -
m -
i 70 -
o
«
] 60 4
= 1—TOO UITLE
9 20 2—JUST ENOUGH
2 3—TOO MUCH
. &
O
= 0 A
m -
10
0-
1 2 3
QUANTITY/QUALITY RATINGS

COMPARISON OF IMPORTANCE WITH QUANTITY/QUALITY RATINGS
PRACTICAL, STUDENTS - MUSIC EDUCATION
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100 -
%0 -
b 1—VITALLY
o IMPORTANT
= 2—FARRLY
a IMPORTANT
5 3—NOT VERY
o IMPORTANT
o 4—NOT AT ALL
= IMPORTANT
1 2 3 4
IMPORTANCE RATINGS
" 100 -
m o
m m
® 0 -
< gl
2] &
Z 1—T00 UTTLE
Q 0 2—JUST ENOUGH
g 3—TOO MUCH
2 ™
(o]
z 0 -
m p
10-
0 -
1 2 3
QUANTITY/QUALITY RATINGS

COMPARISON OF IMPORTANCE WITH QUANTITY/QUALITY RATINGS
PRACTICAL STUDENTS ~ THEORETICAL STUDIES
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; 1—VITALLY
o IMPORTANT
z 2—FAIRLY
] IMPORTANT
= 3—NOT VERY
e IMPORTANT
- . 4—NOTAT ALL
= IMPORTANT
1 2 3 4
IMPORTANCE RATINGS

100 4

m o

a B
'! m o R
4
g @
s ] 1=--TQO LITLE
5 9 2—JUST ENOUGH
@ 204 3—TOO MUCH
e
=z 20

20 o

10 :

0 ! -
| 2 3
QUANTITY/QUALITY RATINGS )

COMPARISON OF IMPORTANCE WITH QUANTITY/QUALITY RATINGS

PRACTICAL STUDENTS - COMPOSITIONAL STUDIES

L1
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100 -
0 -
& -
# M- [~VITALLY
< o IMPORTANT
2 2—FAIRLY
a -4 IMPORTANT
2 ' 3—NOT VERY
- A4 IMPORTANT .
O 4—NOT AT ALL
> 34 IMPORTANT
20 4
0.4 ) |
0 N B
1 2 3 4
IMPORTANCE RATINGS
100 1
m o
w o
3t 70 4
<
g ~
& 1~TOO LITILE
2 50 2—JUST ENOUGH
5 3~TOO MUCH
u. 40 - -
(o]
$ 0]
m -
]0 - | l
0
1 2 3

QUANTITY/QUALITY RATINGS

COMPARISON OF IMPORATNCE WITH QUANTITY/QUALITY RATINGS

GENERAL STUDENTS — PRACTICAL STUDIES
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o 1—VITALLY
- IMPORTANT
g 2—FARLY .
a IMPORTANT
B 3—NOT VERY
w IMPORTANT
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PART_TWO B - FURTHER CURRICULAR JSSUES

1. 2 In terms of your goals, how important do you rate
the development of the ability to express oneself
eloquently in writing through essarys, seminars,
reports, theses, etc?

1. VITALLY IMPORTANT

2. FAIRLY IMPORTANT

3. NOT VERY IMPORTANT
4. NOT IMPORTANT AT ALL
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b) Again, in térms of your goals, do you think
you have raeceived, iIn terms of both QUALITY
and QUANTITY;

1. TOO LITTLE
2. JUST ENOUGH
3. TO0O0 MUCH

‘0f the training described in a} ahove?

STUDENT ia ib
A i 1
B 1 1
C i 1
D 1 1
E 1 i
F 1 1
G 2 2
H 1 1
I 2 i
J b 1
K 1 1
L 1 1
M 1 1
N 1 1
Totals:

ia>

Vitally Important - 12

Fairly [mportant - 2

ib)
Too Littie - 13
Just Enough - 1
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Reterring to subject content, which subjects
vou completed related;

- a) Strongly to your goals?

b} Which subjects did not?

55



APPENDIX I1 - page 56

An asterisk (#) indicates those subjecta relating most
strangly to those students goals. a "hash" (#) indicates
those subjects that were felt not to relate, and a
question mark (?) denotes where a student has contradicted

himself.

STUDENT A|BICIDIE|FIGIH|I|JIKILM
Harmony and Counterpoint SR AR A * #| =
History of Mu=zic * * *# rak’ B
Teaching Method * | # | n

Non Music Electives % *

Music Education * *

Pefforming Repertoire ) * t 2R AR NEAE SR AR AR
Ethnomusicology »| 8 * » | # #
Performing Literature * L
Cultural History * *
Drchestrati;n *

Form » '
Calligraphy t R * ¥
Composi£ion * & ® #*

Aural Training »

Higher Diploma in Education * .

Opera claga (opera only) *
Non Music Electlves ¥
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3. How important do you rate the inter-relationship
between subjects within a curriculum?

1.
2.
3.
4.

VITALLY IMPORTANT
FAIRLY IMPORTANT
NOT VERY IMPGRTANT
NGT IMPORTANT AT ALL

Thirteen out of the fourteen students rated this "VITALLY
IMPORTANT"® and only one: "FAIRLY IMPORTANT"™. ’
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4. a} Were there any subjects within your chosen
curriculum that supported/complemeanted/related
to one ancther; which ones?

Within each students’ curriculum, the subjects marked with
an asterisk (#*) were telt to complement one another.

STUDENT A|BIC|D|EIF|G{H|I|J{K|L|M[N
‘ Harmony and Counterpo{nt LR * [ * #

History ot Mu=ie ’ * % * | % *|x *

Teaching Method * »lw

Non Music Electives
Music Education » *
Performing Repertoire * *
Ethnomusicology
Pertarming Literature *
Cultural History
Orchestration

Form »
Calligraphy
Compogition
Aural Training * 5
Higher Dipioma in Education *
Opera class (opera oniy)

Naon Music Electiwves




APPENDIX [l - page 58

4, a) Were there any subjecte within your chosen
curriculum that supported/complemented/related
to one another; which ones?

Within each students’ curriculum, the subjects marked with
an asterisk (%) were felt to complement one another.

STUDENT A|B|C|DIEIFiG|H|I]|J|KJL{M|N
Harmony and Counterpoint % % {® *
ﬁistnry of Music . | ® | % %[ % ™
Téaching Methad * * %

Non Muslc Electives
Music Education * *
Performing Repertcoire *
Ethnomusicology
Performing Literature
Cultural History
Orchestration

Farm

Calligraphy
Composition

Aural Training

Higher Diploma in Education *

Opera class (gpera only)

Non Music Electives
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b} Were there any subjects that could have
complemented one another in thiz way;
which ones?

STUDENT RESPQNSE

———— . T S " o} ok e, el e A . T T . e ol e ks bk v

ALL SUBJECTS

ALL SUBJECTS

TEACHING METHOD & PERFORMING REPERTOIRE:
HARMONY AND COUNTERPCPINT & HISTORY OF MUsSIC
FORM & HISTORY

ALL, SUBJECTS

COMPOSITION & HISTORY

ALL SUBJECTS

ALL SUBJECTS

AURAL TRAINING & PERFORMING REPERTOIRE
HARMONY AND COUNTERPOINT & HISTORY OF MUSIC
AURAL TRAINING & OPERA CLASS

ALL SUBJECTS

ALL SUBJECTS

ALL SUBJECTS

>

o w

ZXrR e ~T MmO

5. For non-planists oniy: .
a) Did you ftind the curriculum at the SACM

' geared’ towards the pilano? In other words
did the curriculum cater more for pilanists
than other instrumental majors?

All the naon-ptano majors indicated that this {s the case.
One mentioned the affirmative "Totally".

b)Y Can you piay the plano? What grade?

Yes -~ All
The minimum grade was Three and highest was seven.

c)' Did you HAVE to do the piano? For how long?

Only one student indicated that he had to do Piano - this
was an opera student and it is part of their curriculum.
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d) Would it have helped or hindered you to have
HAD to to deo piano as part of the curriculum?

Only one student indicated that it would be a hindrance.
The reason given was that there wouid be too much work if
this was the case.

One other student, although indicating that he thought it
would help, said that it would constitute "too much work"

if they had to do pianoc.

6. a} Do you think that the esar training/aural
courses were of sufficient quality to meet
with the needs of your goals?

No - 10
Yegs - 3
Maybe - 1



b}

STUDENT

v — ———

- L N
b
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1t you =sa3id YNo" to 6a) above, what do you
teel was missing?

RESPONSE

A — —————— T . ————— ———— i —

Most areas, especially sight-singing

N/A

More listening to music and an approach to
listening to music. Too much emphasis on

aural gkills.

The course should have continued for four

years. -
The course should have continued for four

vears.
N/7A

Dictation

The course was not eftective,

The courses were net advanced enough. One
ghould "live” with ear training.

A total commltment to aural; daily training;
actual content; no link between programmed
instruction and lectures.

No comments.

The course was "shallow™. There should be
more attention to rhythmic problems.

The course is too baslic and the level

too low; intonation and fine tuning.

- N/A
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7. With regard te ear tralning/aural, do you feel
you received;

1. TOO LITTLE
2. JUST ENOUGH
3. TOO MUCH

of the following:

a’ instructive training in the development

of the ear/aural sense
b)Y mathodic instructlion in sight-singing/soifege
c) evaluation of your progress in this gsubject
d) aural training in stylistic identification

STUDENT RATING

- o o T S ———— e -

e —— A b b — e b

Z AR~ T OO O >
e I R R A o ol O T T T

S — " " — " o ot

TOTALS:

TOO LITTLE 13 t:1 12 11
JUST ENOQUGH 1 3 1 3
T80 MUCH o 0 1 0

- —— — T ————— o —
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PART TWO C - LEARNING ACTIVITIES

With regard to the following subjects, would you think you
received; :

1. TOO LITTLE
2. JUST ENOUGH
2. TOO MUCH

of the following LEARNING ACTIVITIES:

A. HISTORY OF MUSIC

¥ Lectures
. Tutorials .
Essays
Formal Examinations (Factual recall)
Listening assignment(s)
Seminars
Informal discussions

B.  HARMONY AND COUNTERPOINT

Lectures

Tutorials

Seminars

Formal Examinatioins (Factual recall)

Aural Analysis

Essays

Keyboard Harmony (as a means to study H+C)
Figured Bass (as a means to study H+O)
Performing works in class that are to be studied
Composing in the style that is to be studied
Listening to works that are to be studied

C. FORMAL ANALYSIS

Lectures

Tutorials

Essars

Formal Examinations (Factual recall)
Listening to works to be studied
Aural Formal Analysis

Listening assignments



RESPONSES

STUDENTS
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NUMBER QF STUDENTS RATING:

A RISTORY OF MUSIC

{ Lecturss

2 Tutorials

3 Essays

4 Forma] erasinations
5 Listening Assignments
§ Sesinars

7 Informal Discussions

B HARMONY AND COUNTERPOINT
i Lectures

2 Tutorials

3 Seainars

4 Formal Exsainatfons

5 Aural Analysis

6 Essays

7 Keyhoard Harzony

8 Figured Bass

9 Perforaing works in Class
10 Composing in Style

11 Listening Assignments

C FORMAL ANALYSIS

1 Lactursa

2 Tutorials

3 Essays

4 Examination

5 Listening to vorks

6 Aural Forsai Analysis
7 Listening Assignaents

ABCDEFGHIJXLHMN .

23332332322132
N0 U0 B SN 5 45 20 N5 U0 A5 BY
222122212222212
232332323212112
f1t1i1t11t111
it1t121111118
11118218111

23322332321312
1111111414 2112¢4
1111112414 ¢6121
23223232322312
12213111118 t21
21111221221312
114122101 01184¢
1211111121121
111211142121114
12111211211112
21421221212111

2323222131222
111111211 inkef 2
112312211 mA212
232332223MmA2112
12111221 2h&tt1
11111121 naltl
1111112121kl

H 2 3 HEAN
SCORE

1 6 7 2.4
13 1 0 1.07
2 {2 0 1.86
2 7 s a2
14 8 0 £.00
K} i 0 1.07
13 1 0 LO7
2 6 & .28
i2 2 0 .14
12 2 0 .14
1 8 5 .28
to 3 i 1.36
7 B 1 1.57
12 2 H 114
1 3 0 .2
11 3 0 1.2
10 4 ] 1.29
8 6 0 L.43
2 1 3 2.08
11 2 ] 1,15
& & ! t.62
1 1 1 2,23
9 4 0 L
12 2 0 1.08
i1 . 2 0 1.15
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- : APPENDIX 111

GENFRAL COMMENTS GLEANED FROM STUDENTS INTERVIEWED IN THE
: PRELIMINARY STUDY

The students interviewed were asked, ‘after the interview
was over, to give some general impressions, comments,
ideas, thoughts, ete on things that they thought they
might like to mention about the College of Musiec.

These.wére tape-recorded and a paraphrased categorised
versian of these transcripts follows:

" STUDENT A
Pilana Teaching Method: the hiatory of methods {s lacking.
- Teaching method should be combined with the practical
agspects of the work...having to apply the theoretical
aspects of the methods in one’s teaching.

Lecturers: Lecturers at College are fairly lazy.

The Curricujum: No curriculum is perfect...one cannot cater
for evearyone,

There should be more choice of subjects to gult peaple’s
individual goals.

I propoae a general core course of a year or two .before
streaming into specialised areas such as education,
pertormance, etc.

For prospective school teachers | propose a year of
"housemanship"” or apprenticeship after graduating.

Careers: When one chooses a career one must be honest with
oneself. The probiem i3 finding cut what your true

talents are.

Education: A study was done by a2 group of HDE students to
categarise the Curricula of thelr undergraduate courses
into one of the following: conservative/nationalist or

Iiberal/reconstructialist (socialist). The study
revealed that the College Curricula are
canservativesnationalist in nature.
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Aural Training: Programmed ear training in conjunction with
. supervision from a suitably qualified person is very
important. Another important thing about aural is that
it has to suit individual needs.

Courgse/Lecturar Evaluation: There shouid he evaluation of
teaching methods and of teachers at College.

STUDENT B

General: There should be more freedom of speech allowed for
students.

Lacturer=s: Lecturers are more interested in their own lives
than 1In thelr Jobs.

Politics: College is cut off from the rest of campus =0
students are unaware of the issues being addressed up
there and therefore do not care.

Social: Social life at the College is appalling.
Teaching/Learning: The importance of group work at College

is lacking: Music is a much more communal thing than
this.
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STUDENT €

Cammunication; It is impossible to speak ocut or communicate
with lecturerzs at College.

Performance: Too much emphagis Is placed on performance and
practical exams...psychologlcally one is intimidated by
‘this. Playing music does not have to be under a
pressurised situation for those who choose not be
protessicnal performers.

Competitions Competition at College i3 not stimulating
enough.

Ensemble: Thisg is very important for the community aspect
of music. '

Movement: We should have more movement to music as music
students, as well as multi media composition and

performance.

STUDENT D

Quegtionnaires: [ hate gquestionnalires. [ think they’re
pointless.

The Curriculum: The way the Curr locks in the prospecius is
fine - it's when you get to the nitty-gritty of {t that

you find the probleas.

Failure: At College most people fall for personal rather
than academlc reasons. '

Education: [t igs scary to think that we are products af the
present educational system at school. It is the
respangibility of the university to educate the young
to reject the school system and to learn a new

approach.

Careers: Can BMus graduates do an LLB ?
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STUDENT E

Teaching Metheds: There is not enough contact between
lecturers and students in the learning process - there
. are insufficient tutorials and discussions -
participatory activities.

STUDENT F

College in General: There are two things | feel | have
gained at College - a broadening of my musical
knowledge ezspecially in iistening to music and | feeael
I have learned something ahout things I previously did
not know; eg Opera.

STUDENT G
No Comments
STUDENT H

Education: 1 think that all people should do music at
school. People should learn to LISTEN much more.

Attendance Requirements: There i3 no consistency Iin
peclicies for attendance of lectures and DP
requlrements.

Level of Work at College: Nothing at College has ever been
difficult. The courses at College shouild be much more
demanding and much more thorough. Coliege should be a

special place.

Teaching/Learning: There is too much parrot fashion
learning required at College - a bad balance between
the active and pasgsive learning experilence.

Ensemble: There should be more large and zmall ensemble and
more performers claases.



APPENDIX 111 - page S

STUDENT 1
No Comments : ,

STUDENT J

Teaching/Lecturers: The zstandard of teaching at College iz
vary law. "Lecturers have the sacred task of imparting
the method to knowledge for the people of the following
generation.™ A lecturer is quoted to have asked the
atudents to bring their notes to a clags tutorial
because he had forgotten what he delivered at the
previous lecture. A lecturer once gave an extra
assignment at the end of the year because hes had
torgotten to give it at the beginning.

The curricula: The performers course teaches one to do too
many general things.

Communication: The approachabllity of lecturers ic bad.

Education: Other (school) education gystems in the world
are far ahead of the S5A school system.

Evaluvation: Semesaterization or quarterisation of the work
into modules is important. 1[It is a system of building
upon what you already know. The type of regurgitation
exams we have at College are bad. This iIs a "power"
syatem giving the examiners the power to dictate what
the students learn and what kind of anawers are
expected in the examinations. At College there is no
feed back on the exams you write. One 1s kept in the
dark - if one knew where one was going wrong one could
learn by it. ! have not learned much over these four

years.
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STUDENT K

Social: Being a "person of colour™ [ feel [ have been well
accepted at College.

Education: White people have a background in staff notation
whereas blacks are grounded in Solfa. This i3 a
probler for black students...to catch up on the staff
notation.

STUDENT L

Teaching Methnds: Group Classes and master classes are very
important.

Evaluation: Too much emphasis is placed on marks in
examinations rather than on what you actually know.
Evaluation and interviews should take place at the
beginning of the courses to stream pecple into
deticlency courses.

The Curriculum: The curriculum 13 in bits and pleces,
there is no connection between the different aspects of
it.

Lecturers/Teaching: The injection of a sense of
responsibilty into the student is the responaibllity ot
the iecturers. The lecturers are un-approachable.
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STUDENT M

The curricula: There is no difference between the General
and Performers courses. The "Shopper’s Proms® should
be re-introduced.

Communication: There {3 not enough contact between students
and professional individuals and institutions in the
muslc world.

Social: There are students who come to College and do so by
"default™ because of affluence, etc, not knowing WHY
they are hare.

STUDENT N

General:s It is very important that students have some other
sort of experience before coming to Cellege. This
should not necezaarily be a2 musical thing but a
"orowing up" proceaszs where you get to know yourself and
find out what your real strengths and talents are. it
iz important to experience other agpects of life before
going to university.
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AFPENDIX I11A

DETAILS OF COMFUTER DATA-BASE LITERATURE SEARCH

In order to attempt to find titerature concerning the broad

nature of Tertiary Music Education, I consulted,
through the UCT Library, two international Education
Literature Data~bases. These were:

Repertoire Internationale de Literature Musicale

(RILM)D
International RILM Centre,
City University of New York

This data-base consisted of 88 000 records between
1971 and August 1980.

Strategy: The following indicators were used to
single out appropriate abstracts:

Tertiary Education
Higher Education
University Education
College Education
Undergraduate
Conservatory
Conservatoire

Any of the above were combined with either of the
following indicators:

Pedagogy and/or
Music Education

This yielded 143 abstracts.

In addition, the indicator Contemporary Music Project
yielded a further 13 items.

Educational Resources Information Centre (ERIC)

This data-base consisted of 4460 00C records covering a
period from 1964 to March 1986.
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‘Strategy: The indicators:-

Post—-Secondary/Higher Education and
Music Education

were used. -
The following indicators were excluded:

Musical Instruments

Tape Recordings

Reference Materials
Computer-assisted Instruction
Musical Performance
Information Systems

Catal ogues

Orchestras

fAuditory Discrimination
Periodicals

Audi tory Perception_
Publications - .
Older Adults

Thies wielded 205 abstracts.

The indicator Comtemporary Music Project yielded an
additional 12 abstracts.
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»

APPENDIX 1V

LETTERS USED IN_THE DELPHI PHASE

This appendix contains the letters sent to the Delpht
Consultants in the Delphi phase of the project.

APPENDIX IVA

Dear ...c.s.

I am writing to ask you 1f you would be willing, as one of a
group of selected influential professionals In the
mu=sical context, to take part in a research project 1
am doing, concerning education of musicians at tertiary

level.

My project concerns a thorough analyzsis of Music Education
pravided at a particular {nstitutlion in South Africs,
and my starting point ig tao develop a set of criteria
in terms of which the state of muzic education at any
given institution may be analysed.

1 wouid very much like you to become one of this group of
consultants to help me develop these criteria. This
wil)l be done with the aid of the Delphi Technique to
combine and distill the cpiniaons, inclinations, etc orf

the consul tants.
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Please read the enclozed description of how the consultants
wiil become invelved and to what extent thelir time,
energy and enthusiasm will be needed. Please note,
too, that all the consultants remain completely
ananymous throughout the entire process, and at no time
wiil they be quoted unless they have asgked to be, or |
‘have sgught their permission teo be.

I would sincerely appreciate your being willing to assist me

in this endeavour, and ask you kindly to reply using
the enclosed reply format by May 15 1886.

Thanking you
Yours sincerely

Edouard Francis Montocchio
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S

The tollowing repliy format was enclosed with the above
letter ag well as a self-addressed and stamped
envelope:

REPLY FORM FOR DELPHI TECHNIQUE PANEL OF CONSULTANTS

NOMIB. ot o oo asasasesnssassssassnatnscsssssasnsesssssanssasanana

REREEREERE R AR R RN IR ERER R E R R R R R REF RN AR RN E AR ERA N
I would like tno take part in the project [ ]

I wili, unfortunately, not be able to L ]

*® X % k¥
X X ¥ X x x

(22222222222 R 2222222 R R R R 2R RS RS R R EEEEE R

r————
& & B & & & B E E & B B A A S S BB S S SLSE N & B S0 ESE S S S SN SE s s A SRS
P R A N N L L L I N N R O I I T BT BT N I S I R A A R T O I R R N A )
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APPENDIX IV B

The following letter was sent to the people who elected to
gserve as consultants to the Delphl Phase of the

project:

Dear ....esa..

I would likeltn thank you for eiecting to take part in this
exciting endeavour, and trust that you will enjoy it
and undertake it in a =spirit of freely expressed

apinion and openness - understanding that,

at no stage

ot this process, will you be quoted unless you
specifically ask to be, or unless your permission has

been granted to do so.

May | remind you that my esventual aim ig to arrive at a set
of criterlia by which any tertiary music institution may
he analysed. The first step in this procesga would be
for yocu to respond to the following question:

(22 22X 22222 XX2222 RS2 22RX2 222 i s iR R R R R R 2 RRAESX SRS R

Please ligt any areas/issues/opinions to do with the
education of musicians of any type at tertiary level
that you may consider worthy of investigation/enquiry.
In other words, literally anything that you may think

of that could concern the whole process of

educating

young musicians to enter society as professionals,
amateurs and educated audiences. Feel free to include
isgues that you may feel are specific to your

spaciallity.

(2222 RS2SRRSR R R ERIE SRR SR EFT R E R TR E R FEE LY TR ER)

Your respones may be many or few; important or
pogitive or negative; merely thpoughts and
thoroughly considered or carefully thought
concepts or ideas. They de not have to be
of preference ar importance.

trivial;

not

about

in any order



APPENDIX IV - page 5

You might, for Instance, wizh to respond within such broad
categories as those listed below:

- curriculassyllahl

- teaching methods

- facilitiesg

- careers

- the status of the professien

- the future of music in the schools relative to how
the universities fit into the cycle af producing
teachers for the schools

- - pergcnality problems in institutions

- administration procedures

- entrance qualification for students

- the rotes of teachers, academic and practical

- the training of lecturers and teachers

- ANY OTHER THAT YOU MAY THINK OF

Specitic examples of respbnses could look like this...

"] feel that the formal lecture (classroom situation) should
be replaced by a more participatory experience for the
students. ™ '

"] think that communication between departments within an
institution {s important.” ’

I would appreciate your reply being returned by June 2 in
the envelope provided so that we can get on with the

next round.
Thanks agaln for your co-operétion.

Sincerealy

Edouard Francis Montocchlio
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APPENDIX IVC

The following letter was sent to the Delphi Consultants as
soon as they had responded to the first phasze of the

Delphi processz:

Dear ..cecase

Thank you very much for the letter and for finding the time
to respond sao promptly to the initial phase of my
regearch project. May I go straight into the next
phase by, firgtly, reminding you what 1t 12 I am
after, and then asking you to respond accordingly.
Please read this carefully, it is of vital importance
to the success of this venture.

1 am attempting to isolate a list of terse, concise,
succinet assertions/statements which reflect your
particular, personal feelings, Inclinations, opinions
ar ideas that pertain to issues in tertiary music

eduction.

In the last round | asked for your comments and feelings
about the issues invoived and you responded in a most
positive, favourable way. Now what | need to do is to
identify specific issues and organise these into
accedasible gtatements.

I have begun this by paraphrasing your letter into what 1
see and understand you to be saying Iin an attempt to
extract focal points of meaning from what you szay. I
have tried to word these statemants in suitable form
for dealing with In the next phase of this research; {e
each statement wouid be capable of being responded to
and discussed in its own right.

I would like ynou now to scrutinise my paraphrasing (if 1t s
not still in your original form): {(The final
paraphrased assertions appear in Appendix V).
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Now that [*ve paraphrased ycur reaponses there are a few
gueations that 1 would like to ask you in connection
with my Interpretation of your thoughts. Would you
please respond to these questions by modifying the
corresponding paraphrased statements, and:

1 - correct me if vou think [{*ve misunderstood you
2 - elahorate an you responses if nece=ssary
3 - add any other issues that may not have been in

your initial responses

4 - angswer the specitic questions I have about your
respanses.

and...would you please gsend thiz page back to me with your
raesponses? Delete where applicable.

- Am I right in assuming that these comments listed above
sum up those issues that you feel are the most
important ones and the most formost in your mind with
regard to tertiary music eduction. Please add more if
you think {1t necesszary.

YES/NO

- Do you teel that my reminder of the dead]line in
the post was agreeable?

YES/NO

- Are there any ather points that you would like to
take up with regard my approach, time dealines,
ete.

The deadline for return of this part of the project is:
21 JULY 19886

Pleage let me know if this 1is a problem...
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I have inciuded a copy of your lietter to me sd that you may
refer to yor comments if you need to.
Thanks again for your co-operation and help in this project.
Yours sincerely

Francis Maontoecchio
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APPENDIX IVD

The following I[etter of reminder was sent to those Delphi
can=sul tants who had not replied to the letter asking
them if they would like to be involved in the project:

Dear .....
DELPHI PANEL OF CONSULTANTS

I am not sure whether you have received my letter asking {f
you would like to take part in a project in Tertiary
Musiec Education, or if your reply has crossed this
letter in the post. Many of the people | asked have
been on leave or sick, 32 1 have decided to take the
liberty of writing this letter and enclosing the first
step in the process of the Delphi Technique [ mentioned
to you Iin my letter dated 5 May 1986.

If you are willing to take part, please r=zad the guestion
and count yourself "in"! If you’re not ahle to, please
would you let me know by sending the reply format
enclosed in my previous letter, or by phoning me on
(021) B655006.

Thank you for your time and consideration
Yours sincerely

Edouard Francis Montoecchio
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APPENDIX IVE

A reminder.

Dear «..e.

This 1g merely a friendly reminder of the deadline aof 2 June
for the return of the initial Delphi Question. I hope
you don’t take offence to thig, and see it as it is
presented. If you have already sent your response,
please just ignore this reminder.

I sincerely look forward to your respongses and hope that we
can remain within the time limits [ have given each
stage. It you have a serinous problem with any of the
deadlines [I'm sure that we could accommodate it, but it
would be nice to get 1t all over with in the allotted

time.

Thanks agaln for your co-operation and halp.

Yours faithfuilly

Edouard Francis Montocchio
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APPENDIX V

THE DELPHI ASSERTIONS CATEGORISED INTO KEY- AND
SUB-ISSUES

The Delphi Assertions appear here under the appropriate
heading of the Igssues discussed in the Interview Phase
in order that the Delphl Caonsultants’ perspectives,
opinions and views of the lasues at hand may be
referred to with ease.

KEY-ISSUE A - CURRICULA/ SYLLABI/ AIMS OF AN INSTITUTION

SUB-ISSUE A1l

THE AIM OR DIRECTION OF A CURRICULUM

I
An inztitutionfa curricula must have a focus or aim, i{ie, an
institution is either;

1) 11ke a museum curator preserving a culture or style,
ie to train performers whether scla, orchestral or
other;

2} an ingtitution teo train teachers,

or it is concerned with
a a2 broad inteilectual discipline, training individuals

to cope with anything in the future.

*
It seems that the education of musicians In South Africa is
mainly orientated towards the teaching profession in

general.

*
There i3 too much emphasis on teaching ot the pilanoc at South
African universities. South African orchestras have
the need for more locally trained musicians. There
should be more emphasis placed on the training of
orchestra! mu=sicians.
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*

Diplomas in orchestral playing and conducting need to be

introduced into music departments.

*

The system of tertiary Music Education used in South Africa,

namely whereby music faculities/departments are parts of
universities should be reviswed and a system of
congarvatories introduced. (ingtitutions dedicated to
the training of orchestral playvers, teachers,
conductor=s, ete, rather than musicologigts).

*

S50 often there 1= confusion amongst student=s and staff

Once

Many

because they do not know what they are aiming for.
There must be thrust and direction in tertiary music
education. (le what branch or protegsional direction
the courszse takes; eg, practical musicianship such as
orchestral or solo playing, chamber music, etec,; HMusice
Education, or the training of school teachers; academic
musicianship such as the study of compesition,
musicology and ethnomusicology; technical work such as
sound engineering, and broadcasting; commercial
muziciansg. )

%*
the "roads® (aims and direction) of an institution
have heen established then one can plan the
"huildings"’ ie the curricula, syllabi, teaching
methods.

»
courses could ultimately be done away with once the
concept of separate music departments among the various
universities catering for speclific needs of specific
professional directions is acceepted, to relieve the
endiess administration of chopping and changing courses
to fit the varying needs of a wide variety of students
within one institution.
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SUR~1S5SUF AZ

THE _1SSUE OF FLEXIBILITY IN THE CURRICULUM

*
Proecedural machinerieg (the bureaucracy) as well! as the
extraordinary authoritarianism of Afrikaner officialdom
in SA have been exaggeratedly complex compared to other
parts of the world and there has bheen, as a
congequence, a considerable lack of fiexibility in
dealing with curricul=a.

»
Tertiary institutions’ curricula and syllabi should not be
rigid, resulting in students obtaining a2 rigid, general
BMus degree; rather, a2 wide variety of apeclalist
fisldae of study should be made avallable, so that the
students could either choose or be guided into thelr
particular strengths.

SUB—ISSUE A3

THE ISSUE OF PROFESSIONALLY ORIENTATED CURRICULA.

*
Curricular =ztructure=s in SA do not cfter much in terms of
professional training.

SUB—-1SSUE_ A4

THE STYLISTIC AIM OR DIRECTI!ION OF THE INSTITUTION.

»*

An institution should have gtylistic focus (aim) such as,
for example, to teach a puraly Meclagsical" tradition, a
mixture of styles {(such as the precduction of broadway
musicals by opera departments, or the use of pop and
jazz in classical theory classes) or an ethnic focus.
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¥

Once the "roads"™ (aims and direction}) of an institution havs
been established then one can plan the "buildings", ie
the curricula, syllabi, teaching methods.

*
Because of the expense of training musiciang, musaic

departments at various univergities in the country
zhould co-~operate far more to try and complement
instead of compete with each other. Far example, what
abnut sharing facilities and squipment. Also, does
every university have to have a gchool music department
with an expensive and involved iInfrastructure? There
could be far more specialisation at specific
institutions.

SUB-ISSUE A5

THE_PLACE OF NON-WESTERN AND POP-MUSIC (AND HOW 1T RELATES
TO WESTERN MUSIC) IN THE CURRICULUM.

*

The teaching of so-called non-western musical! cultures as
weall as pop-culture should be introduced later in the
curriculum to show how they relate (or don’t) to the
acquired Western European encyclopoedia of information.
Introduction of pop-culture and aspects of non-~western
mysic too early in the curriculum may lead to -
mis-understanding and superficial treatment of these
subjects without gufficient prior knowledge of western
music.

¥ .

Every effort must be made to enlighten undergraduates that
music other than 'western classical’ music actually
exists; as we are living in South Africa we have to
catch up on our lack of knowledge about African, Indian
and Malay music, at lea=t. ’

*

Practical involvement In musics ather than Western classical
musie, such azs African, Indian and Indonesian music
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muzt form an essentlial part of the tralning of asplrant
professional mugicians.

SUB—~-ISSUE AS

THE PLACE OF CHAMBER-MUSIC IN THE CURRICULUM,

E )
Chamber music must become an official subject in all music
departments.

*
Chamber music must bhe stressed in the curriculum to teach
atyle and musicianship. Thia {ia especially crucial in
the later years; a certain level of individual
technique 1s required before chamber music really makes
sense.
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SUB-ISSUE A7

THE _VALUE OF PARTICIPATION IN LARGE ENSEMBLE.

*
Participation in large ensemble such as orchestra and chorus
ghould be an a compulsory and credit basis, in order to
avold musical isolation in terms of either the :
performing musician gpending his or her whoie musical
lifte alone practising ar the musicologist who never
gets the opportunity to perform as the standard of
perfaormance required by these studentzs i3 naot asz high
as the perfomance student. Academie credit should be
gliven for attendance and participation in thege larger
groups.

SUB-ISSUE A8

THE EMPHASIS ON GENFRAL MUSICIANSHIP.

*

Not enough is being done in "remedial™ work to assist and
motivate these people to acqulire the neessary musical
gkills and knowledge. The system of teaching aural
skills and music literacy Is inefficent in general, and
1s not producing the desired results early enough - ie
in the schools. The problem of the tertiary
institution coping with the varying levels of entering
students would not exist 1f more eftfticient means af
ensuring these skills were enforced at the school
level. ’

»*

The acquisition of musical "skills" does not necessarily
depend on "musical intelligence™ though some students
would be more apt to acquire these more easily than
others, jusat as reading and writing skills of a spoken
language do not imply great literary ability or even
understanding. It is on this basig that an efficient
system of teaching musical rudiments should become part
of the primary education system of our country.

¥
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SUB-TSSUE A10

THE PLACE OF A SECOND INSTRUMENT IN THE CURRICULUM.

*
The true value of studying a second instrument needs to he
assegsged,

SUB-ISSUE Ail

THE PLACE OF COMPOSITION IN THE CHRRICULUM.

*

The gstudy of composition should form an important part ot
music education. It iIs something that complements
understanding of form and harmonic analyses and leads
to better understanding in performance. More important
than that Is that compositicon stimulates free and
creative thinking.

*
The study of composition should be introduced at school
‘tevel.

SUB-ISSUE Ai2

CONDUCTING AS PART OF A CURRICULUM OR AS A "MAJOR".

¢ *
Diplomas in orchestral playing and'conducting need to he
introduced into music departments.
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SUB~-ISSUE A13

THE PLACE OF EXPERIENTAL, CREATIVE ACTIVITIES WITHIN THE
CURRICULUM.

#*
Creative music-making along formal and contemporary
music-making lines is essential for the aspiring
professional musician.

*
Movement experience in the form of contemporary dance or
movement education is an essential part of the training
for the student of music.

*
Music Students would benefit from greater freedom of
intuitive expression through experiential activities in
drama/art/music/movement; ie the integration of the
artsg,

*
Practical involvement in musics other than Western classical
muslc, sguch ag African, Indian and Indonesian music
must form an essential part of the training of asplirant
professional musicians.

*
There 18 the need for greater development of auditory
activity in the practical sense, le the ahility to
gsight-sing, tonally and atonally, recognise comlicated
rhythmic patterns and take dictations.
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SUB-1SSUE At4

THE PLACE OF MUSIC TECHNOLOGY IN_THE CURRICULUM (EG TV,
RADIO, RECORDING)

*

We should be training musicians to be electronically alert,
so as to better the communications field generally
(radio, TV, recording etec), music publishing, arts
administration and teaching.

SUB-1ISSUE AiS

THE VALIDITY OF DETAILED SYLLABI - AND JUST HOW DETAILED
THEY NEED BE.

*
Every subject needs to be carefully defined in terms of 1its
obiectives and In terms of a detailed syl labus,
preferably broken down into week-by-week information
packages; alse in terms of its real usefulness as
personal enrichment, professional application and
advantages to saciety.

SUB-ISSUE A16

THE STANDARD OF PRACTICAL SYLI.ABI.

*

The string syllab! should urgently be upgraded and
uniformised throughout SA. The syllabug of the fourth
year 8Mus Practicai at UCT is comparaole to the first
vear at conservatoires such as in Brussels and Paris.



APPENDIX V - page 10

SUB-1SSUE A17

THE VALIDITY OF ORCHESTRAL SYLLAB! BEING BASED ON_ OQORCHESTRAL

AUDITION REQUIRFMENTS WORLD-WIDE.

*
The ideal =situation would be that string department heads
meet and decide on a common syllabus in line with the
demands of orchestral auditions ali over the world.

* .

There is a need for getting hold of lists of major
orchestral audition requirements and to be certain that

all the material for these auditions are in the course
requirements and syl labli.

SUB-ISSUF AiS8

INTERACTION BETWEEN PARTS OF THE CURRICULUM.

»
Measuring or grading or evaluating the ultimate goal
(outcome/end-result) in a musical education 1is
diftficult because it iz a subjective appraisal and
almost impossible to do in progressive stages. The
scientific approach of dissecting the process and
evaluating each element (year by year) does not work In
muslic because of the over-all interactien of skills

which produces a 'musician’.
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SUB-ISSUE A1S

THE ISSUE OF WHETHER PRACTICAL ACTIVITIES SUCH AS
DRCHESTRA/CHORUS/LARGE ENSEMBLE SHOULD FORM A
COMPULSORY, CREDIT BASED, PART OF THE CURRICULUM.
ALSO, IF ACADEMIC CREDIT SHOULD BE GIVEN FOR THIS SORT
OF PRACTICAL ACTIVITY.

*
Participation in large ensemble such as orchestra and chorus
should be on a compulsory and credit ba=zsig, in order to
avold musical isolation in terms of elther the
. performing musician sgspending his or her whole nmusical
life alane practising ar the musicologist who never
gets the opportunity to perform as the standard of
performance required by these students isg not as high
as the perfomance student. Academic credit should be
given for attendance and participation in these larger

groups.

SUB-ISSUE A20

THE ISSUE OF THE STUDENT WORK-LOAD.
*

Every subject needs to be carefully detined in termg of its
objectives and in terms of a detailed syllabus,
preferably broken down into week-by-week information
packages; also in terms of its real usefulness as
personal enrichment, professional application and
advantages to saoclety.

*

Does the training make excessive demands aon the average
student in termg of time investment for practice,
class attendance, homework, voluntary music-making,
ete.?
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SUB-ISSUEF AZ%

THE VALIDITY OF STANDARDISATION OF CURRICULAR CONTENT
COUNTRY-WIDE.

»*

There is toc much e2mphazsis on teaching of the piano at Sa
universities. SA archestras have the need for more
iocally trained musicians. There should be more
emphasis placed on the training of orchestral musicians

*

Music Departments in this country vary far too greatly as
far as curriculiar content and standards are concerned.
There should be more interchanging of ideas and
communication between departments country-wide. There
exlata a baody of Heads of Music Departmentzs (CHUM).
This body should work at this issue as well as working
at a way In which s=tandards may be compared.

*

There i3 a need for getting hold of lists of major
crchestral audition requirements and to be certain that
all the material for these auditions are in the course

requirements and syllabi.

*
The i1deal situation would be that string department heads
meet and decide on a common_syllabus in line with the
demands af orchestral auditions all over the warld.

SUB-ISSUE A22

THE EXTENT TO WHICH PROFESSIONALLY RELATED EXTRA-MURAL
ACTIVITIES OF STAFF MEMBERS SHOULD DISRUPT THE
TIME-TABLE.

»
With regard to the professionally related extra-mural
activities of faculty members, there is a need for
research into what extent faculty members should be
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allawed to disrupt the time-table for the sake of
concert engagement=z, ete.?

SUB-ISSUE A23

THE 1SSUE_OF THE DURATION OF THE ACADEMIC YFAR.

*
The teaching pericd in the effective academic year of
approximately seven months is inadequate to achieve the
desired goals, especially in the aresea of General
Musicianship.

SUB-ISSUE AZ4

THE ISSUF OF THE CURRICULA AS THEY ARE RELATIVE TO THE
CONTEXT OF QUR SOCIAL AND CULTURAL INFRASTRUCTURE.

%

The universities have had to provide a broad based, but of
necessgsity, superficial music education in order to
prepare post-adolescents for careers In music; 1e the
curricula Iin universities have been established
pragmatically and taught by a rather ingrown,
self-perpetuating group who have elected to stay in
their own territory, or return to it after study abroad
for reasons not strictly artistic.
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KEY-1SSUE —hB — GENERAL MUSICIANSHIP

SUB-ISSUE B1

THE ISSUE OF SKILLS INSTRUCTION AND GENERAL MUSICIANSHIP AS
MEANS TGO AN END RATHER THAN FENDS 1IN THEMSFELVES.

. *
The teaching of music is sgsentially the instruction of
gkills which are then built on into what is called .
"music.”™ Musicianshilp Iis an overall interaction of
skiils. 8Skilis instruction should be considered a
means to an end rather than an end iIn itsslf.

*
Measuring or grading or evaluating the ultimate goal
(outcome/end-result) in a musical education is
difficult because it i3 a subjective appraisal and
aimost impossible to da in progressive stages. The
scientific approach of dissecting the proceas and
evaluating each element (year by year) does not work in
music because of the over-all interaction of skills

which produces a "musician®.

SUB-ISSUE B2

THE ISSUF OF THE LEVEL OF GENERAL MUSICIANSHIP ON ENTRANCE
TO A COURSE OF STUDY.

.

Callegea and universitieg zhould be zet up assuming
{demanding) a certain level of prior skill training,
this should not begin at age 18.
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SUB- [SSUE B3

THE_ISSUE_QF TESTING QF SKILLS ABILITIES AND LEVELS FOR THE
PURPOSES OF STREAMING ON ENTRANCE TO A CGURSE OF STUDY.

*
Entering students should be tegted at all levels, ie

performance and writing. (counterpoint, composition,
history, harmony, dictation in writing, and sight
reading on major instrument, chamber recital = well as
gsolo recital or performance.} Constannt {mprovement
should be demanded from each of these areas as the
years go by. A further round of tests (that is part of
the overaijl evaluation programme) could be given to
compare the results deliberated by a panel (the zame
panel asg used originally).

*
[t entering students enter at different levela of skillis, a
comprehensive entrance test could be used to stream the

gtudents into groups aof varying levels within a year.

SUB-ISSUE B4

THE I1SSUE OF EVALUATION OF GENERAL MUéICIANSHIP.

»*

Meaguring or grading or evaluating the ultimate goal
{outcome/end-result) In a musical education 1is
difticult because it is a subjective appraisal and
almost impossible to do in progreasive stages. The
gcientific approach of dissecting the process and
evaluting each element (year by year) dces not wark in
music because of the over-zall interaction of skills

which produces a "musiclan™.
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SUB—~-I1SSUE BS

THE 1SSUE 0F THE LEVEL OF GENERAL MUSICIANSHIP TRAINING AT
SCHOBLS.

*

Because of the varying formal backgrounds and the proviso of

: the audition taking the place of specific audition
feqUirements before entering a tertiary course of study
in music (which is perfectly acceptible as a provisol,
students entering courses {(particularly vocal students,
as a vaice is often anly discovered at a relatively
mature age, and often without the necassary formal
musical training to accompany the vaice) do so at
diverse levels regarding theoretical knowledge: aural,
reading and other theoretical skills

*
Not enough i3 being done in "remadial" work teo agssist and
~motivate these people to acquire the necessary musical
skills and knowledge. The system of teaching aural
skills and music literacy 1Is inefficient in general,
and is not producing the desired results early enough -
ie in the schools. The problem ot the tertiary
inatitution coping with the varyling levels of entering
students would not exist {f more efficlent means of
ensuring these skills were enforced at the school
level.

SUB-IS5UE B6&

THE I1SSUE OF THE IMPORTANCE OF GENERAL MUSICIANSHIP TRAINING
AT PRIMARY SCHOOL LEVEL.

»
Not enough ia being done In "remedial™ work to assiat and
motivate students with poorer backgrounds to acgquire
the necessary musical skills and knowledge. The system
of teaching aural skills and music literacy is
inetficlent in general, and i3 not producing the
degsired results early encugh - {e in the schools. The
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problem of the tertlary institution coping with the
varying ievels of entering students would not exist if
more efficient means of ensuring these skills were
enfarced at the school level.

. *

The acquisition of muzsical "skiltls™ doez not necessarily
depend on "musical intelligence™ though some atudents
would be more apt to acquire these more easiiy than
others, just as reading and writing skiils of a spoken
language do not imply great literary ability or aven
understanding. 1[It iz on this basis that an efficlent
gystem of teaching musical rudiments shouid become parc
of the primary education system of cur country.

SUB-ISSUE _B7

THE ISSUE AS TO WHETHER THE ACQUISITION OF MUSICAL SKILLS
DEPENDS OF "MUSICAL INTELLIGENCE",

*

The acquisition of musical "skitls"™ does not necessarily
depend an "musical intelligence" though some studentsg
would be more apt to acquire these more easily than
others, just as reading and writing skills of a spoken
language do not imply great literary abllity or even
understanding. it 1s on this basis that an efficient
system of teaching musical rudiment=s shouid become part
ot the primary education system of our country.

SUB-{SSUE B8

THE ISSUE OF PIANISTIC SKILLS SUCH AS SIGHT-READING,:
IMPROVISATION, TRANSPOSITION, SCORE-READING, RECITATIVE
REALISATION, ETC, FOR PIANO STUDENTS.

*

Entering students should have expertise in at least one
area. The pianist who plays 12 concerti and the Lizst
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sonatas 1s not necessarily aware of everything and
ghould be regarded not as exceptional but as good
material to gtart with.

*
The training of pianists should not merely be the
gpecialised manner of perfecting of technique to
perform a small number of chosen pieces to learn to
perform as soloists, teach other pianists and sometimes
to accompany. Other skills which pianists should
acquire should include the following to broaden their

career possibilities:
- sight-reading skills, all too lamentable in.

most cases

- improvizsatory skills, useful in light music
and the teaching of children

' - transposition, eszsntial for anyone

geriously considering a career in accompaniment

- realisation and palying of recitative

- score-reading and playing from open score
versiona of vocal music eszential far the coaching of
singers and choruses.

*

There 13 a particulariy serious fault in our tertiary
education system, and that is the lack of vocal coaches
and repititeurs, throughout the country, qualitied
enough {n terms of repertoire and necessary skills for
opera and vocal students to gain access te the
repertolre - also, student coaches and repetiteurs
(pianists) should be given the opportunity to be
trained and guided more effectively.
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KEY ISSUE - C - EVALUATION AND ASSESSMENT OF STUDENTS

SUB-ISSUE C1

THE ISSUE OF THE VALIDITY OF ANNUAL AS OPFPOSED TO LESS OR
MORE FREQUENT EVALUATI!ION OF STUDENT PROGRESS.

*
1t takes time to develap a musiclian and loeking too close
too soon at results (evaluation) can eften mislead.
Evaluating a music student {or an education program)
should occur atter 2, 4 and 10 years in order to
provide perspective into this subjective art.

*

The same persons should provide the comments i{in periodic
evajuations, and these periocdic evaluations should be
compared over a protracted period of time (after 2, 4

and 10 years).

¥
This "tracking” helps evaluate what is being evaluated and
maintains a network of communication between students,
teachers and administration, le everyone would have a
sense of what is going on in the institution.

*

Measuring or grading or evaluating the ultimate gnal
(outcome/end-result) in a musical education is
difticult because 1t 1z a subjective appraisal and
almost impossibie to deo in progressive astages. The
scientific approach of dissecting the process and
evaluating each element (year by year) does not work in
muslic because af the over-all interation ot skills
which produces a "musician".
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SUB-1SSUE C2

THE ISSUE OF WHO THE EVALUATORS SHOULD BE AND THE VALUE QF
USING THE SAME PEGPLE TO EVALUATE STUDENTS THROUGHOUT
THEIR COURSES.

*
The same persans should praovide the comments in periocdlic
evaluations, and these periodic evaluatians should be
compared aver a protracted period of time (after 2, 4
and 10 years.)

SUB-ISSUFE C3

HE ISSUE OF THE PROBLEM OF SUBJECTIVITY IN APPRAISAL OF

e ——— s

MUSIC STUDENTS.

- »*
It takes time to develop a musician annd looking too close
toa soon at results (evaluation) c¢an often misliead.
Evaluating a music student (or an education program)
gshould occur after 2, 4 and 10 years in order to
provide perapective into thias gubjective art.

»*

Measuring or grading or evaluating the ultimate goal
(outcome/end-result) in a musical education is
difticult because it is a subj)Jective appraisal and
a2lmost impossible to do in progressive stages. The
scientific approach of dissecting the process and
evaluating each element (year by year) does not work in
music because of the over-all interaction of askiils
which produces a "musicilan.”

»

The question of examination and evaluation needs looking at.
Much of the examination, particularly in the
performance area, is unreliable because of the
sub jective nature of music; examiners know the
candidates intimately.
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SUB-I1SSUE C4
EVALUATION OF EVALUATIVE PROCEDURES.

*

This "tracking” (gsee Sub-Izsue C2} helps evaluate what 1z
being evaluated and maintains a2 network of
caommunication between students, teachers and
administration, le everycne would have a sensa of what
ia going on in the institution.

SUB-I1SSUE C5

THE ISSUE QF_THE PROBLEMS IN EVALUATION OF_MUSICAL
PERFORMANCES.

*

Evaluation af performance needs to be looked at from a point
ot view of when one hears a performance, one should nct
criticise technique (HOW it i1s done) but rather the
eftect of the performance (WHAT is being done with the

music).

SUB-ISSUE C6

THE IMPORTANCE OF SETTING UP EVALUATIVE CRITERIA.

\ »*
Criteria by which the evaluation of students and courses is
to be made have ta be get up.

SUB~ISSUE _C7

THE _EFFECTS OF RELATIONSHIPS BETWEEN STAFF AND STUDENT GON
EVALUATION OF STUDENTS.

*

The evaluation and progress of the student must not he
attected by the relationships between student and
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taculty. Because not a2l! students and teachsers mix
well, changes should be made to accommodate and improve
the problem. For example, if a student iz doing
poorly, often a change of teacher will enhance
progress.

SUB-I55UE C8

EVALUATION OQF ENTERING STUDENTS FAR THE PURPOSES QF
STREAMING.

*

Entering students should be tesgsted at all levelsz, le
performance and writing. (counterpoint, composition,
history, harmany, dictation in writing, and sight
reading on major instrument, chamber recital as well ag
salo recital or performance.) Constant {mprovement
ahould be demanded from each of these areas ag the
years go by. A further round of tests (that is part of
the overall evaluation programme) could be given to
compare the reaults deliberated by a panel (the same
panel! as usged ariginalily).

SUB-ISSUE C9S

THE VALIDITY AND FEASIBILITY OF DEMANDING CONSTANT
EVALUATION OF INDIVIDUALS BASED ON THEIR ABILITIES AND
STREAMED ENTRANCE LEVELS.

*

Measuring or grading or evaluating the ultimate goal
(outcome/end-result) Iin a musical education is
ditficult because it {3 a subjective appraisal and
almost impossible to do in progressive stages. The
scientific approach of dissecting the pracess and
evaluating each element {(year by year) does not work in
mugic because of the over-all interaction of skills
which produces a "musician."
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Entering students should be tested at all levels, le
performance ‘and writing. {counterpoint, composition,
histary, harmony, dictation in writing, and sight
reading on major instrument, chamber recital as well as
gsoio recital or performance.) Constant improvement
should be demanded from each of these areas as the
yeara go by. A further round of tests (that is part of
the averall evaluation programme) could be given to
compare the results deliverated by a panel (the same
pan2]l as used originally).

*
if entering students enter at different levels of skills, a
comprehensive entrance test could be used to gtream the
students inta groups of varying levels within a year.



APPENDIX V - page 24

SUB-1SSUE _C10

THE ISSUE OF COURSE EVALUATIQONS
*

Thia "tracking”™ (Sub-iIssue Cil) haips evaluate what Is heing
avaluated and maintaing a network of communication
-between students, teachers and administration, ie
everyone wauid have a sense of what is going on in the
ingtitution.

SUB-ISSUE C11

THE VALIDITY OF COMPARING EVALUATIONS OVER A PROTRACTED
PERIOD OF TIME.

»
The same persons should provide the comments in periecdic
evaluationsg, and these periodic evaluationsg should be
. compared over a protracted pericd of time (after 2, 4
and 10 years). (Known as tracking).
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KEY ISSUE - D - FACILITIES -
SUR-ISSUE Dt

THE_ISSUE _OF NOISE AND SQUND-PRODRFING IN A BUILDING HOUSING
A SCHOQL OF MUSIC

*

Muaic needs quiet in order to be learned. For example music
by Feldman and Cage and others is made impossible by
noisy classrooms, studios, =2te. Further, practicing
tacilities need ta be effectively sound-proofed. The
need for quiet in any learning situation is emphasised.

SUB-ISSUE D2 -

THE VALIDITY OF INTER-DEPARTMENTAL SHARING OF EQUIPMENT AND
FACILITIES TO SHARE COSTS.

*
Because of the expense of training musicians. music

departments at various universities in the country
should co-operate far more to try and complement
inatead ot compete with each other. For example., what
about sharing facilities and equipment. Also, does
every universzsity have to have a school mugic department
with an expensive and involved infrastructure? There
could be far maore speclallsation at sgspecitic
ingtltutiona.

SUB-ISSUE D3

-

THE VALIDITY OF SPECIALISED FACILITIES AT PARTICULAR
UNIVERSITIES TO AVOID HAVING EXPENSIVE FACILITHES AT
EVERY UNIVERSITY

*

Because of the expense of training mugicianz, music
departmenta at various univergsities in the countrvy
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zhould co-aperate far more to try and complement
instead of compete with each other. For example, what
about sharing facliities and equipment. Alac, does
'every university have to have a achool muslc department
with an expensive and involved infrastructure? There
could be far more =apecializsation at specific

institutions.

SUB-ISSUEF D4

THE _ISSUE OF LACK OF FACILITIES FOR THE MAJORITY OF THE
POPULATION.

*

There is tremendous musical talent Iin South Africa which is
naot being reallised. Variocus efforts on bhehalf of
instltutions such ag the Beau Soleil School have
revealed a wealth of talent. Unfortunately there are
two major problems:

a) Facllities and training is only being provided for a
limited section of the population, leaving much
untapped talent.

b) The talent frequently withers and dies bafore tertiary
level; a large number of students could be attracted
it training at tertiary leve! and subsequent
cpportunities had a hetter "image®". |In other wordes an
informed and zggressive marketing strategy is
indicated.

SUB-I1SSUE DS

THE VALIDITY OF UTILISING AUDIO TAPE IN TEACHING

*
Orchestral excerpts (individual parts) should be put on tape
played by acknowledged (orchestral) leaders and put on
regerve for students to listen to. The individual
excerpt should be preceded and followed by tha pasgsage
in context, 1e the entirs sympphonic texture. -
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SUB-ISSUE DS

THE_ISSUE OF IMPRESSIVE FACILITIES AND THE CONCERN FOR
OUTWARD APPEARANCES RATHER THAN ACTUALLY WHAT GOES ON
INSIDE AT SOUTH AFRICAN INSTITUTIONS.

*

Facllities at univergities in South Africa are superior to
many in older cultures becausgse bricks and mortar ars
always the goal of South African planners who are more
concerned with cutward appearances than what actu=alily
goaa on inzside. Europe and America have heen concerned
with the minds of those who are in the buildings.
Theretore to come to an South African university {3 to
be frequentliy impressed by the superficial aspecta of
the buildings.

SUB-1SSUE D7

THE ISSUE OF PROVIDING FACILITIES TO COPE WITH THE [NCREASE
IN POPULATION (ESPECIALLLY BLACK POPULATION).

»*
A national educational problem 12 starting in the 1880°s,
whan the rather low level of education in black schools
is nevertheless producing quantitlies of black
matriculants who will! demand a university education and
vyet are not ready for {t (even less than the white
population 13). Wii! universities have to dilute thelr
standards to accommodate the new black demand? At the
presant time there are more black children in Sub-A
alone than in all white secondary sachoocls put together.
The popuiation of South Africa i3 increasing by 20 000
a week, which means opening 20 new schools a week of
the year to keep up with pepulation explosion. Our
problems as musicians pale into insignificance when set
besideas the real problems af the Third World., of which
this (with the exception of a few clities) is a part.
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SUB-I1SSUE D8

THE VALIDITY OF PROQVIDING VIDFQ FACILITIES AND TAPED [TEMS
ON LOAN.

*
There iz a need for a collection of video-tapes for
borrowing and lending of itemz 3uch aa the [van
Galamian master—-ciassgseg, Paul Raolland tapesa., Dr Suzuki
tapez, Casals master-clazszes; as well ag tapes of major
artists playing major concerti.

sUB-i1SSUE DS

THE VAL{Q}TY OF A "BANK™ OR LIBRARY OF TEACHING MATERIALS
PROVIDED FOR THE PRIVATE TEACHER IN SOUTH AFRICA.

»

Further need for an organisation Iike this would be to
provide a bank of teaching materlals for the teachers,
as these are becaoming prohibitively expensive in South
Africa. Teaching materials ineclude records, tapes,
videos azs well as etude material, performing literature
in all editions.

UB-ISSUE D10

THE ACCOUNTING FOR OF ALL PHYSICAL FACILITIES AT MUSIC
SCHOOLS '

*
A detalled account of the physical facilities provided for
ztudents and staff in the music school is necessary.
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KEY ISSUE -~ E - ENTRANCE QUALIFICATIONS/ADMISSION
PROCEDURES/STANDARDS

SUB-ISSUE E1

THE_ISSUE AS TO WHETHER ENTERING STUDENTS (THOSE THAT HAVE
BEEN ACCEPTED INTO AN INSTITUTION) SHOULD BE TESTED AND
WHAT 1T 1S THEY SHOULD BE TESTED [N.

*

Entering atudenta should be tezted at all lavels, 1ie
performance and writing. (counterpoint, compostition,
history. harmony, dictation in writing, and sight
reading on major instrument, chamber recital as well as
solo recital or performance.) Congtant {mprovement
should be demanded from each of thesze areas as the
vear2 go by. A further round of tests (that is part of
the overall evaluation programme) could be given to
compare the resgults deliberated by a panel (the same
panel as used originally.)

SUB-1S5SUE_E2

THE ISSUE AS TO WHETHER AN INITIAL TEST SHOULD SET A
STANDARD TO BE IMPROVED UPON BY FACH INDIVIDUAL

STUDENT._

»
Entering student=s should be tested at all levels, le

pertarmance and writing., (counterpoint, compasition,
history, harmony, dictation in writing., and =ight
reading on major ingtrument, chamber recital as wel!l as
solo recital or perfarmance.,) Constant {mprovement
gshould be demanded from sach of these areas as the
years go by. A further round of tests (that i3 part ot
the averall avalyation programme) could be given to
compare the results deliberated by a panei (the same
panel as used originaily.}
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SUB-ISSUFE E3 .

THE ISSUE OF THE VALIDITY OF COMPREHENSIVE TESTING ON
ENTRANCE FOR STREAMING PURPOSES.

. »
1t entering students enter at different levels of skills, a
comprehensive entranca test could be used to streanm
the students intao groups of varying levels within a
year.

SUB—ISSUE E4

THE [SSUE OF THE VALIDITY OF THE AUDITION REPLACING SPECIFIC
ENTRANCE REQUIREMENTS. IE FLEXIBILITY IN ENTRANCE

REQUIREMENTS,

»
Entering students should have expertige in at least one
area. The planist who plays 12 concerti and the Lizst
sonatas 18 not necessarily aware o? everything and
should be regarded not as exceptional but as good
material to start with.

*

Because of the varying formal backgrounds and the proviso of
the audition taking the place of specific audition
requirements before entering a tertiary courge ot
2tudy in music (which 1s perfectly acceptible ags a
proviso), students entering courses (particularly vaccal
studenta, as a voice 13 often oniy discovered at a
relatively mature age, and often without the necegsary
formal musical training to accompany the voice) do so
at diverse levels regarding thecoretical knowledge;
aural, reading and other theoretical skiltis.

*
Entrance qualifications should be more flexible than at
present; a matriculation exemption should not be the
gole aeariterion - Suitahility for further study in a
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particular musical direction sheuld be a strong
consideratian,

A*.

The admission procedures at South African universities iz at
tault. There iz a lack of awareness or gensitivity to
the growth process Iin learning apparent by the
axistence at very high and, more impartant, totally
inflexible standards of performance at South African
universities. These goals or standards are too
idealistic or non-pragmatic to be academically scound
with regard to entrance standards, 1le {f goals or
standards are high then entrance standards must be
equally high. 0Only gtudents who are 2xpected to
gatisfy final requirements should be admitted. A way
to raise these lavels would be to establish a
preparatory department go that matric levels can be
upped.

SUB-ISSUE ES

THE_ ISSUF OF THE PROBLEM OF STUDENTS ENTERING A COURSE OF
STUDY AT DIVERSE LEVELS 0OF THEORETICAL KNOWLEDGE AND
SKILL.

: #*

Colileges and universities should be set up assuming
(demanding) a certain level of prior skiil training,
this should not begin at age 18.

»
Because of the varying formal backgrounds and the proviso of
the audition taking the place ot specific audition
requirements before entering a tertiary coursge orf =study
in nmusic (which is perfectly acceptible as a provizo),
students entering courses (particularly vocal students,
as a vaice is often only discovered at a relatively
mature age, and often without the necessary formal
musical training to accompany the voice) do so at
diverse levels regarding theoretical knowledge; aural,
reading and other thearetical skiilsg,
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SUB-ISSUE E&

THE ISSUE AS TGO WHETHER THE ENTRANCE REQUIREMENTS/STANDARDS

AT UNIVERSITIES IN SOUTH AFRICA ARE TOO HIGH OR TOO
LOW. : :

*
The entrance gualifying standard nof music students at music
departments in this country ar too low. Fewer students
of a. higher calibre wouid improve the standard in
general.

*
Entrance quailfications should be more tlexible than at
present; a matricultion exemption should not be the
sole criterfion - Suitability for further study in a
particular musical direction ghould be a strong
censideration.

. »
Just how strict admission requirements snould be needs to be
considered.

SUB-155UE E7

THE ISSUE OF WHETHER FEWER STUDENTS OF A HIGHER CALIBRE
WOULD IMPROVE THE STANDARD OF MUSIC IN SOUTH AFRICA IN
GENERAL,

»
The entrance gqualifying standard of muasic studenta at mus=ic
departments in thiz country ar too low. Fewer students
of a higher calibre would fmprove the standard in
general.

*

The admission procedures at South African universzities is =at
fault. There is a tack of awareness or gensitivity to
the groewth process in learning apparent by the
existence of very high and. more important., totally
intflexible standards of performance at Scouth African
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universities. These goals or standarda are too
idealistic or non-pragmatic toc be academically scund
with regard to entrance standards, ie if goals or
standards are high then entrance standards must he
equally high. Only students who are expcted to satilafy
final requirements should be admitted. A way to raise
these laevels would he to eatablish a preparatory
department so that matric levels can be upped.

SUB-ISSUE E8

THE ISSUE OF THE PROBLEM OF STUDENTS WHO ARE NOT NECESSARILY
OF THE REQUIRED STANDARD BEING ADMITTZD TO COURSES TO
SUSTAIN NUMBERS SO THAT DFEPARTMENTS QUALIFY FOR GRANTS;
IE WHEN CRITERIA FOR ENTRANCE ARE NOT PURELY ACADEMIC
GR MUSICAL.

*
Students who are not at the required entrance level are
often still admitted to the courses at university.
Although there are these who show enough promise and
who maybe ‘warrant this practise, some students are
admitted because the departments need a certain number
of students in order to qualify for grantz, etec.
Likewise, some studentis are passed in thelir
examinations just in order to sustain the enroiment.

SUB-1SSUE ES

THE ISSUE OF ENTRANCE QUALIFICATIONS AND LOW STANDARDS AT
UNIVERSITIES BEING A FUNCTION OF EDUCATION FROM
FRE-PRIMARY THROUGH T8 HIGH SCHOQL LEVEL. |5 THE
EDUCTIONAL INFRASTRUCTURE.

*
The problem of there being laow standarda in the universities
starta at an early stage. A system of music education.
such as the Kocdaly Method used succesfully in Hungary
tor the past 30 or 40 yearsg., in which continuous
education starts at pre-primary level through to the
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end of? secondaary level, would guarantee a flow-through
ot well tralined students to tertiary level.
(Instrumental tultion must be part of the music educatian.)

*
The matter of entrance qualification iz a function of the
primary and secondary esducational infrastructure which
is wvirtvally non-existent in South Africa.

SUB-ISSUE E10

THE ISSUE OF THE VALIDITY OF VARYING ENTRANCE REQUIREMENTS
IN DIFFERENT DEPARTMENTS WITHIN AN INSTITUTION.

*
The facilities, curricula, adminigtration and entrance
qualification must vary from department to department
within an institution.

: *»

An attempt to set standards i3 needed; clear distinctions
cannot easily be made in setting and assessing
standards relating to performance (firat study, second
study, ete); 1t is difficult to draw parailels between
cne instrument and another when assessing standards.

-

SUB-ISSUE E1%

THE 1SSUE_OF THE PROBLEM OF THE MATRICULATION EXEMPTION
BEING AN ENTRANCE REQUIREMENT AND THE VALIDITY OF
SUITABILITY FOR FURTHER STUDY AS A BASI[S FOR ENTRANCE.

*

Entering students should have expertise “in at least one
area. The ﬁianist who plays 12 caoncerti and the Lizsat
sanatas is not necessarily aware of everything and
should be regarded not as exceptional but as good
material to start with.
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Entrance qualifications should be more flexible than at
present; matriculation exemption should not be the
sole criterion - Suitability for further study in a
particular musical direction should be a strong
consideration.

SUB-ISSUE E12

THE [SSUE OF ENTRANCE REQUIREMENTS NOT BEING IN KEEPING WITH
THE STANDARDS REQUIRED DURING THE COURSES OF STUDY.

*

The admission procedurez at South African universitiea 1s at
tault. There i3 a lack of awareness por sensitivity to
the growth process in learning apparent by the
existence of very high and, more important, totally
inflexibie standards of performance at South African
universities. These goala or standards are too
{dealistic or non-pragmatic to be academically scund
with regard to entrance ztandards, le I{f goais or
standards are high then entrance standards must be
equally high. 0Only students who are expected to
satisfy final requirements should be admitted. A way
to ralse these levels would be to establish a
preparatory department so that matric levels can be
upped. )

-

SUB-ISSUE_E13

THE ISSUE QOF THE VALIDITY QF THE ESTABLISHMENT QF A
PREPARATORY DEPARTMENT WITHIN THE MUSIC DEPARTMENT TO
DEAL WITH THE RAISING QF ENTRANCE LEVELS.

» .

The admizsion procedures at South African universities is at
fault. There is a lack of awareness or sensitivity to
the growth process in learning apparent by the
existence of very high and, more important, totally
inflexible astandarda of performance at South African
universities. Thez2e goals or astandards are tuo;
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{deaii=ztic or non-pragmatic to be academically =zound
with regard to entrance standards, ie 1f goals or
etandards are high then entrance standards must be
equally high. Oniy stiudents who are expected to
satisfy final requirements shouid be admitted. A way
toc ralas these levels would be to satablish a
preparatory department so that matriec levels can be
upped.

SUB~-ISSUE Ei4

THE ISSUE OF WHETHER THE INSTITUTION IS SENSITIVE ENQUGH TO
THE GROWTH PROCESS IN THE STUDY OF MUSIC (IN RELATIGON
TO EXPECTING PARTICULAR STANDARDS OF PERFORMANCE}.

»

The admission procedures at South African univergities is at
tault. There is a lack of awareness or sensitivity to
the growth process In learning apparent by the
existence of very high and, more important, totally
intlexible standards of performance at South African
universities. These goals or gtandards are too
idealiatic or non-pragmatic to be academically sound
with regard to entrance standards, ie 1f goals or
gatandarde are high then entrance standards must be
equally high. Only students who are expected to
satisfy final requirements should be admitted. A way
to raise these levels would be to establish a
preparatory department so that matric levels can be
upped.

SUB-ISSUE F1i5

T,

THE ISSUE OF THE STANDARDS AND RESOURCES OF PRIVATE MUSIC
TEACHERS AFFECTING THE ENTRANCE STANDARDS AT TERTIARY

LEVEL.

*
There is the need for an eorganisation for private and school
(string) music teachers throughout the country, that
has regular meeting=s, exchanges ldeas on pedagogy, hasa
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talks with lecturers and members in and out of town,
torelign artists and pedagogues. Create an organisation
to provide the teachers with information, help,
master-classes, etc, and give them the sense that their
work is acknowledged and worth scmething, and they willl
gradually produce better students for the tertiary
institutions.

SUB-ISSUE F16

THE ISSUE OF HOW TD SET AND MAINTAIN STANDARDS,

*
The probiem of standards in teaching is related to what can
be called "creative densfity®™. This {gs that our
teaching power (in the performing arts field) is too
scattered over a vast geographical area while being too
thinly spread on relatively few major talents. This,
leads tec diatertion of standards because of the lack of
direct and immediately comparable standards. As far as
the academic teaching is concermed, professional
survival does not depend en as high and special an
individual talent developed to a high =skill as on the
perftorming slde. Here, a good teacher will be a good
teacher immaterial of his or her "individual
specialisation. This ia what is required in the wider
university context. -

»
Music Departments in this country vary far too greatly as

far as curricular content and standards are concerned.
There should be more interchanging ot ideas and
cammunication between departments country-wide. There
exists a body of Heads of Music Departments (CHUMI.
This body should work at this issue as well as working
at a way in which standards may be compared,

»*
An attempt to set standards is needed; cliear distinctions
cannot eazgily he made In setting and assessing
standards relating to performance (tirst study, second
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study, 2ted; 1t ig difficuit to draw parallels betwean
one instrument and another when assessing standards.
SUB-ISSUE E17

THE ISSUE OF THE LEVEL OF REQUIRED GENERAL MUSICIANSHIP FOR
ADMISSIAN.

»*
Colleges and universities should be set up assuming
{demanding’ a certalin level of prior skiil training,
this should not begin at age 18.
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KEY ISSUE — F — THE TRAINING OF SCHOOL TEACHERS

SUB-ISSUE F1

THE ISSUE AS TO WHEN THE PRACTICAL TEACHING EXPERIENCE
SHOULD BE INTRODUCED INTO A COURSE OF STUDY DESIGNED TO
TRAIN SCHOOL TEACHERS.

*

In the area of teacher-training, practise teaching (not just
geminars) should pgececur in the iast two years.
ghservation and exposure to good teaching should be the
emphasis in the first few years.

SUB-ISSUE F2

THE ISSUE AS TO WHETHER PRIVATE TEACHING BY STUDENTS SHOULD
BE_ENCOURAGED.

*
Private teaching by students should be discouraged.

SUB-ISSUE_F3

THE ISSUE OF THE METHODS AND SYSTEMS OF TRAINING TEACHERS.

*

A specialised syatem of music education for music teachers
such as that used in the Kadaly Method should be
intreduced on a post-graduate level in South Africa so
as to supply the system with suitabiy qualifiea
teachers. As often as is not the case., music must be
taught by full-time, dedicated, well trained teachers.
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SUB~-ISSUE F4

THE ISSUE AS TO WHETHER YOUNG TEACHERS, AT THE END OF THEIR
TRAINING, ARE PREPARED FOR THE RIGDURS OF THE
PROFESSION. ‘

- *
Degreed musicians entering the teaching profession seldom
seem to have been prepared for the actual classrconm
situation. They arrive in schools having had training
in ideal circumstances (is schools which have a musical
. tradition) with high ideals {hoping that the pupils=
will experience a similar passion for music as
themszselves) only to be brought down to earth by the
realities of the gsituation where few schoois have nusic
ag a subject with any status among pupils and staff. A
gsygstem such as where a student 12 azsgigned to an
acknowledged teacher as an apprentice for a period of
-months might provide the student with the opportunity
to learn practical Know-how by obgservation rather than
by trial and error as 1g usualily the cage.

SUB-ISSUE F5

THE [ISSUE OF THE USEFFULNESS OF OBSERVATION OF GOOD TEACHERS
"IN ACTION" AS A PART OF TEACHER TRAINING.

*

In the area of teacher-tralining, practise teaching {(not Just
seminars) should occur in the last two years.
Observation and exposure to good teaching should be the
emphasis in the first few years.

*
Degreed musicians entering the teaching profession gseidom

seem to have been prepared for the actual classroom
g{tuatuion. They arrive in gchools having had training
in ideal circumstances (ie schools which have a musical
tradition) with high ideals (hoping that the pupils
will experience a zimilar passion for music as
themselves) anly to be brought down to earth by the
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realitlies of the situation where few gchools have music
ag a subject with any atatug among pupils and staff. A
system such as where a student i3 assigned to an

" acknowlaedged teacher as an apprentice for a period of
months might provide the student with the opportunity
to learn practical know-how by observation rather than
by trial and error ags is usually the casze.

SUB-ISSUE F5

THE 155SUE OF WHETHER THE UNIVERSITIES AND THE EDUCATION
AUTHORITIES ARE "AIMING IN THE SAME DIRECTION™ AS FAR
AS TEACHER EDUCATION IS CONCERNED.

¥
More contact i3 needed between universitisg and
superintendants of education for the universities to
ascertain exactly what the "tagk" referred to in
Sub-izsue F10 entalls. (the task of teaching music}

SuB ISSUE F7

THE ISSUE OF TRAINING OF TERTIARY LEVEL MUSIC TEACHERS
("LECTURERS").

*
Lecturers at universities are often appointed to posts a=s
teachers of teachers having had little or no experience
of school teaching. Lecturers should not be appointed
to poats at universities  to teach student teachers |f
they have not had considerable experience in the
schools themselvesg.

*
Lecturers involved Iin teaching prospective school-teachers
need more trailning in classroom skiils, usze of media,
etc. Improvement in this area will improve the
teaching of thesze students to apply these skiils,
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SUB-ISSUE FO

THE ISSUE OF THE PRESENTATION OF TEACHING SKILLS TO PREPARE
THE STUDENT TEACHER FOR THE PRACTICAL TASK AT HAND.

*

Tartiary education ailmed at prospective teachars should
include more in the way of teaching skills and
practically preparing the student teacher for his/her
task at hand.

_ *
Lecturers invalved in teaching prospective school-teachers
need more training in clasgroom skilla, use of media,
ete. Improvement in-this area will improve the
teaching aof these atudents to appiy these skillg.

SUB-ISSUE F10

THE ISSUE OF THE EXPENSE OF TRAINING TEACHERS.

»*
Because of the expensge of training musgicianzg, music

departments at various universities in the country
should co-operate far more to try and complement
instead of compete with sach other. For example, what
about sharing tacilities and equipment. Alse, does
every university have to have a school music department
-with an expensive and involved infrastructure? There
could be far more specialisation at speciftic
institutions. ‘ '
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KEY ISSUE - G - CAREER PROSPECTS IN MUSIC IN SQUTH AFRICA

SUB-ISSUFE Gi

THE_EXTENT TQ WHICH STUDENTS ARE_AWARE OF CAREER
BPOSSIBILITIES.

*.
1t zeems. that the sducation of musicians in South Africa i3
mainly orientated towards the teaching profession in
general.

*

With the emphasis on music teaching as a profession (music
students who are fortunate enough to obtain bursaries
tc pay for their studies do 2o from the education
departments mainly) knowledge of career opportunities
in other fields is limited.

*

We should be training musicians to be electronically alert,
20 a3 to better the communications field generally
(radio, TV, recording etc), music publishing, arts
administration and teaching.

*
More ideas should be shared with students about building
careers in music, management, travel, study abroad,

etc.

SUB-ISSUE G2

THE ISSUE OF QFPORTUNITIES FOR MUSICAL CAREERS IN SOUTH
AFRICA.

*

In music career opportunities are Iimited as they tie up not
only with the field of study but the standard achieved

therein.
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: . . *
The cutlet for musical careerz has been very limited in SA.

SUB-1SSUF G3

THE I1SSUE QF GENFRAL VERSUS SPECIFIC MUSICAL TRAIMNING.

*

Musical education of amateurs, future audiences and the like
should not take place at university level. Rearing of
theaes amateurs should be the regponzibliity of the
schoaols. Tertiary education by its own definition
shauid bhe reserved for the aapirant profeasional.

*

Sc oftten there 13 confuzion amongst students and statf
because they do not know what they are aiming for.
There must be thrust and direction in tertlary music
education. (ie what branch or professional direction
the course takes; eg., practical musicianship such as
orchestral or solo playing, chamber music, ete.; Musice
Educatiaon, ‘or the training of school teachers; academic
musicianship such as the study ot composition,
musicology and ethnemusicolegy; technical work such as
gound engineering, and broadcasting; commercial
musicians.)

SUB-1SSUE G4

THE LIMITATIONS ON CAREERS IN MUSIC IN SOUTH AFRICA QWING TO
POLITICAL AND ECONOMIC PROBLEMS.

#*

To pratend that youngsters are going to have careersgs as
perfarmers in the present unstable economic and
political climate in thils country 13 to to perpetuate
an outmoded system of thinking.
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SUB-ISSUE_GS

OPPORTUNITIES IN THE ORCHESTRAL PROFESSION IN SOUTH AFRICA.

*

The aorchestral profession iz still a very wanderful one,
and, right naow is an "open segame® for any young
instrumentalist who plays well enough to pit him- or
herself against overgeas. imports; our orchegtras are
crying cut for such people taught locally: therefore,
maximum effort should be put into the training of
undergraduategs along these lines.

SUB-1SSUE G&

THE _FFFFECT THAT THE RELATIONSHIP BETWEEN A TEACHFER AND
STUDENT MAY HAVE ON THE CAREER OF THAT STUDENT,

»

In considering careers there iz a dual course to consider.
There ig the career of the student In the future, but
the success of the student is the career of the
teacher. The career ot the student must not be
atfected by thia relationship.

SUB-ISSUE G7

THE ISSUE_OF WHETHER THE TRAINING OF PROFESSIONAL MUSICIANS

AT THE SACM IS EQUIPPING THE GRADUATES TO COPFE WITH THE

PROFESSION.

»*

Problems arise when too many staff are chasing tco lew
students in too many directions. Result; the students
do not know which way to turn. Present institutions
try to be all things to all peaople, spreading
themselves too thinly and producing too many
"qualified™ graduates who are not equipped to battle
with the rigours of the real music world.
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SUB-ISSUE G8

THE ISSUE OF CAREER OPPORTUNITIES FOR PIANISTS.

, . : *

The training of pianists should not merely be the
specialised manner of perfecting of technique to
perform a smail number of chosen pleces to learn to
perform as soloists, teach other pianists and sometimes
to accompany. Other skills which pianists should
acquire should include the following to broaden thelr
career possibiiities:

- sight-reading skillzs, all tco lamentable in most
cases

— {imprevisatory skills, useful in light music and the
teaching of children

- tranaposgition, essential for anyone seriously
conaidering a career In acceompaniment

- realisation and playing of recitative

- score-reading and playing from open score versions of
vocal music essential for the ceoaching of singers and
choruses.

SUB-1SSUE GS

THE EFFECT THAT THE AVAILABILITY OF FUNDS FROM EDUCATION
DEPARTMENTS HAS ON CAREERS FOR MUSICIANS IN SQUTH

AFRICA.

*
With the 2mphasis on music teaching as a proregsion (music
students who are fortunate enough to ocbtain bursaries
to pay for their studies do gso from-the education
departments mainiy) knowledge of career opportunities
in other fields is limited.
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KEY ISSUE - H - TRAINING OF ORCHESTRAL MUSICIANS

SUB-ISSYE Hi

THE ISSUE OF WHETHER THERE IS ENOUGH EMPHASIS ON THE
TRAINING OF OQRCHESTRAL MUSICIANS AS COMPARED TO
PIANISTS AT AN INSTITUTION

*
Thera i3 too much smphasis on teaching of the piano at South
African univer=zities, South African orchestrasg have
the need for meore locally trained musicians. There
gshould be maore emphasis placed an the training af
orchegtral musgicians.

*
The level of gtring teaching needa to be upgraded in South
Africa by having pedagogy classes for teachers. The
pedagogical level of plano teaching is higher than that
of string teaching in South Africa.

SUB-1SSUE H2

THE 1SSUE OF DIPLOMAS IN ORCHESTRAL PLAYING AND CONDUCTING,

*
Musicians intent on becoming orchestral players need not
necessarily have to enter universities to do degrees
(implying academic education) in mnusic. Professional,
practical orchestral dipiomas could be made available
at a Technikon.

E

The orchestral profession is still a very wonderful one,
and, right now is an "open sesame™ for any young
instrumentalist who plays well enough to pit him - or
herself against overseas imports: our orchestras are
crying out for such peopie taught locally; theraforea,
maximum etftort should be put into the training of
undergraduates along these lines.
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»*
There i3 a need for a well-run orchestral programme in South
Africa.

SUB~1SSUE H3

THE ISSUE QF THE STANDARD AND CONTENT OF STRING SYLLBI,

*

The string syllabl =zhould urgently be upgraded and
uniformised throughout South Africa. The syllabug af
the faurih vear BMus Practical at UCT i=s comparable to
the tirst year at conservatoires gsuch as in Brussels
and Paris.

%*

There is a need for gettihg hold of 1lists of major
orchestral audition requirements and to be certain that
all the material for these auditions are In the course
requirements and syllabi.

*
There could be two separate courses for orchestral players
- with specitic syllabl - one for symphonle repertoire
and the other for Opera and Ballet. The important
thing here is the establishment of a syllabus. covering
the repertoire throughuot the history of orchestral
music. :

SUB-I1SSUE H4

THE [SSUE OF THE LEVEL OF STRING TEACHING IN SQUTH AFRICA

*

The level of ztring teaching needs to be upgraded in South
Africa by having pedagogy classes for teachers. The
pedagogical level of piano teaching is higher than that
af string teaching in South Africa.
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SUB-ISSUE HS

THE VALIDITY OF ORCHESTRAL EXCERPTS ON_ AUDIO-TAPE AS AN AID

TO TRAINING OF QORCHESTRAL MUSICIANS.

»*

Orchastral excerps {(individual parta) should be put on tape

played by acknowledged (orchestral) leaders and put
regserve for students to l1isten to. The individual

an

excerpt should he precsded and followed by the passage

in context, ie the entire symphonic texture.

*
There is a need for a collection af video-tapes for
borrowing and lending of items such as the Ivan

Galamian master~classes, Paul Rolland tapes, Dr Suzukti

tapeg, Casals master-classes; as well as tapes of
major artists playing major c¢oncerti.

SUB-ISSUE HE

THE VALUE OF MOCK ORCHESTRAL AURITIONS.

*
Maock orchestral auditions should regularly be held., even
exam purposes, given by guest orchestral players.

SUB-ISSUE H7

THE USEFULNESS OF HAVING SEPARATE GPERA AND SYMPHOGNIC
COURSES FOR ORCHESTRAL PLAYERS.

*

for

There could be two separate courses for corchestral players

with gpecific syllabl - one for symphonic repertoire

and the sther for (Opera and Baliet. The important

thing here is the establishment of a syllabus covering

the repertoire throughuot the history of orchestral
music.
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SUB-1SSUE HE

THE ITMPORTANCE OFATHE ORCHESTRAL SYLLABR! COVERING THE
REPERTOIRE THROUGHOUT THE HISTORY OF ORCHESTRAL MUSIC.

*

There could be two separate courses foar orchestral players
with specific syllabi - aone for symphonic repertoire
and. the other for Opera and Ballet. The important
thing here is the establishment of a syliabus covering
the repertoire throughuot the history of nrchestral
music.

‘SUB-~ISSUE HS

THE [SSUEF OF "LOCAL CONTENT" IN_OUR ORCHESTRAS.

*

Shouid music be taught at universitiea? | belleve that a
system such as the European "Conservatoire®™ {a by far a
better solution. The conservatory or "Hochschule"™ in
Europe is a place where a student 13 thouroughly
trained particularly in an inatrument to a level
required for professional playing. Should the student
wiah to further his/her study, may enroll at a
university where they can study only the theoretical
dizeciplines. How many professional crchestral players
in South Africa were trained in ocur universities? Not
all the universities are contributing adequately to
this vital problem.

*

The perpetuating of a Western musical! tradition based
primarily on the piano has no relevance whatsocever for
the vast majority of South Africans and {8 clearly not
meeting the needs of that part of the country that does
require a contact with Western musical culture; for
example we are not producing orchestral
instrumentalists in numbers or standards required, and
therefore have to rely on foreigners for that activity.
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These forelgners for various reasons are frequently not
competent as teachers in the South African centext.

*

The orchestral profession is still a very wonderful one,
and, right now is an "open sesame™ for any young
instrumentaliast who playsz well enough to pit him - or
herself against averseas imports; our orchestras are
crying out for such people taught locally; therefare,
maximum effart should be put into the training ot
undergraduatea along these l[ines.

SUB-1SSUE H1O0

"THE ISSUE OF WHETHER ORCHESTRAL TRAINING SHOULD TAKE PLACE
AT A UNIVERSITY OR RATHER AT A CONSERVATORY OR
TECHNIKON.

-

*

Should music be taught at universities? 1 belleve that a
gystem such as the European "Conservatoire™ i3 by far a
better solution. The congervatory or "Hochschule™ in
Europe i3 a place where a student is thouroughly
tralned particularly in an inntrument to a level
required tor professional playing. Shouid the student
wish to further his/here study, may enroll at a
university where they can gstudy only the theoretical
disciplines. How many professional orchestral players
in South Africa were trained in our universities? Not
all the universgities are contributing adequately to
this vital problem.

*
Musicians intent on becoming oarchestral players need not
necessarily have to enter universities to do degrees
(implying academic education} in music. Protessional,
practical orchestral diplomas could be made avallable
at a Technikon.
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SUB-I1SSUFE Hi4

THE FEASIBILITY OF ORCHESTRAL LITERATURE COURSES FOR
ORCHESTRAL STUDENTS CO-ORDINATED WiTH AN ESTABLISHED
PROFESSIONAL ORCHESTRA.

*
There 13 need for an orchestral literature course for
students of orchestral instruments, which could be
co-ardinated with an established professional symphony
orchestra and ballet/opera orchestra. Thisg could
.incliude bur=zary students attached to the opera/ballet
companies.

"SUB-ISSUE H12

HE FEASIBILITY OF ESTABLISHING ORCHESTRAL BURSARIES FOR
ORCHESTRAL STUDENTS TO GAIN EXPERIENCE ANE REPERETOIRE.

. *
There {3 need for an orchestral literature courgae for
students of archestral instruments, which could be
co-ordinated with an established professional symphony
orchestra and ballet/opera orchestra. Thia could
include bursary students attached to the opera/ballet
campanies.

»
Private persons could be encouraged, In the form of a tax
deduction, to sponsor yocung gifted students. This could
also be iuUsed as a form of public relationg if sponaors
advertized the fact that they were sponsoring students
at any particular institution.
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SUB-ISSUE H13

THE FEASIBILITY OF A RESIDENT STRING QUARTET AT_THE SACM.

*
There should be a resident string-quartet at universities
with time to rehearse for performances to be a model to
students, and to be ambassadors of a high level of

perfarmance.

-

SUB-I1S5SUE Hi4a

THE NEED FOR AN QUTSTANDING STRING PEDAGOGUE AND PERFORMER
AS WELL AS A CHARISMATIC CONDUCTOR IN AN ORCHESTRAL
PROGRAMME.

%
To build a string departmént a school must have first an
ocutatanding violin padagogue and performer; sgecond, an
excellent and charismatie¢ conductor with a string
background; thirdly, an excellent celio teacher and
finally a string quartet.
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KEY ISSUE - [ - THE CONCEPT OF A UNIVERSITY MUSIC DEPARTHMENT
AS QPPOSED TO A CONSERVATORY

SUB-ISSUE 11

THE_ISSUE OF THE DEFINITION OF A CONSERVATORY AND THAT OF A
MUSIC DEPARTMENT

»*

Should £he~training of practiecal music be part of the
university system at all, or that of a congervatoire?
A university is a seat of tertiary education where
knowledge iz imparted through diszcussion. interaction,
research, etc. The essential process is of polnting to
eazential skills and teading the students in their
direction. A conservatory, as in the botanical sense
of the word, 1z where special talents of rarer species
are nurtured, cultivated under specialiast supervision,
and, as it were, sheltered from hostile environments so
that precious blooms may mature. The very nature of a
performing career in music, the gspecial talents
required, the competitive nature of the field require
the rigid disciplines of the conservatory at the
earliest possible stage. The result i3 specialised
skill in a particular cratt where many are called and
few are chaosen.

*

Should music be taught at universities? I believe that a
system such as the European "Conservatoire™ is by far a
better solution. Th conservatory or "Hochschule® in
Europe i3 a place where a student is thouroughly
trained. particularly in an instrument to a lavel
required for professiinal playing. Shouild the student
wish to further his/her atudy, may énroll at a
university where they can study only the theoretical
disciplines. How many professionl orchestral players
in Sauth Africa were trained in our universities? Not
all the univeresities are contributing adequately to
this vital problem,
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*
The sy=tem of tertiary music education used in Scuth Afriea,
namely whereby music faculties/departments are parts of
universities should be reviewed and a system of
conservatories introduced. (institutions dedlicated to
the training of orchestral players, teachers,
canductora, ete, rather than musicologists)

*

I do nat feel that a potential opera singer, orchestral
player or even perhaps a primary school teacher can
gsatisfactorily be trained in a university. There
gfhould be opera studios attached to the performing arts
councils and a national conservatoire {(schgoaol of
practiical music making) for orchestral studies.

: : *

Muziciana intent on becoming orchestral players need not
necessarily have to enter universities to do degrees
{implying acad=mic education) in music. Professional,
practical orchestral diplomas could be made available
at a Technikon.

SUB-ISSUE [2

THE QUESTION OF WHETHER MUSI{C SHOULD BE TAUGHT AT
UNIVERSITIES OR AT CONSERVATORIES.

»
Shouid music be taught at universi{ties? 1 belileve that a

system such as the European "Conservatoire™ is by far a
better solution. Th conzervatory or "Hochaschule™ {n
Europe- ls a2 place where a student is thourcughiy
trained particulariy in an instrument to a ievei
required for professiinal playing. -Should the student
wish to further his/her study, may enroll at a
unlversity where they can study only the theoretical
disciplines. How many proftessionl orchestral players
in South Africa were trained in our universzities? Not
all the univeresities are contributing adequately to
this vital probliem.
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*
The system of tertiary music education used in South Africa,
nameiy whereby music faculties/departments are partz of
universities should be reviewed and a system of
congervataories introduced. (institutions dedicated to
the training of orchestral players, teachers,
conductors, etc, rather than musicologists)

*
{1 do not feel that a potential opera singer., orchestral
player or even perhaps a primary school teacher can
satisfactorily be trained Iin a university. There
shauld be opera studios attached to the performing arts
councilis and a national conservatoire (schoaoi of
practiical music making) for orchestral studies.

*
Musicians intent on becoming orchestral players need not
necessarily have to enter universgities *to do degrees
(implying academic education) in music. Professional,
practical orchestral diplomas could be made avallable
at a Technikon.

»*
There has been little influence on the Arts by business and
virtually none by the government; therefore there has
never been the establishment of conservatories or
effective music high achools in this country.

*

The univeraities have had to lock atter all agpects of music
aducation at a tertiary level without the
intrastructure that would give them a proper place in
society; ie the university has been the gnly channel
for musgsic education.

*
The universities have had to provide a broad based, but of
necessity, superficial music education in arder to
prepare post-adclescents for careers in music; ie the
curricula in universities have been established
pragmatically and taught by a rather ingrown,



APPENDIX V - page 56

self-perpetuating group who have elected to stay iIn
their own territory, or return to 1t after study abroad
for reasons not strictly artistic.
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KEY ISSUE - J — MUSIC AND MUSIC EDUCATION AS PART OF CULTURE
IN SA / SOCIAL AND SOCIOLOGICAL ISSUES SURROUNDING
MUSIC AND MUSIC EDUCATION / THE STATUS OF MUSIC AND
MUSIC EDUCATION IN SA

SUB-I1SSUE Ji

THE ISSUE OF THE RECOGNITION QOF MUSIC DEPARTMENTS IN THE

SCHGOOLS
*
Music departments In =schoclg are continually struggling to
be recognised - whilat some gschools admit to supporting

a growing music department, there are few making way in
termg of time allotted to musical activities as opposed
to sporting activities, ie the time deveted to sport
stil]l often ocutweighs that put aside for music.

»

More training in administrative and educational know-how in
general offered to student-teachers in their courses
will improve the attitude of other teachers towards
music teachers.

»*

In many schoolg the Music Teacher igs hardly regarded by
other teachers as being part of the staff. This is
because the music teacher has virtually no exam or
homework marking to do; very [ittle lesson preparation
in comparison to other teacherz (especially primary
schoal); they are seldom seen in the staff rooms as
they are taking rehearsals, stec: hardly ever helping
with gport and octher extra mural non-musical
activitieg; there is algo the tendency for music
teachers to regard themselves as specialist teachers
and as a result, on "the fringe®™ and a little special.
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SUB-ISSUE J2

THE EMPHASIS ON SPORT VERSUS CULTURAL ACTIVITIES [N SOUTH
AFRICA.

*
Music departments in schools are continually struggling to
bhe recognised - -whilst some schools admit to supporting
a growing music department, there are few making way in
terma: of time allotted to musical! activities as opposed
to sporting activities, ie the time devcted to sport
gtill often ocutweighs that put aside for music.

SUB-1SSUE _J3

THE ATTITUDE TOWARDS AND LEVEL OF IMPORTANCE PLACED ON MUSIC
AS PART (OF CULTURAL DEVELOPMENT BY EDUCATION PLANNERS
IN SQUTH AFRICA.

*
The "power=z that be”™ in education planning are not placing
the emphasis on music (cultural development) that is
needed in the schoeols. Musie Is very much an
afterthought.

*
Music is a universal language which should be introduced on
an obligatory basis (the advantages of this have been
proven by a project In the lUnited States of Ameriea)
into South African schoois, and as a result, into South
Afrlcan homes.

»

The Arts have never had a pre-eminent positiaon in family
life, nor in primary or secondary education in South
Africa, as they have had in Eastern and European
cultures, therefore music education has lacked the
necessary infrastructure.

*
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Music has never been accepted by the educational palicy
makerz 23 being an integral part of education,
therefore music in primary and secondary schools for
all races in Scuth Africa has never been a priority.

*
Because of the lack of historicl backgrounnd and a
realisation by the public as a whole as to the
aegsthetic value of the Arts in society, musicians do
not have the considered respect of government., civic
and regional administrators in the way in which they do
in Eurcpe or America, let lone the Far Easgt.

*
Our country lacks a national approach to music education.

*
Leaders in the fileld of music education do not realise the
impertance of music education and the value of music to
‘a person’s cultural upbringing.

SUB-ISSUE J4

THE ISSUE OF THE ATTITUDE OF YOUNG PEOPLE TOWARDS BEING
INVOLVED IN MUSICAL ACTIVITIES.

-

»
There ig an impressive level of enthusiasm and amhition
cantinually evident in ocur young musicians to be part
of new situations of musical exposure.

SUB-[SSUE IS5

THE 1SSUE _OF MUSIC AND ITS INTRINSIC AS OPPOSED TO
COMMERCIAL, VALUE.

»*
In the west, music is becoming more and more the {dle
pleasure of the wealthy who dabble in whatever catches
thelir fancy. Much, therefore, 13 geared to attracting
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{commercial value) rather than attaining some sublime
ar artistic quality and value.

SUB~-IS5SUE J8

THE 1SSUE OF THE LEVEL.DF APPRECIATION OF MUSIC BY THE
GENERAL PUBLIC.

*
"Not enough is being done in South Africa to educate the
pubhiic Intn being an enthusiasti{c listener corps
(listening to the radio, going to concerts, etecl.
There exizts a great deal of ignorance as far as music
is concerned, especilly amongst Afrikaans-speaking
persona. . An interesting observation is that one finds
Afrikaans speaking people in great numbersg at the Opeca
but not so much when it comes to concerts.

*

The lack of good music education in South Africa has
regulted in ignarance/lack of discernment and an
inability to distinguish between (positive and
negative) in the mass (volume) of music that isa

- produced today.

SUB-ISSUE J7

THE iSSUE OF THE DIFFERENCE [N THE LEVEL OF APPRECIATION OF
MUSIC BETWEEN AFRIKAANS-SPEAKING AND ENGLISH-SPEAKING
MEMBERS OF THE PUBLIC IN SOUTH AFRICA.

*

Not encugh is being done in South Africa to #ducate the
publie into being an enthusiastic listener corps
(iistening to the radlo, going to concerts, etel),

There exists a great deal of ignorance as far as music
iz concerned, especilly amongst Afrikaans-speaking
persons. An interesting cbservation is that one finds
Afrikaans gpeaking people in great numbers at the Opera
but not sao much when it comes to cancerta.
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SUB-1ISSUE Jg8

THE [SSUF OF THE FFFECT QOF THE EDUCATION DEPARTMENT REMOVAL
OF MUSIC AS A SUBJECT FROM THE SYLLABI OF THE SECONDARY

SCHOOLS IN THE TRANSVAAL. -

¥

[t is disturbing that the Transvaal Education Department has
removed music as subject from the syllabi of secondary
achoola. As 1 see it, this coulid create a vicious
circles if music is confined to the professionally
agriented perzan aonly, it would diminish t¢he need for
music teachers who have a more general role to play, ie
to educate pecople to appreciate music as an art farm.

SUB-ISSUE J9

THE 1SSUE OF THE ROLE OF TERTIARY MUSIC EDUCATION IN
SOCIETY.

»
Musical education of amateurs, future audiences and the like
gshould not take place at university level, Rearing of
these amateurs should be the regpaonsibility of the
gachools. Tertiary education by its ogwn definition
should be reserved for the aspirant pretftessional,.
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SUB-1SSUE J10

THE ISSUE QF FACIL[TIES FOR MUSICAL TRAINING ONLY BEING

PROVIDED FOR A LIMITED SECTION OF THE POPULATION,

*

There is tremendous musical talent Iin South Africa which is

‘a)

bj

not being realised. Varioug sfforts on behalf of
institutions such as the Beau Sol2il1 School have
revealed a wealth at talent. Unfortunately there ars
two major problems;

Facilities and training is only being provided for a
limited section of the paopulation., leaving mueh
untapped talent.

The talent frequently witherg and dies before tertiary
level; a large number of students gould be attracted
it training at tertfary.level and subsequent
opportunitis had a better "{mage". In other words an
informed and aggregssive marketing astrategy iis
indicated.

»*

A national educaticonal problem {3 starting in the 1980’9;

when the rather low level of education in black schools
is nevertheless producing quantities of black
matriculants who will demand a university education and
yet are not ready for it (even jesg than the white
poepulation 1s8). Will universities have to dilute their
gstandarde to accommodate the new black demand? At the
present time there are more black children in Sub-A
alone than in all white secondary schools put together.
The population aof South Africa is increasing by 20 Q00
a week, which means openinng 20 new achool3 a week a7
the year to keep up with population explesion. Dur
problems as musicians pale inta insignificance when set
beaides the real problems af the Third World, of which
this (with the exception of a few cities} is a part.

*
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The political merasg in thisgs country iz zcrewing everyone -

the untapped musical potential tar the musical
education of bhlacks and coloureds is unbelievable, yet
inetitetons such as the Beau Soleil Music Center, Cape
Town, only admits white students. A multi-raclal.
preparatory programme with firgst-rate pedagogy and
teachers should he established even 1f it means
imperting peaple to teach - but teaching can be
upgraded here if more were done.

SUB-ISSUE Ji1

THE 1SSUE OF THE STATUS OF MUSIC AS A PROFESSIAN (N QUR

SOCIETY AND THAT OF MUSIC EDUCATION [N THE SCHOOLS.

¥

There is tremendous musical talent in South Africa which is

a)

b}

More

not being realised. Various efforts on behalf of
institutions such ag the Beau Soleil School have
reveaied a wealth of talent., Unfortunately there are

twa major problems;

Facilitiea and training is only being provided for a

limited section of the population, leaving much
untapped talent.

The talent frequently withers and dies before tertiary

level; a large number of students could be attracted
it training at tertiary level and subsequent
opportunitis had a better "image"”. In other words an
infarmed and aggresslive marketing strategy 1is
indicated.

*
training in administrative and educational know-how in
general otftfered to student-teachers in thelr courses
will imprave the attitude of other teachers touwards
music teachers.
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In many schools the Music Teacher is hardly regarded by
other teachers as being part of the staff. This is
becauss the music teacher has wirtually no axam or
homework marking to do; very iittle lesson preparation
in comparison to other teachers (especlally primary
school); they are seldom seen in the staff rooms as
they are taking rehearsals, etc; hardly ever heliping
with sport and other extra mural non-musical
activitieg; there is also the tendency for music
teachers to regard themselves as gpecialist teachers
and as a2 resgsult, on "the fringe™ and a littlie speclal.

%
A healthy attitude toward all aspects of the music
profeasion (especially the teaching profession) must be
formed by the schoels’ guidance teacherzs as well as
early on in a tertiary courze in musaic. Too many
students come up against the reallty of having to find
a job iate in thelir studies, and too many students who
wanted to be "performers™ or others who had no
intentions to teach end up as frustrated teachers.
This is also important to spare the dreaming
pertarmer/conductor/caomposer deliusions of grandeur and
glory and the 1llusion that teaching is an infterior
professional activity to performing.

#*
The status of musicians in South Africa is generally low in
comparison to european countries and the United States
of America. This is attested by the poor pay
structures accorded to both performing musicians and
music teachers compared to those with equivalent szkill=
annd duration of training in other professional flelds.

*
Because of the iack of historical background and a
realisation by the public az a whole as to the
aegthetic vaiue of the Artg in gaclety, musicians do
not have the considered respect of government, civie
and regicnal administrators in the way in which they do
in Europe or America, let alone the Far East.
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. ] *
Thare is a problem with the atatus of music education,
egpecially in our high schools.

- SBUB-~1S55UE Ji2

THE ISSUE OF THE ROLE AND IMPORTANCE OF MUSIC IN THE
EDUCATIONAL INFRASTRUCTURE IN SOUTH AFRICA.

*

The matter of entrance qualification is a function of the
primary and secondary educational infrastructure which
is wirtually nan-existant in South Africa.

*

The Arts have never had a pre-eminent position in family
life, not in primary or secondary education in South
Africa, as they have had in Eastern and European
cultuvres, therefore music education has lacked the
necessary Infrastructure.

SUB-ISSUE J13

THE ISSUE OF THE EFFECT OF THE PRESENT POLITICAL AND
ECONOMIC SITUTION BN MUSIC IN SOUTH AFRICA.

*
Te pretend that youngsters are going to have careers as
performers in the present unstable economic and
political climate in this country 1s to perpetuate an
outmoded system of thinking.
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SUB-ISSUE Ji4

THE ISSUE OF THE ROLE OF THE GOVERNMENT AND BUSINESS 1IN
INFLUENCING THE ARTS (ESPECIALLY MUSIC).

#
There has heen littie influence on the Artz by business and
virtually none by the government; therefore there has
never been the establishment of conservatories ar
effective music high schoolszs in thisz country.

SUB-ISSUE J15

THE ISSUF OF THE FFFECT OF AFRIKANFR PROTESTANTISM ON MUSIC
AS PART OF SOCIETY.

*
The Afrikaans family and church (protestantism) has swung
hetween the extremes of viewing the Arts as a source of
temptation and therefore ungodly, and the virtues of
group gctivities such asg choral singing; never giving
music a2 place in that society. (as compared to
European tradition)

SuB-1SSUE Ji8

THE_ISSUE OF THE PRESENT NUMBER OF TERTIARY MUSIC
DEPARTMENTS AND THE NUMBER OF STUDENTS DESIROUS OF
TERTIARY MUSIC EDUCATION.

*

There is the matter of whether there a2re reo many
universities handling the present number of z3tudents
deslrous of tertiary music education for the present
strength of population.
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SUB-1SSUE J1i7

THE ISSUE OF THE INCREASE IN POPULATION AND THE INCREASING
DEMAND FOR PLACES BY BLACK PEOPLE IN SOUTH AFRICAN
UNIVERSITIES.

*

A mational educational probhlem is starting in the 1980°%s.
when the rather low level of education in black schools
is nevertheless praducing gquantities ef black
matriculants who will demand a universgity educatiaon and
vet are not ready for it (even less than the white
population is). Will universities have to dilute their
standards to accommadate the new black demand? At the
presant time thera are more black chiidren in Subh-aA
alone than in all white gsecondary schools put together.
The population of SA s increasing by 20 000 a week,
which means opening 20 new schools a2 week of the year
to keep up with population explostion. Our problems as
musicians pale into ingignificance when set besides the
real problems of the Third World, of which this (with
the exception of a few cities) 1s a part.

*
The political morass in this country {3 screwing everyone -

the untapped musical potential for the musical
education of blacks and coloureds is unbelievable, yet
institutions such as the Beau Soleil Music Center, Cape
Town, only admits white students. A multi-raclisal
preparatory programme with first-rate pedagogy and
teachers should be established even if it means
importing people to teach - but teaching can be
upgradad here if more were done.
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SUBR-ISSUE Ji8

THE ISSUE OF THE RELEVANCE QOF TEFACHING A WESTERN EURGPEAN
"MUSICAL TRADITION IN SOUTH AFRICA.

* .

The perpetuating of a Western musical tradition based
primarily on the piano has no relevance whatsoever for
the vasgt maJority of Scuth Africans and is cglieariy not
meeting the needs of that part of the country that daes
require a contact with Western musical culture: for
example we are not preducing orchestral
instrumentalists in numbers or standards required, and
therefore have to r2ly on foreigners for that acivity.
These foreigners for various reasons are frequentiy not
competent as teachers in the SA cantext.
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KEY-ISSUE - K - PRIVATE MUSIC TEACHING

SUB-ISSUEF K1

THE ISSUE OF THE AREAS OF TEACHING THAT THE PRIVATE MUSIC
TEACHER SHOULD BE CONCENTRATING ON IN TERMS OF HOW THIS
RELATES TO LATER YEARS WHEN THE STUDENT ENDS UP AT
UNIVERSITY,

. . »*

Schools and private teachers should facus on specialised
areas {(one particular performing medium). The
broadening out should he left to the tertiary years
where this speciallist area can be used on which to
build the other acquired abilities such as; research,
writing {(music and words), thinking, history,
perception, analysis, sightreading, repertoire
knowledge, awareness of past performances (records,
book, etc) .

SUB~ISSUE K2

THE ISSUE OF STUDENTS BEING INVOLVED IN PRIVATE TEACHING.

: *»
Private teaching by students should be discouraged.

SUB-ISSUE K3

THE ISSUE OQF PRIVATE TEACHING AND THE EXTERNAL EXAMINATIONM
SYSTEMS.

»

Private teaching 1s an area dominated by examination
procedures (particularly Eisteddfods) which do more to
massage the ego of the teacher than benefit the pupil.
The private teacher, who in the Western Cape has
traditionally bazed standards on the British
examination system, depends on examination success for
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enrcliment of more students and therefore & better
personal Iincome. This perpetuates the ego-massaging of
the teachers and the proliferation of an examination
gystem that 1z largely pointless.

SUB-ISSUE K4

THE [SSUE OF THE VALIDITY OF A RESOQOURCES
ORGANTSATION/ASSOCIATION FOR PRIVATE TEACHERS IN S50UTH
AFRICA TO PROVIDE INFORMATION, RESOURCES, AND HELP IN
GENERAL .

*

There ig the need for an organisation for private and schoal
{string) music teachers throughout the couniry, that
has regular meetings, exchanges ideas on pedagogy, has
talks with lecturers and members in and ocut of town,
foreign artists and pedagogues. Create an organiaation
to provide the teachers with innformation, help,
master-classes, etc, and give them the sense that thelir
work is acknowledged and worth something, and they will
gradually produce better students for the tertilary
institutions.

*

" Further need for an organisation like this wauld he to
provide a2 bank of teaching materials for the teachers,
as these are becoming prohibitively expensive in South
Atrica, Teaching materials include records, tapes,
videos as well as etude material, performing literature
in all editions.

SUB-I1SS5UE K5

THE [SSUE OF THE PEDAGOGIC LEVEL OF PRIVATE TEACHERS AND HQOW
IT CAN BE IMPRQVED.

»*

The level of gtring teaching needsg to be upgraded in South
Africa by having pedagogy classes for teachera. The
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pedagogical level of plano teaching i3z higher than that
of string teaching in South Africa.
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KEY ISSUE - M - VOCAL HUSIC OPERA

SUB~ISSUE M1

THE ISSUE OF THE PROBLEM OF VOCAL STUDENTS ENTERING A COURSE
OF STUDY WITH VARYING FORMAL BACKGROUNDS.

. *

Becauge of the varying formail backgrounds and the proviso of
the audition taking the place ot zpecific audition
requirements before entering a tertiary course of =3tudy
in music {(which is perfectly acceptible as a proviso),
students entering courses {particularly voecal! students,
az a voice i3 often only discovered at a reliatively
mature age, and often without the necessary formal
mugical training to accompany the voice) do =g at
diverse levels regarding theoretlecal knowledge; aural,
reading and other theoretical skllls.

SUB-ISSUE M2

THE ISSUE OF THE TRAINING OF PIANISTS TO BE VOCAL
ACCOMPANIESTS AND COACHES FOR OPERA AND THE LACK DF
SUCH SUITABLY QUALIFIFD PIANISTS,

*
The training of pilanists should not merely be the

gspecialised manner of perfecting ot technique to
perform a small number of chosen pleces to learn to
perform ag soloi=sts, teach cother planists and sometimes
to accompany. 0Other skills which planists should
acquire shouild inciude the following to broaden cheir
career possibilities:
- sight-reading skills, all too laméntable in most
cases
- impravisatory skills, useful in light music and the
teaching of children
- transposzsition, essential for anyone seriousiy
considering a career inn accompaniment
- realisation and playing of recitative
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- gcore-reading and playing from open score versions of
vaocal music gessential for the coaching of singer= and
choruses.

*

There Is a partlcularly serious fault 1in ocur tertiary
education system, and that 1= the lack of voeal coaches
and repititeurs, throughout the country, quziified
enough in terms of repertoire annd necessary skilis for
opera and vocal students to gain access to the
repertaire - also, student coaches and repetiteurs
(pianists) shouid be given the opportunity to be
trained and guided more effectively.
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KEY ISSUE — N - EXAMINATON SYSTEMS (UNISA,ROYAL SCHOOLS)

SUB-ISSUE N1

THE ISSUF OF THE EMPHASIS ON THE LEVEL OF TECHNIQUE REQUIRED
BY THE UNISA EXAMINATION SYSTEM AND ITS RELATION TO THE
DEVELOPMENT OF MUSICAL EXPERIENCE FOR YOUNG CHILDREN,

»

The UNISA grade examlnation syllabi require far too much a
vagt quantity of technical -display, and material that
iz invariabiy beyond the reach af the average child in
terms of time- for preparation. The all consuming
emphagis on having to practise technique in the UNISA
examination system hampers the development of valuable
mugical experiences such as ensemble playing, concert
participation and activities such as experimentation
with own compositions.

SUB-1SSUE N2

THE ISSUE OF THE USEFULNESS OF ENTERING STUDENTS FOR THESE
EXAMS.

*
Private teaching is an area dominated by examination

procedures (particularly Eisteddfods) which do more to
massage the ego of the teacher than benefit the pupil.
The private teacher, who in the Western Cape has
traditionally based standards on the British
examination system., depends on examination success for
enralment of more students ang therefore- a hetter
personal income. This perpetuates the ego-massaging of
the teachers and the proliferation of an examination
system that is largely pointless.
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KEY ISSUE - 0 - TEACHING METHODS
SUR-I1SSUE 01

THE_1SSUE_OF THE TEACHING OF MUSIC AS BEING BASED ON THE
INSTRUCTION AND INTERACTION OF SKILLS.

*

The teaching of music is essentially the instruction of
gkilla which are then built on inte what iz called
*music®*. Muzicilanship i2 an overall interaction of
skillis. Skills instruction should be considered a
means to an end rather than an end in itself.

SUB-I1SSUE 02

THE ISSUE OF THE VALIDITY OF EXPERIENTAL ACTIVITIES SUCH AS
DRAMA, AND MOVEMENT FOR MUSIC STUDENTS.

. *

Movement experience in the form of contemporary dance or
movement education 18 an essential part of the training
for the student of nusic.

*
Music Students would benefit from greater freedom of
intuitive expression through experiential activities In
drama/art/music/movement; {e the integration of the
arts.

SUB-I1S3UE 03

THE_ISSUE QF THE USEFULNESS OF THE USE OF VIDEQ TECHNIQUES
AND EQUIPMENT IN THE TEACHING OF MUSIC.

*
Video techniques (the use of video-cassette-recorders) such
as "stop-frame analysis"™ should be used on a regular
systemat}c basis in teaching, and the tapes and v}deo
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playback tacilities should be within access of students
far gtudy. This type of work provides clues, hints,
knowledge and insight into posture, gesturesz, bowings,
" fingerings, ete in the practical area of music
teaching.

SUB-1S5S5UE 04

THE ISSUE OF THE WILLINGNESS OF ADMINISTRATORS T8 TOLERATE
VARIOUS TEACHING METHODS.

%

Administrators (the directorate) have to be ahie to reziize
that "their” approach to teaching is not the only way,
and must be able to tolerate any approach and evaluate
results rather than methods.

SUB-{SSUE 05

THE ISSUE OF THE USE QF AUDIQ TAPE IN_TEACHING MUSIC.

*

Orchestral excerpts (individual parts) shouid be put on tape
played by acknowledged (orchestral) leaders and put on
reaerve for students too listen to. The individual
excerpt shouild be preceded and followed by the paagage
in context, ie the entire symphaonic texture.
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KEY ISSUE — P - ADMINISTRATION

SUB-I1SSUE P1

THE [SSUE _OF THE VALIDITY OF SEPARATING DEPARTMENTAL
ADMINISTRATION IN AN INSTITUTION, EACH DEALING WITH
THEIR SEPARATE ADMINISTRATIVE NEEDS.

*
There must be separate departmentzs dealing with the needs of
all the branches of an institution.

*-
The facilities, curricula, zadministration and sntrance
qualification must vary from department to department
within an institution.

SUB-1SSUE P2

THE ISSUE OF THE CONCEPT OF VARIOUS UNIVERSITIES CATERING
FOR SPECIFIC NEEDS OF SPECIFIC PROFESSIONAL DIRECTIQONS
TOo_RELIEVE THE ADMINISTRATIVE BURDEN OF CATERING FOR
ALL NFEEDS WITHIN EACH INSTITUTION IN THE COUNTRY.

*

Many courses could ultimately be done away with once the
concept of separate music depariments among the various
universities catering for specific needs of specific
professicnal directions is accepted., to relieve the
endless administration of choppinng and changing
courses to fit the varyving needs of a wide variety of
students within one institutian.
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KEY ISSUE - @ - COURSE/PROGRAMME EVALUAT!ON

SUB-ISSUE @1

THE ISSUE QOF THE DIFFICULTIES IN EVALUATING A COURSE QOF
PROGRAMME OR CURRICULUM

*

It take=s time to developra mugiclan and looking too cloze
too =2oon at resultas (evaluation) can often mislead.
Evaluating a music student {(ar an education pragram?
shauld cccur after 2, 4 and 10 years in order to
provide perspective: into this subjective art.

»

Measuring or grading or evaluating the ultimate goal
{outcome/end-resuit) in a musical education is
difficult because it is a subjective appratszal and
aimost impossible to do Iin progressive stages. The
scientific approach of dissecting the procesz and
evaluating each element (year by year) does not work in
music because of the aver-all interaction of skills
which produce=s a "pugician®.

»*
The queastion of examination and evaluation needs looking at.

Much of the examination, particulariy in the
performance area, 13 unreliable because of the

subjective nature of music; examiners know the
candidates intimately.

SUB-ISSUE @2

THE ISSUE OF THE VALIDITY OF PERIODIC SYSTEMATIC
EVALUATIONS.

*

This "tracking™ helps evaluate what is being evaluated and
maintains a network of ccmmunication between students,
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teachers and administration, ie everyone would have a
sense of what Is going on in the institution.
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KEY ISSUE - R — TRAINING OF TERTIARY LEVEL
TEACHERS/LECTURERS

SUB-I1SSUE R1

THE ISSUE OF THE FEASIBILITY OF INVESTIGATION OF TEACHING
AND PROFESSIONAL QUALIFICIATIONS OF THESE TEACHERS.

*.
What 13 needed in South Africa is 2 gtudy of staffing, with
regard to their profasgalonal and teaching
qualifications and hierarchy.

o ———— - —— T —— T ———— o —
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APPENDIX V1

LI1ST OF SUB-ISSUES

The Key-Issues and their corresponding Sub-I=zsuegyas they
were read out as izsues to be responded to in the Interview

Phase, appear - in this appendix.

KEY ISSUE - A - CURRICULA/ SYLLABI /AIMS OF AN INSTITUTION

6.
7.
8.
10.
11.
12.
13.

14,

15.

16.
17,

18.

19.

20.
21.

The aim or direction eof a curriculum.
Flexibility/choice in the curriculum.

The issue of professionally orientated curricula.
The styiistic aim or direction of the institution.
The place of non-Western and papular musiec (and how
it relates te Western music) in the curriculum.

The place of chamher-music in the curriculum.

The value of participation in large ensemble.

The emphasis on General Musicianship.

The place ot a sscond instrument in the curriculum.
The place of Compositicn in the curriculum.
Conducting as part of a curriculum or as a "major".
The place of experientlal, creative activitlies
within the curricuium. ’

The place of music technology in the curriculum.
(eg; TV, radio and recording). '

The validity of detailed syllabi - and just how
detailed they need he .

The standard of practical syliabl.

The validity ot orchestiral syllabl being based on
archestral audition requirements worlid-wlde.
Iinteraction between parts af the curriculum.

The igssue of whether practical activities such as
orchestra/chorus/large ensemble should form a
compulsory, credlt based, part of the curriculum.

Also. if academic credit should be given for this

sort of practical activity.

The issue of the student work-load.’

The validity of standardisation aof curricular
content country-wide. .
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22. The extent to which professionally related
extra-mural activities of staff memhers should
disrupt the time-table.

23. The issue of the duration of the academic vear.

24. The issue aof the curricula as they are relative
toc the context of our sccial and cultural
infrastructure,

KEY [S8UE - 8 - GENFERAL MUSICIANSHIP

1. The igsue af Skillz Inatructioen and Ganaral
Mugicianship as means to an end rather than ends
in themselveas. '

2. The igsue of the Level of General Musgsicianship on
entrance to a course nf study.

3. The iasue of testing of Skills Abilities and
levels for the purposes of streaming on entrance
to a course of study.

4. The issue of Evaluatlion of Generl Muaicianahip.

5. The issue of the Level of General Musicianship
training at schools.

6. The issue of the importance of General
Musicianship training at Primary Schoogol level.

7. The 1iasue as to whether the Acquisition of
Musical Skills depends on "Musical Intelligence”.

B. The issue of Pianistic skills such az Sight-~

: Reading. Improvisation, Trangposition, Score-
Reading, Recitative Realisation, etec, for Piano
Students.

KEY [SSUE - € - EVALUATION AND ASSESSMENT OF STUDENTS

1. The issue of the validity of annual as opposed
to les= ar more frequent evalijation of student
progress.

2. The issue of who the evaluators should be
and the value of using the same people
to evaluate students throughout their courses,

3. The problem of subjectivity in appralsal cf
mugsic students.
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Evaluation of evaluative procedures.
Evailuation of musical performance=s.
The importance of setting up evaluative

The effects of relationships between staff and

‘gtudent on evaluation of gstudents.

" Evaluation of entering students for the purposes’

Tha validity and feasibility of demanding
constant evaluation of indlividuals based

on their abilities and streamed entrance levels.
The issue of Course Evaluation.

The validity of comparing evaluations

aver a pratracted period of time.

The isaue aof noise and scund-proafing {n
a building housing a Schoo! of Music.

The validity of inter-departmental sharing
of equipment and facilities to share

The validity of specialized faci{lities
at particular universities to avoid
having expenslive facllities at every

The issue of lack of facilities for the-
majority of the population.
The validity of utlilising audio tape

The izsue of impressive faciiittes and the

concern far outward appearances rather than
actually what gaes on inside at 3cuth African

The iassue of providing facilities tao cope
with the increase in population (especially

The validity of providing wvidea facilities

4.
5.
6.
criteria.
7.
8.
of streaming.
a.
10.
11.
KEY ISSUE - D - FACILITIE
1-
2.
costs.,
3.
university.
4,
5.
in teaching
6.
institutions.
7.
black population).
8.
and taped items on loan.
9.

The validity of a "bank™ or library ot
teaching materials provided for the
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private teacher in South Africa. )
The accounting for of all physical facilities
at music schools.

KEY ISSUE - E - ENTRANCE QUALIFICATIONS/ ADMISSION

PROCEDURES/ STANDARDS

L.

10.

The issue- a3 to whether Entering Students (those’
that have been acceptad into an institution’
should be tested and what i1t 1z they shouid he
tested in.

The- {ssue as to whether an Initial Test shouid
set. a Standard to be improved upan by each
Individual Student.

Tha lasue of the Validity of Comprehensive
Testing on Entrance for Streaming Purposes.

The izsues of the validity of the Audition
replacing specific Entrance Reguirements. 1ie
Flexibility in Entrance Requirements.

The igsue of the problem of Students Entering a
Course of Study at Diverse levels of

Theoretical Knowledge and Skill.

The issue as to whether the Entrance Requirements
/Standards at Universitiegs in South Afri{ica are
too high or too low. :

The issue of whether Fewer Students of a Higher
Calibre would improve the Standard of Music in
South Africa in General.

The izsue of the Problem of Students who are not
neceggarlly of the required standard being
admitted to coursesa to sustain numbers so that
departments qualify for granta: ie when
eritaria for entrance are not purely academic
or mugical.

The iszsue of Entrance Quaiifications and low
Standards at Universities being a Function of
Education from Pre-primary thraugh to High
Schonl Level, ie the Educational Infrastructure.
The issue of the validity of varying Entrance
Requirements in Differant Departments within an
Institution.
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11. The isasus aof the problem of the Matriculation
Exemption being an Entrance Requirement and the
Validity of Suitabhility for further study as a
basis for entrance.

12. The i=zsue of Entrance Requirements not being In
Keeping with the Standards Required during the
Courses of Study.

13. The 1issue of the Validity of the Establishment of

Preparatory Department within the Music
Department toc Deal with the Raising of Entrance
Levels, )

14. The i33ue of whether the Institution is sengitive

) enough to the Grauwth Pracess in the Study aof
Music (in relation to expecting particular
standards of performance).

15. The {ssue of the Standarde and Resnurcesg of
_Private Music Teachers Affecting the Entrance
Standards at Tertiary Level.

16. The issue of how to set end maintain standards.

17. The izssue of the level of Required General
Musicianship for Admisasian.

KEY ISSUF - F - THE TRAINING OF SCHOQL TEACHERS

1. The issue as to when the Practical Teaching
Experience should be Introduced into a Course
of Study Designed to Train School Teachers.

2. The issue as to Whether Private Teaching by
Students should be Encouraged.

3. The igsue of the Methods and Systems of Training
Teachers.

4. The isgue as to whether Young Teacners, at the
end of their Training, are prepared for the
Rigours of the Profession. - .

5. The issue of the Usefulnesz of Observation at

Gaad Teacherg "in Action™ as a Part of Teacher
Training. A

6. The issue of whether the Universities and the
Education Authorities are "Aiming in the same
direction” as far as Teacher Education is
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Concerned. -
- 7. The issue of Training of Tertiary Level Music
Teachers ("Lecturers®™). '

9. The issue of the Presentation of Teaching Skills
to Prepare the Student Teacher for the Practical
Task at Hand.

10. The i{s3ue of the Expense of Training Teachers.

KEY ISSUE — G - CAREER PROSPECTS IN MUSIC [N Sa

1. The extent to which Students are aware af Career
Possibilities.

2. The igsue af Opportunitiez for Musical Caresrs in
Sguth Africa.

3. The lzsue of General Versus Specific Musical
Training.

4. The Limitations on Careers in Music in South
Africa owing to Poiitical and Economic Problems,.

5. UOpportunities in the Orchestral Profession in
Socuth Africa.

6. The ettect that the Relationship between a
Teacher and Student may have on the Career of
that Student.

7. The 1igsue ot whether the Training of Professional
Musicians at the institution is Equipping
Graduates to cope with the Profession.

8. The issue of Career Opportunities for Pianists.

9. The etfect that the Availability of Funds from
Education Departments has on Careers for
Muzsicianz in Sauth Africa.

KEY ISSUE - H - THE TRAINING OF ORCHESTRAL MUSICIANS

‘ 1. Tha isgue 0f whether there is enough Emphasis on
the Training of Orchestral Musiclans as compared
te Pianists at an institution.

2. The issue of Diplomas in Orchestral Playing and
Conducting.

3. The iggue of the Standard and Content of String
Syllabi.
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4.  The issue ot the Level of String Teaching at the

' SACM.

5. The Validity of Orchestral Excerpts aon Audio-tape

. as an Ald to Training of Orchestral Musicians.

6. The Value of Mock Orchestral Auditions.

7. The Usefulness of having of Separate
Opera and Symphonic Courses for QOrchestral
Players.

8. The Importance af the Orchestral Syllabi covering
the Repertoire” throughout the Historvy af
Orchestral Music.

8. The l=ssue of "Local Content® in our Orchestras.

10. The issue of whether Orchestral Training should
take place at a University or rather at a
Conservatory or Technikon.

11, The fteasibility ot Orchestral Literature courses

for Orchestral Students Co-Ordinated with an
estabhlished Professionail Orchestra.

12, The teasibility ot establishing Orchestral
Bursari{es for Orchestral Students to
Gain Experience and Repertoire.

13. The feasibility of a Resident String Quartet
at an Ingtitution.

14. The need for an Outstanding String Pedagogue and
Pertformer as well a2s a Charismatic Conductor in
an Orchestral Programme. '

KEY ISSUE - § - THE CONCEPT OF THE UNMIVERSITY MUSIC
DEPARTMENT AS OPPOSED TO THAT OF THE CONSERVATORY

1. The izsue of the definiticon of a Conservatary
and that of a Music Department.

2. The Question of whether Music
shouid be Taught at Universities or at
Conservatories. B
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KEY ISSUE - J — MUSIC AND MUSIC EDUCATION AS PART OF CULTURE
IN SOUTH AFRICA / SOCIAL AND SOCIOLOGICAL ISSUES SURROUNDING

MUSIC AND MUSIC EDUCATION / THE STATUS OF MUSIC AND MUSIC

EDUCATIQON IN SOUTH AFRICA

10.

i1.

12‘

13.

14.

The issue of Recognition of

Music Departments In the Schoois.

The Emphasis on Sport

Vergus Cultural Activities in South Africa.

The Attitude towards. and level of importance
placed on Music ag Part of Cultural Development
by Education Planners in Scouth Africa.

The issue of the Attitude of Young Peaople towards
heing involved in Musical Activities.

The issue of Music and its Intrinsic as opposed
to Commercial Value.

The 1ssue of the level of Appreciation of Mu=zic
by the General.Public.

The iasue ot the Difference in the level of
Appreciation of Music between Afrikaans-

Speaking and English-Speaking Members of the
Public in South Africa.

The issue of the effect of the Education
Department Removal of Music as a subject from

the Syllabl of the Secondary Schools in the
Transvaal. .
The issue of the role of Tertiary Music Education
in Society.

The iggue aof Facilities for Muzical Training only
being provided for a Limited Section of the
Population.

The igsue of the Status ot Music as a Profeasion
in our Society and that of Music Education in the
Schaoaols.

The issue af the roie and [mportance of Music in
the Educational Infrastructure in South Africa.
The {z3us of the Effect ot the Present Pollitical
and Economie 3ituation on Music iIn South Africa.
The issue cf the role of the Government and
Business in Influencing the Arts (Especially
Mugic).



15.

i86.

17.

18.
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The iszuye o0f the Effect ot Afrikaner
Protestantigm on Music ag part of Soclety.

The issue of the Present Number af Tertiary
Music Departments and the Number of Students
Desirnus of Tertiary Music Education.

The issue of the Increase in Populaticon and the
Increasing Demand for places by Black People in
South African Universitites.

The issue cf the Relevance of Teaching a Wegtarn
European Musical Tradition in South Africa.

KEY ISSUE ~ K — PRIVATE MUSIC TEACHING

1.

2.

3.

4-

The ilssue of the areas af Teaching that the
Private Music Teacher should be Concentrating
on in terms of how this relates to later years
when the studant ends up at Universgity.

The issue of Students being invoived in private
teaching.

The igsue of Private Teaching and the External
Examination Systems.

The izsue of the Validity of a Resources
Organisation/Association for Private Teachers in
South Africa to Provide Information, Rasources,
and Helip in General.

The issue of the Pedagogic Level of Private
Teachers and how it can be Improved.

KEY ISSUE - L - COMMUNICATION WITHIN AND BETWEEN MUSIC

DEPARTMENTS

The issue of Communication between T=2achers and
Students in General.

The issue of Communication between the
Universities and the Departments of Education.
The i{gsue of Comnunicaticn between Universitles
by way of Pooling Resources.
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KEY ISSUE - M - VOCAL MUSIC AND OPERA

1. The isgsue of the problem of Vocal Students
entering a Course aof Study with varying Formal
Backgrounds,

2., The Iissue of the Training of Pianists to be
Vocal Accompanists and Coaches for Opera and
the Lack of Such Suitably Qualified Pianists.

KEY ISSUE - N - EXTERNAL EXAMINATION SYSTEMS SUCH AS UNISA

i. The isszue of the Emphaszis on the Level of
Technique Required- by the UNISA Examination
System and its Relation to the Development af
Musical Experience for Young Chiidren.

2. The issue aof the usefulness of
Entering Students for these exams.

KEY ISSUE - 0 - TEACHING METHODS

1. The issue of the Teaching of Music as being Based
on the Ingtruction and Interaction of skills.

2. The issue nof the Validity of Experiential
Activities such as Drama, and Movement for
Muzic Students.

3. The igsue of the usefulness of the use of Video
Techniques and Equipment in the Teaching of
Mustiec,

4. The izsue of the Willingness of Adminigtrators
to Tolerate Various Teaching Methodse.

5. The izgue of the use of Audio Tape in Teaching
Music.
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Administration in an Ingtitution,
with their separate Administrative

the Concept of Various Universities

the Pifficuities in Evaluating a

the validity of Periodic Systematic

KEY ISSUE - P — ADMINISTRATIAON
1. The issue of the Validity of Separating
~ Departmental
each dealing
needs.
2. The issue of
Catering for Specific needs of specific
Prafessional Directions to relieve the
Administrative burden of catering for all
needs within each institution in the country.
KEY ISSUE - § — COURSE/PROGRAMME EVALUATION
1. The issue of
course or Programme or Curriculum.
2. The issue of
Evaluations.
KEY ISSUE - R - TRAINING OF TERTIARY LEVEL
TEACHERS/LECTURERS
1. The isaue of

Teaching and

the fea=ibiiity of investigation of
Professional Qualifications of

thege Teachers.



APPENDIX VIl - page 1

APPENDIX Vi1

KEY ISSUES
CURRICULA/SYLLABI/AIMS OF AN INSTITUTICGN
GENERAL MUSICIANSHIP |
EVALUATION AND ASSESSMENT OF STUDENTS
FACILITIES
ENTRANCE REQUIREMENTS,/ ADMISSION PROCEDURES/ STANDARDS
fHE,TRAINING OF SCHOOL. TEACHERS
CAREER PROSPECTS [N MUSIC IN SOUTH AFRICA
THE TRAINING OF ORCHESTRAL MUSICIANS

THE CONCEPT OF THE UNIVERSITY MUSIC DEPARTMENT AS
OPPOSED TO THAT OF THE CONSERVATORY

MUSIC AND THE EDUCATION QOF MUSICIANS AS PART OF CULTURE
AN SOUTH AFRICAs SOCIAL AND SOCIOLOGICAL 1SSUES
SURROQUNDING MUSIC AND MUSIC EDUCATION

PRiVATE MUSIC TEACHING

COMMUNICATION WITHIN AND BETWEEN MUSIC DEPARTMENTS
VOCAL MUSIC/ OPERA

EXTERNAL EXAMINATION SYSTEMS SUCH AS UNISA

TEACHING METHODS

ADMINISTRATION

COURSE/ PROGRAMME EVALUATION

TRAINING OF UNIVERSITY LECTURERS/TEACHERS
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APPENDIX VIII

REPORT ON RESPONSES TO FACH REMAINING KEY ISSUE

{(The table of these remaining Key-Izsues appears in
Appendix VII).

KEY ISSUE — B - GENERAL MUSICIANSHIP
The number of interviewees responding to this Key—lssue was:

- as a Main choice - 3: a second-year student, an
ax—student who is now a music teacher., and a full-time
member of the academic gtaf?.

- Az an Additional Cholice - 7

Th;s key igsue comprises the issue of the acquisition o?
musical skillz OTHER than those of instrumenta! playing
gkills - Ie. Aural perception, "sight-sound”
cannection, zight-singing, etc. This was defined in
the preliminary study as being "General Musicianship."
(See page 32 of the Preliminary Study)

THE IS5SUE OF SKILLS INSTRUCTION AND GENERAL MUSICIANSHIP
AS MEANS TO AN END RATHER THAN ENDS IN THEMSELVES (B1l)

The respondents generally feel that develaopment of these
ski{lls should be megans to an end rather than merely
ends in themselves - this implies INTEGRATION ot skill
areas, 3a that students learn to read, hear and sing
accurately and eagily. The situation at the SACM (=
perceived to be as follows:

Probahly because the subject is examined az a separate
entity, acquisition of these skills is apparently
viewed by students to be an end in itzelt. This may be
because it is regarded ag a "sybject™ that has to be
passed as a separate entity. The students could
pcsgibly be concerned with passing the exam without
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connecting these skills to the whole picture of being a
musician.

General Musiclanship development should affect all musical
experiences including performance, sglight-reading,
listening, composing and teaching. As one af the
regpondents has suggested, thia area shouild be treated
in a "...wider, more universal sense...™

THE ISSUE OF THE LEVEL OF GENERAL MUSICIANSHIP
ON ENTRANCE TO A COURSE OF STUDY (B2)

The respondents indicate that at the SACM the level is
varied. It is perceived to be a problem in that the
*gap" between variocus students® levels of abllity In
this area ig not being addressed by the S5ACHM.

Intensive catch-up programmes are suggested to "close the
gap” and to raise the overall standard of General
Musicianship, even on an individual basis. [t has
been suggested that mere involvement in ensemble work
will lead to improved General Musicianship.

THE ISSUE OF TESTING OF SKILLS ABILITIES AND LEVELS
FOR THE PURPOSES OF STREAMING ON ENTRANCE
TO A COURSE OF STUDY (B3)

It appearz that testing of students’ skills abilities and
General Musiclanship on entrance to the SACM does not
accur, alithough some students are streamed into
T{ntroductory Coursgses®™., The respondent2 have impli=d
that although this sort of streaming occuras, it takes
place informally. They belleve that the narrowing atf
the difference between individual levels of General
Musicianship can be achieved, but not without formal,
comprehensive testing.

It appears that before testing of this nature and streaming
can take piace, certain eriteria or leveis which
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students are expected to reach, must he get up. (See
page 138 of the analysis of Key Issue A for suggestions
ags to what these criteria may comprise.)

THE ISSUE OF EVALUATION OF GENERAL MUSICIANSHIP (B4)

There are varied views on this; from that of not being sure
how evaluation af these skills should take place to
emphasising the importance of self-evajluatioen af
teachers.

The respondents imply that evaluatian of General
Musicianship i3 not an area of particular difficulty,
Referring to the previocous issue it seems as though as
long aaz there are clear criteria agalnst which the
evaluation takes place, this evaluation shouid not be
of great difficulty. it is the development of General
Musicianship rather than 1ts assessment that requires
skill and dedication.

It was suggested by one of the respondents that at present
there is tittle one can do about the level of these
gkills, apart from "pep-talksY, and that a selution
to this would be it one teacher be azaigned ta teach
the various aspects of General Musicianship. This
implies that he feels that he i3 not in a position to
deal with the musicilanship problems of the students
because such problems fall under the Jurisdictlon of
other teachers. DPoes this imply a lack of
communicaticon between the staft?

THE ISSUE OF THE LEVEL OF GENERAL MUSICIANSHIP TRAINING
AT SCHOOLS (B5) : -

Important factors emerged from this igsue:

- schools that cope adequately with aural are the
exception rather than the ruile
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- the =choolz are not reaily providing a high enough
standard of Aural training although the syllabus is
clear

- often teachers in the schools are unable to teach these

- skills as they are not equipped with the skillis
themselves,

- " there is emphasis on instrumental technique rather than
General Musicianship.

- ginging i3 one of the best ways to learn to listan,
with an emphasis on enzembie: {n other words,
developing a natural musicianship through singing

Al]l of the above serve to emphasise the possibllity, as
expresged by ane of the respondents, that the standard
and emphasis on General Musicianship training in the
schaools may be lower than appropriate.

THE ISSUE OF THE IMPORTANCE OF GENERAL MUSICIANSHIP
TRAINING AT PRIMARY SCHOOL LEVEL (B6)

The two intervieswees who responded to thiz issue both feel
that a vital time for children to learn gkills is at
primary school, and that it does not seem to oeccur as
guch at the pregent time.

THE ISSUE AS TO WHETHER THE ACQUISITION QF MUSICAL SKILLS
DEPENDS ON "MUSICAL INTELLIGENCE™ (B7)

It seems that there is a probiem with the definition of
"musical intelligence.” If it is to mean "aptitude™
then it is felt that this musical aptitude i3 indeed
necessary. It {3 important tn relate what the Delphi
Cansuitant said in terms ot thisz issue; that atl muslic
students gshould be able to reach a reasonabie level or
General Musicianship, because General Musiclanship is
something that could be attained as easily as normal
reading and writing skills - without much "musical
intelligence”™ needed. [t seems that the respondents
imply that they agree that a certain level of General
Musicianship i3 possible without necessarily having
"musical intelligence”



APPENDIX VIII - KEY ISSUE B - page 5

THE ISSUE OF PIANISTIC SKILLS SUCH AS SIGHT-READING,
IMPROVISATION, TRANSPOSITION, SCORE-READING,
RECITATIVE REALISATION, ETC, FOR PIANO STUDENTS (BS)

There is unanimity among these respondents that the piano

teachers at the S5ACM seem to place emphasis mainly o©on
the- preparation of pieces ar works for perfarmancs,
and that it is possible that the area of pianistic
skills is neglected - especialiy sight-reading.

One of the respondents (fuli-time member of the academic

{See

staff)> has suggested that there is no need for the
devejopment. of these skills rfor teachers. It seems
logical that teachers should have highly develaoped
gkills and levels of General Musicianship so as to be

~able to impart their knowledge and teach thelr skills

to other peaple.

responses to Sub-Issue G8 for more discussion of this
isgue).
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KEY ISSUFE - € - EVALUATION AND ASSESSMENT OF STUDENTS

Thia Key [3sue waz zselected by only one respondent, a
full-time senior member of the practical teaching
3tafit.- Four respondents selegted thisa i3gsue az an

P"additional chaice™.

The regpondant feelg that examiners are chaogen carafully and
the system of using a panel of examiners in practical
examng, in orde} to reach a consenses in an assessment,

"is effective. Although no particular evaluation
criteria are used (although mention of application of
"ouide rules" is made) in either assessment of students
or evaluation of assessment procedures, the respondent
feels that neither are necesgsary as the system 1s

fgatisfactory™.
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KEY ISSUE - D - FACILITIES

The main point made by the single respendent (senior member

ﬁf practical teaching staff? in this issue 15 that of

finénciai considerations. Financial rescurces link up
with matters concerning facilities, ang it is felt that
most ofithe issueé ;urrounding facitities are affected

by a present lack of sutfficient funding.

Two respondents gelected this issue ag an "additional

choice™,
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KEY ISSUE - E -ENTRANCE REQUIREMENTS/ADMISSION PROCEDURES/
STANDARDS

Four interviewees selected this Key-Issue as their "main
choice® and Four as thelr "additional choice™.

THE ISSUE AS TO WHETHER ENTERING STUDENTS (THOSE THAT HAVE
BEEN ACCEPTED INTO AN INSTITUTION) SHOULD BE TESTED AND

WHAT IT IS5 THEY SHOULD BE TESTED IN- (21

The general feeling'among regpondents i3 that testing should
indeed take place after students are accepted and that
the tests. should. cover most theoretical and practleal
areas |lilke Aurali, Harmony, Sight-Reading. Keyboard
Harmony and Ensemble. These respondents generally feel
that insufficient testing of this nature occurs at the

SACM. )

THE ISSUE AS TO WHETHER AN INITIAL TEST SHOULD SET A
STANDARD TO BE IMPROVED UPON BY EACH INDIVIDUAL STUDENT

(E2)

There i3 unanimity on this issue; the regpondents feel that
there should be an overall minimum standard that all
students should attain before graduating, rather than
expecting all students to meet differing demands.

THE ISSUE OF THE VALIDITY OF COMPREHENSIVE TESTING ON
ENTRANCE FOR STREAMING PURPOSES (E3)

It is felt by thege raespondents that comprehengive testing
would be desirabie. They do feei. however, that the
testing should be sufficientiy comprenensive to retfisct
a thorough picture of a student’s abilities and
knowledge. It seems that, at the SACM, testing for
gstreaming into "Introduction™ courses accurg on a
limited scale, but not streaming in terms of placing
advanced students into more senior years.
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THE ISSUE OF THE VALIDITY OF THE AUDITION REPLACING SPECIFIC
ENTRANCE REQUIREMENTS, [IE FLEXIBILITY IN ENTRANCE
REQUIREMENTS (E4)

All the respondents approve of flexibility in entrance
requirements, but it is felt that the audition should
be sufficiently comprehensive to cover areas of a
practical and intellectual nature. A point made by 2
3rd year student is that flexibility in entrance
requirements should not imply flexibility in standards
required for entrance, but rather flexibility in the
criteria for entrance.

THE ISSUE OF THE PROBLEM OF STUDENTS ENTERING A COURSE GF
STUDY AT DIVERSE LEVELS OF THEDRETICAL KNOWLEDGE AND
SKILL (E5)

All four respondents regard this as being "...a problem at
the College..."”. The reasons glven seem to indicate
that the SACM is setting entrance requirements, but not
applying them in reality. However, the regpondents
generally seem to feel that these varying levels can be
addressed by the SACM by the institution of
introductory courzes and the setting of
levels/standards that have to be reached before the
students are permitted toc continue.

THE ISSUE AS TO WHETHER THE ENTRANCE REQUIREMENTS/STANDARDS
AT UNIVERSITIES IN SOUTH AFRICA ARE TOO HIGH OR TODO LOW

(EB)

The respondents indicate that entrance requirements vary
from univeraity to university, but all fzei thaT the
requirements should be "higher™ and that the
raquirements at the SACM are "low".
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THE ISSUE OF WHETHER FEWER STUDENTS OF A HIGHER CALIBRE
WOULD IMPROVE THE STANDARD OF MUSIC IN SOUTH AFRICA
GENERAL (E7)

There are varied views on this issue. An interesting
response came from an ex-student-Orchestral player:
suggests that fewer students would not necessarily

improve the standard of music in this country. This

reapondent is guoted:

"It is a bit short-sighted to turn away those whao show a

IN

3he

reasonable amount of ability and premise. In the end
ane would be eliminating the possibility of there being
mare and better musicians even if there are a few who
are not so0 good. Students should be accepted in a more
flexible way but the requirements for graduation should

remain very gtrict.”

An oppos{ng view comes from the fuli-time staff member:

she

feels that {f there were fewer students each individual

gtudent would receive more attention and that the

standards would improve. However, It 1Is generally felt

that numbers are more likely to produce competition
and, further, one needs numbers to create large
ensemhiea - a vital part of musical training.
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THE ISSUE OF THE PROBLEM OF STUDENTS WHO ARE NOT NECESSARILY

OF THE REQUIRED STANDARD BEING ADMITTED TO COURSES TO
SUSTAIN NUMBERS SO THAT DEPARTMENTS QUALIFY FOR GRANTS;
IE WHEN CRITERIA FOR ENTRANCE ARE NOT PURELY ACADEMIC
DR MUSICAL (EB)

All faour respondents indicate the fact that students who are

below standard in terms of s2ntrance requirementa have
been admitted- te the SACM, and- they ail ackowledge the
difficuity im keeping the doors of the SACM open 17
they do not have thes enroiment to quaiify for
sufficient funding. They are implying that the SACM is
struggling to maintain sufficient enrolment.

Responses to other issues in this project i{mply that law

enrolment may not be wholly dependent on finding
students with sufficiently high entrance requirements,
but aon other issuesg such as:

the number of school-ieavers interested in studying musie

whether the courses at the SACM constitute what
prospective students are interested iIn

the demand for'prarassional musicians Iin scciety

the status and remuneration of the profeasional musician

the lack of a "juniar®” or preparatory department

whether school music departmenta are meeting sufficiently

high standards

the problem that many black stugents who may want to

study music are not admitted because of the atandard af
education for black people or because ot their limited
resgurces.

The question that arises is whether the SACM is struggling

to maintain enrolment merely for reasons concerning
standards. The respondents seem to feel that the issue
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at hand i3 owing to the entrance standards, but it
gsems that it would be appropriate to consider these
other reasouns.

THE I1SSUE OF ENTRANCE QUALIFICATIONS AND LOW STANDARDS AT
UNIVERSITIES BEING A FUNCTION OF EDUCATION FROM
PRE-PRIMARY THROUGH TO HIGH SCHOOL LEVEL, IE THE
EDUCATIONAL INFRASTRUCTURE (ES)

At the moment the SACH: is offering courseg that raquire a
relatively high standard of previous training. Most
people who intend studying at the inastitution are
schaonl-leavers, therefore the scheol-leaving level
should be such that a simple progression from secondary
to tertiary education is facilitated.

There are two ways of seeing this progression.
School~-leaving leveis could be determined either by:

1 the universities gauging the standard of the
gschaool-leavers and adjusting their requirements for
entrance accordingly (as the issue implles) or,

_ 2) the matric music level be set up by the
Education Department according to the level required by
the entrance requirements of the -universities.

It seems reasonable to expect that the universgitlies are in a
gstronger position to set these requirementsa than the
school g,

Two regpondents commented on this issue. They both state
that the level of school-leavers iz inconsistent, and
that the school-ieaving ievel is not arf +the desirea
standard even if the prospective student may have a
matric certificate. -

It sems that, at the moment, the SACM 12 having tao bend to
the pressure of these laower standards to sustain
enrolment {previous i{ssue), thus rendering the
entrance requirementz a function of the gschool-leaving
level.

»
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THE ISSUE OF THE VALIDITY OF VARYING ENTRANCE REQUIREMENTS
IN DIFFERENT DEPARTHMENTS WITHIN AN INSTITUTION <(E10)

All the respondents feel that all departments within an
institution should set equivalent antrance *
requirements, One of the respondents impllies that the
SACH iz taorced to vary the entrance requirements for
various instrumental groups,. saying that the demand
for places in. the Pilano Department compared to that or
other departments necessitates this difference if there
are to be engugh students at the SACM. This means that
the number of students who demand places at the SACM in
the varying departments determine the =standards in
those departments. ' ’

It seem=s as though the level of preparation of prospective
students varies from instrument to instrument, the
planigts being the best prepared. Cauld this be due to
the 2mphasis on the study of the piano in the schaols?

A way to overcome these differences, as oné respondent has
suggested, would be to encourage the institution of a
preparatory programme or department at the SACM.
Parhapz the Beau Soleil school will help raise the
level of interest in and playing of other instruments
begsides the piano.
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THE ISSUE OF THE PROBLEM OF.THE MATRICULATION EXEMPTIODN -
BEING AN ENTRANCE REQUIREMENT AND THE VALIDITY OF
SUITABILITY FOR FURTHER STUDY AS A BASIS FOR ENTRANCE
(E11) .

The isgue of flexibility Iin terms of entrance requirements
" has bheen discussed; but this izsue refers specifically

toa the matric exemption heing the basis for
"aguitability for further study®". The regpondents imply
that it must depend on whether a student i3 registered
for a practically orientated course {(a "diploma®
caursa) or an academically orientated coursse (a
"degree™ course). This concerns the igsue of the
definitian of the difference between a "diploma™ and
*"degree”™ caurse, and whether a university ghould auard
*degrees™ to students who have completed "practicai®
courses. This is a controversial issue beyond the
gcope of this study, but is a relevant area of
digcussion in terms of changing views of what "beling
educated” means, as well ags whether suitability on the
basis of a common entrance exam could replace such a
specitic requirement. The notion mentioned by one
respondent {(in E9) of people being able to pass exams
without having corresponding knowledge c¢an be extended
toc include the possibility that people with matrie
exenptions may well not be suited to a university
education.

-

THE ISSUE OF ENTRANCE REQUIREMENTS NOT BEING IN KEEPING WITH
THE STANDARDS REQUIRED DURING THE COURSES OF STUDY
(E12) )

The general feeling among thse resgpondentz is. that the
entrance requirements at the SACM are low in comparison
with standarda that are required during the courses.
Could this be connected to the lowering of entrance
raquirements (ES) without lowering the requirements for
graduation?
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THE ISSUE BF THE VALIDITYIGF THE ESTABLISHMENT OF A
PREPARATORY DEPARTMENT WITHIN THE MUSIC DEPARTHMENT TO
DEAL WITH THE RAISING OF ENTRANCE LEVELS (E13)

According to these reapondents this would he a soiutian to
the difticulties expresaed in many of the sub-igsues in
this section. The most obvious problem with this seems
to. be the expense of adding time to an alrsady lengthy
process. of obtaining a degree. There may also bhe the
possgibility that students may not enrol at all if they
have to do preparatory work.

Would an extra yvear or half-year added to a four-year Gourse
prevaent peopie from enroliing, or would it encourage
more people to enral?

THE ISSUE OF WHETHER THE INSTITUTION IS SENSITIVE ENDUGH TOD
THE GROWTH PROCESS IN THE STUDY OF MUSIC (IN RELATION
TO EXPECTING PARTICULAR STANDARDS OF PERFORMANCE)
(E14)

_ All the respondents feel that the SACM - especially in the
area of individual instrumental tulition is, indeed,
sufficientlly senasitive to this issue.

Thig relates to Sub-lasue Ei12 abave. It seems that 1f the
entrance requirements are lowered then particular
sensitivity to the expected levels for graduation needs
to be applied. One cannot accept students with lower
entrance standards and expect them to graduate in the
get time.

THE IS55UE OF THE STANDARDS AND RESOURCES OF PRIVATE MUSIC
TEACHERS AFFECTING THE ENTRANCE STANDARDS AT TERTIARY
LEVEL (E15)

The difficulty expressed by all the respondents is that of
not being able to contol the private teaching sector in
terms of demanding that these teachers are recognised
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ag being gqualiftied. to teach as well as ensuring that
the content and quaiity of their work is appropriate to
the level and content required for Tertiary music
education. :

THE ISSUE OF HOW TO SET AND MAINTAIN STANDARDS (EL15)

It has been suggested that a basis for getting standards

Thia

could he ather institutional examination systems such
as the UNISA and Royal Schools Grade systems. Another
paint iz that entrance requirements could be set on the
basis of the gtandard at the schools - the
*intrazstructure, "

hag previousaly been found to he less workable than the
univeraities setting the standards required to be
reached by the schoois. This would further imply that
cther sociological factors would need to be researched
and bought Into the reckoning. In other words,
standards may have to be =et more realisticalliy in
terms of the entire infrastuctue of social, economic
and educational elements.

THE ISSUE OF THE LEVEL OF REQUIRED GENERAL MUSICIANSHIP FOR

ADMISSION (E17)

The rezpondenta generally feel that the required level of

{See

"gkills™ abllities should be higher than 1t ls far
admission to courses in . music at the SACM. It has been
suggested that the schoolg and the private teachers
gshauld shoulder this responsibility. Perhaps a
preparatory department could deal with this.

Sub-Igsue A8 and Key-Issue B for more discussion of
general musicianship).
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KEY ISSUE - F - THE TRAINING OF SCHOOL TEACHERS

This Key-lssue was selected as a "main choice™ in the
interviews by the highest number of respondents (10)
who, as {t happens, representative of the categories

of person in the sample. This Key-issue iz thus highiy

prominent in the minds of the sample interviewed.
Furthermore, it is likely that the igzue of teacher
training in any educational infrastructure is a
.starting point far any attempt ta improve the quality
at that infrastructure.

The reports on thesge responses are therefore somewhat more
detalied than for the other Issues.of the izsues.

! do not profess to be an expert in this field. I have,
however, added some of my own observations merely to
add breadth to the repondents’ arguments, {n an
attempt to interpret the situation at the SACM. This
Key-Issue seems to be seen by these regspondents in a
less negative light than most of the other 1ssues.

THE ISSUE AS TO WHEN THE PRACTICAL TEACHING EXPERIENCE

SHOULD BE INTRODUCED INTO A COURSE OF STUDY DESIGNED TO

TRAIN SCHOOL TEACHERS. (F1)

The responses to this issue can broadly be categorised {nto
three main types:

1. Teaching experience should be introduced immediately
and run concurrently with theoretical training;

2. A relatively short period of theor2ticai training
should precede this experience; ‘

3. There should be a substantial periocd of preparation
before the experience be introduced.

The main reason given by the respondents who fall into the
first group is that gaining experience in teaching is
the most effective way of learning to teach.
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second group, who think that experiential tesaching
shouid be introduced after a2 period of time (six months
tn a year) give the following reason;

that one should have had a preparatory period first,
both in the psychological & musical aspects.

(one- respondent} in the third group =2uggests that faour
years. should be spent on musical skills befare the
training in the area of teaching commences.

reazona given In favour af starting the practical
teaching immediately — or as soon as is practically
possible - appear to be attractive.

reapondent who suggests that four years of mu=ical
gkillgs and training should occcur before practical
teaching is introduced implies that music students
would not have sufficient musical knowledge and a level
of skills necessary for teaching for four years.

It could be argued, though, that by the time students are

admitted to a course in tertiary music studies thelr
"hbasic musical backgraound™ ocught to be at a level where
they are able to cope with teaching fundamental musical
principlesa.

-

Perhaps an optimal situatioﬁ would arise from the knowledge

that both good musical preparedness and ample teaching
"experience are vital to preparing good teachers, and
that the two areas of musical and teaching skills be
acquired concurrently over the 2ntire duratian of the
course of study.

A way to overcome any "psycholeogical barriers™ such as may

be manifest in a feeling of not being ready to teach
could be to "throw the students into the deep-end” as
has been suggested by one of the respondents; ™"...the
idea here (at the SACM) of étarting with the very small
children and maving onto older children helps overcoms
the fear of facing tham.™
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Perhaps this "fear of facing® the pupils conatitutes part of

the "psychological barrier”™ that the students have,

but zhe has suggested a way to overcome this. Smaller
children would be less demanding in terms of cne’sz own
level of musical advancement, go If the lack of
musical background or fear of facing teenagers is’'a
problem, starting with the younger children would glve
them an opportunity to concurrentiy work at their
musically deficient areas and give them confidence in
"facing®™ the situation if need be.

The danger of the students teaching at such an early stage

liea in the prohzbility that they might instil the
"wrang things"™ ar "bad habits" in the peagplie they are
teaching, but this danger could be overcome if, as
has been suggested by one of the respondents, this
teaching is done under supervision.

As far as the question of obgervation (ie observing experts

at work) prior to experience is concerned, according to
one of the respondents, this is done at the University
of the Witwatersrand, but she goes en to say that she
thought it was "...usetul, but not as useful! as what
we do nowv...the weekly teaching sessions.”

It has been suggested by another aof the Delphi consultants

Also,

(78) that "a system such as where a student is assigned
to an acknowledged teacher as an apprentice for a
period of months might provide the student with the
opportunity to learn practlical "know-how" by
obgservation rather than by trial and error.® This is a
fair suggestion, but may have practical probiems ot
finding the numbers of good teachers to act as
"zupervisors™ and the probiem of funding such a acheme
iz not to be averloonked. The general viaw of the
respondents towards the notion of “observation as part
of teacher tralning®” 1s that it should take place
tagether with the practical experience of actually
teaching, ar else it would have limited vajidity.

the idem of running the theoretical part of the
training cencurrently with the practical part will
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gerve to relinforce, almogst immediately, thasge
-theoretical aspects that are congtantly put into
practice and experimented with in the teaching
practice.

The repondents displayed a lack of factual knowledge about
the system at the SACM. They were asked at what point
the SACM presently {ntroduces teaching experience: -
their regpenses were as follous:

- After a year and a hailf {(4th yesar Generai Student’
- After a ysar (4th year "Practlgal®" Student)
- don’'t know {(parent of a student)

- In secand year — [I'm not sure {(lz3t vear Education Student)
- Half way through first year (lecturer in Musgic Education
department) ) '

- From third year onwards (2nd year Education Student)
- In second year (2nd year Education Student)

- In second year (Doctoral Student)

-~ After a year .{3rd year General Student)

Why i3 there a lack of clarity about the system at SACM?

The SACM may well be addressing the issue of when the
practical experience for student teachers should be
introduced. 1t appears that it is being done at a
satiasfactory stage; ie "ag sarly as possible™ gilven
that this teaching is done under supervision and that
musical skills and teaching skills are dealt with

concurrently.
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THE ISSUE AS TO WHETHER PRIVATE TEACHING BY STUDENTS SHOQULD
BE ENCOURAGED (F2)

The respanses can be summarised as follows: Of the ten
regpondents, eight of them sald "yes™ to this issue and
the remaining two, atter discussion, implied that they
were in favour of private teaching by students.

The general congensus amaongst these respondentz was that
private teaching should be encouraged, but undsr
certain circumstances. Thege circumstances are that:

13 the teaching should pbe done under supervision or with
permigsion from an instructor

2) the student= zhould have their priorities right and neot
take on too many pupils so that it interferes with
their work )

3) that students shouid be encouraged to be concerned with
their pupils and take the responsibility for the
outcome of their teaching

4) that student teachers would be doing themselves and the
community a service

At pregsent, students are encouraged to do private teaching,
by the fact that the SACM does provide superviszlon for
people to learn to teach en a one-to-one bhasis, and
that the staff seem to be approachable on the matter.
indicates that {t 1s encouraged and nurtured by the
SACM. It i3 telt tc he important for student teacherg
ta develap theiy "interactive” processes in teaching
through experience.

The SACM could, perhaps, concentrate a little on the
question of the ethics of teaching and try to educate
the students into believing in an ethic that is
appropriate to private teaching. The private teacher
plays a vital role in the music education of our young
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paaple 23 many schools oftfer anly the plann azs a
sub ject or do not offer music at all.

THE ISSUE OF THE METHODS AND SYSTEMS OF TRAINING TEACHERS
(F3) '

The‘responses to this particular issue take the form of a
description of the situation at the SACM; comments in
favouyr of that system: agriticisms of that system;
comments on "existing®” systema such a2 the Kodaly
system; and suggestlonz as to how the present gyastem
could be iImproved.

The general trend amang these regpondents towards this issue
is that one's teaching should and could be based on a
hroad background of knowledge with the added provisor
of gaining as much experience as possible, 3o that the
asplrant teacher can develop his own style and
approach. The emphasis seems toc be on experimentation,
communication, experience, discovery, individuality, a
broad perspective and ifmagination.

It ia Encduraging that one respondent, a lecturer in the

Music Education department, admitted that "perhaps 1
, haven’t done enough research on the matter
(of)...teacher educatiaon ..."

The same resgpondent stated that "students are conditioned
into a "Lecturing mode™ of learning - they sesem to want
‘medels ..."™ This however, is not the view expressed by
the other respondents who. with one exception, are
students. [t seems that there is a difference in
perspective on this matter hetween the students and
this staff member. This may indicate a lack or
theorough communication, and I =uggest that although the
atatf seem to be concerned about thelir research and
knowiledge, the issue of what the students want compared
to what the staftt think the students want could heccme
a valid topic af research.
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An area for concern iz that one of the reapondents (a fourth

This

year student) has =ztated that "...(The SACM) does not
know what is involved in the teaching of the subject of
Mugic Education. The lack of Method is the problem..."
and that "...the eriticisms of practice teaching are
kind rather than relevant, the methodology lectures are
scattered and irrelevant.® This comes from a person
wha is a "trained and qualified teacher”™ having been
"through the process of how to %#rain teachers" who adds
that ™...na-ona {(at the S5ACM) really knows what the
issue a2t hand involves.™

respondent is pointing towards the need for a specific
mathod or system of fteacher esducation which could be

rumr by suitahly qualified people.

It i= of note that this respondent implies what was stated

by the Delphi congultant - that a "specialised system
of teacher education™ be introcduced. The emphasis here
being on teaching and ensuring that the schools are
provided with "suitably qualified teachers"™, It is
suggested that, although this is a minority view, that
it has substance and that it could be a topic for
consgideration.

Ancther iasue that is of a disturbing nature is that it

seems that the system of music education Iin the schools
1s based on class-singing/class-teaching. One of the
respondents has pointed out that "...nocbody in the
gchools (presumably, the pupils) is interested In clasgs
music.” This assertion {3 born out by resgponses
elsewhere in this project. (See Sub-Issue A24 and J8)

It seems that the system or the S5ACM praviding the schootiz

with teachers who have been trained to taach
class-singing may be perpetuating an undesgirable
situation. It the children In the schools really
dialike clagss-music, and it geems that this may be the
case, a system that would cater more for the needs and
likes of the children in the schools iIs indicated.

- This 13 not to suggest that the schooi-children run or

design their education in music, but that more
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consideration af thelr needs i{s glven throuﬁh rasearch
and, perhaps, legs of an authoritarian and more of an
open attitude on behalf of the administration.

THE ISS5UE AS TO WHETHER YOUNG TEACHERS, AT THE END OF THEIR
TRAINING, ARE PREPARED FOR THE RIGOURS OF THE
PROFESSION. - (F&)

[t seems from the regponses that students who complete their
teacher education at the SACM are nat really well
prepared for the rigours of the profession. A sallent
paint made is that no caourse in teacher education can
really fully prepars tsachers for their professional
Iives - preparedness comes with axperience.

It 1s difficulty i3 to determine what would comprise
"adequate” or "sufficient" experience. What seems to
be clear from earlier responses is that as much
experience as possible should be glven to students in
order to teach and from as early as possible a time in
the course of their study. (See Sub-Issue F1).

Thezse respondents generally feel that whether student
teachers going out into the schools are sufficiently
well prepared depends on factors such as their
attitudes towards their work, the subjective nature of
agssessment of teachers, whether they have had a
sufficientiy broad-based muslical education and whether
they have had gufficlient "profesgional" or "education"
training.

There zeemg to b= a2 controversy hers regarding which i3 more
impoartant for cteacher training - the musgizai zrzining
or the training in education.

THE ISSUE OF THE USEFULNESS OF 0OBSERVATING OF GOGD TEACHERS
"IN ACTION™ AS A PART OF TEACHER TRAINING. (F5)

The most common reaction came in the form of the question
Ywhat cenatitutes good teaching.™ 0One respondent
M
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suggeasted that 1t would be useful to analyse
videono~-tapes of teacherzs and then to decide what
congstitutes good teaching before observation takes
place - then the students can learn what is and what is
not effective in teaching.

Two af the respondents suggested that such abserving should
bhe done in combination with practical experience.
8thers mentionad that one - should not be "ruled by whaz
other peaple do™ and that learning to teach should naot
be done by emulating model teaching. -

THE ISSUE OF WHETHER. THE UNIVERSITIES AND THE EDUCATION
AUTHORITIES ARE *AIMING IN THE SAME DIRECTIGN™ AS FAR
AS TEACHER EDUCATION 1S CONCERNED. (F5)

Six of the respondents indicated that they were unsure about
this tssue. This could be because they are unsure of
what direction either or both of the institutions are
aiming in.

Amcngst those respondents who could commit themselves to a
response there seems to be a degree of cynicism about
the difterence in ideslogical principles between the
University and the CPA.

Furthermore, those respondents who did not commit. themselves
to a response implied that there seems to be a probiem
in communicatian.

The implication 1s that such an ideological rift may exist.
This might become a matter for future research. (See
Sub-lsgue L2 for rfurther evidence of thigi.
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THE ISSUE OF TRAINING OF TERTIARY LEVEL MUSIC TEACHERS
("LECTURERS™) (F7)

What emerges here is a fairly controversial set of
respanges. Six of the ten respondents (interestingly,
all students) fteel that it 13 generally not necessary
far tertiary level teachers/lecturers to have formal

"education™ training.

The main emergent theme among those resgpondents who feel
that lecturers should not necessarily undergo formal
teacher training ia that experience in lecturing and
teaching is what is important. They seem to indicate,
too, that at the SACM the lecturers do not have
"qualifications™ but are deing a gooed job because they

are experienced.

The respondents who were in favour of lecturer education
seem to think, generaily, that, in addition to thelr
academic and/or musical training, teacher-training

would bhe important.

-

[t zeems, however, that most of the respondents are in one
way or another aware of the usefulness of lecturers

having formal teacher training.

They may he basing their atatements on falth in their
t2achers rather than a critical lock aa ta whether thev

are good teachers.

In this connectiaon 1t i3 of note that the Preliminary Study
showed that students often enter the SACM on the baslis
af faith rather than considered opinion. This
tendency could well be carried over to their attitude

towards their teachers.
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The point was made that units such as the Teaching Methads

Unit could be employed to give "in-service training" to
lecturers and teachers already teaching at the S5ACM.

Another important consideration is whether university

lecturers'and teachers actually fali into the category
of "teachers™ and whether what these peaple should be
deing comprises "teaching”" or scomething else that ig
more an the lines aof "guiding®" or "“gteering®. A palint
made by two of the respondents is that "teaching" at
Univergity level iz different from teaching at school
{which they described to be more of a "spoon-feeding"
technique) and that teacher-~education for lecturers
would result 1in this "babying™ or "spoon-feeding”
occurring at university.

Another point raised by a respondent i3 that most lecturers

With

are a product of the system of Christian National
Education in the schools and Universities. She feels
that lecturers have to learn to "...bridge the gap
between C.N.E. and the realities of research and true
learning.® If these lecturers are merely well trained
in their particular specialist fieid, and not in
teaching and communication skilis they will naturally
draw on their background - which, a=s has been
mentioned, 1s in the mould ot the teaching occurring in
our schoscls.

reference o both Delphi assertiaons (see Appendix V)
appropriate to this lssue, | would like to suggest that
the issue of peaple teaching prospective teachers,
without having themselves had education training or
experience in actual teaching, be given serious
consideration. It {5 not an issue in the minds of
these respondents. (See Sub-Igsue F10)
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THE IS5UE OF THE PRESENTATION OF TEACHING SKILLS TO PREPARE
. THE STUDENT TEACHER FOR THE PRACTICAL TASK AT HAND
{FS8)

There are two opposing areas into which the responses to
this issue fall:

13 the emphasis in teacher education should he on
development of teaching zkllle

23 the emphases ghcould be on development of musicatl
skills.

There are also responses that indicate the importance of a
balance between the two and others who mereiy respanded
with what they perceive tc be happening at the SACHM.

One of the respondents, 2a fourth-year student, argued in
favour of emphasising the development of
education/teaching skills, =saying that:

*0ne can teach without having "subject content” ...one
can teach things that one does not know how to do...a
good teacher can- teach anything...so teaching skills
are paramount. Often teachers who have struggled with
things make the best teachers. Good musicians who are
born with natural (musical) abilities and have never
had to come to termg with the problems of acquiring
skills or understanding will not understand the
problems of teaching those things...the "expert” is
often the worst teacher." -

*The gsame principle would apply when the "top" academics are
called to teach at University level - that does neot
mean that they are good teachars®.

As to whether an appropriate effort 123 made to teach
teaching skillgs at the SACM or not, 1t is difficult to

tell from the responses.
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"de’ve had a bit of thizs at College and | think that later
on we will be doing more..." (Student)

"It depends...on who the lecturers are...at College we do
not do courses in this although it is put across
subtly.™ - (Student)

"The important thing is that the way | present these skills
is not as successful as [ would like it to be and [ am
trying to find out why 1t is like this.™ (lecturer in
Music Education department)

It seems that the SACM are‘attempting to get =skills in,
teaching across -~ but not by offering actual courses in
skills, but rather by offering practical experience.

THE ISSUE OF THE EXPENSE OF TRAINING TEACHERS. (F1Q)

The responses to this issue are very wvaried. The mo=zt
- striking response i{s as follows:

"l don’t think that there iz anything that civilisation
could better use its money for... [ don’t think the
budget for educatlion comes near to where it should
be..."

Thig i3 the only reaponge that makes raf2rence to a maore
global necessity and points to a possible root-cause of
the issue itself. The respondent compares defence and
other expenditure with that on educatian and sugge=t=
that expenditure on educatien should be regarded as a
"national investment.”

The owverall iImpression from the other respondents is that
they have not given much thought to the matter - or do
not know what sort of costs are involved in the
training of teachers. This is born ocout by comments
sSuch ag "...w2 are paying the fees and...thage fees
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- shoutd cover the coztz of doing these coursges...", and
*...1 suppose It i3 subsidised to great extent...” and’
#,...1 don't think the College has a seriocus financial
problem when it comes to training teachersg...™
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G. CAREER PROSPECTS IN MUSIC IN SOUTH AFRICA

Thia Key Iazue wags gelected by six respondents as their
"main choice™ to be dealt with in the intervisw.

tirst~year students

second-year student

third—-year gtudant

ex-student who is now a school music teacher
full-time practical teaching statf-menmber.

L I S

Six other respondents selieted it as thelir Yadditional .
chaice™.

THE EXTENT TO WHICH STUDENTS ARE AWARE OF CAREER
POSSIBILITIES (G1)

The general feeling amongst these respondents is that the
majority of students have limlited awarenesszs of career
.opportunities. This supports the one of the main
findings in the Preliminary Study.

The =ztudent reapondentz were asked to ' iist career
possibllities. All of them listed "performing® and
Pteaching” tirst. It is presumed that "perfofming®
means solo perfaormance and "teaching“ means schaal
music teaching. 0Other possibilities were listed but
these "others"™ were rather l{imited. This suggests that
something is affecting their knowledge of career
possibilities. One of the respondents (3rd-vyear
gtudent) stated:

"Awarenssgs of poasibilities 13 limited because the emphaaia
at the SACM is on who 13 a good performer and who 1s
not., and if you are not a good performer you do
Education™. This gsuggests that thers may be such a
strong status value attached to being a "performer™ at
the SACM and that the rest feel that if they are not
good enough they are aobliged to elect the ™lesser
option®™ of Educatlon.
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The staff member interviewed feels that most students arrive

at the SACM not being sure of what they want to do and
that the students usually come to the S5ACM with a
starry-eyed visions ¢f becoming performers and they
inevitably end up teaching reluctantly because they
were unaware of the possibilities: #,..99% aof them
will &nd up a3 school teacherg...The very fact that
thay are alse not prepared to do the Education BMus
course means that they are going to be reliuctant
teachers"., This status {iszue may be why some students
opt (as the full-time staf! membher suggestaedl! for the
*middle of the road* - thse BMuUs General - zo that, thev
may not be seen as failing to be "perfarmers® but zlsao
may not he seen to have elected the "inferior™ option
of Education.

o

THE ISSUE OF CPPORTUNITIES FOR MUSICAL CAREERS IN SGUTH

AFRICA (G2)

It ig necessary to make clear the distinction between career

Four

possibilities and career opportunities. Possibilitises
refer te those areas in which the student c¢an possibly
be trained tao operate profe=ssionally. and
opportunities refer to actual job oppertunities *gut
there™ Iin the professzion. -

of the respondents feel that the opportunities for
employment in music are mainly limited to teaching.

The ather two think that:

1) career apportunities may be created hy the
individual "...if you look around and work at It...*"
and

23 that there appear to be many cpportunities,
but in reality there are not.

The overall picture presented by these respondents is that

opportunities are actually very limited. It isg
sugge3ted thaat this become the area for serious
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consideration in terms of the SACM sending graduates
into a world of timited cpportunity. There i3 cleariy
a need for research into the demands of society in
terms of what cpportunities'acfualiy'exlst.

THE ISSUE (OF GENERAL VERSUS SPECIFIC MUSICAL TRAINING (G3)

Four respondents state or imply that this depends on the
individual and his career choice - some career choices -
demand highly specialised skills and ogthers demand a
broad reading of mugic. -

The fifth respondent to this is=sue feels gtrongiy that-a
general, broad reading is necessary for any type of
musician and feels that this would be more '
®tulfilling.” The difficulty with thiz view ig a
practical one. Do students who have gpecific goals
have the time and/or the money to spend on a hroad
education when all they need are the necesgsary skills
for their intended job? '

One of the respandents feels that the SACM is providing
nelther specific enough training for certain
professional directiong nor general enough for others.

THE LIMITATIONS ON CAREERS IN MUSIC IN SOUTH AFRICA OWING TO
POLITICAL AND ECONOMIC PROBLEMS (G4) N

All the respondents to this issue acknowledge the 2xistence
ot political and s2conomic "prabiams® in Scouth Africa
which effect career opportunities for mus=lcians.
Furthermore, it appears that all the "political and
economic problems”" mentioned by the respondents have
their rpoota in the preseant government?s policies af
separate zocial, cultural, political and sconomic life
for the peopie in South Africa.
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The political probliems mentioned are:

- that it is (very) difficult for white
teachers to teach in bilack schools (and
vice-verga) if they 30 wish.

~ 1imitationz aon careers regult from "cultural
isciatedness™ which is described as being a
"goelal rezult™ of a *political phanomenon®
(Apartheid).

-~ there may he dizserimination againgt
non-Afrikaners In the government-subasidised Arts
programmes (Opera and Broadasting).

~ it may be -difficult for South African students
ta =tudy abroad {which i3 felt to be nscezsgary far
preparation for a "decent career”)

The economic problems mentioned are:

~ the government tends to "cut back®
(financially) on education in music and the Arts in
general in a2 time of receasion, and that this may
manifest in the freezing of teaching postsz and/or
creation of specialist music schools,

~ many peaple who may want to become musicians do
not have the means {(financlal and political) .to
attend a university. {Doing a2 university courge isg
seen as a pre-requisite for a carser in music),.

In general, (accoeding to two of the rezspondents) the
pelitical and econemic problems of the country make
South Africa a less attractive place for foreign
teachers and musicians; resuiting in these forsigners
{who are generally ragardad to be of a2 higher standard
than locally trained musicians - especially in the
orchestral) leaving South Africa and fewer fareign
soloists and teachers coming to South Africa. This
aituation is regardad by these two respondents to be
enhancing career opportunities for local musletans who
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normally would not have "had these opportunitisz. This
means -that musicians of a generally lower standard wiil
be replacing thoze who are leaving. It 1s al=so
acknewledged that because of the foreign musicians
leaving the country there will be fewer good teachers
and that thig may turther affect the standard of music
iIn South Africa.

- OPPORTUNITIES. IN THE ORCHESTRAL -PROFESSION IN SOUTH AFRICA
(GB)

The regpondents to this issue appear to acknowliedge that
local musicians do have the aopportunity for careers in
the aorchegtral profeagion it they are up ta the
required standard - implying that they may not always
bhe, - : :

It geems that the respondentszs feel that opportunities may be
there hut there i3 conern about the standard aof local
musicians. . : '

THE EFFECT THAT:THE RELATIONSHIP BETWEEN A TEACHER AND .
STUDENT MAY HAVE ON THE CAREER OF THAT STUDENT (GB6)

There is unanimity in that the respandents all feel that
teacher(g) can and do affect thelr students’ careers.
Three of the student respondents and the ex-student
feel that the attitude of the teacher towards the
student, especially in terms of finding the ztidents?
gtrengths and nurturing those - strengths through
encouragement and support, plays a vital role in this
iasue.

A tirat-year student said there is the possibility that
teachers may attempt to further thelir own interests
rather than theose of the students - which may have an
adverse effect on the career of ;he student.

A staftf member felt that teachers at the SACM could create
actual opportunities in the profession for thelr
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students, .and this seems to have been done to a
certain extent, The second-year student supports this
idea by suggesting that a teacher could be the
cannection with the professional! weorld for the student.
This implies a sort-of "apprenticeship®™ idea which
gseems appropriate to practical musgsicians in their
training. )

Two of the regpondents indicate that the staff of the S5ACM
are not addressging thig Isgue gufficiently for thelr
needs. An exception iz mentioned by the ex-student -
that iz that the Musls Education courze 13 "gearsd®
from the start to being career-orientated. He does
suggest, however, that the other courses at the SACHM
shnuld be more career-orientated than at present. This
respondent also suggests the possibility that thes st=zff
at tha SACM may nat view their role ag being that of
heliping students towards careers. This respondent aiso
paointed out another way in which staff can affect the
careers aof praospective teachers, for example, by
expecting them to "tit into"™ the present education
"aystem™ which he regardsgs to be “morally sugpect.®

It i3 of note that none of the respondents has suggested
that a "relationzhip"™ between a teacher and a =student
requireg the gstudent’s attention as well as that of the
teacher. These student respondents appear to expect
the "relationship™ to be built up and maintained mainiy
by the teachers. -

THE ISSUE OF WHETHER THE TRAINING OF PROFESSIOMNAL MUSICIANS
AT THE SACH IS EQUIPPING THE GRADUATES TO COPE WITH THE
PROFESSION (G7)

Onhe of the respondentsg (first-year sgtudent) makes the
important point of distinguishing between "heing
gqualltlied”" and being "eguipped™ to do a job of work;
she suggests that being gqualified does not necessarily
equate with being equipped. She is implying that therse
are qualifled graduates who are 1ll-squipped. Ancther
2tudent feels that graduate teachers can be "very badly
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equippad® and aeems to feel! that there iz a shortcoming
in the musical training of these teachers.

The other three respondents feel that the SACHM is equipping

graduates for the profegsion in general.

Howsver, they do express resgervations - these include the

fact that there iz no profeszional orchestral course
and that student2 may lack motivation and dirsction. It
is also felt that students do not do encugh to equip
themgelves,

THE ISSUE OF CAREER OPPORTUNITIES FOR PIANISTS (G8)

The general impression is that opportunities may well exist

but two of the respondents feal that these are limited.
Accoyrding to the respandents, the various
possibilities that may exist are:

teaching

accompanying

concert performing
repetiteur work {(opera}
chamber music

recarding

playing bhackground musie
orchegtral work

-

One nf the respondents feels that the SACM iz not addressing

This

the issue of the various ocptlans avallable to planists.
This may have some bearing on the lack of awarenass of
career possibilities found in the Preliminary Study.

would be an appropriate area of resgsarch. It seems
approprlate that students, even at undergraduate
level, dno more to find ocut about the opportunities in
thege various fieids, as the majority of students at
the SACM are piana majors.
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THE EFFFECT THAT THE AVAILABILITY OF FUNDS FROM EDUCATION
DEPARTHMENTS HAS ON CAREERS FOR MUSICIANS IN SOUTH

AFRICA (G3)

All the respandents felt that because the provincial
education departments provide most of what limited
financial aid there seems to bhe for music students,
those who need finacial aid and receive these bursaries
may be obliged to study Muszic Education even if they
would rather be majoring in some other arsa.

The 2taff member interviewed =zuggssts, howesver, that the
time that would have to he 3pent working for the
Province 1a not an excessive way ta pay for one’s-
education if one does not have the means,
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KEY-ISSUE - H - THE TRAINING OF ORCHESTRAL MUSICIANS

This Key Issue was responded to (as a "main choice™") by
aight respondents. They were:

i1 first-year student
4 ex-students; all professional orchestal piavers .
3 part-time instrumental (orchestral) teachers.

It iz felt by tha researchar that this Key lssue could not
be investigated in the zamea way as all the others, as
the SACM does nat offer courses in orchestral playing.
Acecordingly, the Sub-lisgues that were read ta the
respandants were modified to elicit reasons as to why
there is no orchestral courgse at the SACM as well as to
elicit suggestions for how such a courae could be
structured. It is clear that the detailed treatment of
this issue is beyond the scope of this study.
Neverthelegaz, the responges to this Key-Issgsue, with
very few exceptions, indicate the need far the
institution to consider seriously the introduction of a
courgse in aorchestral playing, and provide valuablie
insight into possible problems concerning this lassue.

A= an indication of how strongly some people fesl about this
issue, one of the respondents, a part-time teachsr of
an orcheatral instrument and principal woodwind plaver
with the Cape Town Symphony Orchagtra has gone to the
troubie of handing me an cutline of a propesal for the
introductian of an orchegtral dipioma at the 5aCM. It
13 guggestad that this proposal he considered in the
event of there heing any research into or development
aof such a course at the SACM. (This proposal appears
in Appendix XI). )
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THE ISSUE OF WHETHER THERE IS5 ENODUGH EMPHASIS ON THE
TRAINING OF ORCHESTRAL MUSICIANS AS COMPARED TO
PIANISTS AT THE INSTITUTION (H1)

All the respondents feel that there is more emphasls an the
training of pianists than that of orchestral musicians
at the SACM. However, 1t is acknowladgzed that the
reasonz for this encompass not anly problems at the
SACM but with other areas such as school music
programies and the attitude of prospective students to.
careers in the orchestral profession.

THE 1SSUE OF DIiPLOMAS IN DORCHESTRAL PLAYING AND CONDUCTING
(H2)

The =2ituation at the SACM az described by a first-year
student is that insufficient apportunity is provided Ey
the Iinstitution for students to choose their area of
speciallisation - specifically orcheatra playing. A
further criticism of the SACM is that it is felt that
emphasis is placed on the training of scloists and
that most people may not be able te or may not intend
to be soleists. As has been discussed under Key-Issue
A, it gseems logical that every student of an )
orchestral instrument shouid learn toc play erchestrally
firat, and if they show special promise, they may
develop into soloists.

It 1s felt by one of the resgpondents that the statf? of the
SACHM are "too apathetic to Introduce new courges™.

Three ot the respondents indicated that students (and
prospective students) may not be as interested in
abtaining a "Diploma™ as a "Degree™. A degree may he
felt to have more "status.™ It i3 also mentionad that
in government schools the salary stales are lower for
"non-degreed®™ teachers. The issue of peoples’
attitudes towards degrees and diplomas would make an
interesting topic of research.
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THE ISSUE OF THE STANDARD AND CONTENT OF STRING SYLLABI
(H3}

Accarding to the two respondents who are both ex-students of
the SACM and who are both professiconal orchestral
atring-players, both the atandard and the content of
the gtring syilabi at the SACM are lower than they
could be. It seems that in theory a syllabus has been’
set but the standards and the demands may not actually
be met in practice. )

Twao i{mportant aszspects aof this izzue menticgned ar= that a
keen sense of competition and an emphasis on more
ensemble playing as part of string training would give
the students a better chance of becoming good
orchestral players.

It also appeara that apart from the present syl labus for
orchestral instruments not being geared towards
orcheatral playing, it does not allow for sufficient
emphasis on technical work.

THE ISSUE OF THE LEVEL OF STRING TEACHING IN SOUTH AFRICA
(H4) )

Although it 13 acknowledged by three out of the five
reapondents to this issue that the level of string
teaching may depend on individual teachers, it appears
that most of the respondents also acknowledge the
‘possaibility of a problem in this area especially in
terms of "external™ factors that affect string teaching
such as:

- ingufficient emphasiz on the study of music at
primary-school level;

- the possible lack of interest in music as a career
amongst young people; ’

- the problem of the teachers being able or unable
toc channel talent into disciplined work;

- the "vicious circle” at the SACM of there being no
"good™ string teacher to attract students and no
students ta attract a good string teacher and the
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possibility that teachers {(music teacherz and
musicianszs, it is presumed) lack the necessary
status in society to attract sufficiently talented
people.

It is of particular note that these Yexternal® factors may
exigst, and that the reality of there being no
orchegtral diplama or course at the SACM may be that
the society we live in simply does not demand the
existence of such a2 programme. Could it be that a
gmall group of people interested in orchestral music
are expecting a itttle too much from peaplie in a
society that has no real interest in 1t? (See
Subh-Iggue AZ24 for further discussion of thisi.

THE VALIDITY OF ORCHESTRAL EXCERPTS ON AUDIO-TAFE AS AN AID
TO TRAINING OF ORCHESTRAL MUSICIANS (H5)

The responses comprise suggestions and comments about the
employment of a teaching aid in the teaching of
orchestral playing that may be useful in terms of
planning such a course af study at the SACM. There are
varying views to this issue and it seema as though the
dacision whather to employ this method or not would
depend to a large extent on the individual teacher and
the needs ot the students.

THE VALUE OF MOCK ORCHESTRAL AUDITIONS (H8)

All the respondents agree that this would be useful. They
lmply that {# an institution is training students to be
professional orchestral players, these gstudents should
be prepared and guided into being able to play
auditions for orchestral posts. [t seems that an
effective way of doing this would bFe to do "mock™ or
trial” auditfons in the various ways suggested by the
respondents.
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THE USEFULNESS OF HAVING SEPARATE OPERA AND SYMPHONIC
COURSES FOR ORCHESTRAL PLAYERS (H7)

It iz quite clear that all the respondents feel that
experience in both areas is necessary. A point made is
that an aspirant orchestral player may not know what
kind of job may be vacant and as one respondent put it
"there is no archestra that does not do both".

THE IMPORTANCE OF THE ORCHESTRAL SYLLAB1 CDVERING THE
REPERTOIRE THROUGHOUT THE HISTORY OF ORCHESTRAL MUsSIC
(Ha?

The respondents felt that it would be fesible to do this -
and that it would help to overcome certain technical
. difficulties and probiems that students have in
understanding style. -

THE IS5SUE OF *"LOCAL CUHTEbiT" IN QUR DRCHESTRAS (H9)

Generally, the respondents feel that there are more
foreigners in our orchestras as a result of the
difference in the standard of these piayers to local
players. Thi=, in turn, 1is attributed to "overseas"
players having had superior training, experience,
levels of competition and having experienced a cultural
emphasig on activities such as orchestral and ensemble
piaying. It i3 {further implied that there is.no lack
of potential among local players. Part of the .
difticuity is perceived to be at school level - there
seems to be the indication that sehool programmes in
orchestral/wind/brasg instruments., as found in most
Western countries, would help the present situatian.

Thia pointes toward= i{ssues under the heading of Music and
Music Education as part of Culture 1n South Africa
(Key—-Iggue J) and whether there i=s a demand for
orchestral pilayers to be trained to maintain the
numbers of players and quality of orchestras. {See
the discussion under Sub-Issue A24 for further ingsight
into this).
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THE ISSUE OF WHETHER ORCHESTRAL TRAINING SHOULD TAKE PLACE
AT A UNIVERSITY OR RATHER AT A CONSERVATGORY OR
TECHNIKON (H10)

Most of the respondenta (& gut of 7) feel that it is nat
important what the name o0f an institution is that
provides ocrechestral training, as long as the teaching,
the syllabus and the experience given to the =students
are appropriate to cbtaining results and preparing
students for poata in archestras.

A part-time orchestral instrument tsacher mentioned {(as digd
other respondents in connection with Sub-issus H2) that
peaple may think it more important to go to
"Universities® to get "Degreeé" than to
"*congervatories™® to get "Diplomas™.

Another part-time teacher suggestad that for orchestral
posts {t does not matter if people have a degree or a
diploma or neither as long as they can do the jab well.

There i{s the Iimplication that obtaining degrees (for most
students) may be more important than learning to do a
particular job well. This may wel! be connected with
the finding in the Preliminary Study, that those
students are unclear about their professional goals -
their goals may simply be to obtazin a degree and the
gtatug that goes with it, In the hape that a degree
will enhance {(or create) their emplayment
possibilities. (See departﬁental salary gcales wrt
"qualifications™)

THE FEASIBILITY OF ORCHESTRAL LITERATURE COURSES FOR
ORCHESTRAL STUDENTS CO-ORDINATED WITH AN ESTABLISHED
PROFESSIONAL ORCHESTRA (Hi1) ’

Six ot the eight respondents describe this as a feasible
idea. Howewver, there are many reservations zbout
conditions under which this sort of course would be
successful. What seems, though, to be an important
paint (made by five of the respondents) ig that this
sort of study is less valuable to 2 prospective
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orchestral player than actual ensemble experience in
termz of getting to know the orchestral literature.

THE FEASIBILITY OF ESTABLISHING ORCHESTRAL BURSARIES FOR
ORCHESTRAL STUDENTS TO GAIN EXPERIENCE AND REPERTOIRE

(H1Z2)

There is unanimity among these respondents that this is
feasiblie, and that it would also constitute a
reasanable way for prospective professionals to "grow
inta the profession®. It seemz that with the prasent
situation at the SACM {(there being no orchestral-
playing courses offered) the only apportunity for.
progpective orchestral players to gain sufficient
experlance of pilaying in an orchestra would be by
piaying as "extra players®” Iin a prafessional orchesgstra.
This opporturity would obviousiy only come to a few of
the more gifted students, and it seems that what may be
most important to consider at this stage would be the
(especially technical) preparation of prospective
"cadats”.

In this connection, the respondents implied that the
gsituation at the SACHM is such - especially in the area
ot string playing - that there seems to be the need to
find a way to attract good students to sueh a '
pregramme. (Such as by having a full-time violin
teacher and leader who may be "dynamic" enocugh to
attract and prepare the students adequately’.

THE FEASIBILITY OF A RESIDENT STRING QUARTET AT AN
INSTITUTION (H13)

The term "resident string-quartet®™ revealed two main
differences in interpretation:

- a professional group who are employed by an institutior
" {(to teach individual instrumental tuition, to teach
chamber-music, to perform for the studentsg® benefit
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and to enhance the public image of the institution thus
attracting good students)

- A group with similar tfunctions, but composed of
students who have competed for a position.

Three of the respondents feal that if such a group existed
it should be made up of students to give them the '
necessary axperience.

All the other respondents felt that it iz a ugeful idea to
have a profegzional 2taff quartet but that thers may hbe
problems with this at the SACHM. These include the
probiem of financing such a group; whether their
performances would sufficiently benefit the students;
that there 1s na demand for such a group at present in
terms of student numbers and that 1t would be more
important to build up student numbers first (although
it has been suggested that this may be a way of
bullding student numbers) that a professional group
should have clear contracted duties so that outside
profeasional engagements do not become a priority.
(This is reported to have happened at the SACM in the
past). -

The main gquestion to be answered here is whether either or
both of the above types of quartet could contribute
effectively to the training of prospective orchestral
musicians, and to attracting students to ihe
institution.

THE NEEFD FOR AN BUTSTANDINC STRING PEDAGOGUL AND PERFORMER
AS WELL AS A CHARISMATIC CORDUCTOR IN AN ORCHESTRAL
PROGRAMME (H14)

All the respondents indicate the need for such a persan,
although they show varying degrees of 2mphasis an each
of the three attributes this ar these suggested faculty
members should have.
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What =stil]l seems to he missing 15 the perception ef the need
for students to take part in an orchestral programnme,.
This leads one to consider the possible reasons for
there not being sufficient demand for such a programme.

It is generally felt that the most tangiblie explanation for
the lack of such a programme lieg in the lack of a
sufficiently gifted iteader.
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KEY ISSUE - I — THE CONCEPT OF A UNIVERSITY MUSIC DEPARTHENT
AS OPPOSED TO THAT OF A CONSERVATORY

Five repondents salected this issue as their "main choice™.
Two selected it as their "additional choice®.

THE ISSUE OF THE DEFINITION OF A CONSERVATORY AND THAT ﬂF;A
MUSIC DEPARTMENT (11)

All the respondents (who interestingly are more "senior®
members of the SACHM - one third-yezr gtudent, one
doctoral student and three members of staff) agree that
the definition of:

1. A "congervatory” education entails and involwves
PRACTICAL work and

2. A "universaity" education entails ACADEMIC or
INTELLECTUAL work.

A corollary guestion was put to these five respondents: "Do
you feel that the SACM falls into the definition of a
Conzervatary or a Un;versity Music Department?®

The responses were as follows:

Third-year student - University Department

Practical Statf Member - Conservatory~

All three academic ataff members - it is either
"half a Conservatory and half a Univer=ity
Department™ or "neither of tha twn™.

Perhaps if the SACM had a particular aim or direction this
variety af interpretations would not be possible.

One of the full-time practical staff-members stated: "The
(SACM} needs to loock long and hard as to where it is
going and what its aims are ..." and "I fesl the (S5ACHM?
i2 not ba2ing clear enough as to what 1t is
affering...™.



APPENDIX VIII - KEf’ISSUE I - Page y4q

THE ISSUE OF THE QUESTION OF WHETHER MUSIC SHOULD BE TAUGHT
AT UNIVERSITIES OR AT CONSERVATORIES ([2)

Two of the respondents (the students) feel that it depends
on what the student wants to study. This implies that
the role of the conservatory and that of the universzsity
music department should be separate, encompassing the
roles as defined in the previous issue. The ather
respondents disagree with this. They teel that music
should be taught at both and that the two definitions
foverlap® i.e. that the "conservatory" would service
the university music department and the university
department would service the conservatory by providing,
on both sides, compiementary courses and elements
egssential to any complete mu=siec education process.
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MUSIC AND HMUSIC EDUCATION AS PART OF CULTURE I[N SOUTH
AFRICA/ SOCIAL AND SOCIOLOGICAL ISSUES SURROUNDING MUSIC AND
MUSIC EDUCATION / THE STATUS OF MUSIC AND MUSIC EDUCATION IN
SOUTH AFRICA :

Only two respondents chose to deal with this Key-lssue. (A
part-time member of the staff at the SACM and an :
ex~-studantl. Five respondents zeliscted thig {issue as
their "additional choice™.

Although the Sub-Issuss do not r=late directly to the SaACH,
it is te be strezssed that they are felt to constitute
fundamental phenomena of primary significance in

.establishing the context of an educational institution
such as the SACM,

A detalled and subsgstantive treatment of this Key lssue is
clearly beyond the scope of this project, but it 1=
hoped that the i{tems under thisgs heading will prompt
future researchers te consider these phenomena.

It i2 of interest that the two respondents who dealt with
this issue see the problems from.two very diffesrent
perspectives, which can be summed up as follows:
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RESPOKDENT mA™

- Regponseg were falrly lengthy showing lateral
thinking and seeing the lssues from differing
cultural viewpoints.

- Responses were discursive impiying critical
awareness of alternatives to the present status

quoc.

- Regponses implied a sense of responsibility to
igsaues concerning the whole community and to the
solution of problems with this community in mind.

RESPONDENT "B"

- Shorter responges, falrly straightforvard, seeing
the issues fror a limited cultural perspective,

- Responses were asgertive implying aceeptance of the
status quo.

- No mention of matters concerning the community and
littie mention of solutions to existing prohlems.
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THE IS5UE GF RECOGNITION OF HUSIC DEPARTHENTS IN THE SCHOGLS
(J1) |

Three reasons were offered lack of recognition af school
music departments:

i. Mugic {5 often seen ag being a
peripheral or "outside™ activity i.e. not part
of the agsential curricuium. (The situation is
felt to bhe improving in some schoois).

2. That muaic has not historically been part of itns
way of life in this country, resulting in a
#tainted cultural attitude"™ towards music.

3. That school music teachers {(who are mostly trained
at the SACM) are, more often than not, unable to
teach music in a sufficiently interesting and
inspiring way.

Both rezspondenta have suggeated that the S5ACM could play a
role in improving this situation. Firstly by
¥ ..getting up a working relationship with the
gchoala™, This possgibly implies that the SACM would
work more closely, in their education programmes, with
the schools by communicating new ldeas and conducting
regearch into areas of concern.

Secondly, 1t has been suggested that the style of teaching

- that i3 taught by the SACM shouid include the demand

for more invoivement on behaif of the pupli=z, more
enthugiasm and a higher level aof interest in acrtual
music making and the employment of activities such as
making instruments and improvising on them. Further,
it is felt by this respondent that student teachers at
the SACM are nnt encouraged to project their
personalities or inject a zsense of entertainment in
their teaching. This is felt to be important. It was
suggested that, to overcome the perceived "talinted view
of music™, teachers of music would have to concentrate
their efforts on individuals. Each individual pupil

F
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would have to be atimulated in his or her own most
appropriate way to perceive the value of studying
music,

THE EMPHASIS ON SPORT VERSUS CULTURAL ACTIVITIES IN SOUTH
AFRICA (J2)

Both respondents acknowledge that there may be more emphasis -
on sport than on music in South Africa, especially in
schools., As the respondents have implied, it is
important for each individual in society to have a
balanced, integrated life which includes participation
in sporting activities as well as "cultural”" activites
such as music.

THE ATTITUDE TOWARDS AND LEVEL OF IMPORTANCE PLACED ON MusSIC
AS PART OF CULTURAL DEVELOPMENT BY EDUCATION PLANNERS
IN SOUTH AFRICA (J3)

Respondent "A"™ is quoted:

"The cultural planners are addressing irrelevant
areas. Our aesthetic basis that {a at fauilt.
Appreciation of =music s “coloured by ancially
defined "noras® of "the beautiful®. There are as
many separate aesthetics as there are "susics® in
South Africa. The idea of culturs i3 se varied.
We should work at bridging before trying to join
cultures and have =z aixed bag that does not have
any roal seaning. The Coilege and the schools -
even biack schools ~ are dominated by the white
community and its values. The right eaphasis would
result from awarenmess of the vatious aesthetic
ideals and socio-cuitural contexts involved.”

-

The researcher feels that this respnnée encapsulates the
egsence of South Afrlica’s problems in all spheres of
cultural development - nat only in education in general
and in music education specifically.
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Also, 1t is felt that to quote an2 of the Delphi
consultanta at this point would be apprepriate; he
feels that:

"Legders in the field on susic education do not
realise the importance of music education and the
velye of susic ta a person's cultural upbringing.

Clearly, both the respondent and the Delphl consultant
quoted above have expressed criticism at the type and
guality of thinking at the highest levels of education
planning in Scouth Africa.

Respondent "B" has mentioned that the type and cantent of
music education in the schoels has not been planned
with sensitivity te the needs of young people.

THE ISSUE OF THE ATTITUDE OF YOUNG PEOPLE TOWARDS BEING
INVOLVED IN MUSICAL ACTIVITIES (J4)

Both these respondents felt that young people have a
positive attitude towards being involved in musical
activities. They both felt that the type of musical
actlvities young people are expected toc be involved in,
inferior teaching and by having certain types of
musical sctivities imposed on them that they may not be
interested in, could result in a negative attitudes.
Could such an attitude problem be remedied-by greater
sensitivity towards childrensa? needs?

THE ISSUE OF MUSIC AND ITS INTRINSIC AS OPPOSED TO
COMMERCIAL VALUE (J5)

Respandent "B" feels that white people could learn the
intrinsic value of music from African music. She felit
that "everyone reiates ta® Africa music and that,
because it has specific =zocial functions, it has
intrinsic value. This respondent suggests that certain
forms of commercial music may also have a2 aoglal
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function (and hence Intrinsic value) in that {t may“
hring people together (for example at a discotheque).

Respondent "A™ =suggests that the intrinsic value of muszig
lies {n its meaning. For example. through
impravisation and creative music-making one may have
the opportunity to discover one’s feelings and putting
something aof oneself into the music.

THE ISSUE OF THE LEVEL OF APPRECIATICN OF MUSIC BY THE
GENERAL PUBLIC <(Jg&)

Both respondents feel that there ig a need for the education

’ of the general publiec towards appreciating music, and
that many people go to concerts for reasons other than
their love of music.

Regpondent "B"™ mentions that an attempt is made by the
"performing arts councils to send educational tours to
the schools which helps with this sort of education.

Respaondent "A"™ has proposed that teaching music as a service
to the community in the form of presenting "workshop
concerta” ingtead of concerts in the form that we are
used to would help the level of general music

appreciation. Teachers in the community could make
this possible through, for example, presenting talks
to audiences of concerts. -

THE ISSUE QOF THE DIFFERENCE IN THE LEVEL OF APPRECIATION OF
HUSIC BETWEEN AFRIKAANS-SPEAKING AND ENGLISH-SPEAKING
MEMBERS OF THE PUBLIC IN SOUTH AFRICA (J7)

One of the respondents and the Delphi consultant (an
Afrikaans speaking person) feel that Afrikaans-speaking
peaple may be less appreciative of music than
English-speaking people.

Respendent ™A™ suggests that Afrikaners have more of an
Interest in opera than English-speaking people

¥
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- (gupported by the Delphi consultant}. However this
regpondent feels that thiszs interest in Opera is a form
of elitism, and that these people "possess" thelr
culture in a form that constitutes "... social
organisation of the equality and inequaiity of social
beingg..." auch that their interest is not only
musical. This coulid be z3id to be a type of "cultural
materialism™ — part of the materialist culture of white
South Africans in general - possessing this "culture®™ .
ar reasons of =statuz and social impartance.
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. THE ISSUE OQF THE EFFECT OF THE EDUCATION DEPARTHMENTAL

REMOVAL OF MUSIC AS A SUBJECT FROM THE SYLLAB! OF THE
SECONDARY SCHOOLS IN THE TRANSVAAL (Js> '

Neither respondent knew ahout this at the time of the
interview, and they hoth seem to think that if thisg
removal implies the dropping of "class music®" that it .
constitutes a positive step. Resgpondent "A™ feels that
"class-musie” as it {s currently being taught in the
gchools is "putting people off” music. This respondent
feels, however, that if class music were taught well it
would be very valuable, so it sSeems to be a question
oft how music {s taught rather than what is taught.

THE ISSUE OF THE ROLE OF TERTIARY MUSIC EDUCATION IN SOCIETY
(JI9D) . :

There are two opposing views here:
1) That tertiary music education should he soleliy for
the training of professionai musicians - implying
that there i3 emphasis on the special isation of
"individualis to ensure careers in the music
profession for these individuals.

2) That tertiary music education shoutd encompass
the creation of awareness of how graduates can
contribute to the musical iife of the city and
thereby generate more general public -
awareness of mu=aic.

These two views encompass the definitions of the function of
auch an ingtitution, and relate to the Isgsue of whether
i the SACM is a "conservatory”™ or a "university muslic
department.” (Key-Issue [)
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THE ISSUE OF FACILITIES FOR MUSICAL TRAINING ONLY BEING

 PROVIDED FOR A LIMITED SECTION OF THE POPULATION (J10)

Respondent "B™ suggests that many Black students may not be

Interested in studying music at university and that,
for example, the University of the Western Cape ig
praviding faciiities far the so-called colourad
community. This is regarded by thia respondent to be a
mave "in the right direction"™, i.e. to be providing ’
separate facllities for the different race groups.

Respondent "A"™ has responded to- this issue by 3aying that .

*thias is terrible™. However, he suggested that this
iz a type of elitism which can be broken down even
witheut expensive facilities, and that teaching of
nusic seen as a community project could "bring the
creative talent of people into focus and couid be a way
of taking music to all”.

THE ISSUE QF THE STATUS OF MUSIC AS A PROFESSION IN OUR

Both

This

SOCIETY AND THAT OF MUSIC EDUCATION IN THE SCHOOLS
(Ji11)

respandents {mply that this i1z a problem. Respondent
"B" feels that musicians are looked down on as being
people who don’t do much work. This is understandable
as most uninformed people see only the viaible part of
the muslcian’s work - tha perfarmance - which often
appears to be an enj]oyable experience, and not work,
tor the performer. Respandent "A" felt that the
problem revolves arcund South Africa heilng 2 musically
poor country - the people being
materialistically—-minded.

regpondent alsec seems to imply that "musical status™ in
this country comprises the preservation of the images
of thaoze who provide the funds for musical institutions
such as the Cape Town Symphany Orchestra.
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THE ISSUE OF THE ROLE AND IMPORTANCE OF MUSIC IN
THE EDICATIONAL INFRASTRUCTURE IN SOUTH AFRICA (J12)

There are two valld viewpoints expressed by the respondents.
They are that:

1) The study of musle pravides inteliectuatl
stimulation and an effective form of mental discipline.

23 Peaple need to learn to explore the senses, the
body, the emations and the intellect. In other words,
the ztudy of music could enhance the process of people
learning about themselves and becaming aware of beauty.

THE ISSUE OF THE EFFECT OF THE PRESENT POLITICAL AND
ECONOMIC SITUATION ON MUSIC IN SOUTH AFRICA (J13)

Respondent "B"™ refers to the effects that sanctions against
and boycotts of this country’s artists and artistic
needs have had, is that we are unable, as a result of
the baycotts, to import good piayers to perform here,
and as a result of sanctions, the poor exchange rate
has affected local artists’ opportunities to study
abrnad.

Regpondent ™A™ suggegsts that if the electorate of this
country (in this case, the white people) valued music
and the arta sufficiently, they would have -voted in a
government who value these things. What haz happened
is that materialistically minded people have voted in a
materialistic government - looking after the material
needs of the slectorate before anyone else.

THE 1SSUE OF THE ROLE OF THE GOVERNMENT AND BUSINESS
IN INFLUENCING THE ARTS (ESPECIALLY HMUSIC) (J14)

Respondent "B"™ has suggested that the ways that business and
government could Iinfluence the arts would be by their
providing finance for musical activities, or by the
government providing legislation that makes music

-
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education obligatory for everyone - which ahe tfelit may
interfere with individual liberties.

Respondent "A"™ feels that if the people, and hence the
government and business, were interested in muslic,
they would naturally support and fund it. He goes
further to =say that the role of government and business
is to "reinforce cultural expectations™ of the populace
- and Iin our cass, that means reinforcing "a
particuiar culture™ (white culture) at the expense of
culture as an all-encompassing concept. This
regpandant also mentions that the peopie presently
invaolved in financing the arts may be dolng so from a
gelflsh paoint of view, presumably for reasons of
status, as he mentioned in issue J1ii.

THE 155SUE OF THE EFFECT OF AFRIKANER PROTESTANTISHM
ON MUSIC AS PART OF SOCIETY (Ji5)

The effects that this may have on music, according to thasge
reaspondents, may be as follaows:

That it imposes an attitude on individuals towards music
instead ot fostering selt-discovery and self-analysis
by individuals, i.e. a "programmed"™ way of lite. Thig
might be achieved by viewing certain types of music as
being evil, and thereby restricting peoples’ attitudes
to what they shouid be listening to. -

According to the Delphl consultant, "the Afrikaang family
and Church has swung between the extremes of viewing
the Arts as a source of temptation and therefore
ungodly, and the virtues of ... choral singing; never
giving music a place in that society as compared to the
European tradition.™
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ISSUE OF THE PRESENT NUMBER OF TERTIARY HUSIC

DEPARTMENTS AND THE NUMBER OF STUDENTS DESIROUS
OF TERTIARY MUSIC EDUCATION (J16)

Respondent "A" feels that if true quality in music education

were to be achleved, there are not too many departments
serving the number of studenta desirous of music
education — taoa the contrary - he feels that, for
example, the SACM is presently understatffed in terms of
the ideal! ratio between staff and students for

effective teaching. {Implying that the ideail rattio 12
121>,

THE ISSUE OF THE INCREASE IN POPULATION AND THE INCREAéING
DEMAND FOR PLACES BY BLACK PEOPLE IN SOQUTH AFRICAN
UNIVERSITIES (Ji17)

Respondent "B" questions whether there {s an increasing

demand for places by black students. According to the
Delphi consultant on this issue, there are more black
sub-A puplils than the teotal number of white secondary
gschool pupils in South Africa. Alse, the populiation of
South Africa is sald (by this Delphi consultant) to be
increazing at a rate that will demand the opening of
about 20 new 3chools a week to keep up with the demand.
It seems that this, it this iz accurate, would reszult
In the increase in demand for places in univerzities.

-

(I believe that it is the intention of the government to

restrict entrance to universities to only theose who can
affard to pay high fees by cutting the suhsidies and by
trying to threaten campuses with further cuts if there
is "unrest" on the campuses. Qbviously, those who are
able to pay these high tees are mainly white students).

Rezpondent "A"™ has guggested that this 'problem of dismal

backgrounds can be remedied by an effective academic
support programme.
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THE ISSUE OF THE RELEVANCE OF TEACHING A WESTERN EUROPEAN
MUSICAL TRADITION IN SOUTH AFRICA (J18)

The respanse of respondent "A" i= quoted here:
"Yestern mnaic haa things of value and those should be

available to all, but this should not be at the expense of other
music®. {My underlining.)

Reapondent "B" felt that the Weastern European nusical
tradition is "totally™ relevant to white people i{n thisg
country as we "have no other tradition.™ She feels
that black pecple are not interested in "our music”.
Accordingly, the "type of music that black people are
interested in" (jazz and ethnic music)? do not require
the same sort of training as musiec of the Western
tradition does.

I feel that azs has been suggested in discussion of Sub-Issue
A, the needs af all communities be taken into
consideration and inter-cultural education programme be
introduced. {See Sub-Issue=s A5 and A24 for more
detajled discussion af this).
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KEY ISSUE -~ K — PRIVATE MUSIC TEACHING

This i3 a Key-Iasue that has bheen only reaponded tao by cone
respondent - the parent of aone of the studenta at the
SACM. 1 imagine that the lssues surrounding private
music teaching may well be of concern to parents as
many children may not be able to attend music lessons’

at school.

One respandent selected thigs Key-{asue as an "additional
choice™.

The reaponses to the sub-izsuez are felt to be gufficiently
short and cencise not to have to be reported. The
Sub~Issues and the responses appear together here.

THE ISSUE OF THE AREAS OF TEACHING THAT THE PRIVATE MUSIC
TEACHER SHOULD BE CONCENTRATING ON IN TERMS OF HOW THIS
RELATES TO LATER YEARS WHEN THE STUDENT ENDS UP AT
UNIVERSITY (K1)

RESPONSE

I know that in the case of my children, the teachers were
concerned with technique, &and this has stood them 1In
very good stead. | did teel that there were areas of
relative neglect - the teacher taught them leszs
romantic music than music of other styles such as the
Classical and Barcque. - Maybe one 13 only remlly ready
for romanticism at 18. :

THE ISSUE OF STUDENTS BEING INVOLVED IN PRIVATE TEACHING
(K2) -

RESPONSE

I wouldn’t have zent any of my children to a student. 1
‘don*t think they are experilenced enocugh, and I think
that children should be properly taught right from the
start, at the age of six - when they start school. I
don*t think that a student would understand a child of
that age. I would only encourage my children to teach

&
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if [ knew they would be good teachers. In other words,
whether gtudents should be encouraged to teach depends
very much on the individuals.

THE ISSUE OF PRIVATE TEACHING AND THE EXTERNAL EXAMINATION
SYSTEMS (K3

RESPONSE

I think that these exams are very important as being
motivating factors. The UNISA exams are a Iittle too
difficult, especially on the theoretical side. It
does nct balance with what i=s done an the practical
gide.

THE ISSUE OF THE VALIDITY OF A RESOURCES
ORGANISATION/ASSOCIATION FOR PRIVATE TEACHERS IN SOUTH
AFRICA TO PROVIDE INFORMATION, RESOURCES, AND HELP IN
GENERAL  (K3%)

RESPONSE '

Iz there not a South African Music Teachers® Association? 1
think that the private teachers need to be more
recognised, and a hady such as this couid do ft. I
think that private teachers do the most valuable work,
g0 they need respurces, etc. The teachers at the
schools are often faced with too many children who do
not want to learn aor practice, g0 it is the private
teacher whe has those students who eventually get
zomewhere.

THE ISSUE OF THE PEDAGOGIC LEVEL OF PRIVATE TEACHERS AND HOW
IT CAN BE IMPROVED (K5) i

RESPONSE -
I think that there some very fine teachers in the private
teaching sphere. But there are ogthers who are not

interegsted and are just doing it for the money. The
difference between good teachers and thaose who couildn’t
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care i3 that the good onea glve ot themselves,
what makes a good teacher.

Tﬁis ia
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KEY ISSUE ~ [. — COMMUNICATION WITHIN AND BETWEEN DEPARTHENTS
OF MUSIC

One reapondent has responded to this issue, a first-year
student. Only one has zselected thia isaue as an
*additional choice®”.

The responges to the sub-iagues are felt to be sufficliently
short and concise not to have to be reported. The -
Subh-Issues and the responaes appear together here.

THE ISSUE OF COMMUNICATION BETWEEN TEACHERS AND STUDENTS IN
GENERAL (L)

RESPONSE

Gond communication immediately implies better results and
greater development. At College the communication is
gagsier than at school. The stafft are quite
approachable here. in the music world it probabliy is
eagzier because it is a smaller environment. [t depends
very much on the students and the staff. There have
been exampies of students who are very inhibited in
communication and there have been examples af lacturers
who have sald that they would be approachable but have
turned out not to be. As far as actually fostering
communication in certain lectures the lecturers make
the effort to communicate and especially in tutorials
one is very free to communicate. [ don’t think that in
general there i2 a problem with communication between
staf? and students at the College, although in
specific cases it can happen that there would be
examples of a breakdown in communication.
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THE ISSUE OF COMMUNICATION BETWEEN THE UNIVERSITIES AND THE
DEPARTMENTS OF EDUCATION (L2)

RESPONSE -
An example worth mentioning is that a recent experience has

reveaied tn me that the Cape Education Department 1=
ignarant at the difference in the Education courses at
the University of Stellenbhosch and the University of
Cape Town. There are zcme very big differences in
these two courses, so [ would presume that there igs a
bit of a communication problem there. '

THE ISSUE OF COMMUNICATION BETWEEN UNIVERSITIES BY WAY OF
POOLING RESOURCES (L3) '

RESPONSE
We don’t have any communication between uvniversities like to

have activities together so that we could share [deas,
make comparisons and work together. Like for instance
the University of Stellenhosch will be giving an
evening of music here shortly, but too little of this
is done. As far as physical resources are concerned
there 13 a bit of jJjealousy between the universities as
some have certain facllitles that are incémparable to
others. Thi=s would create a problem in the willingness
of one institution to cemfortably share with another
its physical resources.

»
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KEY_ISSUE - M - VOCAL HUSIC AND OPERA

Three respondents selected this issue ag their "main
choica”. They were: ‘A post graduate student, and
ex-~atudent who i3 now a music teacher, and a
fourth-year opera student. Two respondents selected
this as their "additional choice™. ’

THE ISSUE OF THE PROBLEM OF VOCAL STUDENTS ENTERING A COURSE
F STUDY WITH VARYING FORMAL BACKGROUNDS (M1)

All three respondents acknowiedge the fact that at the SACH,
vocal ztudents enter courses with varying formal
backgrounds. The reasons given for this situtation are
that, aoften, vocal students only discover they have a
voice with potential in their late teens and many of
these pecple have never studied music before. Also
that it is the voice and musical potential that counts
in selecting vocal students and not actual ability or
knowliedge as in instrumental areas such as the pliano.
It has beean stated that the SACM does not address.
students® individual deficiencies atter admitting them.

Other points made by the respendents are: that an effective
catch-up or remedial programme should be implemented,
and that streaming of students into various levels
should occur 30 that thegse students catch up with the
others. These respondents feel that the present
remedial work for thesgse students ig insufficient for
their need=s. The particular areas that need attention
are sight-reading, aural perception, dictation and
keyboard skills, Ile, general musicianship.

One of the respondents feels that this catching-up proceas
1s ditticult to achieve. The other two believe that
this is not the case. It ig felt that, with the right
guidance, emphasis and get reguirements - i.e. that
studenta should be required to attain certain levels of
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KEY ISSUE -~ N — EXTERNAL EXAMINATIONS SUCH AS UNISA

This igsue was responded to only by one regpondent, a
full-time practical staff-member, It was selected by
ane respondent as an "addltional choice™.

THE ISSUE OF THE EMPHASIS ON THE LEVEL OF TECHNIQUE REQUIRED
BY THE UNISA EXAMINATION SYSTEM AND ITS RELATION TO THE -
DEVELOPHMENT OF HUSICAL EXPERIENCE FOR YOUNG CHILDREN
(N1)

RESFONSE .

The word "facllity™ would be a bettar one..."technique®” is
too all-embracing. HMusic is a language and the student,
must understand the symbols ete. The faciiity coupled
with reading i3 essential to understanding. So 1t is
very important. I would rather say that if the
teaching of this facility iz properly done it would
create the opportunity for a2 musical experience. There
must not Just be focus on one aspect. For example the
scales should not just be thumped and banged out, it
must be musically done. It is up te the teacher to gee
that scales are there for more than just finger
movement but they lead to an understanding of keya and
harmony and sight-reading, dynamics, balance between
the hands, etc. There are very positive aspects aof
facility. The issue is that the right amount of time
is spent on teaching aspects of the lesson and of the
examination requirements. So 1 disagree with the
assertion that there is too much emphasia on technique.
There must be no stones unturned, and | feel that UNISA
encompasses all these agpects. The UNISA repertoire
has been chosen with the greatest amocunt of care with a
view to a child"s development.

The aystem should be used when the chid is ready for the
actual exam and the exam shauid be a joy to the child
and not a nightmare. Again it is up to the teachers to
make sure that this is done properly. Az far as the
College is concerned it is an important thing to have
the Licentiate as well as the degree. The
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thouroughneas of the UNISA exams is such that it
prepares the students very adequately for the courses
at the College. I think the UNISA requirements are
very realistic. ’

RESEARCHER'S NOQTE:

Reasponses to tha Issue of Entrance Requirements
(Key-lsgs=sue E) at the SACM have indicated that these
requirements could be based on the standards set by
UNISA.

THE ISSUE OF THE USEFULNESS OF ENTERING STUDENTS FOR THESE
EXAHS (N2)

RESPONSE

The exam systems are essential to serve az a “ecarrot® and
motivation for students although often they are abused
by some teachers and headmasters. Alsoco I feel that the
pergsan wha has done a UNISA grade VII!I has a distinect
advantage over one who has done only matric music. The
standard is very high.

The exams are alao necessary for qualifications. The
students at the College often need to do these exams to
till in gaps that a lot of them have. UNISA
understands the conditlions in this country and 1 think
that usually the Royal Schoecls ones are rather an
imposition. Abroad the UNISA would not be'recognised
as wonld the overseas qualifications...this is the only
bad thing about the UNISA exams.
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KEY ISSUE - 0 — TFACHING METHODS

Again, thig fssue has been regponded to by only one
respondent, a senior member of the practical staff.
One respondent selected this issue az an "additional
cholcea™.

THE ISSUE 0OF THE TEACHING OF MUSIC AS BEING BASED ON THE
INSTRUCTION AND INTERACTION OF SKILLS (01)

RESPONSE :

I feel that the majority of people are basically musical,
but in terms of level of perception of the whale
co~ordinated picture of "being a musician™ one needs to
be in possession of a variety of skills, mental,
physical, emotional, intellectual, psycheologieal,
philosophical. I agree that the "being a musician® is
the interaction of all these gkills. As a teacher, one
is cancerned with an overall education of the
gtudent...for example, in teaching someone a plece of
music there are aesthetic notions, philaoscphiecal
notions, mathematical notions of proportions connected
with the physical skilis neceasary to execute the
plece. A good teacher would be the one with the widest
possible spectrum of attitudes and approaches to be
ahle to refer to all these aspects. it Is just a
change of emphasis as to whether a person is a
conductor, a performer or whatever. The most important
thing is to make sure that the student {23 as

. self-realised as poszibie in all aspects. Direct
answars to these things are often not possibla but this
iz houw I see it.

As far as the rest of the College 13 concerned 1'm not sure
it this view is shared by the other teachers. 0One area
I would like to comment on is that of the
"i{nterrelatednesa™ of varicus aspects ot the courses
that the students do. The majority of students forget
relevant interactional elements of thelr activities.
It i2 important for students to have an integrated
approach.
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THE ISSUE OF THE VALIDITY OF EXPERIENTIAL ACTIVITIES SUCH AS
DRAMA, AND MOVEMENT FOR MUSIC STUDENTS (02)

RESPONSE :

They are extremely valid. Even from a narrow point of view
of a piano teacher the experience of things such as "up.
and dowun', "tension and relaxation®... every kind of .
l1ife experience ¢an be transformed and presented
symbolically in music. Anything that would enhance the
understanding of such notions would be of great
benefit. Thizs is how I see these things fitting into
the experiential activities. I would =gay that a good
two thirda of the students who come my way are hardly
awvare of these correspondences. They are not .
physically awere or only have it to a point and it
needs to be developed. It can be a delicate issue and
can be a source of embarrassment for gsome students so
it has to be treated éentiy and intelliigently. I think
that there should be a measure of initiative on behalf
of the student.

RESEARCHER’S NOTE: )
Please see Sub-Issue AZ2 in Chapter 4 for further discussion
of this issue.

THE ISSUE OF THE USEFULNESS OF THE USE OF VIDEO TECHNIQUES
AND EQUIPMENT IN THE TEACHING OF MUSIC (03)

RESPONSE .

I think 1t is very important. Video is becoming an
impaortant medium in our culture. It should be used
more and [’m sorry that we don*t have the facilities.
The students could be shown videos of themselves
playing and also videas of related issues such as art,
literature, etec. 1 would use a video camera to film
key-paointgs that he may not necessarily be able to see
for himself...as a corrective measure. Also videos of
the great teachers and players are important.

A
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THE ISSUE OF THE WILLINGNESS OF ADMINISTRATORS TO TOLERATE
VARIOQUS TEACHING METHODS (04}

RESPONSE

There is no problem of this nature here at the College. All
the teachers have been tolerated in the way they teach.
1 have heard various dizcussions of teaching methods at
the College where people have confused some basic )
iasues, but | feel that the administration are not
really concerned with that but rather with the results.
Actually, even when {t comes to results, | was shocked
to find out that a previocous Dean had no 1dea af the
results of my teaching for ten or fifteen years, It is
very difficult for the head of a college to understand
all the techniquez ot ail the varicus instruments, and
I feel that evaluation of results rather than methods
is appropriate. Ideally speaking when a new teacher is
employed the head should find out what the new
teacher’s experience of having been expased to various
historically acceptable teaching methoads Is befare that
person is emplgoyed. Anything that the teacher may want
to add to this stock of knowledge is and should be
tolerated.

RESEARCHER'S NOTE:

According to one of the findings of the Preliminary Study,
various teaching methods or practices outaside the
instrumental teaching realm are felt to be less
participatory than they could be. -

THE ISSUE OF THE USE OF AUDIO TAPE IN TEACHING MUSIC (05)

RESPONSE

It ties up with what I have said about video. 1 use it a
lot. I was the fist teacher at the College to have a
tape recorder and I feel that other teachers and
students would henefit from the use of taping
techniques.
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KEY ISSUE -~ P — ADMINISTRATION

THE [ISSUE DF THE VALIDITY OF SEPARATING DEPARTMENTAL

This

ADMINISTRATION IN AN INSTITUTION, EACH DEALING WITH
THEIR SEPARATE ADMINISTRATIVE NEEDS (P1)

Key-lssue was chosen as a main choice by one
respondent, a member of the administrative satff at
the SACM. O0One respondent made it her "additional
choice®™.

RESPONSE
A3 far as adminisgtration goes things are dictated by the way

the university runs, but when 1t comes to the actual
students versus the paper-work then the College should
look at the overail plcture...for example the College
has no full-time oboe students but about five part-time
students. When the College need obolsts for, say, =a
wind-band the administration gay it 13 not possible
becaugse there are no students who play oboes when in
fact there are a few oboists be it that they are part
time students. The different administrative
departmenta should work together separating oniy the
paper work.

The heads pf? the variousg departments should see the

part~time and full time students as one body - gliving
the part-timers the opportunity to play and work
together with others.

It 12 my view that it is the aim of the majority of

part~timers to eventualily become full-timers and that
the College should see that as a preparatory period ar
group foar swelling the numbers and the standards of the
Collage.



e e el v

APPENDIX VII1 - KEY-ISSUE P - page 76

THE ISSUE OF THE CONCEPT OF VARIOUS UNIVERSITIES CATERING
FOR SPECIFIC NEEDS OF SPECIFIC PROFESSIONAL DIRECTIONS
TO RELEIVE THE ADMINISTRATIVE BURDEN OF CATERING FOR
ALL NEEDS WITHIN EACH INSTITUTIGON IN THE COUNTRY (P2)

RESPONSE

! doa not regard this as a problem area hecause of the size
cf the College. It is small encugh to cope with the
administration of the wvaripus departments. I quite
l1ike the idea - {t would be a good idea 1f the numbers
in the College population warranted it.
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KEY ISSUE - 4 — COURSE EVALUATION

THE ISSUE OF THE DIFFICULTIES IN EVALUATING A COURSE OR
- PROGRAMME OR CURRICULUM (Q1)

This igsue wazs selected by one respondent as a main choice
and by two: as an additional choice. s

RESPONSE o ..
One has to be clear about what one is gsetting out to achieve

in a given time period. Confining thils discusaion to
the academie activities at College, given four years,
one has to cover a certain amount of ground. An
impartant starting point would be to see how the
syllabf can be made more efficient and logical in their
treatment. Without this in line, evaiuationzs cannot
take place. The next thing to do is to establish
whether the goals or aims set out at the beginning are,
as effectivly as possihle, being reached; and 1{f not
why not. The diftficulty here is like taking the horse
to water and not being able to make it drink;

tecturers may think they are doing fine, and students
disagree. [’m not sure quite how one would go about
doing these evaluations.

RESEARCHER'S NOTES:
Please see Chapter 4, Sub-lssue Al, for further discussion
of curricular aims. .
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THE ISSUE OF THE FEASIBILITY OF PERIGDIC SYSTEMATIC
EVALUATIONS (Q2) . : - '

RESFONSE
Thia is szzential. it vyou don*t do that, things rot in
like complacency. This is exceedingly dangerous.

RESEARCHER®*S NOTES: .

Although the single repandent to this lasue did not state ’.
whether farmal or informal evaluation of the structured-
mechanism accurs at the SACHM, personal experience of
thig issue is such that attempts at evaluation in the
past have been met with resistance from the staff and
apathy from the students. See Chapter Three, the
Deiphl Phage, for digscussieon of the importance of
evaluation in such an institution.
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KEY ISSUE ~ R — THE TRAINING OF UNIVERSITY LECTURERS/
TEACHERS -

One respondent, =2 post-graduate student, selected this
igsue ag a main chelce. One cther reapondant zelected
it as an: additional cholce.

THE ISSUE OF THE FEASIBILITY OF INVESTIGATION OF TEACHING
AND PROFESSICGNAL QUALIFICATIONS OF THESE TEACHERS (R1)

RESPONSE .

The way things are at the Coliege and have been for the six
years that [ have been a student here would indlcate
that it would be a very good thing if it were designed
and intended to IMPROVE the standard of teaching and
lecturing at the College. It it were to be an exercige
simply to come up with findings and lead nowhere that
would probably be 1gnored, because it wouid offend
certain pecople. [t is important to assume at the
beginning that something would actually come of it.
There are many lecturers and teachers at this
Universlity with the onerpous responsibiliity of not
spoon-feeding but to point people on an academic and
praofeasional path that will last the reat of their
lives, Generally this does not really accur with
gsufficient regularity.

With this issue we are all akating on very thin-ice. One
wauld have to get the lecturers® co-aperation to be
able to make a success of such an operation. 0One
cannot farce someone to "appear™ on "charges" that
their teaching is not up fto =zcrateh. [t is very
difficult. Maybe one could start with course/lecturer
evaluaticns from the students’® polnt of view.

As tar as gualitications and training of these teachers are
concerned, there are no courses of study and
"apprenticeship®™ that university level teachers can do
such as those for schoo] teachers. Most lecturers have
just academiec backgrounds when they are given teaching
pogats. A highly "qualified™ person Iin terms of
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academic degrees does not necessarlly make a good
teacher.

There are members of staff at the College of music who are
very safely ensconced in their jobs with good salaries
"and a lot of perks and they ju=st couldn’t care less
~abgut their teaching. A bit of pressure on these
teachere by way of this kind aof investigation would be
very healthy.
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3RD: YEAR STUDENT.

Ther general course is directionless, the Music Education
course is well directed, the performer’'s coursse is geared
vaguely towards a performers identity. But a problem with if
is that a sense nf false encouragement is given in the
performers course. The curricular choice is “not bad" at
the College There should be more in the way of career
oriented curricular structures such as musical journalism,
broadcasting. I one is musically inclined and not good |
enough to be a perfarmer there is no choice but to be a
teacher or do the general course which is directionless.
They could introduce options to do specialist courses within’
a genaral musical curricualum that would give the curriculum
direction. I.suggest a three year basic degree and then
specxalxsat:.un 1n the -Euurth-

4TH- YEAR STUDENT

& curriculum: should first of all be producing a well rounded
musician which incorporates the academic side. Just as
important as this, the requirements of the course must be
rigourous in terms of professional goals. At College the
aim of the courses are clear, but this aim does not go much
_ beyond the name of the course. The College does not train
well-rounded: performers.  Alsao there is not enough pressure
in the course ta prepare one for the difficulties of the
prafession. I think that if the course’s requirements were
more rigouraus, the graduates would be better equipped.

EX-STUDENT; SCHDOL MUSIC TEACHER

& curriculum must have an aim or direction. There must be a
distinction between the curriculum that trains someons for a
joh and one that gives greater knowledge. These are the two
major directions that one can go in. I+F one is training for
a job thenr one is going only to deal with those aspecis
(within the curriculum)} that address things such as income,
joh availability, etc. If one is training for greater
knawledge {(the "university scholar") then one is
incorporating things of a much wider specirum; not
necessarily useful for a specific task.. Relating this to
the College we seem to fall short in both areas.: We are
neither training people who are particularly suited to
speaecific jobs and we are not really creating people with a
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.particulariy wide view ofhmuéic. . The College does not do
either successfully. . Graduates are generally squipped. for
neither. )

EX~STUDENT; PROFESSIONAL PIANIST ,
I can talk from the point of view of the performance BMus I
did. The whole idea was very abstract as far as direction
was concerned. The aim or direction could have been more
realistic in terms of knowing what was required o+ students
to become performers.. I think that there should be ‘
direction az far as repertoire is concerned...the reality of
becoming the- professional. performer. It must squip peoples
for what they intend to do. At College there was detinitely
nat enaugh directian. The same thing was for the Teaching
Method (education) lectures. These were more
interpretational lectures. 1 feel that this has improved
now with the piano clinic..

PART%TIME PRACTICAL STAFF MEMBER

I think that this is something that has been thought about a
Int. There are specific things that a musician has to be

' equipped with before he can go out and earn a living. Any

" institutian that intends to train these people must have
this "specificity" (that of preparing these people for a
profession) in mind. - This specificity would be a common
feature of a group of any number of institutions, for
example, as it is in the USA,  that would be offering
similar programmes aiming at training people to be
professional musicians with common features in the
curriculum. In my experience of having taught at Wits,
Pretoria and RAU, there seem to be a very différent idea of
what they were each trying to do, if anything at all. At
the College, there is even more confusion as to, at the
end of 3 course, what a person is supposed tg be qualified
to do in the sense of beirng a professional player.

FULL-TIME ACADEMIC STAFF MEMBER (SENIOR LECTURER)

A curriculum should be directed in a professional direction.
For example the performers course should be designed for
people who will make some kind of a career as a perfarmer,
whether they are accompanists or whatever. Tha only two
degree courses with career orientated curricula at Caollege
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are those of Education and the Library Science. There are
other courses. such as the Performers Diploma in Opera, but
haw many will be opera singers. The curricula in general at
College should be much more professionally orientated.

FLEXIBILITY/CHOICE IN THE CURRICULUM (AZ2)

1ST YEAR STUDENT ‘ ;
I domt't think there is any flexibility in the courses. They
are s well detined one dare not suggest any ideas. I think
the lecturers are stubborn in this matter. '

ZNDF YEAR STUDENT

As mentioned before I like the idea of the general +irst
year and then a specialisation which consists of a choice ot
curricular material based on some aspect of that first yesar
which the student could build on in a curriculum that would
be career orientated...in any direction that the student may
chogse. ~Therse should be absolute choice of subjects and

" there should be guidance available for those students who
need to choose subjects to steer them inta a caresr '
direction.

IRD YEAR STUDENT
More choice shauld be introduced perhaps through a credit
system — which the Colleége is working on at the moment.

4TH YEAR STUDENT

There have to be certain core subjects such that are laved
down at College..History and Harmony for examplé. These ars
important. For each individual the issue of choice and
thereby specialisation depends on that actual individual,.

It may he that some students mature faster and are ready for
spacialisation earlier than others. 1 am satisfied with the
level of flexibility and choice as it iz at College.

EX STUDENT; SCHOOL TEACHER .

There needs to be a lot of choice. The core—course should
be structured in such a way as to give you basic research
skills, and maybe basic Harmony, etc. The specialist
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areas should be those on which the student concentrates and
draws on the core—-course for resourcss.

EX STUDENT3; PROFESSIONAL PIANIST

One should have to do a core of courses with choice. At
College we had very little choice., We would have benefited
by having had more choice. For instance, if one wants to
major in performance, one should not have to do a degree;
one should just do the practical aspects of one’'s training.
The other things don‘t have to be examined although it is
important .ta have background knowledge. One should just
read up abaut it on ane’s own. 8So if one wants toc major in
performance one should have the choice as o whether you
have to do all these academic subjects. The core course
shauld relate to the professional direction of the student.

PART-TIME PRACTICAL STAFF MEMBER
Thls really has. been dealt with in the prevxnus question.

FULL-TIME ACADEMIC STAFF MEMBER (SENIOR LECTURER)

There should he some basic “core® courses, but other than
that it should be as careers...students should be able to
choose courses that would suit their specific career

' choices. The College does not provide this +iexibility.
The reason really being that there isn’t enough staff. I
don’t think that we could overcome the problem because of
the lack of funding for the necessary staff. For example to
study Jjazz would necessitate the employment of jazz )
specialists. The eventual way out of this problem could be
that different universities could share resources. For
instance if Stellenbosch and UWC were bought in’ we could
agree that pecple could be given credits for doing courses
at the other instituticons. The other way of doing it would
be to limit the number of universities that offer music,
but I don"t like that.
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THE ISSUE OF PROFESSIONALLY ORIENTATED CURRICULA (A3)

18T STUDENT

The curricula should be_professionally orientated. At
College there is quite an emphasis on practical musicians.
There is too much emphasis on this playing of instruments.
Thers are no professionally directed courses other than the
Bmus Ed. I feel that College limits my professional choice.
gther directions could be conducting, and sola performing.

2ZND YEAR STUDENT
This is what I have said above.

3RO YEAR STUDENT ‘ . :
The curriculum should be more professionally orientated.

4TH YEAR STUDENT

I think that to have a general background and then
specialise in one’s professional direction at a later stage
is the best system. There is the danger of specialisation
hefore one is equipped with a sufficiently thorough
background. - )

EX~-STUDENT; SCHOOL TEACHER

“There iz certainly a need for the professicnally ocrientated
curriculum, especially in the practical areas such as the
BMus Performancs. OJur practical musicians often come out of
College with a high standard of practical ability and not
such a high standard of research ability. I don’t think
that we can ever have great performing musicologists. If
you are a musicologist then go for that at the begirning.

In other words, the choice within the curriculum should
determine your professional direction.

PART-TIME PRACTICAL STAFF MEMBER

I have also talked about that in previous issues. To sum up
- a good curtriculum has a solid core which takes sveryons
up to a certain point: usually two years. Everyone would
then bhe well qualified to continue with a specialisation.
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THE ISSUE OF THE STYLISTIC AIM OR DIRECTION OF AN
CINSTITUTION:  (AS)

18T YEAR STUDENT

The College is limited to just the ‘Classical’ music. I
think it is the lecturers. I feel the aim should be
expanded to jazz, pop and music of other cultures. It
would be up to the student to choose which area to do.
There iz no training available for jazz musicians.

2ZND YEAR STUDENT
I have mentioned the issue ot studying jaz=. Fecople should
have the- chaice. The stylistic direction of the College is
limited. It would be possible to include things like jazz
but it would not be easy...because of entrance reguirements,
various instrumental cheoices. 1t would benefit all if the
‘Callege broadened out a bit.

3RD YEAR STUDENT

It is not that important, one can be studying various styles
in one institution. The College is recognised as a pianc

. school and gpera school and it should be viewed as something
mare general.. ' ‘
4TH YEAR STUDENT

An institution should deal with all styles and I think it is
possible to do this depending on the number of staff and
students. I don’'t think that a single stylistic aim has
much validityv. -

EX-STUDENTs; SCHOOL TEACHER .

An institution should ideally he able to offer all spheres
as the core curriculum should cover everything. One should
have a working knowledge nf everything. However, the
syllabus is often determined by the resident lecturers...in
terms of their speciality. If one then wished to specialise
in Jaz=z then one should be able to.

EX-STUDENT; PROFESSIONAL PIANIST -
This relates back to what I said before about being able to
major in various styles especially African Music,
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PART-TIME PRACTILAL STAFF MEMBER .

i1t .depends on the size of the staff, as well as how
varsatile the staff are and whether there is enough money in
the department. If there is the money then one can hire the
" right peaple. I think that it is more ecchnomical, if you
have limited resources, +to fix on one style than to bilow it
by trying all styles.

- FULL~TIME ACADEMIC STAFF MEMBER (SENIOR LECTURER)

The College will have to hecome more of a Sauth African
institution and cater for the whole population. Again
financially it is a problem. Just doing Western Music will
have to change.
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THE PL.ACE OF NON-WESTERN AND POPULAR MUSIC (AND HOW IT
RELATES TO WESTERN MUSIC) IN THE CURRICULUM (AD)

1ST YEAR STUDENMT .

I don*t think that any of the Iecturers like pop music. 0One
should have a look at'pup music becauss these artists
often use aspects af classical music. It is music of
an era and should be seen as such. The same goes for
non—-western music. It is all part of culture. In the
Music Education course we will be doing some music of
local culture. ' '

ZND YEAR STUDENT

This definitely should have.a place- in the curriculum...in
that first intensive yeari; for sxample jazz: there
are singers who want to be singers of jazz and pop
music and not opera and those students do not have the
oppartunity tao do those things. This should also be
another major choice in the curriculum...a thing to
major in. ' -

3RD YEAR STUDENT

There are ethnomusicology courses at the College which are
good courses. 1t doesn’t relate to the rest of the
curriculum, it is slotted in as an extra. It should
not necessarily relate tao the rest of the course but
'maybe it could. For example one could major in
ethnaomusicalogy. We don’t deal with pop music, but it
is important, especially jazz, how it fits in. If we
could study jazz we may learn to loosen up’as plavers
in the western classical sense.

4TH YEAR STUDENT

I do not have much experience in these things. We have had
odd opportunities at Caollege to look at these things.
There is so much material in the study of Western
Music alone that to design a curriculum that tried to
incorporate other music would lead to there being too
much content. One needs to specialise and to do things
that are relevant to your major. One should be able to
major in non—-western music or pop.
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EX-STUDENTy SCHOOL TEACHER
1t relates vary specificaiiy.' One cannot make a judgemént
on one type of music without relating it to another.
Our knowledge of non-Western Music is so limited that I
wonder how we can judge Western Music. Our judgements
are based on habitual, traditional approaches. For
example, the use of various instruments relates to the
" types of sounds available to the modern composer. If
we had a greater knowledge of other types of music
including pop-music and ethnic music we would accept
and be interested in thess things more. The College
once affered very interesting lectures on
Ethnomusicology, but the course was not wide enough. '
They were excellent lectures but nothing related or
incorporated with any octher part of the curriculum. I
belleve i an 1nter—related appraach. '

EX-STUDENT; PROFESSIONAL FIANIST
When I was at College they did not have a place in the
curriculum. In terms of my curriculum it would have
been Qery-interesting to have done African music te be
ahle to become aware of the merging of cultures. On
the pop side it depends on what you mean by pop music.
I' think the study of jazz would be beneficial. These
things could relate to western music in terms of how
individuals relate to those things. 1 think that
people should have the choice whether to do it. Alsa I
think that it would be hard to relate it to Western
" music, it should be studied on its own.
PART-TIME PRACTICAL STAFF MEMBER
Not as. a key element. If you look at someone who wants,
say, to be a Cella player, they need to get to a
certain point in a certain number of years, so doing
this should be an elective. It would be a more vital
element to someone who is majoring in composition, or
conducting or arranging. I think that Ethnomusicology
would be useful i1+ you had the time to broaden your
horizons teo that degree, but as far as preparing people
+or orchestral jobs, it would be using valuable time.
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"FULL-TIME ACADEMIC STAFF MEMBER (SENIOR LECTURER)
In a South African context the only non-Western Music that
. makes sense is African Music. The study of any other

cultures such as Indian, etc, would be sensaeless
because there ares language difficulties, lack of
knowledge aof the actual culture, etc. It would be
artificial.  Apart from the political difficulties in
this country the- study of African music seems most
sensible. : ,

This university will be more "Africanised” and I feel that
in future the study o+ African music should have a very
definite place. Relative to Western Music [ don't
think it relates to the study of Western Music other .
than from an ethnomusicological sense...part of a
general reading of MUSic.. )

fis far as "pop" is concerned, we can‘ft really afford to
teach pop-music, and. I feel that if one has a good

. background in basics one can teach oneself popp-music,
especially that pop has so much in common with grdinary
music these days...the Beatles, stc and the
arrangements could not have happened without the

" existence of Schoenberg. Perhaps there is a connection
i this way. Some German pop is very like Stockhausen.

THE PLACE OF CHAMBER-MUSIC IN THE CURRICULUM (A&)

18T YEAR STUDENT -

Chamber music is essential. We do not do it here. The only
thing that copmes near to it is the ensemble class,
which is once a week and it is not chamber music. The
benefits of chamber music would lie in getting to know
the repertoire. We are limited to our set pieces. We
are only really taught to perform concertos and not
with other pecple.
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2ND YEAR STUDENT

It is very important, but I as a pianist am nat that
involved. I feel that 1 would like to have more chance
to do this. It should form a greater part of my

-parforming curriculum. Maybe it would be nice to play
another instrument to do this on anather level. 1
don"t know if the College are addressing this problem.

- Parhaps the playing of chamber music should be a
requirement for graduation. This would make the .
students better all-round musicians. It is important
to work together as musicians. The assignments we are
given:in ensemble class are done in such a way as to
make them a bore rather than interesting. I think the
classes should be more regular and more on a public
"level. HWe should get given opportunities to perform
the ensemble pieces.

IZRD YEAR STUDENT

Very Important...specifically far performers. There is a
vast wealth of music in the idiom. For the educated
musician this music is probhably the cream of the crop.
It is also important for students to learn to play with
other people. Some peaple, even music students, don't
know what chamber music is. It should be introduced in
first year, but it isn't at the Lollege. People should

. be techpically proficient enough on their instruments

to be: able to play chamber music in their first
year...some people are not, at College. A problem is
that often one can’'t get the right players, but it is
possible to overcome the shortage of plavers at the
College. The emphasis on chamber music in” the
tturricula, should be large. The chamber music courses
have only been introduced a year or two ago, and they
seem to be good courses, but it hasn’t become a large
anough part of the way of life at the Collegs.

4TH YEAR STUDENT :

I think this is impartant. It is a new course at College.
1t is important ta learn to play’with other people. It
could also comprise a career—option if one doesn’t make
it in solo werk. As a professional musician one is so
often called upon to play with other people, this is
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"invaluable. Alsp there is a vast amount of important
repertnire in the chamber music genre which shoudn’t be
missed. Practically there never seem to be sufficient
instrumentalists at College to do chamber music of any
quality. . P '

EX-STUDENT; SCHOOL. TEACHER S

Absolutely essential. Almost a daily requirement. When I
was. at Callege there were attempts. at various chamber
groups by students with a total lack of supervision. 1
believe that in recent years this has changed.
Admittedly students, not all being great performers,
had no interest or felt intimidated by the good players
and this is why it didn’t come about, but I think it
should bhe made a compulsory part of the curriculum.
The value of chamber music lies in the practical
experience it affords one. The greater percentage of
chamber music involves at least two musicians, and
‘although the piano repertoire is vast, mast other
instruments need accompaniment on either the piano or
by groups of instruments. If one studies the music of
other instruments it can only be done by playing it in
groups.

EX—~-STUDENT; PROFESSIONAL. PIANIST

In my time there was very little. It is very important in
the performing side in the third and fourth years. The

- problem at the College is that there are not enough

orchestral musicians around to make chamber music.
Chamber music makes one listen and it is valuable for
everyone if it could be fitted in time-wise, say for
Education students.

PART-TIME PRACTICAL STAFF MEMBER

I think that this is more important far an orchestral plaver
than is actual orchestral experience. Chamber music
gives the students an opportunity to perform as well as
ta learn to play in an ensemble situation. It is hard
to expect mast instrumentalists to perfarm regularly as
solaoists — it takes so much time to prepare a solo
recital. Chamber music is, in a sense, soloistic and
its most important thing is communication of musical
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ideas. I+ a person plays really good chamber music
they could probably sit in any orchestra and make a
valuabhle contribution.

FULL-TIME ACADEMIC STAFF MEMBER (SENIOR LECTURER)

It should follow automatically. Where the College suffers
is that there are simply not enough string plavers
around, s0 students don’t really have the opportunity
to play with string players. String plaving is
essential to the study of chamber music, otherwise the
students would be just doing accompaniment, which is a
satisfying way of making music, but not all that
complete. I think that it should be included and
evaluated with the rest of the practical work...the
only problem here being that it is a way of forcing
people to dao things that should be enjovable. There
isn’'t really enough emphasis on chamber music at the
College. There are too many students (pianists) around
who are only interested in moving their fingers across
the kevhgard. A lot of the staff are interested in
chamber music but they don’t seem to be doing it for

some reason.

THE PLACE OF AND VALUE OF PARTICIPATION IN LARGE ENSEMBLE IN.
A CURRICULUM (A7) K

15T YEAR STUDENT

Most people at College do not have the opportunities to do
these things. The value of this is the sharing of

-

musical ideas.

ZND YEAR STUDENT
Very important. Each person should be required to do two

instruments so that they can participate in large
instrumental ensembles. At pressnt there are enough
students for this. Guite a few people in the College
orchestra are not College students. Choir should also
be compulsory. Music students should be able to sing
something. It bpils down to doing a lot more working
together., It would help in motivation to work in
groups. I think that the general slack attitude of the
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staff and the students has created the prebliem of there
not being these activities. Students should think a
little more, too, about what they should and should
rnot be doing.

IRD YEAR STUDENT

Very important..it is not here, and this is a failing. Two
peripds during the week should be set apart tor this,
although I don’'t think that they could make it a DF
requirement. It is not only a joy to sing in a chorus
or play in an orchestra but it is important to learn to
make music together, even in smallier groups.

4TH YEAR STUDENT

Nat being an instrumentalist or & singer, I think that it
should be up to the individual. These activities
deftinitely have value but one must put what vou do in
perspective of your priorities. There are only twenty
four hours in the day and one should concentrate those
hours on your specialisation.

EX—STUDENT; SCHDOL TEACHER

Alsg very important. There used to bs large ensembles at
CLollege. One could have various levels of orchestras
or groups to accommodate everyone. Improvement must be
demanded within these groups. That is instrumental.
On the choral side of things 1 don’t think that one
could force every issue of the curriculum. This brings
me to the quality of the students. By this I mean
their sense of commitment, enthusiasm, etc rather
than people’s intrinsic abilities. Almost-everything
that I have said relates to the level of the studentsg’
enthusiasm. There =eemed to have been this
overwhelming emphasis on "how good students are” and i+t
you ate not “good enough" then that's it. The
important thing is that students must learn something
through these experiences. They are nat there to be
show—offs but to learn something.

EX-STUDENT; PROFESSIONAL FIANIST .
Yervy important. I find this is sadly lacking at College.
It iz very important to make music with other people

»
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-

especially from the listening point of view. It makes
yvou listen and le=arn to hear. It also creates the
experience of learning to woark in large groups.

FART-TIME PRACTICAL STAFF MEMBER

s I said earlier, it is more valuable to partake in
smaller ensembles. As a professional string plaver one
would narmally have to look at the chances of having to
play in an orchestra. There are some techniques that
are different to playing chamber music in orchestral’
plaving, such as +ollaowing a conductor, vyou have o
"scale down"” what vou do to fit in to an orchestra, -
the literature is different to the chamber music
literature, aesthetically there i1s not a big
difference, but the major dif+erence is that most
praofessional aorchestras do not spend the same amount of
time rehearsing as doss a chamber group, =0 it is
fairly valuable to have archestral or largetr ensembls
experiance to learn to cope with these differences.
Playing in a repertory orchestra would be better than
sitting on certain programmes for two or three concerts
a yeari players must learn the "sink or swim® feeling
of being a professional archestral plaver.

FULL-TIME ACADEMIE STAFF MEMBER (SENMIDR LECTURER?

Most music students should be able to sing in a choir. It
is very valuable from a point of view of getting to
know the music apart from one’s own instrumental
pieces. There is no choir at the College probably
because there are not enough performing gpportunities
for a large choir. It has been done befare...the
students sang but never performed so they lost
interest. Making it a requirement is going to result
in people having to sing against their will. Alsc mast
choral rehearsals occur at night which presents a
problem with students coming in from far. Other
practical problems as far as making it a requirement
such as by making it gbligatory for students to sing in
the opera chorus would arise if an opera without chorus
is done as has happened in the past. It is difficult
to enforce extra—-curricular activities. Making it
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intra-curricular has been tried, but policing these
things becomes a bore.

THE ISSUE OF THE EMPHASIS ON ACQUISITION OF GENERAL
© MUSICIANSHIP SKILLS (AB)

18T YEAR STUDENT

There should be limited emphasis on skills acguisiticen, but
I feel that at the College they place %oo much =mphasis
on it.

2MD YEAR STUDENT

At College there is no emphasis on sight reading... Aural
here is a waste of time becauss we do the same
dictations over and over again. There seems to be no
sense of making these skills interesting or making them
show the way to growing and getting better at them.
Therse needs to be some thought given to this by the
staft.

IRD YEAR STUDENT

It is left to the student to do those things. We should be
doing score reading, stc , becoming more involved with
skills., The standard of Aural classes is topo low and
the standard required ot the students is too slack.
The way it works is that if you camn do aural, you are
not pushed to impraove. I+ vou can't do it one is still
pushed through i+ you can get S504.

It is an essential part of being a musician. People should
not be allowed to graduate until they reach a certain
standard. One should be able to take down four string
parts, sight singing in different clefs, and we don't
do any of that. UOne of the major areas of studving
music i=s the =sar.

4TH YEAR STUDENT ' -

I think that from a partformers point of view there is not
enough emphasis on sight-reading and aural training as
there should be. We once had sight-reading exams that
became a big joke. Many students failed the
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sight—-reading tests and as a result they were treated

. very lightly by students, and I suspect that this is
the reason why the College stopped giving sight-reading
exams. '

EX-STUDENTs SCHOOL TEACHER .

Certainly very important. I+ one is going to be involved
particularly with making music with groups of pecople
one needs a much wider capability than just being able
to play some specific instrument. Far that matter
things like Aural should be DAILY. There has to be
growth and improvement demanded. The tapes for
programmed self-instruction are useless. The students
should really have aural on an individual basis sven
using advanced students for tutoring purposes. at
College ths Aural was under par. As +ar as
sight-reading is concerned at University level it is a
little unrealistic to teach things like this in
practical lessons, but this could be addressed by the
chamber music and ensemble activities. I was
particularly annoyed with the fact that in our aural
classes at College we were given dictations in a class
that comprised pecople with perfect pitch and were
expected to do those dictations at the same rate as
those advanced students. It is generally not the
emphasis or lack of emphasis on skills acquisition but
the matter of what is done, how it is done and on what
sort of a level.

EX-STUDENT; PROFESSIONAL PIANIST

It depends on what sort of course one is doing.” I+ I were
setting up a curriculum for performers I would not
think that that is all that important. That =sort of
thing should be learned at schownl. They should be
learned betore getting to College. Skills are also
things that one’s teacher can deal with. In an
Education programms there should be more on this. Thsa
aural training we did at College was a waste of time.

FPART-TIME FRACTICAL STAFF MEMBER
All the places 1 have studied at have emphasised these
skills to a certain paint. The few students that I
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know well enough at the College to get into that area,
I would say that they do not have sufficient skills in
terms of "sight-sound” abilities, but that is more of
an impression than anything else. I don't think there
is a sense of those students being well preparsd
skill-wise. These skills should have come along with
the grade exams they do.

FULL~TIME ACADEMIC STAFF MEMBER (SENIOR LECTURER) )

There should be a very strong emphasis on that. Especially
on sight-reading, ear training, reading of scores and .
clets, The smphasis at the College is almost nothing.
It must be one of the only institutions whera
sight-reading is not part of the reguirements.
Perhaps the emphasis on dictation and ear training is
probably OK at the College, but I feel strongly about
the sight reading aspect. To avercome the
sight-raading problem could be to sight-read duets,
but the difficulty is making people do it. There used
to be sight-reading classes here and they worked well,
except that the stronger sight-readers were tavoured.
This would also have "side" benefits like getting %o
know music.
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THE PLACE OF A SECOND INSTRUMENT IN THE CURRICULUM (A/10)

15T YEAR ESTUDENT

It is important. Maybe one should do an corchestral
instrument. I¥+ one would become a composer one waould
benefit by knowing more about the instruments.

2ND YEAR STUDENT . .
This comes into the issue on large ensembles...especially
that it should be an entrance requirement. :

IRD YEAR STUDENT

VYery important i+ you are a pianist to do an orchestral
instrument. . One has to learn to concentrate on neaw
things like intonation, ete, giving a broader
perspective; Except those who are trving to specialise
as performing musicians and they don’t have the time.
For other students it should be compulsary.

4TH YEAR STUDENT -

I would like to have done a second instrument. It wasn't
required at College. 1t adds an important dimension to
one’'s musical knowledge and experience. The problem is
that if it is a requirement then it might use up
valuable time for one’s main instrument.

EX-STUDENT; SCHOOL TEACHER

I think it is important especially for those students who
are not going to be professional performers. Une tends
to become a little over specialised in one” instrument
in terms of the technique af that instrument and doing
another instrument would give vou the opportunity to
learn a little more about music and not only technique.

EX-STUDENT:; PROFESSIONAL PIANIST

People say that it is important to bhe able to play a
keyboard instrument i+ you are a non-pianist. I found
that I did not have the time to do things like that
because I was specialising in my instrument. IFf one is
deoing Education it is important for pecple to be able
to have knowledge of other instruments.



APFENDIX IX — RESFONSES A - PAGE 21t

FPART-TIME PRACTICAL STAFF MEMBER
it has its uses especially for Music Education majors,

50

that it would help pegple with the necessary knowledge
of other instruments. I know that for me it was not
tarribly relevant and used up valuable time that I
could have been using to work on more essential things.
At Julliard they require a very high standard of piano
playing befors thay allow the students to graduate,

but there are many students who have hated that. I°
think that a less severe requirement on the piano would
" be very useful for everybody.

FULLL-TIME ACADEMIC STAFF MEMBER (SENIOR LECTURER)
There are obviously advantages, but I don’t generally regard

it as necessary. For non. pilianists doing the piano
would have advantages. The piano is a very ussful tool
for teaching and accessing. For instance all students
shauld have piano skills....not to able to play but to
be able to use it as a means to an =nd.

THE PLACE OF COMPOSITION IN THE CURRICULUM (All)

15T YEAR STUDENT
It is necessary. We cannot get music from overseas, =0

think that I would encourage people to take composition

as a major ta go out and provide the country with
music. It should be in most curricula, too.

2ND YEAR STUDENT
This relates again to i1t being in the first year in the

general curriculum and then having the opportunity to
major in it. Composition links up with all aspects of

studying music...teaching, performing, etc.

SRD YEAR STUDENT

Depends on what you do. For performers it is not that
important. For people doing the musical course
generally it is more important one needs a hroad

I

perspective and analysing is made simpler by knowing
how the compositional process takes place. I agres

-
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with the idea that people cannot call themselves real
musicians unless they can write music.

4TH YEAR STUDENT

That is very under-rated at Caollege. (One shguld have a
background in composition. Even in the barmony courses
the role of composition rather than the present
emphasis on analysis in the study of narmony would be
very valuable. The composition in Z0th century style
is over—emphasised. '

EX-STUDENT; SCHOOL TEACZHER

It is very important. This would be part of the core
curriculum. Here one would do the basic skills o+
caomposition. In the peripheral sense I feel that you
do not necessarily have to make a twentisth century
contribution. I you wish to choose to compose in the
style of your cholice then that is up to you. The core
curriculum should consist of stylistic composition
studies and the peripheral courses should reflect the
student’'s own choice of style.

EX-STUDENT; PROFESSIONAL PIANIST
I think that is something that I would liked to have done.
Especially from an intuitive, improvisational point
" of view. Maybe we should have it as a way to expand
one’'s mind without it interfering with one’'s
speciality.

FART-TIME FRACTICAL STAFF MEMBER
There again it should be in the core course - of you could
majotrr in it.

FULL-TIME ACADEMIC STAFF MEMBER (SENIOR LECTURER?

Stylistic composition could be interesting and something
that anyaone could be taught. Composition as such
should be for people who are creative and should form a
major part of ones activities if you so choose. In
other words a major option. The use of composition o
aid in the teaching of style, form, harmonv, etc is
useful but the study of composition in one’ s own style
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under the guidance of a composer only has a place for
those who want to become composers.

THE PLACE OF CONDUCTING IN THE CURRICULUM (AL1Z)

18T YEAR STUDENT

This is essential. Those who do not want to major in
conducting would benefit from the pleasure of
conducting. It is also another way of sharing ideas.

2ND YEAR STUDENT

They don't offer it here. Students must benetit by
including this somehow in the curriculum. The
difficulty that arises here is how to deal with all
these things that one has %o do to be a good,
all-rounded musician. An important point is that the
study of music goes on and on...one cannot say that
atter studying for four years that you are a qualifiad
musician. It is a never-ending process. It must be
the responsibility of the staff and the students to
realise all these important parts of a musician’s
training.

JRD YEAR STUDENT

A good idea and it is not available here. I think it would
attract mpre students. It is very strange that we had
a conductor on the staff and it was never implemented.
Conductors interpret music and it is an additional’
performing medium and could be valuable in learning to
understand music for groups of instruments, as well as
getting to know the orchestral and choral repertoire.

4TH YEAR STUDENT

This is grossly under-rated. To this day I do not really
understand the language of the conductor, and if I
want to be a performer and perform with an orchestra,
then I should know about that.

EX-STUDENT; S5CHOOL TEACHER
Conducting should also be part of the core
Course...including aspects of instrumentation.

-
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EX-STUDENT; FROFESSIONAL PIANIST

I don’'t think that it is a very important thing. One could
bhenefit from it but it is not that impoortant. Cne
should be able to major in it 1f you want...you can’'t
study conducting at College.

PART-TIME PRACTICAL STAFF MEMBER
There again it should be in the core course — or you could

major in it.

FULL-TIME ACADEMIC STAFF MEMBER (SENIOR LECTURER)

This is mare important. It i1s a skill that can be learned
easily. Especially in Educaticn courses. The coursegs
at College used to include this but I'm not sure i+
thay still do. In other areas it is not so important.
O+ course 1t should be a major option, but the problem
is where are there going to have the opportunity to
conduct. A lot of skills could be taught in this
way...the pitanists could learn their sight reading
skills while the conductors conducted. Otherwise they
could all sing a part of the score!

THE PLACE OF EXPERIENTIAL, CREATIVE ACTIVITIES WITHIN THE
CURRICULUM (ALZ)

ZN0 YEAR STUDENT .

That would be wonderful, but there is so much else to fit
it in to the curriculum. Perhaps it could be a way of
doing aural skills. There should be the choice whether

students could do this.

IRD YEAR STUDENT

Very westernised. In Music Education I we did
that...composition is a creative process. 1t has a
place in the curriculum such as in composing and
pertorming each others’ pieces and improvising. FPeople
are scared by the word improvising.

4TH YEARR STUDENT
I am not particularly interested in that. It should desend

on the individual. I think that in certain +ftields it
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4TH YEAR STUDENT

I am not particularly interested in that. It should depend
on the individual. I think that in certain +fields it
is more important than 1n others...such as the ADRM or
Opera courses it is essential.

EX-STUDENTs SCHGOL TEACHER

This could ideally be part of a core—-curriculum, but
practically speaking there is so much that has to go
into the core course that 1 think this one should he
part of the peripheral "choice subjects™.

EX-STUDENT; FPROFESSIOMAL PIANIST

It is very interesting. Not so much as an exam subject,
How would you get people $to come to those classes. 1°
not so sure about that one.

FART-TIME PRACTICAL STAFF MEMEBER

These things should be part of a peripheral part of the
courses. It shouldn't really be part of the core
curriculum. There are places that offer these courses
for credits, but they are only really successful if
there is a lot of student interest in this area. You
need a big student body.

Most pecople in a conservatory will not want to spend time
doing that, but rather practicing. It must grow ocut
of the need for it — it doesn’'t have a direct bearing
on most major professional directions other tnan
Fducation or conductors; it seemed to waork for these
people.

FULL-TIME ACADEMIC STAFF MEMBER (SEMIOR LECTURER!)

- This is important for the Education students and it is does
happen in this course...also in the remedial music
course. These things could be introduced when the
credit system is brought in. I think that forcing
these things onto people causes problems.
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4TH YEAR STUDENT

I am not particularly interested in that. It should depend
on the individual. I think that in certain fields it
is more important than in others...such as the ADRM or
Dpera courses it is essential.

EX-STUDENT; §SCHOOL TEACHER

This could ideally be part of a core-curriculum, but
practically speaking there is so much that has to go
into the core course that I think this one should be
part of the peripheral '"choice subjects”.

EX-STUDENT: FROFESSIOMNAL PIAMIST

It is very interesting. Not so much as an exam subject.
How would you get people to come to those classes. 1°
not so sure about that one.

FART-TIME PRACTICAL STAFF MEMBRER

These things should be part of a peripheral part of the
courses. 1t shouldn't really be part of the core
curriculum. There are places that offer these courses
for credits, but they are only really successful if
there is a lot of student interest in this ar=a. You
need a big student body.

Most pecple in a conservatory will not want to spend time
doing that, but rather practicing. It must grow out
of the need +for it — it doesn’t have a direct bearing
on most major professicnal directions other than
Education or conductorss it seemed to work for these
pecple.

FULL-TIME ACADEMIC STAFF MEMBER (SENIOR LECTURER)

- This is important for the Education students and it is does
happen in this course...also in the remedial music
course. These things could be introduced when the
credit system is brought in. I think that forcing
these things onio pepple causes problems.
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THE VALIDITY OF DETAILED SYLLABI - AND JUST HOW DETAILED
THEY NEED BE (A135)

2ZND YEAR STUDENT

We do not get a syllabus. We would benefit from kRnowing
what is required of us. We could work ahead and
perhaps not even go to lectures and waste time
listening to things that could be simply read up and
listened to.

Fram a staff point of view the lecturers would alsp have a
clearser view of what is exnpected of them.

3RD YEAR STUDENT

It is reasonably important to de this. It must be detailed
snough %o give the lecturers a guide -~ they seem to be
very vague about what detail- and for students to know
what they are dealing with.

4TH YEAR STUDENT

There are courses at College that are well detailed and
pthers that are not. 1 think that there is generally
enough detail in the syllabi in terms of the
requirements (standards and content) at the College.

EX—-STUDENT; SCHDOL TEACHER

Certainly the core syllabus needs to be very detailed.
There is a certain amount of material to be covered in
the core curriculum and the time alloted to esach part ‘
ot the syllabus must be worked out in a very detailed
way. This would give you the freedom to work on the
peripheral or “"choice"” part of the curriculum and
specialise in whatever you like.

EX-STUDENT; FROFESSIONAL FIANIST

There should be detailed syllabi for the practical subjects
covering all pericods in the repertoire. Being too
detailed such as =sprecitying opus numbers is taking it a
bit too far.
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PART-TIME FPRACTICAL STAFF MEMBER
I think that having a detailed svllabus is fair. The

What

curriculum I did was detailed to the point of actual
pieces that we had to play. It wasn’t actually adhered
to, but it loocked good in the catalogue. It did give
one an idea of what sort of level was pequired of
students by the end of gach vear. This can only work
it the people who administer this are there for long
enough to implement it. When I arrived to teach at the
College (Cello), I asked +tor a syllabus, and there
was none. Thers is a list of technical tests that are
supposed to be given to the students once or twice a
vear, but these looked like the "Brade 8" requirements
ot the Royal Schools. The only thing I could get about
the syllabus was that it thecoretically was supposed to
parallel the pianc syllabus. This does not work,
especially since they do not have a full time cello
lecturer to implement this.

is important is that a College must define the
objectives of a course by outlining the repertoire that
should be covered. It shows people coming in what the
goals are and what the standards are, plus it gives
some structure to what they are geing to do for the
tour years.

FULL-TIME ACADEMIC STAFF MEMBER {(SENIDR LECTURER)
I think it is important and helpful to the student. It does

depend on the courses. Far instance in Harmony and
Counterpoint - in the first two years it is difficult
because the standards vary from year to year and what
may take a class three hours to grasp could take
another hal+ an hour. It depends on the standard of
the course. It is easier in analytical courses. It can
be clearly defined in this way. How would you oefine a
composition syllabus? What one should look at is the
end result,
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STANDARD OF PRACTICAL SYLLABI (Aldé)

YEAR STUDENT
standard of the piang syllabus is very high. It is

based on UNISA.

YEAR STUDERNT

practical standard is very low and the volume of work is
very small. We don’'t do enough repertoire. The ]
standard of the pieces in the piano department are of a
reasonable standard. If one does a second study 1t has .
ta be of grade 7 or 8 standard before you can gtraduate.

YEAR STUDENT

syllabus is left for the teacher at the College. The
standard of the syllabi could be set by a choice of
pieces.

YEAR STUDENT

standard and content of the syllabus is not high enough
or realistic snough to prepare one for a career
outside.

EX-STUDENT; SCHOOL TEACHER
I was certainly always impressed by my fteachers who I think

chose a sylliabus for me pragmatically. The syllabus is
generally chosen for each student and I feel that the
standard was of an acceptable level. fn idea that
came from my flute teacher was that the top performing
students should be given the same pieces and the same
amount of time to learn them. They would’ then be
judged on what they made of that. At College I often
wondered why 1t was that two people could get the same
results when one of them was infinitely better than the
ather...this i1s csartainly odd. It must be a question
aof what is being looked for in evaluating a
pertormance.

EX~STUDENT; PROFESSIONARL PIANIST

The

practical syllabus I did at College was very high. This
is because of the high standard of the teachers.
{Fiano}
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situation...getting a job... so why shouldn’'t music?
The audition is the interview. Whatever form it takes,
the course should prepare vou for the audition.

EX-STUDENT; PROFESSIONAL FIANIST

Very good idea. 1t relates to what I said about preparing
students for what they are going to be doing
professionally. In Salzburg the first diploma is the
orchestral diploma and this diploma requires that you
prepare difficult orchestral excerpts. From there yvou
go to the solo course. At College it is the other way

around.

PART-TIME PRACTICAL STAFF MEMBER

& 1ot of institutions do this already. One can never expect
those students who have done a training course in
orchestral playing to know the whole literature by
having plaved thaose pieces in orchestral situations.
What vou can do is teach the parts from excerpt books
and actually get pecple used to taking dummy auditions.
That is often up %o the teachers. 1t should be in the
syllabus that the common repertoire is dealt with in

excerpt form.

FULL-TIME ACADEMIC STAFF MEMBER (SENMIOR LECTURER)

I think it is a very good idea. We used to have an
orchestral course in the +form of a diploma. BEut not
NowW. I don't know if they had these audition
requirements.
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INTERACTION BETWEEN PARTS OF THE CURRICULUM (A18)

18T YEAR STUDENT

There should be intergration between subjects. At College
there are limited aspects af the curriculum that do
relate such as seeing Harmony from a historic
perspective. Mostly the courses are isolated.

2ND YEAR STUDENT

I feel that there is an incoherance between the subjects
here at College. Areas that are interacting like this
are Harmony and Keyboard Harmony. Something that does
not connect is Form. This could relate to Composition,
teaching, performing...it should help with performing
warks by understanding the form of the works. Teaching
Method should connect more with one’s +first instrument
study. Teaching Method should be taught at a closer
level to where you are studving...in other words you
should learn to teach the pieces that you are studying
yvourself and not just simple beginner pieces. UOne
should know that heginner stuff already. Subjscts that
we do should all connect to build up the "whole"
musician. Practically it would require more effort
from the staff to get this together and I don’'t think
they‘'re too busy to do it. )

IRD YEAR STUDENT

An excellent idea, but it doesn’'t happen here. There is
little communication between the lecturers. It would
not be difficult in terms of the size of the college to
do that.

4TH YEAR STUDENT

In my experience they interact quite well on the whole at
College. It seems that some of the courses have been
planned to interact or co-incide. Subjects could be
related to one’s major area. I think it is almost
impossible to prevent the different parts of the
curriculum interacting. If ane is studying a
particular stylistic period one cannot ignore how the
different facets inter-relate.
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EX-STUDENTs SCHODL TEACHER

I think it is very important that in any +ield of study one
shiould become aware of connecting other areas.
Certainly at College because certain lecturers can
teach more than one thing makes them, perhaps, better
lecturers because, for example, there may be a
connection between two or more things. When one deals
in isolated information centres the whole course may
disintegrate for the student. I would point towards a
motre centralised and integrated curriculum, The '
students must be the centre of this process and the
lacturers must give the students the tools to accsss
intormation and find knowledge rather than giving them
specific little bits of knowledge. This is perhaps an
acknowledged "post-graduate” approach to teaching and
learning but is very relevant at undergraduate level.
The concept of feeding information should be out.
Research is the key to learning in an integrated way.
At LCollege I remember doing 17th Century harmony
together with eighteenth century History and twentieth
century things all in the same week.

EX-STUDENT; PROFESSIONAL FIANIST

A senior lecturer once said that if you look at all the
courses at College one is actually studying the History
of Music...in Harmony, Form, etc...1t 1is all the
"History of Music." Maybe this is the connection. I
don't think that each subject can exist alone but thers
is room for specialising in one or another aspect of
this "History of Music."

PART—-TIME FRACTICAL STAFF MEMBER

I think that inter—relatedness of subjects is important. In
my own expetrience, I did a four-vear course and in the
first two years all the students did the same subjects.
no matter what their major areas. After that vou
branched out. The courses we did at the early level
were well integrated. For example, we studied Harmony
and Counterpoint and techniques of orchestration and
composition in a Historical context relating to what we
were studying in Grout in History. This was very good.
The problem of integrating course lies in that it is
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hard to administer. UWe used a text—bonok that was well
written and had it well mapped out. In doing this all
the traditional theory and ear-ftraining courses, etc,
was put all in one, and although it took a lot of
administration time, it was very good.

FULL-TIME ACADEMIC STAFF MEMBER (SENIOR LECTURER}

Ideally one should have a curriculum where specialists in
their fields would lecture all things that relate. I%
could probabliy work at an American University with
thousands of students, but I don't see how we will
apply this because of the number of staff needed.
Because of the small numbers at the College the
university find it possible only %o employ a small
number of staff but who have a more general ability and
who can deal with a wider range of topics than would a
specialist. Becaus=s of this the system itself becomes
quite general in nature and interaction i=s made
difficult.

THE ISSUE OF WHETHER -PRACTICAL. ACTIVITIES SUCH AS LARGE
ENSEMBLE ORCHESTRA OR CHORUS SHOULD FORM A COMPULSORY
PART OF THE CURRICULUM. ALSO, IF ACADEMIC CREDIT
SHOULD BE GIVEN FOR THIS SORT OF PRACTICAL ACTIVITY
(A1)

. 15T YEAR STUDENT

I think so. ~ We shguld have to be examined in this. This
could be done by way of “crit classes”. AHcademic
credit should be given for this.

2ND YEAR STUDENT

I think that the idea of credit for these activities is
goad. I feel that academic credit is a problem of
evaluating...maybe it should be just a DP requitrement.
It should be, in the end, the students’ need to join
the large ensembles that inspires them to do se, but
they Jjust do not. It seems a pity that things have to
be compulsory. Mayvbe making choir compulsory would be
a start to get people in the College to communicate and
get together to make music...generally students are not
of a mature enough age to make these choices sensibly.
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IRD YEAR STUDENT

1% should form part of the curriculum and academic credit
should be given for this practical activity because one
is learning all the time about form, style, etc.

4TH YEAR STUDENT

As far as these things being compulsory and part aof a
credit-based system I don't think they should. It is
hardly an academic activity and there are cbviously
difficulties in evaluating these activities.

EX-BTUDENT: SEHOGOL TEACHER

It is difficult to make people participate in ALL the things
we have discussed, but students should be regquired to
be involved in at least one. I +teel that as far as
credit for this sort of activity goes it is unfortunate
but 1t only really works when it is made Yo be
compulsory. It should be a graduation requiremsnt.
Marks or points need not necessarily be given, but
credit for attendance.

EX-STUDENT3 PROFESSIONAL PIANIST

I think that it is very important. It was like that in
Salzhburg. You have tp go to those fthings otherwise you
don’'t get your diploma. I think that this would wark
at College with a choir. The students would definitely
benetit from this. Music that you have read about
comes alive in singing in chorus. The problem is the
orchestra.. There aren’'t enough plavers. I think it
should be for credit to graduate. At College the
students are very into the individualistic/soloistic
frame af mind and these snsembles would get them mors
into a frame of mind of making music together.

PART-TIME FRACTICAL STAFF MEMBER

Detinitely, yes, and I think that academic credit is due for
these activities. This is the way I was brought up —
in a2 credit system. It boils down to how you define a
degree. The majority of people at UCT have an English
bias as to what a degree is. The idea is an academic
gqualification — fulfilling similar requirements to an
English Bachelor’'s degree such as at the University of
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London. My degree (from a US College) is ditferent in
that it gqualifies me to play the Cello professionally
and not much else. An English bachelor’'s degree is
much broader. It is possible to "track" the
requiraments of the degree programme down to suit the
needs aof professional players by giving credits for
practical activities. This is perfectlijustified, but
the name given to and the definition of the deagree
should indicate that it is not an academic degree and
that it is not competing with those available academic
degrees — it is just ditferent.

FULL-TIME ACADEMIC STAFF MEMBER {SENIOR LECTURER?

As the College is presently thinking of a credit svstem it
might be a gond idea to incorporate a system which
includes compulsory credits for large 2nsemble work.
I don"t feel though, that academic credit is dus for
these activities. I don't see how 1t is necessary to
have to give academic sredit for these things, they
could be dealt with separately like having groups of
coursas that are there for graduation purposes,
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THE ISSUE 0OF THE STUDENT WORK-LOAD (A2Z20)

1ST YEAR STUDENT
There is not much of a work—load here. I feel we could be

fitting in a bit more.

2ND YEAR STUDENT

The work load could be inereased egpecially in my idea of
the first year. This first intensive year would
obviate there being so many subjects in the latter
years so that there would be more time for
specialisation in one’'s chosen direction. There iz so
much time wasted by having to go to endless lectures in
the later years. I+ the workload were increased, the
level of motivation of students would improve and they
would not bhe so apathetic.

IRD YEAR STUDENT

Generally it is minimal. People get away with murder here.
I hardly go to lectures and I get away with siraight
firgsts. This is related to bad and apathetic lecturers
{as well as apathetic students) who fail to create
interest. The change would have to come slowly, adding
a bit of work at a time. An integrated approach would
help this.

4TH YEAR STUDENT

I think that at College the view of the work load is
exaggerated by students. It is natural that students
will always handle the assignments and work at the last
minute and then complain about the work load. 1 don’t
think that there is enough to do. In other words the
work logad could be much heavier and it would not affect
students much. The value in increasing the work load
would lie in more effective preparation for one’s
career. The standards will also improve.

EX-STUDENT; SCHOOL TEACHER )

At College I found it acceptable. There were times at which
there was a lot of pressure and times when thers was
not. 1 enjoyed working by mysel+f. The workload is a
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very individual thing. It depends on the student.
Determining the actual workload would not work because
some students work harder than others. It is up to the
students to make something of their courses or not.

EX-STUDENT; PROFESSIONAL PIANIST

The work-load when I was at College was based more on the
requirements for the academic subjects rather than the
performing side. It should have been loaded more on
the performing side and less on the academic side.

PART-TIME PRACTICAL STAFF MEMBER

The complaints I have heard at Collegs have been mostly that
the curriculum has often been too "bookish" for many of
the students; also that the work load varies from
being hardly at all to almost impossible. This has
more to do with the ‘teachers and planning than the
curriculum, though. 0On the plaving side one canngot
groaw unless you work gradually. I think that the
playing work load should be over a gradual period of
time, The chamber music programme at College (which is
what I am involved with) is crazy because the students
are leaving the organisation and practice of these
groups until the last minute.

FULL-TIME ACADEMIC STAFF MEMBERE (SENIOR LECTURER)

The Music Education course usually has a larger work—load
than the others. I think though that at all ‘
universities the students and the staf+ complain about
a heavy work load in the Music Education courses. In
other courses such as "performers® there is far too
little to do. PFPerhaps they could be doing useful
skills such as orchestration and score-reading. [If vou
are going to be a performer vou should be able to read

-a score properly, but one needs people to teach these
things and there isn’'t enough money. In music there
always is the problem of the high cost of tuition and
the high number of contact hours because it is
generally done on a one to one basis.
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THE VALIDITY OF STANDARDISATION OF CURRICLULAR CONTENT
COUNTRY-WIDE (AZ21)

18T YEAR STUDENT

It is standardised in B8A. I think this is a good system.
The value of this is that graduates going intag the
schools would be of a universal standard and would be
able to study in the Cape and work in the Tvl.

ZND YEAR STUDENT

Yes it is valid. I+ students wanted to move from one
university to another they could get credit for courses
dane at universities without wasting years by having to
repeat, though there might be the danger of standards
being different. A positive aspect would be that
emp lovers waould know what to expect from graduates
country-wide.

3RD YEAR STUDENT

There is little interaction between departments. I+
students are going to transfer from university to
university it would be important. It doesn’t seem o
be a very important aspect. Gtudents go to various
colleges not because of very specific reasons — they
are not really well infaormed. If the curriculum became
maore professionally geared, it would be important from
the emplaoyers point of view to know what they could
expect from their prospective emplovees.

4TH YEAR STUDENT

Lecturers in the various departments would probably prefer
to deal with their own syllabi and curricula and not
have to be dictated to about this. The advantages of
such a system would be the transtferability of students
from one university to another. I must stress that it
is mare important to standardise standards rather than
content.
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EX-STUDENT:; GSCHOOL TEACHER .

I don't think that it is necessary to do this. What would
make one department a better choice than another? The
teachers mavbe. I¥ 1t is standardised you end up with
a very "government—sivied" education which I don’'t
like.

EX—-STUDENT; FPROFESSIONSGL PIANIST

In one way it would be a good thing because one would know
what graduates have done in their courses no matter
which institution they came form. Other than that I
have not really given it much thought.

FART—-TIME FRACTICAL ST4aFF MEMBER

The idea behind this would be to make all the degrees
relatively equal. In practice it doesn’t turn out
quite like that. IFf you have vour deqree from
Julliard, more notice will be taken of you than i+ wvou
have your degree +fram some “"lesser' institution. Heare
it would parallel this by having a degres from Fort
Elizabeath rather than having a degree from UCT or Wits
would be putting vou in a similar position. It would
be nice to think that the same amount of work and
standards were required to graduate from the various
universities rather than standardisation of curricular
content. It relates rather to curricular ocbjectives
rather then the actual content.

FULL-TIME ACADEMIC STAFF MEMBER (SENIOR [LECTURER)

I am against this because centralised control would praobably
be by the Nationalist government. I object to this
notion. Education is a political thing and it would be
dangerous.

THE EXTENTY To WHICH PROFESSIONALLY RELATED EXTRA-MURAL
ACTIVITIES OF STAFF MEMBERS SHOULD DISRUPT THE
TIME-TABLE (QA22) .

2ND YEAR STUDENT
They do not have the right to carry on with their outs:de
things if it affects the time table. At College I do
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teel that it is a problem and it is disruptive. Their
commitment should be with the College. It is a problem
though because good performers would not come to teach
here i+ they did not have the opportunity to pertorm,

4TH YEAR STUDENT

I think that it should not disrupt the time-table. In other
words if teachers miss lessons they should be made up.
I think it is impaortant that in the practical +isld
teachers should be performing to keep ahead, so it
should be a balanced situation. These people should be
dedicated teachers and good, axperienced performers.
There are some staff of who take advantage but in my
axyperience with my teacher 1% is not a problam.

EX-STUDENTs; FROFESSIONAL FIANIST

1 think it is quite OK {for people to go away so that they
bring back valuable experiences. It should not disrupt
the time—-tablse, though. Lessons should be made up and
long periods of time without lessons should be avoided.
The education of the students and the pertorming
careers of the staff should be kept in a balance. At
College it used to be a problem with the directer, not
50 much with the teachers.

FULL-TIME ACADEMIC STAFF MEMBER (SENIOR LECTURER)

It should not be disrupted at all. I think that if people
are employed at College they should not do those things
aoutside of their activities here. At the College 1t
certainly has been a problem at times with pgople
taking outside work. There is a problem in that
iscturers should be in the public eye to attract
students. Some lecturers take this ton far and do too
much of it. The snag is that performers must perform.
I don't think that they should be away for too long,
though. Like in the engineering department...if
lecturers are not allowed to take outside work they
would not teach...they would rather make more money
outside the university. ’

It seems that through pfactical necessity lecturers have to
be allowed to do these things to atitract them to the
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teaching posts. In music the students are generally

attracted by the performers. In this country very faw
students are actually studying music for the academic
side of it...most of them want to perform and to study
with famous performers. At the College it is mainly

the pianists that attract the students. I+ we had top
class string players we would attiract string students.

THE ISSUE OF THE DURATION OF THE ACADEMIC YEAR (AZ3)

ZND YEAR STUDENT
it could be much longer. There is so much time wasted,

especially in the summer holidays. Mavbe things could
be more spread out so that one has more time to
practise.

4TH YEAR STUDENT

It is far too short. The academic requirements at College
are lower than at school...I woarked much harder at
school and we have more holidays than at school. Again
it is up to the individual to use the vacations for
working., The lecturers should do this too.

EX—-STUDENT; FPROFESSIONAL PIANIST

It is fine I think. It would be good if there wers summer
programmes like there are in Europe. There could also
be inter—departmental interaction, for instance if
Wits came dawn hetre or if we went to them to sharse
ideas and performances.

PART-TIME PRACTICAL STAFRF MEMBER

From my own experisnce there is too much holiday time. I am
used to two long semesters. College seems to be based
more on the English system of teaching in short bursts.
I think it is more effective. especially in the
practical side, €the more snsemble and private lessons
one dogs with continuous weskly reinforcement, the
better.
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FULL-TIME ACADEMIC STAFF MEMBER (SENIOR LECTURER)

It is long enough. It would not have any beneficial effect-
to change it sxcept to lengthen it and thersby cram
more into the year. The problem in this country is
that peopie think that vacations are for making sxtra
money and for holidays and not for time on their own to
work. Lengthening the year could make people
spoon—feaed more. In the practical (performance) side
the year could be extended, but that would depend on
individual needs.

THE ISSUE OF THE CURRICULA AS THEY RELATE TO THE CONTEXT OF
OUR SOCIAL AND CULTURAL INFRASTUCTURE (AZ4)

2ND YEAR STUDENT
It doesn’t relate here as much as it would in Eurcpe...when

I speak about the performing side of things. The
difficulty is that vou can’'t change socigsty. What we
do generally does not relate to society as a whole.

The musicians here tend %o live in their own world and
they do not generally relate ta the culture of our
socigty. This must affect one’'s future prdspects.

Most students go oversesas so they end up in a Euraopean
culture. Our culture is underdeveloped compared to
overseas. When I think of African culture 1 feel it is
more primitive. There is an imbalance between

cultures.

3RD YEAR STUDENT

We live in a third world country and it has to change to
include more of local culture...we don’'t even do jJjaz:z=
or much contemporary music. Socially this country will
change and we will have to change with 1t. AT the
College the curriculum does not relate to social and
cultural context. It can be related by individuals in
their courses, but the option should be given in the
curr. At least we should bs made awars of this

problem.
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4TH YEAR STUDENT

We probably are a little isolated and the only subject that
really relates is the ethnomusicology cpurse. 1 think
that classical music is the interest of a minority of
Capetonians, and one could question the validity aof
doing samething for a minority, or if we should change
and cater to the majority. I intend to go overseas
when 1 have finished so 1 have always thought of it in
that way, =o I haven’'t really given it too much
thought.

EX—STUDENTy SCHOOL TEACHER

It goes right back to the guestion of "what are we trying to
achieave". I+ we are attempting to create teaching jobs
I don't think we have satistied the needs of society
because, for sxample, children at schools hate class
music. So we have not satisfied that. The wheole thing
that the department of sducation is tryving to achieve
ig exactly what children deo not want. I feel that some
courses such as the performers course 1s equipping
people to go out into society to become eplavers in
orchestras, efc.

EX—-STUDENT3; FPROFESSIONAL PIANIST

If African music was more important at College it would
relate more. The study of Western Music does relate to
our culture. It should be opened up and exposed to
people more. People should stop thinking that it is an
2lite thing that only grand pecple listen to. How to
do this is very difficuli, One must make Western music
more accessible to the community. For instance if one
could give concerts and play music that has meaning in
our context such as a piece (Shastakovitch dedicated a
trio to people who died in the second world war) we
played recently that I wanted to dedicate to the people
who have died in S5A. We could relate this sport of
music to things that are happening right ners and now.

PART-TIME PRACTICAL STAFF MEMBER

I think it is cut off from what we re going to need. A lot
of the black people have had such crummy backgrounds in
music. The more things in general are changed in this
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country, the motre black people are going ta want to go
to College to study, even on a professional level. I
believe that there will have to be a lot of catch—up
programmes to cope with thisy even by building in a
preparatory couple of vears with very specific methods
and syllabi so that they can train these people to get
to the level at which they can compete. It is a
question, really, of standards. On a more ethnic
note, there will always be minorities who will still
like Beethoven and so it has a place, so the
development of Ethnomusicology departments would also
be important to cope with the increasing number of
black students who want to study ethnic music. Tha
coursaes would have to be very specific to satisfy the
specific needs of the individual students.

FULL-TIME ACADEMILZ STAFF MEMBER (SENIOR LECTURER)

They are not relevant at the College, and they will have
to change. The College only really caters with the
Western white musical culture. It is totally unrelated
with the majority of the population. The difficulty
with music is the need for basic reading and notating
skills and whether you are studying Western Music or
township music or whatever you have to have these
skills. In this country the way to acquire these
skills is through Western Music. The people who teach
arg trained in Western Music. It will take a long time
to make this change.

Career-wise we are providing teachers for the white schools
and mayhbe some coloured schools. The snag is that most
black schools don’t have the type of facilities that
are required %o t=2ach music...like pianos or violins.
What the Collesge is doing seems to be a bit of a futile
exercise in terms of the majority of the population.

The other snag is that the change has to come from the
government whetre education has to become the same for
everybody. At the momant in the Cape white schools sit
with three piano teachers. There are artificial things
that one can do such as steering the university in the
direction of becoming “Africanised” but it has o
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happen that there is one education department. Thers
is a remarkable gap between white, coloured and black
education. The point about the College providing
orchestral players is that it is removed from the man
in the street...how many people in Soweto will be
interested in becoming an orchestral player? and how
many of them would have the chance or want to go to a

concert of symphonic musie.
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RESPOMSES TO KEY ISSHUE B _— GENERAL MUSICIANSHIP

THE ISSUE OF SKILLS INSTRUCTION AND GENERAL MUSICIANSHIP AS
MEANS TO AN END RATHER THAN ENDS IN THEMSELVES (El)

ZND YEAR STUDENT

I think that many students do not connect the issue of
skills instruction into the whole picturs. I see
peocple battle with Aural classes and I wonder how they
cope with being a musician in general. These skills
are part and parcel of the whole thing aof being a
musician. In the Aural classes the students see aural
training as being an end in itself...the question
arises as to whether the course is guoing to come up in
the exams. In this way it is seen as an end in itself.
It becomes an exam orientated thing rather than an
integrated picture.

From the point of view of the lecturers I think they should
be addressing the question of General Musicianship in a
wider, more universal sense.

EX-STUDENT - SCHOOL MUSIC TEACHER

I view skills instruction (General Musicianship) rather as a
means to an end. If one does aural training as an end
in i1tself, it 1is a bit of a dead—-end. One must be
able to apply this training to one’s playing. I feel
that there should have been the link. The aural we did
at College was done as an end in itself rather than a
means to an end. I feel that does not constitute good
teaching. Being a teacher one has to +find the link
between one’'s students’ subjects. It depends on the
teacher. Some teachers see their teaching just as a
job and others see 1t as something that they are
concerned with.

FULL-TIME ACADEMIC STAFF MEMEER

General Musicianship comprises, most importantly, the
ability to connect the visual and the aural senses,
One cannot go beyond a certain level ot being able,

3
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say, o write harmony or to compose or to lock at
scores if this sight-sound comnection is noi there. £
lot of notes on  a piece of paper must mean something
aurally. I would say that these skills are &0% a means
to an end and 40%4 a means in themselves. If one does a
language caurse on an advanced level, one does not
study the literature simply to iearn to speak the
language better. The study of this literature is both
the means $o learning the languages and a means in
itsel f.

THE ISSUE OF THE LEVEL OF GENERAL MUSICIANSHIP DN ENTRANCE
TO A COURSE OF STUDY (BZ)

2ND YEAR STUDENT

FPractically, I think the standards ars gensrally OK...with
exception. I know that because the College is short of
string students they accept those who are perhaps not
up to scratch. There are things that I would have
expected the majority of students to just naturally be
able to do .and to hear but they can’t...more
specifically in Aural. There are appalling examples of

students, particularly pianists, not being
"listening aware”. They do not make music with others
snough to have developed these skills. As  far as

reading skills are concerned thers are many various
levels. In fact, there are varying skills levels in
more than just the area of General Musicianship at the
College. In  fact generally there are many levels of
skills that exist at the College. This creates a
problem in that, faor example; Introductory Harmony
and Introductory Aural have been introduced to address
the problem, which is a good thing.

EX-STUDENT - SCHOOL MUSIC TEACHER

Generally speaking most institutions require a certain
standard for entrance. To a point I agree with this.
But; i¥ a persaon has never had the opportunity to
acquire these skills beforehand and shows potential,
this person should be given the opportunity. A lot of
students come to College with a certain standard of
General Musicianship and stay there and never really
improve, and there are often students who could
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improve given the opportunities. I have found that
students wheo have no formal aural background often end
ip as being as good or better than those who have.

EX-STUDENT - SCHOOL MUSIC TEACHER

I think that each student has to be seen as an  individual.
The group First has to be sub—-divided by streaming,
and then a proportional amount of time should be spent
on the students who need more attention to those who
need less. The individuals in the weaker groups would
need more individual attention. Again, the teacher
has to care enough to do this well.

FULL -TIME ACADEMIC STAFF MEMBER
In our situation there are certain entrance gqualifications

that presuppose certain levels of skills, but these
are never tested. One gains admission on documentary
avidence, or one does an audition testing one’'s

technical instrumental skills. Often psople enter and
one would find differing levels of competence in the

sight—-sound skill. It seems to me that students who
come to College stay at one particular level right
throughout the course, The students who enter at a

higher level nf skills remain at a higher level than
the rest for the duration of the course. Mothing seems
to be dome to close the gap. If one is not a keyboard
player and one cannct effectively do keyhoard harmany
there is no deubt that this would affect this kind of
skill.

I think the level at which students generally enter at
College is an acceptable level f{for any undergraduate
purpose, and is comparable to any overseas institution
that I know aboutx.

FULL-TIME ACADEMIC STAFF MEMEBER

S5tudents would benefit and this gap would be narrowed if
there were gppartunities +fpr the students to be
involved in group activities such as choral ensembles.
This should be done to a very intensive degree in the
+orm of a large number of small vocal ensembles. I
suggest this to eliminate the “passenger" ftactor.
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THE ISSUE OF TESTING OF SKILLS ABILITIES AND LEVELS FOR THE
PURPOSES OF STREAMING OM ENTRANCE TO A COURSE OF STUDY
(B3)

ZND YEAR STUDENT

I don't kpow much more than that the College are actually
streaming certain people into "iniro" courses. I
wasn’'t tested when I applied to come to College. They
went on my previous record. I think that tests should
have been done because I may have had the chance of
being exempted from certain things like Aural because
it is part of my general musical experience and I don’'t
have a problem with it. To me they have not made a
clear distinction because of the lack of testing to
find out the students’ abilities and levels. Without
testing, streaming would be more gffective i+ the
lecturer involved pitched it at the level of the class
and paid particular attention to what goes on in the
class. This is probably a more effective way of
finding out what the class is capable of.

EX-STUDENT ~ SCHOOL MUSIC TEACHER

I have mentioned saomething about this. One should include
the two main areas of pitch and rhythm. The next step
is to decide which level the students should go to.

Some people should be streamed into introductory
courses and others into advanced courses, and those
who are in the introductory tourse should be taught by
teachers who are concerned. There is-so much talent
and potential around. Aural is the most essential
thing about a student’'s training. Most students are

piano students and thev do not have to come to terms
with problems of pitch.

Thetre are not enough students who can do simple things like
sight—-sing.

FULL~TIME ACADEMIC STAFF MEMBER

Students are not tested at College in this sight-sound
business. I think that, administratively, testing
and streaming of students in this arsa is impossible at
undergraduate level. Apart from this I think that 1t
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would only be about three or four percent of
students that snter with skills that are at a level

all

cf

advancemant that would warrant their being streamed
into a higher vyear such as first year students dgoing

directly into "Aural II". I don't know what they
about this at College.

do

It is difficult to say that if one’s sight-sound abilities

are highly developsd that one will cope with
aspects of the course. There are students that

all

have

perfaect pitch who cannot do harmony at all. 5So testing

for streaming is not really a valid practice.

THE ISSUE OF EVALUATION OF GENERAL MUSICIANSHIF (B4)

2ND YEAR STUDENT

It is a difficult one. How to test is a problem.
College one is expected to do certain things
sight-singing, dictation, clapping rhythms etc,

At

like
but

I'm net sure I have any particular views on this.

Evaluation depends so much on the individuals 1in

group of students doing these things.

EX-STUDENT - SHOOL MUSIC TEACHER

a

I would say that evaluation could take place by giving basic
tests in intonation, short-term rhythmic and melodic

memory and sight—-singing. The teacher should

then

gauge how much work needs to be done for each of these
students. Evaluation could take place every term and a

record of these evaluations could be kept, and
real evaluation could take place 1in the +aorm o+

the
the

teachers evaluating quite how well thev themselves have

managed to elicit an impravement from students -
other words a self—-evaluation process to see if
teacher is on the right ftrack. It is as important

inm
the
to

know if you are succeeding as a teacher as it is to see

i+ the students are improving.

FULL-TIME ACADEMIL STAFF MEMBER
I cgan only speak for the courses I give, and that
Harmony. The evaluation and the practice go hand

is
in
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hand as the students do an assignment every weelk. By
doing that, they acgquire the necessary skills and
abilities. The evaluation is in the form of marking
these assignments every week. I can evaluate the

devalopment of these skills and the students’ abilities
simply by seeing how they handle these assignmentsy
the development of these skills, I can do very little
about i%, apart from pep—talks. I+ it were possible
for one teacher to teach Aural, EKeyboard Harmony and
Harmony it would be an ideal situation, but this 1is
impractical.
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hand as the students do an assignment every week. By
doing that, they acquire the necessary skills and
abilities. The evaluation is in the form of marking
these assignments every week. I can evaluate the

development of these skills and the students’® abilities
simply by seeing how they handle these assiagnmentsy
the development of these skills, 1 can do vary little
about it, apart from pep—talks. IFf it were possible
for one teacher to teach Aural, Keyboard Harmony and
Harmony it would be an ideal situation, but this is
impractical.
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THE ISSUE OF THE LEVEL OF GENERAL MUSICIANSHIP TRAINING AT
SCHOOLS (BS)

2ND YEAR STUDENT

In my experience I was very lucky at school...we had a very
strorg music department which resulted in the school
placing as much importance on Music as on rugby. I
acquired skills naturally from singing in choirs +from
the age of about six or seven. At the time when I was
at school my school’'s musical strengths were the

absolute exception among schools. I  think the
situation in general has improved since then. I
graduated from scheool in "76 and went into the army
touring schools giving them music, and what I saw at

these schools was appalling. I think it is better now.
I prefer the approach of having the kids being involved
in making music at school rather than being told..."we
are now going to learn to do Aural”...for example
singing is one of the best ways to learn to listen., It
must grow naturally out of music-making experisnces.
Learning these skills as separate entities...as ends in
themselves rather than means to ends...is not as

effective as doing it the oaother way. Pianists in
particular seem to have this problem...they are loners
musicalliy...music is a thing that people go to

once-a-week lessons and they end up doing music for
matric and never play with other people or sing with
other peaple. The emphasis must be on ensemble where
one must listen and grow in these skills.

EX-S5TUDENT - SCHOOL MUSIC TEACHER

I feel that if schools employ a full time music gpecialist,
hal+ the battle is won. It is important to have well
qualified teachers in the schools. The foundations of
geod aural should be layed in the schools. Generally,
the schools are not providing a suffuciently high
enaugh level of this sort of training for the purpose
of students going on with tertiary education. It
depends on the choice of music that is uwused in the
schools.
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FULL-TIME ACADEMIC STAFF MEMEER

I think the syllabus is set very realistically and the
standards it sets are fine. I can only speak  ftom
situations that I have been involved with mysel+t, and
I find in general that this standard is not reached.
Ther are two reasons for this: the first 1is that a
subject like “Aural" is relesgated to a position of
relatively little importance. When children are
required to do exams they concentrate on the technical
instrumental skills in the form of their pieces and
Aural is left right to the end. The second peoint is
that often the teachers are unable to teach the skills
because they themselves do not have these skills.

THE ISSUE OF THE IMPORTANCE OF GENERAL MUSIECIANSHIP TRAINING
AT PRIMARY SCHOOL LEVEL (B&)

EX=-STUDENT — SCHOOL MUSIC TEACHER

The most important time to develop these skills is at
primary school. Apart fraom children having the ability
to learn better at an early stage, it is wvery
difficult to get this sort of training through to high
school pupils. They resist it somehow.

FULL-TIME ACADEMIC STAFF MEMBER

Individual tuition of skills at this level should take up at
least fifty percent of their time, instead of the
emphasis on technical development that I have seen.
The younger one happens to be, the easier one learns;
if one only begins to learn certain things like
recognising intervals and modulations at highn
school...how is this possible?
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THE ISSUE AS TO WHETHER THE ACQUISITION OF MUSICAL  SKILLS
DEPENDS ON "MUSICAL INTELLIGENCE" (B7)

ZND YEAR STUDENT

I have seen people without "musicality" or "musical
intelligence" develop skills. The most striking
example is a retarded boy who is about 24 or 27 with =2
mental age of about 14 or 17. This boy was put in the
church choir more to give him the feeling of his
interest than for his abilities. In fact he did not
have a clue about pitch or singing any note on pitch.
Through absolute patience of our assistant choir master
he was taught to sing in tune. He newver had a veoice
but learnt to sing in tune. Musical skills can be
learnt without musical intelligence. To make a great
musician one needs musical intelligence but fto  just
have perceptual and listening skills it is not
necessary. Even people with musical intelligence don’t
make the greatest musicians. I ¥now of other people
who maintain that musical intelligence can he
developed.

EX-STUDENT - SCHOOL MUSIC TEACHER

Musical Intelligence means a combination ot both
understanding (aptitude}! and knowledge (of history,
style and technique). FPeople’s ability to acquire
skills depends on these things. In my experience,
though, I have <found so-called "unmusical" peopls to
have very good perceptual skills, so0 it doesn’t mean
that they have to be "musically intelligent” to acauire
skills.

FULL-TIME ACADEMIC STAFF MEMEER

Musical aptitude is something 1 interpret as being "musical
intelligeance”. Without a doubt this acquisition of
skills depends on musical aptitude. I think it is

possible to teach a person with intelligence, but with
limited musical aptitude at .about the level of the
first year Harmony courses here at College, but then
it would be a technical exercise as ocpposed (o a
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musical one, even in such a "mathematical” sublject as
Harmony, because there are points of style and
musicality that would never he reached,

>

THE ISSUE OF PIANISTIC SKILLS SUCH AS SIGHT-READING,
IMPROVISATION, TRANSPOSITION, SCORE—-READING,
RECITATIVE REALISATION, ETC, FDR PIANO STUDENTS (B8)

ZND YEAR STUDENT

Fianists are generally 1involved with learning their few,
pieces a year, but there are a few pianists who do get
invalved in music making and acguire these skills. 1
think that genarally theses skills are very
important...sight—-reading is “par for the course’...it
is part of the trade. I think that the College is
probably not addressing the lack of these skills, but
I'm not sure.

EX-STUDENT - SCHOOL MUSIC TEACHER

They are essential. We did not have to do these skills at
College. These areas were poorly neglected by the
College. I ask the question - "how many of us can do
these things?®. Often I feel that 1 should re-do my
BMus course! The students just learn to churn out
pieces and don’'t spend time on these skills. If they
learn to develop these skills they could lsarn to learn
more pieces more effectively.



APPENDIX IX — RESPONSES B - page 357

FULL-TIME ACADEMIC STAFF MEMBER
Sight-reading is a "sine qua non"; improvisation would

always help; score-reading is a skill which has less
to do with the sight—-sound skills than some of the
other subjects. 1% is probably true that the teachers
and the students at College place more emphasis on the
preparation of pieces than the development of skills.
These skills are important, but I think that this
issue is something that cannot be really meaningfully
addressed in this country at this time. This is
because of the "limited scope syllabus" we have, in
other words learning a group of pieces as the main
objective instead of the broader scenarioc of including
figured bass, etc. At this point there is no need for
the development of these skills in terms of what these
students will be doing as professionals. Most of thenm
will be teachers, and they need a limited amount of
skills...like sight—reading. I think having things
like score—reading and figured bass would be a luxury
that we cannot affard. This is not a European country
with a strang European traditiaon and jab
availabilities. Most of the students will be teachers
in schoels or be campiling programmes at the SABC, ar
even become lawyers. One of our best pianc students
ever has just qualified as a lawyer. )

P



APPENDIX IX — RESPONSES C — page SB

RESPONSES TO KEY-ISSUE — €C — EVALUATION AMND ASSESSMENT OF
STUDENTS

(One respondent)

THE ISSUE OF THE VALIDITY OF ANNUAL AS OFPOSED TO LESS OR
MORE FREGQUENT EVALUATION OF STUDENT PROGRESS (C1)

The svstem at College is a satistactory one...a yvear toc vear
basis.

THE ISSUE OF WHO THE EVALUATERS SHOULD BE AND THE VALUE OF
USING THE SaME PEOPLE TO EVALUATE STUDENTS THROUGHOUT
THEIR COURSES (CZ)

The consistency of the number of people who are on the

evaluation panels for the practical exams is a problem

at College. Sometimes there atre too few and other
times there are too many...there is not enough
consistency in this part of the procedure. I don't
think that there would be any value in using the same
people at every exam...the important thing is the
consensus reached by the panel at each and every exam.
flne does keep an eye on progress, but it is more
important to evaluate what is happening at that
particular moment in time. It is also good far the
student to have different examiners at exams to give
them a better idea of whetre they stand. The peaple who
evaluate must he respectable names that have to be
passed by the faculty board. The system-of choosing
examiners at the College works well. Examiners are
salected democratically and the exams are carried out
democratically.

THE ISSUE OF THE PROBLEM OF SUBJECTIVITY IN APPRAISAL OF
MUSIC STUDENTS (C3)

-

One has to be very careful of this aspect. When examiners
have been doing a lot of examining they get tired and
this results in them being ftpo subjective. Faulty

g
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judgements occur hecause of this sort of thimg and it
is up to the democratic process of having a panel of
judges tp get this right.

For example, the marking of exams...giving percentages
often has a disadvantage in that one gets a little
caught up in the meaning of these marks. For instance
what would it mean to get 75 % as opposed to F0%LY 1t
is possible to get 0 but the examiners often think
that because 73 iz a "+first® that it is hiah encugh.
So there is this prochiem. So moderation and discussion
is an important aspect in evaluation. We tend to
overcome the problems of the subjective nature of tne
evaluations. e algo work on the basis that i1+ we
disagree with a particular interpretation or way of
performance we give credit for what is due and we try
hard not to impose our subjective ideas in this
evaluation. We have recently had a situation where an
exam was made illegal because there was not encugh
opportunity to deal with it democratically. We also
have caretully set out guide rules in evaluation which
is important.

THE ISSUE OF EVALUATION OF EVALUATIVE PROCEDURES (C4)

We are constantly looking at it. It is done as was
described above. There is no fixed procedure but there
is always an effort made to be fair.

THE ISSUE OF THE PROBLEMS IN EVALUATION OF MUSICAL
PERFORMANCES (C5)

It is not difficult at all. I+ the candidate convinces us
with a high degree of proficiency that he understands
what he is doing we will not hold anything against him.
Also candidates are generally not admitted to the
degrees unless we are pretty sure that they will be
able to cope.
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THE ISSUE DOF THE IMPORTANCE OF SETTING UP EVALUATIVE

This

CRITERIA (L&)

would possibly apply to undergraduate students but not
at the Masters level. At College it is not done and I
think that the democratic svstem we use precludes the
need for evaluative criteria. Flexibility and a
positive approach is important. The aother difficulty
is the problem that we have to give marks for these
exams.

THE ISSUE OF THE EFFECT THAT THE RELATIDNSHIP BETWEEN A

TEACHER AND STUDENT MAY HAVE ON EVALUATION OF THESE
STUDENTS (C7)

It is often necessary to have the teachears present at exams

s that matters of interest to the panel of examiners
that the teachers may have can be aired on the spot. I
don‘t think that the presence of the teacher aftfects
the outcome of the evaluation. Unpopular students are
not marked down because of anything but what they are
producing. It is also very useful from the point of
viaw of the teacher: to see and hear what comments are
made by the examiners so that the teacher may khow
where the examiners think the areas that need work on
are. This can prove invaluable. I don’'t think that
having an examiner who is not known to the candidate
Has any particular advantages.

THE ISSUE OF EVALUATION OF ENTERING STUDENTS FOR THE

PURPOSES OF STREAMING (C8)

There is a limited evaluative procedure for students on

entering the College. But not for streaming purposes
in terms of standards.
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THE ISSUE OF THE VALIDITY AND FEASIBILITY OF DEMANDING
CONSTANT EVALUATION OF INDIVIDUALS BASED ONM THEIR
ABILITIES AND STREAMED ENTRANCE LEVEL (C%)

This is done in the practical level on a lesson to lesson
basis. If a student is not playing well I tell them!

THE ISSUE OF COURSE EVALUATION (C10}

I think that it is being done and it is important. 0On the
pianc side of things, we are constantly evaluating our
business. The teachers are lgarning as well as the
students are,.

THE ISSUE OF THE VALIDITY OF COMPARING EVALUATIONS OVER A
PROTRACTED PERIOD OF TIME (C11)

I don't think that is very valid. One mus%t look at where
the student is at at a particular time. Things are
changing all the time. Looking bhack is not as
important as to logk at what is happening at a given
moment.
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RESPONSES TO KEY—-ISSUE D — FACILITIES

{One respondent)

THE ISSUE OF NOISE AND SOUND-PRODFING IN A BUILDING HOUSING
A SCHOOL OF MUSIC (D1)

I don't really agree with complete scund-proofing at all. A
musician’s life comprises noise and sound and trying
and learning to concentrate against and with other
sounds all the time. A sound-prcof room would be a
false situation that a musician would never encounter
in their career. There must be a reasonable amount of
sound—-proofing and not just wooden partitioning batween
the walls of studios like there used to be at the ocld
College. I don’t think that this is a problem at the
Caollege. An important thing here is that the architect
of the building wanted fthe windows to be closed and I
was against it because we were to live without the
sounds of the outside world...apart for the air supply.
The emphasis is on not depriving the students and staf+f
of an institution of a natural environment.

i
~

THE ISSUE OF INTER-DEPARTMENTAL SHARING OF FACILITIES AND
EQUIPMENT TO SHARE €CDOSTS (D2)

An excellent idea i+ it can be worked ocut. There is immense
difficulty in simply moving equipment +rom department
to department. I think that something c£an and should
be done about resalving this issue. The érgénigatian
and implementation of this facility could be done i+ it
ware well organised and the transporting of the
2guipment were to be done effectively.
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It would be very difficult to share building and

accommodation facilities as there is already such a
shortage of that. It comes daown tg the finmancial
aspect...if there was money then these things would be
possible. The other difficulty is the geographical
distance hetween the main centres in this
cpuntry...sharing facilities are made near impossible
by this.

See responses to Sub—Issue LT for further discussion of this

ared.

THE ISSUE OF THE VALIDITY OF SPECIALISED FACILITIES AT

This

PARTICUL AR INSTITUTIONS/UNIVERSITIES TO AVOID HAVING 7O
HAVE EXPENSIVE FACILITIES AT EVERY UNIVERSITY (D3)

is interesting because of the financial difficultiss of
the universities at the moment. It was discussed
recently that all universities cannot afford to have
all facilities and cater for all students. There seems
to be a trend all gver the world in which universities
will have to specialise in specific aspects. For
example, the College are specialising in African music
and sthnomusicological aspects of music, and
eventually all students who would like to study
Ethnomusicology could come to the.lelege. With
reference to sharing of facilifties as well as this type
of specialisation the geographical distance mentioned
earlier will play a vital role in determining this.

THE ISSUE OF THE LACK OF FACILITIES FOR THE MAJORITY OF THE

POPULATION (D4)

It is a universal and tremendously sad situation. Not only

in the ethnic populations is this a problem...in music
the government are depriving the children of music
education by cutting i1t out of, the schools in the
Transvaal and Natal.
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THE ISSUE OF THE VALIDITY OF UTILISING AUDIO TAPE IN

TEACHING (DD

In voecal music I don't think it is a good thing because the

students should be developing their own individuality.
but on other instruments 1 think it can be of use but
only to get ideas. I think that the danger is in the
copying of artists and the students never learning to

be individual.

THE ISSUE OF IMPRESSIVE FACILITIES AND THE CONCERN FOR

OUTWARD APPEARANCES RATHER THAN ACTUALLY WHAT GOES ON
INSIDE AT SDUTH AFRICAN INSTITUTIONS (D&)

I don’'t think it is a problem at College. We don’'t have

outwardly impressive facilities and buildings. I think
we do a good job without the impressive facilities. I
think that at College the staf+ are generally more
concerned with "what goes on" rather than the outward

appearances.

THE ISSUE OF PROVIDING FACILITIES TO COPE WITH THE INCREASE

This

IN POPULATION (ESPECIALLY THE BLACK POPULATION} (D7)

is absolutely vital...ws are ftinding with black pecple
who tome to the College that they lack some very bhasic
skills that most white students have. For instance it
was found that three—-dimensional conceptual cognisance
is lacking in some black students. We need urgently to
have pre-university classes to de=al with these
prablems. We need more space, teachsrs and money to
cope with this problem. Alsc the varicus black tribal
backgrounds have specific and interesting problems and
it is very difficult to "lump" people into just white
and black. We don’t have the funds from the government
to deal with all this.
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THE ISSUE DF THE VALIDITY OF PROVIDING VIDED FACILITIES AND
TAPED ITEMS ON LOAN (&)

I feel very strongly about this. We have heen promised
video facilities since vears ago and the university
have found that they do not have the money so we have
had to do without it. This would really enhance the
teaching of music egpecially vocal music...singing is a
tactile, visual, musical activity and it is vital +or
students to see themselves. We meed this urgently but
the university is just about on the bare bones of theipr
tails financially. There is a limited amount of video
facility that can be borrowsd or hired, but it is not
a satisfactory arrangement, I+ only we could combine
this with the lending of tapes to students.

THE ISSUE OF THE VALIDITY OF A “BANK" OR LIBRARY OF TEACHING
MATERIALS PROVIDED FOR THE PRIVATE TEACHERS IN SOUTH
AFRICA (DT}

I don’'t think that this is a problem because there is the
facility of inter—library loans and the facility of
teachers to belong to any of the libraries. They can
get anything that is available to institutional
teachers.

THE ISSUE OF THE VALIDITY OF ACCOUNTING FOR OF ALL PHYSICAL
FACILITIES AT MUSIC SCHOOLS (D10

I+ there were someone who was unbiased to one specific
institution or regional area then it may have use. 1
don’'t think that it is that serious a problem xTo
warrant the expense and trouble of coing it.
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RESPONSES TO KEY-I1SSUE E — ENTRANCE REGQUIREMENTS/ ADMISSION
PROCEDURES/ STANDARDS

THE ISSUE AS TO WHETHER ENTERING STUDENTS (THDSE THAT HAVE
BEEN ACCEPTED INTO AN INSTITUTION) SHOULD BE TESTED AND
WHAT IT IS THEY SHOULD BE TESTED IN (E1}

IRD YEAR STUDENT

I wonder if there is any point in testing people once they
have been accepted. I think that they should be
tested befare they are accepted. Those tests should
consist of practical sxams in their instruments and
perhaps a general knowlewdge and a short theoretical
paper.

FOST-GRADUATE STUDENT

In mast faculties one enters an the basis of school results
and on those you are in or out, and they require no
further testing. In a zonservatory situation the
entrance would be on audition...if this place is a
conservatory then people should be tested in things
like Aural and Harmony as well. The other thing about
testing is the allocation of students to teachers. In
this area the Colleges tests the students in a very
limited way. Ferhaps they should have stricter
auditions for piano entrance and allocation. The size
of the College is a problem in testing...in a place
with, say, only one class in History and a fiuxed
curriculum, there is no paint in testing. At College
I'm not sure of the reasons why they do auditions at
all. :

EX-STUDENT; FPROFESSIONAL ORCHESTRAL PLAYER

They should be tested. The areas should be the practical
and whatever other areas that will be touched upon in
the course of your year. At College this is not done.
They just ask if you have done music at school and if
yvou have any grade examinations. The problem with this
is that many people graduate from the Colleqge without
knowing very much. Much is taken for granted by the
staff when students enter courses. Areas that are
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deficient should be dealt with individually and,
further, students’ aims should be kept in mind because
many students just go to College to practice and get
away with knowing very little about other argeas. The
courses are structured and taught in such a way to
allow this and I think it has to do with the statf not
knaowing how much the students know.

FULL-TIME PRACTICAL TEACHING STAFF MEMBER

I do think thev should be ftested again, more stringently,
aftter they have been accepted. I do know that each
lecturer, for instance in the Aural course, tests the
students to see whethsr they should be put into an
introductory course, or whatever. 0On the
performing/plaving side ot things this doesn 't nappen.
Every student should be tested in sight—-reading,
kevboard harmonisation, aural perception of a piece of
music at sight (sight-sound perceptionsl); ie the basic
tools of the trade. The other area that they sadly
seem to fall down in is that of ensemble playing. They
don 't understand what it is to make music with other
peoplea, and this is such a vital part of the practical
development. When they come to College they should be
required to show that they are capable of doing this
sort of thing. They also seesm to be so very badly in
need of technical help. )

THE ISSUE AS TO WHETHER AN INITIAL TEST SHOULD SET A
STANDARD TO BE IMPROVED UPON BY EACH INDIVIDUAL STUDENT
{(E2) )

ZRD YEAR STUDENT
Up to a point. There should bhe ane standard. 1 don’'t think
there should be differing demands on standards.

FOST-BRADUATE STUDENT

It would be idealistic. You can’t have tests for evervone,
Maybe if it is run like an 1IQ test and applied to music
it may wark. I think that students should try and
improve themselves, but I don’'t know how a test could
help in this. If this were the case the EMus would
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mean different things for different students. How
wauld an emplover determine what the BMus meant? Even
now students graduate who do nat deserve to. I think
that it would be better to set a standard that everyone
should reach before graduating. The problem with
testing and giving exemption for courses on this basis
is that I can't see how a test could be comprehensive
entcugh to be a true indication of the student’'s ability
to be exempted. It might work up to a point. They
would miss out on the hidden curriculum.

EX—STUDENT: PROFESSIONAL DRCHESTRAL PLAYER

I think this is dangerous. Some people will graduate with
lower levels of knowledge and skills than others.
Rather set a minimum requirement for graduation that
everyvone must resach. '

FULL~-TIME PRACTICAL TEACHING STAFF MEMBER

No. I ecriticise the College’'s entrance requirements. We
take on students that we hope will attain a certain
standard by year one ar yegar two, but I reckon that we
should be more strict with entrance standards, or
explain to the students, i1if they are not up to
standard; that if they do not reach the required
standard by a certain time, that they will not be
allowed to continue. So what I am saying is that a set
standard should be set to be reached by all.

THE ISSUE OF THE VALIDITY OF COMPREHENSIVE TESTING ON
ENTRANCE FOR STREAMING PURPOSES (E3)

ZRD YEAR STUDENT

Also up to a point (to a limited extent). It is hard just
from those tests to tell accurately what students are
capable of. I agree that streaming is vaiid, but I
think that the tests should comprise svery aspect of
the musical experience and students should be
tharoughly tested (perhaps to the Matric standard)
because it is impossible to stream without testing. I
think that these tests could take the form of
practical, performance evaluations. The value of
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streaming is in the fact that students arrive at
College with different backgrounds. Streaming is
important because I have found that because I had done
matric music I was bored in first year.

FOST-GRADUATE STUDRENT

The problem with testing and giving exemptien +tor courses on
this basis is that I can’t see how a test could be
comprehensive snough to be a true indication of the
student’'s abilitvy to be exempted. I[f might work up to
a peint. They would miss out on the hidden curriculum. .

EX-STUDENT; PROFESSIONAL ORCHESTRAL FLAYER

Testing should be dene in 211 ar=sas. Most courses regquire
basic knowledge of all subjects. fs far as I can
remembar we were not tested. The better students in
the Aural classes were told that they actually did not
have to attend the class. FProvision for these stronger
students should have been made in higher streams.

FULL-TIME PRACTICAL TEACHINE STAFF MEMBER
I have implied in the answer to 1. that people should be

streamed inte introductory, etc levels. This is a
very valid thing. This happens overseas. If an
advanced student arrives, they are put into later
years. '

THE ISSUE OF THE VALIDITY OF THE AUDITION REPLACING SPECIFIC
ENTRANCE REQUIREMENTS, IE FLEXIBILITY IN ENTRANCE
REQUIREMENTS (E4)

ZRD YEAR STUDENT

I don’'t think there should be flexible requirements in terms
of there being differing levels at which apelicants are
tested. There should be one entrance level but the
matric music should not be the only criteriaon for
entrance. I see the validity of the audition reeplacing
these requirements.

POST—-GRADUATE STUDRENT

There should be an audition and an interview because this
should not be an institution oniy for practical work.
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The interview would try to assess knowledge. On the
basis that the present entrance regquirements don‘'t work
very well I think that it would be worth a try. They
don’'t work because looking at a2 lot of people who come
to College, one can’'t imagine how it takes some peopls
s0 long to get their degrees...there mavy be a valid
reason for the occasional failure, but people who are
here at undergraduate level for & years with no
exclusion rules applied...how could they possibly have
been accepted. The courses are not particularly
difficult. I personally did very little work. The
content and structure of the courses are designed in
such a way that vou can get away with doing the minimum
of work. The audition and interview should complement
the audition requiremenis.

As far as the interview is concerned it should take the form
aof a viva voce as in the fourth year of the BMus course
(a panel interview). Apart from the questions that are
asked you can bring in other bits of information to
show your knowledge. It was an enjoyable and useful
way of evaluating students. In Europe mast exams are
oral.

EX-STUDENT; PROFESSIONAL ORCHESTRAL FLAYER

I think that this is fair. If people do not have
qualifications but have what is necessary to get in to
a course, the audition plus a test would be sufficient
to gauge the eligibility for entrance. A facility such
as this should be available for those prospective
students who do not have the qualifications. The
problem is that at College some people are admitted on ’
the basis of just this audition but are not really
ready for the whole cocourse.



]
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FULL~-TIME PRACTICAL TEACHING STAFF MEMBER

There can he flexibility. There are many very talented,
intelligent, students that should be accepted i+ they
do not have music for matric, This would hold true
especially in the practical side of things. 1 do +feel,
however, that if someone wants to do musicology or
teaching that it i1s vital that they have a good school
background. I always find that with students wheo have
done "cram college" courses to get into College there
igs a backlog with certain types of knowledge. 5o if
students want to be performers it is fine, but if they
want to dg things in some of the more academic subjects
they de need this vital background. Aa&n institution
shauld not exclude people without the necessary
"papers" in terms of grades and examinations.

THE ISSUE OF THE PROBLEM OF STUDENTS ENTERING A COURSE OQF
STUDY AT DIVERSE LEVELS OF THEORETICAL KNOWLEDGE AND
SKILL (ETS)

ZRD YEAR STUDENT

It is a problem at College. 1 think there should be an
introductory year for those people who have no theory
background. Many people fail or flounder around in
first year.

FOST—-GRADUATE STUDENT

Yaes 1t is a problem at Collegse. It is strange that it is a
praoblem because most pecple should have matric music or
have done a certain grade. Thig ties up with the
training of school teachers...the teaching in the
schools is bad. Maybe because they are so nard-us tor
students at College, they are not applying the
entrance qualifications and are accepting just about
anybody.

EX-STUDENT; FROFESS5IONAL ORCHESTRAL® FLAYER

This was a problem at the College. It is not =o much a
problem with people not coping with their courses but
rather a problem in that you get graduates that do »ot
know much. In other words getting through exams is so
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easy that one can graduate and go through the courses
without having to apply onsself much. Things are nat
daone because they are not required of the studesnts.
Anather problem is that certain levels of knowledge are
assumed by the staff, and one can’'t generally cope
without this knowledge. Basic knowledge of things such
as repertoire, sityle, etc is lacking in many
graduates. The other problem is that the lecturers
would be catering for those in the classes who are
weakest and the wider the gap in knowledge the more
uninteresting it becomes for those more advanced
students. A year of preparataory studies would help
overcome this problem.

FULL-TIME PRACTICAL TEACHING STAFF MEMBER

This is a problem at the Cullege; they are accepting people
here because ef economics, but I have answered this in
baving said that whatever the standard is that they
start off with, they should be required to meet with
certain levels at the end of a given time period before
being allowed to continue. It is simply that they
would then hald back the rest of the class.

THE ISSUE AS TO WHETHER THE ENTRANCE REQUIREMENTS/STANDARDS
AT UNIVERSITIES IN SOUTH AFRICA ARE TOD HIGH OR TOO LOW
{E6}

ZRD YEAR STUDENT

I think they are too low. I personally had to do a piece of
sight-reading in my audition that was about grade two
level. For university entrance this is far ftoo low.
If one upped the standards there would be the problem
of too few students. It seems to be more important to
have as many students as possible, but the
deficiencies and needs of those students must he
catered for by having the introductory year I proposed
earlier.
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FOST-GRADUATE STUDENT

Uct has one of the highest. It should be high. The entrances
standards are too low...to keep people who are not
really gualified to enter out. Perhaps they snould
require matric music and an interview to bhe criteria
for entrance and not bend from that. The problem of
the interview is the geographical distances in this
countrv...would people come all the way for an
interview to be told that they cannot study?

EX-STUDENMT:; FPROFESSIONAL DRCHERSTRAL PLAYER

They vary enormously. The demand for other professional
courses such as medicine and engineering is big so the
sntrance standards are set high as there is a choice ot
students, but in music the demand is such that the
standards are lower to get numbers. This in turn
causes the wvarvying standards among students. At the
Eollege 1 think that they have been a bit low because
of the need to fill places at the College.
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FULL~-TIME PRACTTCAL TEACHING STAFF MEMBER

At College 1 feel that they are a bit lew. I am not sure
what they do at other universities. A couple of years
ago we decided to up the entrance standards, but our
numbers dropped considerably. The university was not
very receptive to that because of the expense of
running the College. Then they started to get more
lenient, and this year they have been far too lenient
in the acceptance of certain students. Certain
students arse being accepted on the "possibility” that
they will "make 1t".

Alsgo, saome of the more talented students will not get the
attention that is due because of the stragqglers. How
can one, in 45 minutes a waek, teach a very talented
student all that there has to be taught, let alone the
weaker ones?

THE ISSUE OF WHETHER FEWER STUDENTS OF A HIGHER CALIBRE
WOULD IMPROVE THE STANDARD 0OF MUSIC IN SOUTH AFRICA IN
GENERAL. (E7)

3RD YEAR STUDENT

It ig hard to say. In the short term it would not make that
much dif+srence because there aren’t that many
opportunities for 5A students. 1 also think that if
you are going to be gqood you will be good anyway
whether there are few or many students will not change
the standards.

FOST-GRADUATE STUDENT

Yes. If the authorities would be willing to support small
numbers. Funding is preoportional to numbers. FPerhaps
there should be specialist colleges for teachers and
perfarmers and musicologists.

EX-STUDENT; FROFESSIONAL ORCHESTRAL FLAYER

Not necessarily. I+ one refuses to train those wno are not
of a high enough standard one would end up with a small
number of gogod graduates and no others. It is a birt
short-sighted to turn away those who show a reasonable
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THE ISSUE OF THE PROBLEM OF STUDENTS WHO ARE NOT NECESSARILY
OF THE RERUIRED STANDARD BEING ADMITTED 7D COURSES TO
SUSTAIN NUMBERS SO THAT DEPARTMENTS GUALIFY FOR GRANTS;
IE WHEN CRITERIA FOR ENTRANCE ARE NOT PURELY ACADEMIC
OR MUSICAL (EB)

IRD YEAR STUDENT

I don’'t think it should be allowed but it is. It seems that
it is more important to have the right number of
students to keep the College going in the long run. If
one had a more balanced faculty...the piano students
cgutnumber the rest...more opportunity could be given to
non—-pianists and there would be room for more students
and improving the standards.

POST-GRADUATE STUDENT

It certainly happens at the College. The numbers were
dropping, the general administration was trying to put
the axe on the place, and it seemed that they were
admitting anyone to raise the number of students. 1
don’'t think they are following propet admission
procedures. It is not warth pursuing this policy.
Perhaps they should let those people do diploma courses
and encourage pecple who do not meet with standards to
take courses at their level or a curriculum that suited
them, then it would warrant that practise. In a small
country it is difficult to be too choosy about who you
admit....there is no doubt that it has to he
financially viable. .

EX—STUDENT; PROFESSIONAL ORCHESTRAL PLAYER

This was dealt with earlier. The problem is that to raise
the standards for entrance qualifications too high
wouldg threaten the very existence of the College.
figaing the idea of demanding a higher standard from
the students during the course rather than betore.
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FULL -TIME PRACTICAL TEACHING STAFF MEMBER

This

What

is a problem at College. If we did not admit as many
of the students as we do, the College would have to
close down. The place to "draw the line" would be
difficult to find. I+ we were {o become part of the
Faculty of Arts, as has been discussed at meetings,
it would be death to music in Cape Town as we know its
apart from the fact that the Dean of the Faculty of
Atrts has said that he would not be able to run a music
department in his Faculty because he does not know
enough ahout the teaching of music. What I say is that
I don't think it is worth having the bad students
around. By careful selection, those students who are
really going to make it should be chozen and the stat+f
should ke ruthless with them. The selection must be
totally impartial, and must be of a very high
professional standard. For instance a psychologist
could be employed to assist with selection. 1f
students are correctly tested before they are accepted
it would help saort the problem out.

is mast important is to build up a junior department so
that the College can be fed with a higher number of
better quality students. At the moment there is a
"snowball® effect in that we are sending cut teachers
that are really not good enough. "Thevy, in turn, are
sending peaople back to us who are useless. This is the
level at which the problem has to be addressed. The
other thing is that many students are nursed through
their courses here and should really be weeded out.

-

THE 1ISSUE OF ENTRANCE QUALIFICATIONS AND LOW STANDARDS AT

UNIVERSITIES BEING A FUNCTION OF EDUCATION FROM
PRE-PRIMARY THROUGH TO HIGH SCHOOL LEVEL, IE THE
EDUCATIONAL. INFRASTRUCTURE (E%)

3RD YEAR STUDENT
Ferhaps. The College can only go on from where the schools

have left aoff. What is taught in the schogls differs
too much +from scheool to school. There should he a set
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standard accross the country so that the universities
would know what sort of standard to expect.

EX-STUDENT; PROFESSIONAL ORCHESTRAL FLAYER

This relates to the need +ar the entrance sxamination. The
variety of the standards of the students coming from
the schools causes the need for this. Again I coms
back to the point of saving that it is possible to have
passed matric music without actually knowing very much.
The system at the schools and the university is such
that the studentis can lgarn to pass s2xams and not know
very much except that which is specifically required
far the purposes of the exam. So this is the problem
in the educational infrastructure. The svstem is far
too exam—orientated...one learns to pass exams without
actually acquiring knowledge. I personally have done
this. In short, having the relevant pieces of paper
does not mean that vou have the corresponding
knowledge.

THE ISSUE OF THE VALIDITY OF VARYING ENTRANCE REQUIREMENTS
IN DIFFERENT DEPARTMENTS WITHIN AN INSTITUTION (E10)

SRD YEAR STUDENT

Mo. There should be one set standard. Abaout gqrade B
standard of the Roval Schools should be the set
standard. I1f people are not up to this then they can
partake in the extra year.

POST—-GRADUATE STUDENT

They have that here already ...the performers have to
demonstrate a higher standard of plavinaga. I think it
works well.,

EX-STUDENT; PROFESSIONAL. ORCHESTRAL PLAYER

I think they do this already and I think it is a problanm.
The piano department have a higher standard because of
the demand...there are many mare pilanists who want to
study at College. They can afford to be choosy but in
strings, for example, if they were to be fussy they
would have no students at all. This is a problem
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especially in chamber music... the students should be
able to play together at an egquitable level...the only
thing is that numbetrs would suffer i+ highesr standards

are required,

FULL-TIME PRACTICAL TEACHING STAFF MEMEER

1t depends on what the person you are testing is going to
want to do. Students in any department should be
tested at the same level. I don't think this is wvalid.
I must always come back to lack of “feeder system” that
the College has. Any good school has a good "feeder”
primary school so that by the time they have got to
the high school they have reached a certain standard.
The College has tried for a junior department but the
University was nat able to supply the funds.

THE ISSUE OF THE PROBLEM OF THE MATRICULATIDON EXEMFTION
BEING AN ENTRANCE REQUIREMENT AND THE VALIDITY OF
SUITABILITY FDR FURTHER STUDY AS A BASIS FOR ENTRANCE

(E11)

JIRD YEAR STUDENT
I think matric is made ogut to be more than it reallv is,

Perhaps the music marks at matric should be the
criterion and i+ they haven’'t done matric music then
entrance should be based on an audition. So I fhink
that suitability can replace the matric.

POST—-BRADUATE STUDENT
I agree with that. The difficulty comes in the evaluation of

those people. Music can not he cut of+f from culture
and education in general. The hest musicians are thosa
who know about art and iliterature as well. so it is
impartant that people who are admitted should be "well
educated" in general. With orchestral musicians it is
not as important because they are usually directed by
someone in that position. As I have said before the
matric music PLUS the interview could encompass the
idea of suitability for entrance.
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especially in chamber music... the students should be
able to play togethsr at an equitabls level...the only
thing is that numbers would suffer if higher standards

are required.

FULL~-TIME FRACTICAL TEACHING STAFF MEMBER

It depends on what the person you are testing is going to
want to do. Students in any department should be
tested at the same lavel. I don’'t think this is wvalid.
I must aiways come back to lack of “feeder system" that
the College has. Any good school has a good "fesder”
primary school so that by th=2 time they have got to
the high school they have reached a certain standard.
The Callege has tried for a junior department but the
University was naot able to supply the funds.

THE ISSUE OF THE PROBLEM OF THE MATRICULATION EXEMPTION
BEING AN ENTRANCE REGUIREMENT AND THE VALIDITY OF
SUITABILITY FOR FURTHER STUDY AS A BASIS FOR ENTRANCE

(E11)

ZRD YEAR STUDENT
I think matric is made out top be more than it reallv is.

FPerhaps the music marks at matric should be the
criterion and if they haven’'t done matric music then
entrance should be based on an audition. So I think
that suitability can replace the matric.

POST-GRADUATE STUDENT

I agree with that. The difficulty comes in the evaluation of
those people. Music can not be cut off from culture
and educatiocn in general. Ths best musicians areg those
who know about art and literature as well., so it is
important that people who are admitted shoula be “well
educated” in general. With aorchestral musicians it is
not as important because they are usually directed by
someone in that position. As I have said before the
matric music FLUS the interview could encompass the
idea of suitability for sntrance.
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EX-STUDENT; FPROFESSIONAL ORCHESTRAL FLAYER

I think that that would be pushing flexibility a bit too
tar., Tertiary education implies that one has completed
one’'s secondary education. So matric is essential,
except if students want ta regigter for diploma
courses.

FULL~TIME FPRACTICAL TEACHING STAFF MEMBER

it a university they stipulate that students have to have a
Matric. a&s long as we are a university faculty it must
remain as such, but I don't agree with i%t. 1 think
that if a student is talented enough he should be
admitted, but then the university will savy that that
persaon may not get a degree. No universiiy in the
world will give a degree without a matric. The point
is that one should be able to make the exceptions to
the rule on the bhasis of a2 comprehensive entrance exam.
Scholarly qualities exist in people that do not have
their matrics, and the best of the musicians are
naturally brilliant.

THE ISSUE OF ENTRANCE REGQUIREMENTS NOT BEING IN KEEFPING WITH
THE STANDARDS REQUIRED DURING THE COURSES OF STUDY
(E12)

3RD YEAR STUDENT

I think they are expected toc go on from the entrance
standard. The entrance standard is not high enough and
when one gets to certain courses a lot of peocple
flounder, so I think that sntrance standards should be
raised so that this would not happen.

POST-GRADUATE STUDENT

It is a problem at College. The standards that are expected
for entrance to the courses are too low and then the
level of the courses tend to be high and pecplis come
unstuck. Assuming also that the printed entrance
requirements are stuck to, this would not be a
problem.. (a2 function of this issue).



AFPPENDIX IX — RESFONSES E - page 81

It is also a gquestion of people with little background doing
crash—courses to get into the College who don 't have
the necessary bhackground to cope actually. The courses
are not particularly ditficult. I personally did very
little work. The content and structure of the course
is designed in such a way that you can get away with
doing the minimum of work. The audition and interview
should complement the audition requirements.

EX-STUBENTs PROFESSIONAL DRCHESTRAL FLAYER

It happens in the practical subjects. Students are admitted
without really having the necessary performance level.
Their level is dramatically below that of other
students and they are pushed through without heing of
the required standard. Generally the standard is as
high as each student would set it, though. There is a
lack of competition in some departments which affects
the students’ ability to set their own standards.
Another problem is that generally the standard required
for graduation when compared with international
competition entrance levels is very low. In this sense
the standard is too low.

FULL—~TIME PRACTICAL TEACHING STAFF MEMBER

At LCollege this happens to a certain extent, but I don’t
feel that the standards are too high; they are too low
if anvything. The entrance standards are lowered to
accommodate mare students and the standards are often
found to be difficult by some students.
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THE ISSUE OF THE VALIDITY OF THE ESTABLISHMENT OF A
- PREPARATORY DEPARTMENT WITHIN THE MUSIC DEPARTMENT TD
DEAL WITH THE RAISING OF ENTRANCE LEVELS (EL13)

IRD YEAR STUDENT
Yes. This is the way to solve many already sxisting

problems.

POST-GRADUATE STUDENT
That would bhe a goed idea which is already implemented on a
~ limited scale. It should be more intensive and should

te extended to some ofFf the other coutses {not just
Harmony and Counterpoint and Aurall. The Collsge could
go along the lines of the academic support program.
The other way would be to do an extra year, but this
would be expensive. Also a credit system would work by
giving credits for even preparatory courses, but the
problem is that graduating standards would vary too
much.

4

EX~STUDENT; PROFESSIONAL ORCHESTRAL PLAYER

I have already mentioned this. Students should be tested in
all areas and for example some students may have small
deficiencies...it would be untair to exclude those
students because of these small inadequacies. The
preparatory department could be run as a preparatory
year or as a department that gives deficiency courses
concurrently with the actual degree and diplaoma
courses...students would have o do the extira prer vear
ot six—-month period if they were found to have major
deficiencies.

FULL-TIME PRACTICAL TEACHING STAFF MEMBER

I have already mentiocned this. It is one of the biggest
igsues that have to be seen to. I+ vou look after the
yauth, they will give you anyvthing you want. This is
the case in most European countries.
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THE ISSUE OF WHETHER THE INSTITUTION 1S SENSITIVE ENOUGH TO
THE GROWTH PROCESS IN THE STUDY OF MUSIC (IN RELATION
TO EXPECTING PARTICULAR STANDARDS OF PERFDRMANCE) (E14)

ZRD YEAR STUDENT

I think the College is sensitive to the growth process of
each individual student at the level of one’'s
individual instrumental teacher. I think that this is
a fair system.

EX-STUDENT; PFPROFESSIDNAL CORCHESTRAL FLAYER

Yes. If entrance standards are such that technical
requirements are sutficient this growth process can
take place on a musical level. I think it is
reasonable to expect certain high standards and I think
that at College the staff are generally sensitive to
this process.

FULL-TIME PRACTICAL TEACHING STAFF MEMBER

I think they are. They definitely are in the piano
department. I am not sure of the other departments.
We keep this factor 1in mind at all times.

THE ISSUE DF THE STANDARDS AND RESOURCES OF PRIVATE MUSIC
TEACHERS AFFECTING THE ENTRANCE STANDARDS AT TERTIARY

LEVEL. (E15}

ZRD YEAR STUDENT
That is a problem because a lot of private teachers may not
" have degrees at all and they would be teaching

prospective colliege material who get a shock when they
get here. The individuals should find out from their
teachers what their qualifications are but this is a
problem in that many people are just born teachers. It
is hard.
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EX-STUDENT: PROFESSIONAL ORCHESTRAL FLAYER e

I think that it is a problem area in that people are i
teaching who are not sufficiently gqualitied or are not '
good snough to get into an institution. Frivate
teaching generally does not encompass wide enoush a P
variety of activities for young players to be properly
prepared to enter a university course. An idea would
be that priwvate teachers would have to register with a
"body" that would recognise their qualifications or
give auditions or tests to test these students. On a
practical level it would be very difficult to keep
track of. One could ilay down the law but vou would
s5till have unqualified teachers teaching. Gensrally p
the private teachers are of a reasonable standard but
there are thaose who are not doing the required things.
The external sxams such as the Raval Schools do retflect
the standard of the private music teachers and if that
is a reasocnable reflection, the standards seem to be
k.

FULL-TIME PRACTICAL TEACHING STAFF MEMBER

This is a sensitive issue. I think there are some vepry good
ones. Many private teachers keep teaching because of
+inancial reasons. 1t can happen that they are married
women whao are not that dedicated to music. I find this
when 1 examine for UNISA; a whole block of kids come
in and show the same mistakes made by the same
teachers. I think that the problem is that the
teachers are generally not dedicated enough to prepare
them for tertiary music education. FEut I must repeat
that there are some very gnood teachers. It is
difficult to confrol this situation as we do not have a _
gtrong enough Union, as it were, that coulg say that -
one mav not teach unless vou are gqualified and :
recognised by the Union. Many unqualified teachers are
undeprcutting the good teachers financially because the
parants cannpt find the means to transport their
children these far distances noeor finance good teaching.
Thias all affects the entrance standards and I think it
is a problem area.
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EX—-STUDENT; PROFESSIONAL ORCHESTRAL FLAYER

I think that it is a problem area in that people are
teaching who are not sufficiently qualified or are not
good enough to get into an institution. Frivate
teaching generally does not encompass wide enouch a
variety of activities for young players to be properly
prepared to enter a university course. An idea would
be that private teachers would have to register with a
"hbody" that would recognise their qualifications or
give auditions or tests to test these students. On a
practical level it would be very difficult to keep
track of. One could lay down the law but vou would
still have ungualified teachers teaching. Generally
the private teachers are of a reasonable standard but
there are those who are not doing the required things.
The external exams such as the Royal Schowuls do reflect
the standard of the private music teachers and if that
is a reasconable reflection, the standards seem to be
oK.

FULL-TIME PRACTICAL TEACHING STAFF MEMEER

This is a sensitive issue. I think there are some very good
ones. Many private teachers keep teaching because of
financial reasons. 1t can happen that they are married
women who are not that dedicated to music. I find this
when I examine for UNISA; a whole block of kids come
in and show the same mistakes made by the same
teachers. I think that the problem is that tne
teachers are generally not dedicated enough to prepare
them for tertiary music education. But I must repeat
that there are some very good teachers. It is
difficult to control this situation as we do not have a
strong encugn Union, as it were, that cculd sav that
one mav not teach unless you are qualifisd and
recognised by the Union. Many unqualified teachers are
undercutting the goeod teachers financially because the
parents cannot find the means to transport their
children these far distances nor finance gooa teachins.
This all affects the sntrance standards and I think 1t
is a problem area.
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THE ISSUE OF HOW TO SET AND MAINTAIN STANDARDS (El4)

3RD YEAR STUDENT
Standards need to continuously be looked at and possibly

upgraded. This could be based on the average student’'s
progress. The standard should be just higher than the
average so that there is always room for improvement.

A basic starting place for setting standards could be
the UNISA and Royal Schools’ syllabi.

EX-STUDENT:; PROFESSIONAL ORCHESTRAL PLAYER
Entrance standards must relate to the standard at the

schools. .. the infrastructure... very high srandards in
entrance qualifications would mean that the function of
schooling at secondary level would become too specific
and specialised. Maintaining standards is a auestion
of setting standards and keeping them. There must be a
consistent standard without making exceptions for
anyone...a question of discipline and effort.

FULL-TIME PRACTICAL TEACHING STAFF MEMBER
Standards can be kept up by being truthless about your

examining and what you expect. To set standards one
has to have a picture of what one is trving to achieve
by the end of fourth year. Standards can be based
validly on the UNISA levels. The fourth vear level
should be "post—-licenciate level" playing. UNISA have
managed to set high standards in their grade
examinations; higher than the Royal Schools and
Trinity College. It is important to be ¢&ritical in
examining...this is the point.

THE ISSUE OF THE LEVEL OF REGQUIRED GENERAL MUSICIANSHIP

SKILLS FOR ADMISSION (E17)

ZRD YEAR STUDENT
The level that is required hers needs to be upped. The

students should be able to do all these things as well
as the grade 8 level sight-reading, aural, etc.
These things need to be tauaght better at scheool level.



AFFENDIX IX - RESPONSES E - page 86

EX-STUDENT: PROFESSIONAL ORCHESTRAL PLAYER

They should be pushed further than they are. Far example
keyboard study for non pianists would be invaluable., A
knowledge of harmony that one would acquire through
studying harmony at the keyboard for any musician is
essential. Also score—reading for general musicianship
is very important., If one is to be a good and
effective teacher then one should be able to accompany
one’'s pupils at the keyboard. Also when teaching
aural...one needs to be able to play in parts, estc. I
find in my experience that only because these things
were not required of students were they not done.
Students will always find the easiest way out and do
the minimum without realising how important certain
skills are.

FULL-TIME PRACTICAL TEACHING STAFF MEMBER

Again it is the teacher that is preparing the students to
come to College that should take this reponsibility.
1t seldom goes beyond teaching the pupils the notes of
their pieces and that is it. Fhrasing, form, etc is
never touched on.
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RESPONSES TO KEY ISSUE — F — THE TRAINING OF SCHOOL TEACHERS

THE ISSUE AS TO WHEN THE éRACTICAL TEACHING EXPERIENCE
SHOULD BE INTRODUCED INTO A COURSE OF STUDY DESIGNED TO
TRAIN SCHOOL TEACHERS. (F1)

1ST YEAR STUDRENT

It should be brought in quite early so that you are thrown
in the deep =2nd and learn to realise your mistakes. 1
think that you should have had a2 preparatory period
first...say six months before going into the schools:
in other words hal+ way through the first vear. At
College I think the students go ouwt into the schonls in
second year...1'm not sure.

ZND~-YEAR STUDENT
We start from third ye2ar onwards here at College but I think
that we should start from second year. Not in the
first year becauss the students need to gain experience
of being taught first. Many students who come to the
-College are not fortunate enough to have previously
studied with a concert pianist, and when they come to
the College these students need to have at least a
year’'s experience. Having two years’ experience of
teaching in the schools would be mare beneficial than
Just one.

ZND YEAR STUDENT

I think it should be introduced after the first six montns.
We need as much opportunity and experience in
teaching. We need to be able to teach all age aroups
and starting as we do in second vear there is not
enough time to ger used to teacnhing the very wvoung
children.

2ND YEAR STUDENT

As early as possible. The College has got this just righrt.
In second year we do a weekly teaching session at a
pre-primary school and this slowly introduces the
necessary experience of teaching in the schools. At
Wits we did two weeks of cobservation prior to the
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commencement of term and I thought that was useful but
not as usetul as what we do now...the weekly teaching
sessiagns. Another strong point about this system is
that we desal with certain things in the lectures and
then we apply them to our experience as teachers at the
practical sessions. I alsoc like the idea here of
starting with the very small children and moving oh 0
alder children helps overcome the fear of faring them.
I think that one cannat learn how to *each better than
to do it, so to introduce teaching "pracs" only in the
fourth year would mean that one would have to start
from scratch at that point and be thrse years behind.

I am happy with the system at College.

3RD YEAR STUDENT

This depends on whether you are talking about teaching
practical music or class music. In class music, 1
don't think they should be sent out too sarly. They
need some background or basis in music before they go
out. I think a year is a dgood time for this basis. At
College this is how they do it. I agree with this. In
teaching practically, it depends on how far each
individual student teacher is himself, and teo what
extent teaching Method has been taught to that student.
After a year of this we start teaching little ones on a
one-th—one basis. The year ‘s training should incluge
basic musical knowledge.

4TH YEAR STUDENT

After two weeks. EBecause you can only tell recple about
theory, and the idea of only intreoaucing the practical
when the students know the theory it is like teaching
an instrument by teaching the theory before introducing
the instrument. 50 as in the fteaching of an instrument
the practical aspect must go hand in hand with the
theory. At College one has to do a ysar and a half
before being introduced to the practical. Learning to
do something is so much the i1ssue of learning by one's
own mistakes. One would not do the children any harm
if the supervisar is there.
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4TH YEAR STUDENT

I beliave that this should be done right from step one. It
is something that one has to learn by deoing it, by
experience. At Callege they get the students teaching
private lessons very early, and this is a good thing.
For teaching in the schools there is a period of a year
before they go out to the schools. This works well,
but it is impaortant that they get out there as early as
possible.

DOCTORAL STUDENT

One has to acquire musical skills before going into the
te2aching aspects. One cannat acquire teaching skills
without the musical skills. It should, on this basis,
Be introduced at a later stage. At the Collegs the
second years go out to teach very woung children which
is incredible. I feel that at this level (young
children) it is a very specialist area. [ suggest that
four years are spent with musical skills then the
specialised area of teaching, as is the case in other
departments in the tniversity. 1 think that having
well developed skills in music outweighs the advantages
af introducing experiential opportunities for students
without these skills.

FULL-TIME ACADEMIC STAFF MEMBER

It should be introduced as early as paossible after the
student has been given an introduction to
methodology... the emphasis being not immediately and
not without being given this introduction. I feel that
they should not go out immediately as students have
many psychological barriers. It is quite scary ta go
out into the schools so I think it is a good idea to
prepare them in saome way so that thev fesl eraermared.
They should he prepared both psychologically as well as
musically. The ocbject of the exercise 1s to have thenm
learn by doing the thing.

At the College they go aut very early - hal+ way througn the
first vear to "bheqinner", basic students. 1 aon't
think that this is premature; they do it in groups so
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that the pressure is minimised; it has to be
introduced carefully.

At present I think that this is a satisfactory system.
problems are of a practical naturs=. For example,
large numbers doing the course create logistigal
problems. I°d like to see that changed but these

The
the

changes have to happen slowly. In the past they didn't

have to go out to teach at all, so this year their
gaoing out to teach in the +irst year is new for us.
One has to learn by sxperiencsa.

PARENT OF A 3RD YEGR STUDENT
I haven’'t given this much thouaht before. but it =sems
though it should be done as soon as possible.

as

Graduates who go out into the schools have generally
had very little experience in actual teaching. They
would be better if they had experienced this from the

start,.

THE ISSUE AS TO WHETHER PRIVATE TEACHING BY STUDENTS SHOULD

BE ENCOURAGED {(F2}

1ST YEAR STUDENT

Yes, I think it should be. 0One should be careful because,
especially with little children, one can mess things
up for them. To overcome the danger aof this one should
be prepared by having done reading in the library and
by finding out how to go about it...getting a general
idea and then go for it. Personally I will wait for
second year because I feel that my instrumental plaving
1s not yet up to the required standard to teach. Tnere
are pecple who teach to make exira monev and this is a

problem. Feople should be encouraged fo be more

concerned with their pupils and the cutcome of their
teaching them. This is idealistic but it should be
possible. If a student feels he is respounsible enouah

to take on pupils [ think he should. I personally
started off by a student at the College when I was
about seven or eight years old. I thought she was

was

a
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good teacher. The experience that a student would get
by teaching privately is vital.

ZND YEAR STUDENT

Yas, I think it is a good thing. Not being in the school
situation or in a "lecture" situation one does not have
the pressures of these situations sp one can learn to
gain experience and to think for yourseldf.

2ND YEAR STUDENT

I think it should be encouraged to a great extent. For
example, the situation in Fiano Teaching Method
requires the students to teach their private students.
More experience is needed in this field. 1 think that
teaching privately helps one with one’s own practising
because it makes you think about your own playing. As
far as whether the students are gqualified to teach, 1
think that anyone who has got into the College should
have encugh knowledge to teach the basics.

2ND YEAR STUDENT

It is a risky thing. The student may not be experienced
enough or of a high enpugh standard. However the
College does provide the opportunity for students to
get supervision and help from lecturers and one could
g0 any time and ask for help in one’'s teaching. With
regard to standards I think that teachers should have a
high standard of playing. The positive aspect aof
students teaching is the experience. Weighing ur the
pros and cons I waould encourage private teaching on a
limited scale. Like for instance in the Piano Teaching
Method course in second year they encourage the
students to +find a puril to teach in terms of the
teaching methad course.

3RD YEAR STUDENT

Yes, detinitely - if the student has had no training ar
experience, then a year’s training is a good thing,
but it depends on the student. Thersa are many students
who are ready for this and others who are not.



AFPPENDIX IX — RESFPONSES F - page 92

You will not know if vou can teach unless you have done it.
That iz why I feel that it should be encouraged, even
if there is the risk of “messing up" some students. If
the year's training is effective there shouldn’'t be the
risk. This training should be done under strict
supervision so that the risk is reduced.

4TH YEAR STUDENT

Yes it should. It takes two forms. Private teaching under
supervision and private teaching that students do to
make extra money. The First is excellent training for
teachers. The second is also invaluable. Une assumes
that if one comes accross a brilliant student one woulon
sesk help in the matter. Alsoc i+ vou are naot doing
private teaching to make money, then often students
arg up until all hours of the night making money by
waiting tables, ete. Frivate teaching is an
effective way of making extra money. I don't think
that the negative aspects of students’ teaching
outweigh the positive. I know that some peaple’'s
children would not be able to afford to do music if
they could not go to students who charge a lower fee
than some‘prcfessicnals.

4TH YEAR STUDENT

Yes, asg early as possible with a view to learn by
experience. It should be done under supervision, of
course. The first year Teaching Method students do it
from the bheginning.

DOCTORAL STUDENT

Although students do not teach that well at first they do
gain experience by doing so. Usuwallvy the pupils thev
te2ach are at a level that it did not reallv mattar as
long as the pupil got something else out of tne
axperience.

I feel that this should net necessarily be actaively
discouraged. The students at Colleqe do do srivate
teaching in their courses and are given a student or
two to teach under supervision.
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FULL-TIME ACADEMIC STAFF MEMBER
I think so on a limited basis because students get their

From

priarities wrong...money is a big prablem, so there is
a big temptation to take on as much work as they can.
That's bad because it gets in the way of the work at
College =o I think that on condition that it did ' nt get
in the way af the waork it’'s OK.

the point of view of teaching experience - and +from the
point of view of the students being capable af teaching
= I think that it depends aon the individual inveolved;
for example, a student of mine came to ask me if he
should and I have sanctioned it. As a student I didn’t
have time toc do it.

I'm not quite sure if at the College that private students’

teaching is a problem...I haven’'t felt it as a
problem...perhaps it would be a good idea to find out
if there are students suffering as a result.

FARENT OF A 3RD YEAR STUDENT

h{=1-™

Apart from financial reasons, the young students
seem to establish a rapport with young pupils. Young
pupils relate better to students than their older
school teachers. 1 presume that students would not be
teaching at a very advanced stagqe, so if they are
teaching, they would be doing themselves a service as
well as the pupils, because they would generally be
open to finding out something they don’'t know, and
would be at a Jlevel that the pupil would respect.
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THE ISSUE OF fHE METHODS AND SYSTEMS OF TRAINING TEACHERS
(F3) :

1ST YEAR STUDENT

I think students who want to be teachers showld be allowed
to experiment and if that experimentation is wrong the
lecturers should give advice. The lecturers should
alsa share their experience with the students, but
ultimately the students should be sncouraged to
disecover their own ways of fteaching. There iz a
problem with this in that one might find an introverted
student who wants tn teach in the "old method®. I
think that a person like that should not be a teacher,
but for those like this who want to be teachers the
courses would have to be structured. As far as
existing methods like the Kodaly method, etc, thess
should be studied for their merits and the teacher
should then choose what they feel are relevant to their
ideas on teaching and use and discard what tney choose.
I think that the crux of it is that the student should
discover his own ways. Imagination is samething that
is vital...the staff should encourage the students to
develaop their imaginations.

2ZND YEAR STUDENT

We have a certain lecturer who encourages us to learn to let
our pupils learn for themselves and not to "spoon-feed"
them. This is a good method. Also the Kodaly method
of solfeqe is useful. The approach to method at the
Eollege is satisfactory. It gives the students a broad
view of different methods that one can base one’'s own
teaching on. One thing that I do not agree with is
that the College concentrates on class—teaching metnods
rather than instrumental teaching method. 1 think that
students should have the choice as to which one they
would like to concentrate on.

2ND YEGR STUDENT

I'm not sure whether I am gualified to judge, but as far as
the Mus Ed course goes the whole thing is very vague
and far too spread ocut. What we did in the whole of
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first year we could have cavered in hal+f the time.
There wetre very few interesting aspects to this course.
Sa 1 feel that the system used at College neesds
revision. As far as established methods like the
Kaodaly and Orff I waould never use them in my teaching.
It is important from a point of view of knowledge of
all systems and one should base one’s teaching on one’'s
broader experience. The courses must give the students
& broad perspective.

ZIND YEAR STUDENT

At College I think the methods are good. At the moment they
present us with a model of how teaching “should be® and
we are required to emulate that model...Ferhaps theyvy
could be a little more open to asking the students how
they feel they would like to teach. I suppase that
such a starting point is important but 1 would like to
see the students ipvolved more. Generally emulation of
model teaching practices is not as effective as the
teacher finding his or her own methods. I+ one is
copying someone else the "self" in teaching is missing
which is an important factor. The system of doing music
for three years ang then an HDE could alsoc be linked
more in terms of more communication with the Faculty of
Education. We are a little isglated here. The method
of the students getting experience is a qood thing in
the system here at College. The only thing about this
i1s that I feel that later on in the course the students
could be given more freedom in their teaching.

As far as standard methods such as the Kodaly and Or{f;
these methods are good but a little restricting and a
bit boring for the children...maybe a combination of
these systems would comprise a suitable compromise. 1
believe in a broad ocutlook and it seems 1mPortant to
touch on all the historically available methoas. As a
basis for judging methods it seems that results rather
than methods and systems are the most important
criteria. i

IRD YEAR STUDENT

I am not too mad about the systems and methods of training
teachers at Colleqe as the emphasis i1s on the
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class—teaching, Class-singing type of teaching, and I
think this is the least important issue of teaching
music because nebody in the schools is interested in
class—-music. It is more important to develop teachers’
abilities to teach individuals, even in the schools,
than it is to develop class—singing, because pupils do
not want class singing. Dhe learns so such more from
individual tuition than from class—-singing. The
emphasis is also too much on learning haw to teach the
difference between a crotchet and a quaver to little
children, rather than learning to teach a person how
to play an instrument, along with essential basics
like Harmony and History.

4TH YEAR STUDENT

At College we have not even started. The department of
music education at Cellege does not know what is
invalved in the subject. What they are doing is
continuing to put teachers into the same system which
is discouraging children from doing music. 1 have not
as yet in my three years at College discovered a method
used there. The lack of method is the problem. I am a
trained and qualified teacher so I have been through
the process o+ how to train teachers and what I know
about College is that no one really knows what the
issue at hand involves. The crits of practice teaching
are kind rather than relevant, the methodology
lectures are scattered and irrelevant.

4TH YEAR STUDENT )

I am impressed with what has been happening in the last two
years. The introduction aof the Teaching Method classes
where students are expected %o teach their own pupils
under supervision is suzellesnt. This is a socd metncd.
Not everyone will end up as being a good teacher, but
this system will prevent there from being too many bad
teachers like there have been in the past.

DOCTORAL STUDENT

I would like to repeat my idea that music education snoula
happen at the College and that “education education”



AFPENDIX IX — RESFDNSES F page - 97

should occur at the REducation Faculty and at the
College this is somewhat merged.

FULL-TIME ACADEMIC STAFF MEMBER

The methods and systems used at the College for the training
of teachers is a growing thing all the time. I have no
clear idea as to how to teach teachers. 1 find myself
slipping up and learning fram my mistakes. I can’'t say
that the way I teach teachers is absplutely the best.
I am aware of trying to find betfer ways to involve
the students, but always on the practical level. Even
in the way that I teach I do this,,K but 1 have
encountered problems. Students are conditioned to a
“lecturing " mode of learning which I disagree witn
entirely...the idea of learning something practically
does not solidify for the students although I know
that the best way to learn to do something is to do it
practically...so this is a problem...how to get them to
realise that the way I am teaching them is the way that
1 would like them to learn to teach. It is hard fo
make them realise that they are learning somathing.
Perhaps 1 haven 't done enough research on the matter o+
tertiary teacher education for my own needs. i1 would
like to try and produce the best music teachers in the
country, and I think that we are producing a very good
brand of music teacher that goes out.

As a gut feeling I think that the students that we sena out
are pretty resourceful, imaginative....there are areas
that need working at and I think that we will trv and
grow into that. )

I think that our students have difficulty in seeing the
informaticn thar they receive 11 a very clear
way...they need to have a clear idea of what they know
and must be able to know how much of a certain thing
they need to know for the teaching of it.

As far as skills are concerned that depends on individual
students and it varies from year to year, tooc. 0One
would like to have skiils of as high a level as
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possible, but vou can’t stop a whole course hecause of
one student being slow.

FARENT OF A ZRD YEAR STUDENT
I don't really know much about this.

THE ISSUE AS TO WHETHER YOUNG TEACHERS, AT THE END OF THEIR
TRAINING, ARE PREPARED FOR THE RIGOURS OF THE
PROFESSION. (F4)

15T YEAR STUDENT

No they are not. It doesn’t really matter; Thev should
Just go for it...they must learn by axperience. Some
of this comes in the years of being a student, but
real experience can only be gof in the job itsels.
This is important.

2ND YEAR STUDENT

I would say yes. The College gives the students lots of
opportunity for experience. They teach under
supervision and this is good training. [ think that
the most important thing about the training of music
teachers is the musical training and not so much the
education training that they get. I feel that perhars
people with a BMus General would be bhetter eguipped to
teach than one with an HDE.

2ZND YEAR STUDENT

No, mnot at all. The exuperience we get here is minimal.
For example if you’'ve done a course in Piano Teaching
Method it doesn’'t make vou a teacher. One is only a

teacher when you've had the superience. You have to 30
into the field to get to arips with the rigours of the
profession.

2ND YEAR STUDENT

I think that if as much experience as possible is given to
the students it is about as much as one can do to
prepare one for the rigours of the profession. No
course in teaching would ever fully srepare the
teachers. It is only experience of the real thing that
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will lead you to cope. I think that the situation at
College is very different to the realities of the
praofession. I don’'t think that College are really
addressing this problem as well as they could do, but
it is a very difficult issue....they do make the effart
to increase the pressure on the students and make an
attempt to prepare them, but work needs to be done in
this artrea.

3RD YEAR STUDENT

I can’t say for the people whno have done the Education
Degree, but I think the people who have done the
general degree would be adequately prepared. These
reople would have a much broader outlook. I suspect
that the Education degree is too narrow to prepare
students for teaching.

4TH YEAR STUDENT

I think that at the end of the HDE course I would say that
they are. Not before they have bsen to the Faculty of
Education. That is their professional training.

4TH YEAR STUDENT

They are, I think, though I think that if they passed
thier UNISA Teachers® Licenciate, they really would b=
well prepared. I’'m not sure what the BMus Education
course comprises, so it is hard to say if these
students would be well prepared or naot.

DOCTORAL STUDENT .

Not really at the College, but they have to start
somewhere. Maybe éhey could spend an extra vear
studying musical skills and then do the HDE. The eutra
vear wcould improve the skills, knowledge and sackgrouncg
for teaching.

The schools seem to be aware of young teachers coming i1n ang

" help them to prepare. The way in which the young
teacher handles classes. etc.cannot be taught. The
problem aof a teacher who does not periorm...does that
teacher have the knowledge to teach someone else to
play? A delicate problem.
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FULL~-TIME ACADEMIC STAFF MEMBER

They are all prepared ...some are more than others because
of their attitudes towards what they are doing. 1
wouldn "t let a student out i+ they were not prepared to
cope. The border—line cases have the abilities to
learn by experience. Thase are the students that I
have had personally. There are a couple of students,
in my opinion, %that have gone out that were not
preparad but the general consensus in the assassment of
whether they were prepared was that they were., so they
graduatad. This has to do with the subjective nature
o+ assessment. I am happy that they are Ok.

FARENT COF A 3ZIRD YEAR STUDENT

I+ thev had had enough practical training in getting
experience they would be, but I believe that they do
naot.
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THE USEFULNESS OF OBSERVATION OF GOOD TEACHERS “IN ACTIDNY
AS A PART OF TEACHER TRAINING. (F3)

18T YEAR STUDENT

I think this is a good idea because one would broaden one’'s
outlook. 1f one sees another teacher doing something
radically different from what one is used to then one
could l=arn by it. I think that this should be used as
part of teacher training to quite a large extent but
the students should not be ruled by what aother peorle
do.

ZND YEAR STUDENT

This is also a good thing. This is done in the fourth year
at College. Maybhe this should be introduced at third
year level.

2ND YEAR STUDENT

The problem is “what makes a good teacher?". 0Observing has
limited value.,  One must do to learn, though.
Observing can give one ideas.

2ND YEAR STUDENT

The crucial point is that they should be GOOD teachers that
are being aobserved. Students would benefit by gexting
ideas and examples of gqood teaching, I suppaose cne
could learn how not tc do things from nat such goond
teachers. Dbservation could run parallel to ones own
experiences in teaching.

IRD YEAR STUDENT

I think it is a gopd thing, not by saving that "this 13 how
tzaching should be done, and that’'s itY., btut by
taking a look and drawing your own conclusions. In
pther words, as an aid to the teaching of teachers, I
think that it should not be such a big issue.

4TH YEAR STUDENT

I think it is wvalid with a few reservations. 1 think the
best way to do this would be to have good lessons cn
video so that an analytical process can take



AFPENDIX IX — RESFONSES F - page 102

place...rather than the "live" teaching situation.
After the video analysis then students would benefit
from ohserving "live" teaching because they would then
be in a position to know what to lock for.

4TH YEAR STUDENT

This is fantastic. This is how you learn - one doesn’'t have
to take part in a master-class to learn. One could
decide for oneself as to what good teaching is. I
think that another way to do this would pe to arrange
for students to sit in on other teachers’ lessons at
Colleges to have open sessions which evervone attends.

LOCTORAL STUDENT

Very important., The Lollege provioe this, but it is
difficult to decide who is a good teacher. 1 think the
idea of teachers observing one another is an important
extension of this idea.

FARENT OF A 3RD-YEAR STUDENT

I think it is an excellent idea. I°'m not sure what sort of
farmat it would take or how one could determine that
they were "good" teachers. Perhaps the students could
analyse themselves what makes a good teacher. 1 still
think that a combination of this sort of activity with
practical experience would hbe good.

THE ISSUE OF WHETHER THE UNIVERSITIES AND THE EDUCATION
AUTHORITIES ARE “AIMING IN THE S5AME DIRECTION" AS FAR
AS TEACHER EDUCATION IS CONCERNED. (Fé&)

15T YEAR STUDENT
I am not sure about that.

Z2ND YEAR STUDENT
I am not familiar with the situatipn.

Z2ND YEAR STUDENT
I can’'t answer that. 1 have no knowleage of the Education
daepartment. I think whatever the situation 13 there
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still is a problem in that the pupils are not taken
into consideration. Music at school was very boring.
Creativae music making in the way we did it at school
did not attract the children to music. The authorities
in short do not have the interests of the pupils in
mind.

ZND YEAR STUDENT

I am not sure to what extent they communicate and to what
extent they have the same ideals. I think they are and
it not they should be. I think the university shoulao
be involved with the department in making these
decisions.

IRD YEAR STUDENT
I don't think so. But it is hard to answer this. I'm not

really sure.

4TH YEAR STUDENT

Certainly they are not. The Education department is
primarily concerned at maintaining the status quo of
the system of "Christian Mational Education"....keeping
the Nationalist Government in power depends s0 much on
perpetuating Christian National Education. The
Education Faculty is committed to looking at education
in a truer path.. Not to be revolutionary but
evolutionary. To sow the seeds of what is right.

' 4TH YEAR STUDENT

I hope so, although I have an inclination that thne CFA is
not all that it could be in terms of communicating witn
the university. Also the level of the inspectors that
come around show that they don’'t know as muchh as the
College about music education. I think that the
University is more progressive in thinking than tne
CPA. I say this because I was in a school at which we
sat in on other teachers’ lessons and I was appalled at
the way a particular teachsr was teaching - a teacher
with a Master’'s degree was téaching s0 badlv. The CPS
allew this bad teaching, and it 1s never realised.
The university is trying to "up" the standards of
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teaching and the CFA think it is all fine to just go
alang like they are now.

DOCTORAL STUDENT
I'm not sure how much communication there actually is.

FULL-TIME ACADEMIC STAFF MEMEBER

I would say ves in the general sense. There are some areas
that we disagree on, for example the department think
that junior primary children {(sub A and sup B) should
nat have specialised music teachers, that their asneral
teachers should dno that. We feel that our students
should be trained to cope with any age grour and that
they ought to be able to teach all the wav aceross, but
the depariment don't think that these students ars
qualified to teach junior primary goers. Generally
speaking, on the approach and the level we at College
talk at, they take a lot of leads from us. Whether we
agree with everything I don’'t know. The Education
Department in the Cape ig very open—-minded, although
there is always room for sxperimentation, thought or
debate about their ideas. Perhaps more specialisation
in the schogls...being able to specialise in “class
music" as a non—-performance subject for children in
school. I am quite impressed with the way that the
Cape Education Department is open minded.

PARENT OF A 3ZRDP YEAR STUDENT

I don't know much about the University’'s education
department, but there seems to be a gap between what
is taught at university and what is expected at the
schools. They have a very set syllabus set out by the
CFPA and the teachers have to comply with that. I would
be sutrprised i+t at Cape Town University they waere
complying with Christain National Education srinciples
to fit in with the system at the schoaols. ESo tnere
seems to be a bit gf a praoblem in that thev ars aiming
in different directions. This would creare procblems
with teachers gaing into the schools with sliantly more
progreassive ideas than what could be expected by the
authaorities.
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THE ISSUE OF TRAINING OF TERTIARY LEVEL MUSIC TEACHERS
("LECTURERS") (F7)

15T YEAR STUDENT

I dont actually know how one gets to he a lecturer. I
suppose most of the lecturers have done a2 lot of
travelling and had a lot of experience in the
prafessicnal music world. I'm not sure whether just
being a good performer is enough for being a good
lecturer. They should be able (o communicate well and
know exactly what they want and how to get it accross.
Many unsuccesstful pertormers resort to teaching and as
tarr I am concerned many of these cannox teacn. I thirk
that at College the piano teachers are generally gocod
but I'm not sure whether some of the lecturers are
qualified.

2ND YEAR STUDENT

I¥ one wants to lecture I would suggest that one would have
a minimum of an honours degree or mavbhe a masters
degree. These lecturers would possibly benefit by
having education training but I don’'t think it is
essential. The difference between scheool teachsrs and
lecturers is that school teachers have to sepoon—+eed
the children and lecturers can expect the students to
do a lot for themselves.

2ND YEAR STUDENMNT

I would say that lecturers learn to teach throuah
exparience. It depends on the individual. It is also
up to the employver to demand whatever qualitications
are necessary for the post. I think that lecrturers
should be emploved on the basis of abiliftv. enperiancs
and knoawledge rather than qualifications such as
doctorates.

2ND YEAR STUDENT -

I+ school teachers are expected to have teaching
qualifications then why should lecturers not? [ think
that lecturers should be trained in professicnal
communication skills....including blackboard skills and
volice projection. Lecturers zshould be more tolerant in



APFPENDIX IX — RESPONSES F — page 106

their relationships to students. They could also be
trained in involving the students in the learning
process and treating them on & more equitable level.

IRD YEAR STUDENT

I think that the lecturers at College are well guaiified to
teach. It is a different type and level of teaching to
that of school teaching. At school there is a broad
spectrum of things to teach, but at University the
teachers are specialists. and teach specialised areas.
I subscribe ta the idea that if someone is a specialist
in a field, they should be qualified to teach that
subject.

4TH YEAR STUDENT

The whole point is "are they trained?". Most of them are
promated out of their level of efficiency. If they are
“good at" Harmony or History it is assumed that they
are good at teaching. This is not so. At College they
are untrained. By coincidence thay might have a
teaching certificate. There i1g a Teaching Msthods Unit
but no-one can discover what it is they are busy with.
We have atrocious teaching and very good teaching among
our lecturers and often those atrocious teachers are
the ones with teaching qualifications. Often lecturers
are tao bright...they have forgotten how it is to have
struggled to deal with certain problems and what it
takes to teach at this level. The lecturers must
bridge the gap between Christian National Education and
the realities of research and true learning. Lecturers
do not necessarily have to have "qualifications":
rather an in—service training srogramme utilising a
unit such as the teaching metnods unit, I+ the TMU ars=
not coring theyv need to be expanded. This is
particularly valid in terms af the rising number of
black students that are com:ing t9Q university and
becauzse of the shocking level at which most black
peocple are taught at school level it cannot be expected
that they are fully equipped %o cope with the rigours
of a university education. This is where improved
teaching has to come into it. The lecturers should
have some sort of "education” education such a= to have
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short courses once a year or twice a year to learn
about effective teaching.

4TH YEAR STUDENT

I think the lecturers and the practical teachers at College
are all excellent. The gap between the type of
learning at schools and at university warrants a
different type of teaching, and I think our lecturers
gdo well, even without formal qualifications. It is
not important to have these qualifications; they ali
have a 1ot of experience, and have generally entered
the profession before it was important to have the
"piece of paper’” to show that they were gqualitied, and
learned by superience. I think that if someone wanted
to become a lecturer ar teacner here now, I woulild
recommend that they did some sort of training in
teaching. The teaching is never quite what it can be,
but I think they do well here.

DEBCTORAL STUDENT

I don't think it is absolutely necessary. Specialisation is
important, but it is a tricky area...teachers should
be used in teaching their particular subject and
specialist area. Invariably one has to do a little
more than what is in one’s specialist area, but should
concentrate on that pne special aspect.

FULEL-TIME ACADEMIC STAFF MEMBER

There isn’'t any room for that at the moment. 1 think it is
essential that lecturers learn to lecture...teach...I
hate the word "lecture“"...I think that we all need to
look at this, but the problem is time. There are many
areas which we could 2xplore. The situation ners ar
Coll=eqe varies from cocne pverson o another. dulte ofcen
students are very good yard-sticks of the success of
lecturers.

No lecturers have formal teacher ftraining. [ have mixed
feelings about that because if students who study
through UNISA who naver have lecturers cope witn
self-discovery through books - and 1 feel that those
students end up as better graduates tham ocur own - thney
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are taught here in the way of high school. I+ they
were guaided through or lead through self discovery that
would help.

The issue is how teaching should take place at tertiary
leval, not so much that of how qualified the iecturers
are to teach, but I think that methodological skills
are necessary even to get people to learn from baoaoks,
so I'm not saying that there is no place for the
lecturers; I think the place of the lecturet+t is for
students to come to him with problems, which we will
have more and more of as we admit more black and
coloured and underprivileged students.

About setting up actual courses in "being a tertiary
educator”, there is a lot of space for that. I wonder
if we are not moving too close towards "babying®
(sppnon—feeding). The University has been throwing
pearls to the swine and I'm sure that if vou go to
Oxford or Cambridge one would find that there is a lot
of onus put onto the students to keep up and the onus
is put on the lecturer to do research to be productive
and to contribute to a general body of knowledge and to
the community in general.

PARENT OF A 3IRD YEAR STUDENT

I don't feel that it is justified that most lecturers at
College are not gqualified teachers, or have no formal
"education” training. I would like to know how they
got there. There must be a selection panel at the
university and a period of probation for three years
that bad teachers could be weeded out. I would think
that a balance bhetween qooo "academics" ana sooa
*teachers” in an inst:iturtion like Collsge would b2
ideal.
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THE ISSUE OF THE PRESENTATION OF TEACHING SKILLS TO PREPARE
THE STUDENT TEACHER FDR THE PRALCTICAL TASK AT HAND

(Fa)

13T YEAR STUDENT

That is wvery important. We have had a bit of this at
College and I think that later on we will be doing more
et it. I think this is wvery important....one must know
how to communicate and even use a bit of acting in
one’'s teaching.

ZND YEAR STUDRENT

I would say that in Teaching Method we are given sufficient
of this but not in the line of Music Education. The
musical skills are more important than these teaching
skills for a&a good teacher of music.

ZND YEAR STUDENT

I still think that musical skills are more important than
teaching skills. 1t also depends on who the lecturers
are who are giving the courses in teaching skills. The
teachers must be committed to what they teach. At
College we do not get courses in this althouah it is
put accross subtly. Teaching skills are i1mportant to a
certain extent, but not at the expense ot musical
skills. It is something that can be develored througn
cbservation and experience. The danger of such a
course would be that when it would be examined the
students would be expected to do things that thev may
not find natural or do things that they feel are
natural and effective that are not agreed with by the
2xaminers. If it were to be i1ntroduced it should not
be examinable. We should not be “"told how to t=acn’.
No—-one can tell anvone else how to teach. individuals
must develor their own styles and methods.

2ND YEAR STUDENT

We are given "teaching skills" and I think that wa will be
doing more af it later in the course. It is important
to learn how to relate to children of various ages.
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IRD YEAR STULDENT

One needs both musical skills and teaching skills - 1 think
one needs more musical skills than teaching skills. It
iz not as important as the musical side. It is very
difficult to teach people teaching skills., A way of
deing this would be by presenting a model and then
discussing the merits, etc of that model and let the
students learn to develop their own methods from that.

4TH YEAR STUDENT
I think that teaching skills are more important than mpusical

skills. One can teach without having "subject
content"....one can teach things that one does nof know
now to do. A good teacher can tz2ach anything sven i+
they have the hand-beook in their hand. So teaching
skills are paramount. 0Often teachers who have
struggled with things make the best teachers. Geood
musicians who atre born with natural abilities and have
never had to come to ferms with the problems of
acquiring skills or understanding will not understand
the prublemsﬂaf teaching those things as readily as
someone who has battled. The "expert" is often the
worst teacher.

4TH YEAR STUDENT

I think that the most important thing is that there must be
a balance between the two skill areas. You must have
the musical understanding and the skills to get vour
message accross. Without one the other 1s useless.

DOCTORAL STUDENT
fgain this should be the duty of the specialists in
aducation and not the musicians.

FULL-TIME ACADEMIC S5TAFF MEMBER

I touched on that earlier...it must be done eracrtically and
some thought has to go into it to make it meaningrul to
the students. Although students want models [ prefer
not to give them models, and this worries me bscause
they end ur feeling that they don’t have much to grase
onto. They don’'t see that the practical experience
that they bave is more valuable than that. They think
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that they have only been “stirring the pat and not
tasting the food". The important thing is that the way
I present these skills is not as successful as I would
like it to be and I am trying to find out why it is
like this. ’

PARENT OF & 3IRD YEAR STUDENT

I feel that the emphasis should be on the development of
teaching skills rather than that of musical skills.
The same principle would aprly when the “top" academics
are called to teach at University level ~ that does not
mean that they are good teachers.

THE ISSUE OF THE EXPENSE OF TRAINING TEACHERS. (F10)

1ST YEAR STUDENT

I don't really think it is a problem because we are paving
fees and 1 think that these fees should cover the costs
of doing these courses.

Z2ND YEAR STUDENT

The training of musicians is generally expensive because 1f
ong wants good teachers {and those are on a one-to-one
basis) that is expensive.

ZND YEAR STUDENT

There is expense on the perscnal side...if you haven’'t got a
bursary. 1t can be expensive for students. 1 couldn’t
comment on the expense from the point of view of the
College. I suppose it is subsidised to a great extent.
The training of teachers does not necessarily have to
be expensive, buf it can be. I+ the state cut vack
the stugents woulg have to bear %the brunt of the

/ financial side when the fees go up.

2ND YEAR STUDENT

I don‘t think it is a major expense. The state benefits
from the training of teachers so the costs are
Justified. 1 don’'t think the College has a serious
financial problem when it comes to training teacners,
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3RD YEAR STUDENT

Everything is expensive. I can’'t really answer that. I
don’t see that it should be any more expensive than
teaching teachers in any other field. 1I°'m not sure of
what is needed expense-wise, so I can’'t really answer
that question.

4TH YEAR STUDENT

I don't know. I don't think that there is anything that
civilisation could better use it’'s money for. In terms
of detfence and other expenditure I don’'t think the
bﬁdget for education becomes near to where it should
be. It should be regarded as being a national
investment.

4TH YEAR STUDENT

I think the training of music teachers and of musicians in
general is a very expensive thing because of the
individual attention that everyone gets in lessons.
This costs money. Pianos are very expensive and so is
other equipment.

FULL-TIME ACADEMIC STAFF MEMBER

The thing that worries me is that it is made too easy to
become a teacher begause everything is paid for by the
government, and I think that we end up getting peocple
that we shouldn’'t because the sifting process is not
severe enough or informed enough. I would rather have a
small group of pepople of a higher standard. FPegople who
are not going to be good teachers are a waste of monevy
and 1 think that money is being wasted in this wav.
Selection procedures need to be refined bscause thevy
have a direct bearing on this.

I should think of the budget more. Training of teachers is
expensive because of the time factor. Supervision of
students’ teaching in the schoels is one very time
consuming thing. It 1s an expensive business from a
point of view ot time. I still think that one can
teach "in a toilet" —- as it were — it's the time that
is expensive. The area that vou do need 1= a good
library. The College is lacking in this area.
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RESPDNSES TO KEY-ISSUE G — CAREER PROSPECTS IN MUSIC IN
SO0UTH_AFRICA

THE EXTENT TO WHICH STUDENTS ARE AWARE OF CAREER
POSSIBILITIES (G1)

18T YEAR STUDENT

I think people who have given it some thought realise the
limitations in careers open to them, but there are
people at Colleqe who are there bhecause there i3
nothing else they can do. Those peorle are not aware
a+ the prospects. I would say that these
people are in the majority - they doc not know.

As far as 1 am concerned one could do the following things
with a degree in music:

-~ Concert Performer

— Teaching at Tertiary Level

— Teaching in other situations, like schools, etc.
= QOrchestral plaving

- teechnical side of things such as sound engineering
— cabaret, or night-club work

157 YEAR STUDENT

There are education students who have an idea...for the
rest...minimal awareness. Also the lecturers. People
seem to shy away from admitting that there are so few
career opportunities. We do not know what prospects

there are. .

Z2MD YEAR STUDENT

megarding orcnestral players it is a guestion of “close wvour
eyes and hope for the best”. Thnere 13 ne connection
between the College and it’'s curriculum {(which should
be the supplier of musicians to the orchestras) and the
orchestras themselves. BGenerally students are aware of
what they want to do whean théy get to the College,
otherwise they would not be here. For sxamele 14 a
student wanted to be a teacher they would make their
choice on the basis of the prospectus informaticn
gutlining the curriculum. The pianists mav not have
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the same awarensass...B0Y of them know that they are not
goinyg to be concert pianists...they do general courses,
so they do nat know where they are going. A lot of
them have to give up what they want to do and go into
other lines. The only places that you can get a job in
music other than being a performing musician is at the
SABC and the Performing Arts Councils and they are in
the process aof ¢closing down at the moment. I don't
think that the College addresses the problem of carser
possibilities in music. Many students come to the
College and they realise that their ideals will not be
met and have to change their career plans and the
Collegs does not play a role in this process. 1 +=al
that there should be strong linksz with outside
professional organisations that would give students the
opportunity to get involved. Why do the performing
arts councils not have cadetships for those who want to
be orchestral plavers? #Auditions are not even held for
these positions. The College does not provide the
necessary experience for orchestral players.

ZRD YEAR STUDENT

There are two things most students are aware of: teaching
and performing. Other things are doing
ethnomusicological research, working in the SABC
(brapadcasting). I don’t really know of ather things.
Awareness of possibilities is limited because the
emphasis at College is on who is a good performer and
who is not, and if you are not a good performer vou do
Education.

FOST-GRADUATE STUDENT

Students should be aware of what they want to do oe<ore
starting a course of studv. Most students are generallv
aware of these things from an early stage. This would
determine their direction of study. Some students’
needs and aspirations develop as they go along, When
I registered at the College I. was aware o+ the eoptions
that the College aoffered in terms of the prossectus.
But I did not know what it would entail,
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iist of careers: performing, *teaching, musicology or
ethnomusiceology, performing. The S5ABLC provide limited
employment for some people. There is a demand for
teachers and there is also a demand for pertorming
musicians. The College do not do enough to help peopilie
in choice of careers or providing students with
information or guidance in careers. The students would
benetit greatly from career counselling. The irelp that
the College give sg ftar is more of a supsartive role
than strassing the fact thet one is going to have to
find a Jjob.

FULL-TIME FRACTICAL TEACHIMG STAFF MEMBER

I think that this is one of the biggest problems when
students arrive...they are not sure what 1t is they
want to do. So many of them opt for the so—called
General BMus. This is all very well if they are
prepared to spend another year specialising, but about
P?L of them will end up as school teachers. The very
fact that they are not.prepared to do the Education
BMus means that they are gaing to be reluctant
teachers. This worries me. I think that students
should run career seminars with people in the
profession coming to talk to the students about
possibilities. The students usually come to Colleqge
with starry-eyed visions of beccﬁing performers and
they inevitably e&nd up teaching reluctantly because
they were unaware of the possibilities. Also schools
do not face up to the career issues realistically.

THE ISSUE OF OPPORTUNITIES FOR MUSICAL. CAREERS IN SOUTH
AFRICA (GZ3

FIRST-YEAR STUDENT

Education seems to be a rut many pecple fall into. HMany
pecple who cannot make enough money by, for instance
compasing, resort to things like teaching ano possibly
radio work. This takes up a lot of valuable time that
could be spent composing. There are not many
appartunities other than in teaching. I'm ngt sure
what one could do with a degree in music.
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Opportunities in performing are limited by students who
have been "overseas" ${o study and return and gobble up
all the opportunities.

FIRST-YEAR STUDENT

At the moment, I havn't really looked around. I believe
that one2 could get anvthing that you want to if vou try
hard enough. One can create opportunities i+ vou look
around and work at it. There is the issue of many
people I know who want to study music but have optied
for something more lucrative like Law or Medicine,
because they need security. They feel that there is no
security in music. One2 can never be sure, you must
just keep going and something will happen. I know I
will reach my objectives. & positive attitude is
vital.

SECOND—-YEAR STUDENT

In the orchestral field it is very limited. The competition
from abroad and the number of orchestras declining are
problems. As far as teaching is concerned the
oppaortunities are limited because preference is qiven
to young teachers who have had education bursaries and
they take up all the attractive posfts. Thnose without
the bursaries are discriminated against. #&s far as
other opportunities are concerned there are a few
administrative jobs and even within the SABC the
opportunities are very limited. Many sound engineers
have been retrenched because the studios are not
working much any more. [ am not aware of those in the
performing arts councils.

THIRD-YEAR STUDENT

There is a shartage of teachers. so there are manwv
opportunities there. For the rest there are not many
opportunities. In the orchestras one has to comperte
with people who come from overseas, and generallw
those people are better plavers than 54 musicians
hecause they have more drive and ambition.
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EX-STUDENT, MUSIC TEACHER

They are mainly in education. The College reallyvy only
prepares students for sducation as a career. 1t does
not prepare the student for anything else. The
opportunities in education are there, but in other
areas the opportunities are limited and have to be
souaht out. Examples of other types of careers are
Technical work at the SABC...sound engilneering and
recording. .. orchestra work, private teaching,
lecturing, playing in restaurants, but the private
teaching and restaurant work are not really career
opportunities but rather wavs af making extra monev.

FULlL ~TIME FRACTICAL TEACHING STAFF MEMBER

In fields such as Radia, 7TV, publishing, orchestral
management, music therapy, administrative work in
per+orming arts councils, programming and broadcasting
in the SABC, librarianship, church music, music
retailing, education at university or schools there
are gpportunities, although to what extent 1'm not
sure. It looks extensive on paper buf in reality it
is limited.

THE ISSUE OF GENERAL VERSUS SPECIFIC MUSICAL TRAINING (G3)

1ST YEAR STUDENT ’

It is impaortant to keep everything you do in perspective. A
balance of all that makes up a musician is the
impartant thing. So, neither general nor specific,
but rather it must depend on the aspirations and
prigrities of the individual students.

2ND YEAR STUDENT

The general courses at the College have fairly high
pertaormance requirements and the pertformers courses
have fairly high requirements in areas other than
performance. The standards of compefition for Jabs is
so high that the top people have to sacrifice certain
areas to achieve on their instrument. The training
should be centererd around what the student wants to
do...he should have the choice whether {o studyvy +tor a
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general education in music or towards a specific goal,
say, orchestral plaving. At College the education is
toc much on the genesral side and this is a strong point
but it does not help one to get a job.

SRD YEAR STUDENT

To be a musician vou must have a knowledge of many things.
I tend towards a general view ot education in music, I
de not beleive that being specific broadens cone's
knowledge sufficiently to be a musician. I think that
vou would be a poorer musician without a general
baclkground even if you are a very good performer. At
College the Education and Performers courses are too
specitic, Other areas suffer because of this
specialisation. I think at College the most fulfilling
course is the general course.

FOST-GRADUATE STUDENT

1 view a general course as a course for one’'s own gensral
education and interest. Feople who do the general
course leave their career options open for longer than
it one were doing something more speciftic. The person
who goes for either may lose out in the opposite
area...if an orchestral musician does a general course
then they would have to sacrifice the general gverview
and general knowledge in music and the one who goes for
the general coutrse may lose out en the high level of
skills required for a performing career and in botn
cases the student would have to decide which 1s more
important. I would recommend that +for someone who
wants to do something like being an orchestral musician
it is not really necessary to do a genesral training as
an orchestral musician would pick up the knowleagae as
they go through their professional life. The Collags
is a compromise =ituaion. It is neithe+r concentrating
on the specific aor the general.

FULL-TIME PRACTICAL TEARCHINMG STAFF ™ MEMBER

This depends on what the student wants to achieve
career—-wise. both have their places. It is a status
svmbol in South Africa to go to university. So it is
that that determines what people do rather than what



APFENDIX IX — RESPONSES G — page 119

connects them to theit career choice. It is dangetraus

to think that a degree or an sducation in music makes
for having a career...does Ashkenasi have an ARSM? So

it one has a specific qualification it does not mean
much.
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THE LIMITATIONS ON CAREERS IN MUSIC IN SOUTH AFRICA OWING TO
POLITICAL AND ECONOCMIC PROBLEMS (G4)

FIRST YEAR STUDENT

Economically it starts off with the students. Some students
don't have encugh money tao go to university and
therefore miss out on possibilities for careers in
music. Folitically...Il'm not sure.

FIRST-YEAR STUDENT

I think the political boyeott among international pertormers
hags not limited the career options but enhanced it.
Folitically, the performers from abroad will not
perform here treating openings for local artists who
may not necessarily have made it. Economically, I
dan’'t know, really.

SECOND~-YEAR STUDENT

The only positive aspect of the economy and political
situation being weak is that it drives the foreigners
ogut of the country and gives more locals the
oppartunity to get orchestral jobs. It causes a lot of
experts and specialist to leave the country so we are
losing goead players and good teachers. The orchestras
are also losing the chance of getting good
international soloists to attract audiences to the
concerts.

THIRD-YEAR STUDENT .

I think it does owe to both. To go overseas and study and
to be Scouth African means a big black mark against vour
name, paliticallyvy, and it is consequently hard to set
inta conservatories overseas., One genetrally needs o
have studied abroad to get a decent career here so it
is a problem. I don't really know much about economic
problems.

EX-STUDENT, SCHOOL MUSIC TEACHER

From the point of view of teaching there might be the
problem of white teachers wanting to teach in black
schools and that would be in a political sense verv
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difficult. From an economic point of view the first
places +or government cut—backs on expenditure in a
time of recession is education in the arts and the arts
in general. One would then find it more difficult to
get jobs. The limitations on careers in SA have
political roots from a cultural perspective. This
would be a social result of a politigal phenomenon in
that cultural iscglatedness is a problem in this
country.

FULL-TIME PRACTICAL TEACHING STAFF MEMEBER

It has to do with both. Economically: some teaching rosts
are being done away with. It seems that it iz cheaper
to run the music schools such as the Beau Soliel than
have music teachers in the schools. At university
posts are being +frozen. It is cheaper to broadcast an
Opera rather than to stage one. Politically: if one
looks at the status quo it is essential that you are
an Afrikaner to make something in the arts such as
opera or broadcasting. These things are government
subsidised.

OPPORTUNITIES IN THE ORCHESTRAL PROFESSIOM IN SOUTH AFRICA
(G5 '

FIRST-YEAR STUDENT

There are gpportunities here. There are leading orchestras
in this country that would accept any local plaver who
is good enough to play in that orchestra.

SECOND-YEAR STUDENT
Flease see response to previous sub—-issua

THIRD~-YEAR STUDENT
1 have already mentioned that thevy are limited because of

the competition overseas. Feosle +rom overseas have
been subject to a high level of competition. Also they
have been bought up to learn to fight for wnat tney get
whereas in this country things are a bit too =asv.

Also it is not that attractive for overseas musicians
to come and live and work in South Africa so
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opportunities are being created for local musicians,
but often they do not come up to scratch.

UDENT; SCHOOL MUSIC TEACHER

‘% know much about it although it dossn’t s=em to be
very open mainly because of the high stangards and the
sense of competitiveness. There also seems to be a
slow turn—over of players and that limits the numbers
of jobs available.

TIME PRACTICAL TEACHING STAFF-MEMEER

again I'm not sure about ocutside Cape Town. I like to
believe that there has been a deliberate attempt o use
South African musicians. There seem to be more locals

in the orchestra now, but this may be both political
and economic because the plavers from abroad are not

getting attractgd here. Younger players may come and
live "dangerously” for a while. But in gensral they

are not being attracted.

THE EFFECT THAT THE RELATIONSHIFP BETWEEN A TEACHER AND

15T Y
Theres

STUDENT MAY HAVE ON THE CAREER OF THAT STUDENT (3567

EAR STUDENT

is an immense influence on this. Firstly the wav the
teachers teach the students...treating the student witn
respect and developing the student’'s strengths 1s one
way. The other i1s by crushing the students ideals or
by not being realistic about what the student is
capable of doing and trying to make the student bne
something that they would not be very good at for the
sake of the teacher’'s reputation, and their taking
credit for what the student achieves. Students have to
Have individuality and talent otherwise they would not
achieve the things that teachers take credit for. One
alwavs has to have a good working relationshiep to
foster develogpment. The teachers must share their
experience and knowladge on carser praspects.
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1ST YEAR STUDENT

A very great etfect, I have always had teachers who are
very concerned and supportive, making me feel
worthwhile, and spurring me on to do better things.
There are other teachers who do not show the same
amount af support, and as a result students could
feel that they are "one of a crowd"; no-one special,
and I think that has an effect on one’'s confidence o
get somewhere.

ZND YEAR STUDENT

It depends on the individual teachers. The teacher must be
concerned with the career of the student and give
guidelines to the student. A teachesr zan make or break
a student and they should be sensitive to the students”
problems. They should also be "public-relations
officers’ for the outside professional world. I think
in general that the staff at the College are ignoring
this issue. I have had a limited esperience of
individual teachers mentioning this issus to me
personally, but in general I think it needs to be
looked at more closely.

3RD YEAR STUDENT

I+ the teacher 1is encouraging and with you all the wayv by
taking a great interest it can really affect one’'s
pragress and therefore one’s careser. In my experience
if a teacher is not interested and not giving any
encouragement it can be destroying, even if vou are
very good. I think it is essential that teachers
should give moral suppart and understanding to have a
positive effect on one’'s career.

A-STUDENT: SCHOOL MUSIC TEACHER

The attitude of the teacher would play a role in this. The
teacher should find out what the real strengths of the
student are and send them in that direction. I +ound
at the College the attitude of "music
~for—its—~own—-sake" rather than encouragement in
thinking of careers. The exception is in the
educational course where +rom day one one is gearsd
towards education in the schools. It may not pe the
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view of the staff that the function of a universitvy iz
to deal with careers of the students although there are
career guldance counsellors. 1 think that some sort of
caraer direction should be built into the cur+iculum as
a whole and this should be nurtured by the teachetrs.
This would save a lot of confusion and frustration on
behal+f of the students.

The Faculty of Education had the purpose of moulding ths
prospactive students into fitting into the school
situaticn. I was not very happy about being moulded in
that sense although I felt that they did a good joo of
preparing us for the new situation. The criticism I
have 1s that they do not show vou how to love teaching.
It was based very much on the continuous asszessment of
students in an attempt to give the student feedback on
how they it inte the t=aching situation. 1 feel that
i¥ they did not mould the students they would not be
able to fit into the system of education. They are
doing this to fit one into a prescribed
situation...codes of behaviour, things you are allowed
to say and things you are not allowed to sav. I think
that a teacher should be able to relate what he is
doing to the larger social and political situation and
perhaps teachers should have more fre=sdom. In this way
the teachers at the Faculty of Education do have an
seffect on the students and the way they carry out their
career, but not so much in making the choice of
caresr. They are perpetuating a situation whiech is
morally suspect, but the choice i1s still up to the
student. )

FULL~-TIME PRACTICAL TEALCHING STAFF MEMBER

On many occasions 1 have been able to create orportunities
for my students and this is a positive way that
teachers atfect the careerg aof their students.
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THE ISSUE OF WHETHER THE TRAINING OF PROFESSIONAL MUSICIANS
AT THE SACM IS EQUIPPING THE GRADUATES TO COPE WITH THE
PROFESSION (G7)

15T YEAR STUDENT

The BMus ED and the Librarians courses do "gqualify® one to
do things but this does not necessarily mean that the
students are actually equipped to do the job. EBeing
qualified does not necessarily mean tceing eguipped.

18T YEAR STUDENT

Yoes, I think so. There are other departments in the
country that probably dont, bBut the Collsge seems to.
By looking at the standard of som2 of the +fourth-vear
students I know the standard is high, and they are
being equipped adequately.

ZND YEAR STUDENT

The Caollege only really specialises in three fields:
teaching, opera and soloists. In the teaching side I
feel that they are well equipped as well as in opera
and to a limited extent the soloists (if they are cut
out to be soloists) will be fairly well equipped. But
in other areas there needs something to be done. As
far as orchestral playing is concerned nothing is done
ta prepare the prospective orchestral musician to cope.
They do not give the student the opportunity to get
experience. [ cannot understand why a music school
like this has no interest in orchestral plaving. Thev
have a massive piano and opera department and nothing
in orchestral plaving. They should do a lot to i1mprove
this. The Caollege needs someone in the form of a gocd
tzacher to atfract students., Especislly i1n the higher
strings....the backbone of the orchestra.

ZRD YEAR STUDENT

In the Education side the people they are turning out are
very badly equipped..for instance there are piano
teachers going out into the schools who cannot plavy the
lymns for assemblv. The emphasis is more on the
teaching in singing classes and this is not fulfilling
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their duty as musirians teaching music. They have
teaching skills and not musical skills. 1In the
perfarming side very few are leaving equipped fo coere
with a performing career. Another reason for this is
that there are not that many opportunities in the
pertorming profession.

FULL-TIME PRACTICAL TEACHING STAFF MEMBER

Yes I think that it is. The teaching is good nere. There
is a problem in the students with lack of motivasion
and direction as to knowing what they want to do.
Students must equip themselves to a large extent. LGood
students will be gocd wherever they are.

THE ISSUE OF CAREER OPPORTUNITIES FOR PIANISTS (58}

FIRST-YEAR STUDENT
Concert pianist, accompanist, chamber music, repetiteur
work.

FIRST-YEAR STUDENT
List of careers:

- concert pianist

-~ teaching in schools or university
— playing background music

- recording artist

SECOND YEAR STUDENT )

I am not sure...either to have a concert career or to be a
muisic teacher. The College seem to be providing the
right training for these caresers.There are sice-line
things like accomranving and elaving for nallet but
they are not really careers. In any case the College
are not addressing these things.

THIRD-YEAR STUDENT .

Fenple say that there is no opportunity. I think that one
could Jjoin an opera company as a repetiteur. Also the
concert pianist, although one has to teach even if you
are a successful performer. Accompanying, too.
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EX-STUDENT, SCHOOL MUSIC TEACHER
Teaching...or go abroad te study...1it is a very limited
field.

FULL-TIME PRACTICAL TEACHING STAFF MEMBER

FPiano teachers, accompanists, orchestral pilanists.
repetiteurs, ballet pianists, performing. Feople
must face the fact that opportunities are limited.

THE EFFECT THAT THE AVAILABILITY OF FUNDS FROM EDUCATION
DEPARTMENTS HAS ON CAREERS FOR MUSICIANS IN SOUTH
AFRICA (69

SECOMD-YEAR STUDENT

Feople who are underprivileged are limited bv these
bursaries to have to follow careers in education rathes
than in other areas that they may be interested in.

EX-STUDENT, MUSIC TEACHER

It has a mast protfound influence. I wanted to do performing
and if I had been able to fund it myself and decided to
g into teaching later on that would have felt better.
With the department funding it one feels bound to
making a career choice based on necessity rather than
real choice. With many students this must be the case
as money is in very short supply for "doing what vou
want to do".

FIRST-YEAR STUDENT

1 think that there is a problem with this. Students who
don’t have the money to study are forced into doing
education i+ they want to study music because there is
no gther wayvy of funding their studies.

FULL-TIME PRACTICAL TEACHING STAFF MEMBER

I'm not sure what the situation is. There are private
foundations that provide funds. 1 think the Education
Departments giving aid to students in return for
services in the department amounts to "selling ona’'s
soul" often, especially for peor students. bBut to he
fair, the amount of time that one has te spenc
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teaching for the department is not excessive, s0 it is
a way to de something if vou deo net have the means.

THIRD-YEAR STUDENT

The CPA give bursaries for people wanting to study music
education. If you want to study anvihing else but
education there are limited funds available.

FIRST-YEAGR STUDRENT

I think that it does have an effect. I have a good friend
who is doing everything in her power to give up her
bursary, because she wants o be a performer, but
can't aftford it. She HAS to do Education, it has
bacome an obligation. They are affecting peoplis’s
ability to make choices.
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RESPONSES TO KEY-ISSUE — H - THE TRAINING OF CRCHESTRAL
MUSICIANS

THE ISSUE OF WHETHER THERE IS5 ENOUGH EMPHASIS ON THE
TRAINING OF ORCHESTRAL MUSICIANS AS COMPARED TO
PIANISTS AT AN INSTITUTION (H1Y

FIRST-YEAR STUDENT

At the College everyone has to study the piano even 1f they
have not played the piano before. There is quite an
emphasis on the piano. I think that studying the pianco
has advantages in that one can visvalise., +or example,
part movement, etc, but it shnould net inter+sre.

EX-STUDENT; ORCHESTRAL FLAYER

Mo, there is not. I don’'t think it is entirely the fauit of
the Colleqe, but that there are not enough children in
the schools who are interested in orchestral
instruments. This is because there are only piano
teachers in the schopls. A lot of peaple get to
College having done piano, and if they are interested
in orchestral instruments at that stage, thev do not
have the courage to start then., If the school
authorities made the effort to expose the children at
the schools to orchestral instuments, it would help.
There are naot engugh people who are intrested enough in
orchestral studies at College to justify a course in
it.

EX-STUDENT; ORCHESTRAL FLAYER

Definitely not. 1 see the lack of emphasis on sorchestral
training as comparsd t$to that of the piano as a problem
at the Colisge. &l%though I inv2ndea ftoc be an
orchestral musician, I received virtually no tuition
whatsoever as an archestral musician at the College.
We had rather erratic rehearsals of the orcnestra
preparing one or two programmes a yeaar. They are
producing pianists who become piano teachers producing
a cycle of more and more pilanists. Surely people would
be interested in the life of an orchestral musician and
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the country needs orchestral musicians more than they
need pianists.

The Cpllege dop not keep the needs of the country in mind.
They seem to be mainly concerned to acquire very good
pianag lecturers and making no sffort to acquire
orchestral teachers or laying down guidelines +for
future orchestral musicians. I think the reasons {or
this are that it has not really occurred to the Lolleas
exactly what it takes to train an orchestral
musician....such as the experience of ensemble through
chamber music. Only when I started playing
ptraofessionally with the 750 did I realise this. The
coaching we had for ensemble at the College did not
give us the opportunity to i123rn guidelines and
techniques for playing ensemble...it was more a
Suestion of hacking through pieces and getting the
notes right; producing a "fairly reasonable
performance at the end".

I think, to sum up, that the ignorance of these aspects in
the staff at the College is the problem. They do not
seem to have the necessary training themselves. 1
suggest that a course be run by someone who is
qualified in terms of orchestral training and playing.
filso the College has the problem of not having enough
decent string plavers to form a core for a student
orchestra, and the reason for tnhnis 1s that they do not
have the string teachers. All the instrumentalists
would benefit from a string teacher of Eome note. Also
in the 7 years I spent at the College I was only
required to play two orchestral excerepts, No one sver
realised +the probability o+ mv being an orchestrail
musician.

EX-STULENT; ORCHESTRAL FLAYER

At College there is a far greater smphasis on kevboard
studies. There are very {few students who emerge as
fully equipped orchestral musicians. The College does
not provide experience +or student orchestral
musicians. This has historically been a problem at
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the Eollege. CEomehow they have nevar been able to
attract string players. Some previous teachers have
managed to a limited extent. The treason I think that
governs why this is sg, 1is that the piano department
and the apera department have staff that attract the
students and this has lacked in the string department.
There is no shortage of prospective students. The
number of children who are crowding to study stringed
instruments is remarkable. The Beau Slosil school has.

for example a long waiting list, and there just are
not enough teachstrs to teach these children. They
seem to be attracted to go to Stellenbosch as there is
an attractive situation there. Many pegaple

historically do not have the respect for the orchestral
staff at the College as they do for those at
Stellenbosch ar gther places.

EX-STUDENT; DRLCHESTRAL FLAYER

In my class at College, percentage-wise, there were about
two people who were orchestral musicians and -about
twenty pianists. This makes it very difficult for the
College to cater for the non—-pianists. The emphasis
was on the piano, and you had to be able to play the
piano to cope. The problem is because of the number of
pianists the College have to cater for. This goes back
to the schools. They only teach piano in the schools,
and they create a viciocus circle — a whole lot of
pianists graduate and go into the schoals to teach and
praoduce pianists for the Callege‘tn train to senag to
the schools. There is no orchestral instrument
teaching in the schools. I found that at College we
had to spend a 1ot of time doing things that were not
reallv related to our instruments (the non-pianists):

also academic things - such as writing fugues -~ tnacs
were taking up valuable time that could be spent on
practising.

FPART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

Deftinitely not. The training of orchestral musicians 13 not
at all understood by the people involved at the
College. This is in terms of the syllabus anag the
lack of wunderstanding of what it entails to train these
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people. A% College the emphasis is on the theoretical
subp jects. Although musical theory is important, the
other campus subjects are a waste of time. Theyv
interfere with the essential things like finding time
to put ensembles together and do chambet+ music. To do
this typs= of program one needs all instruments, so
this is the problem in emphasis, not so much the
pianct. The training of piano is good here and 1 would
not criticige it. The svllabus and the examinations
are wvery muth geared to pianists because they are the
strongest department. They overpower ths other areas.
The leading pecple are the pianists and thev dictate
how the exams should be. This gives the institution
the emphasis on the piann. Alseo the image of the
profession is the problem. Often the clever people are
the ones whoa become orchestral players and in this
country those people go for more lucrative srofessions.

PART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

Up until very recently there has been too much emphasis on
the training of pianists. It is very evident by the
very low standard of the UCT Symphony Orchestra. This
orchestra has to import playvers from Beau Saleil and
even the younger players from CAPAB just to continue
it's very existence. There have never been brass
players at College until Sean Kierman came to College.
I think there is the added probliem in that students do
not really see a future in the orchestral profession.
My asking a prospective student of percussion what he
though he would be doing in four years time scared him
off — he is now studying Social Sciences. I think if 1
hadn 't asked him what his plans were. he would have
made a veary good. keen student.

The improvement in the situati&h I mentioned at College has
to do with the teachers who are teaching at Colleqgs at
the moment, and I suspect that the newly appointea
Dean will do good things, top. One has to +ind a
highly— thought—- of teacher to attract gocd kev
students to fill an orchestral programme.
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PART-TIME TEACHER OF DRCHESTRAL INSTRUMENT

From my experience there seems to be more emphasis on the
piano department. The reason for this seems to be the
availablity of students — more students who are
interested in the pianc than in other areas enrol at
the College. The piano teachers at Collegse may do
recruitment in the schoels and this increases the
numbers af pianists. There should be a better balance
with the instrumental teachers going out to the schools
to help build instrumental programmes and snsembles.

THE ISSUE OF DIPLOMAS IN ORCHESTRAL PLAYING AND CONDUCTING
(H2)

FIRST—YEAR STUDENT

I don't think that the choice of things one can do here is
very wide. To do a course in orchestral playing would
be a good thing. I'm not sure why they don’'t offer
these courses,..fFerhaps because they mav think that too
few pecple that would do them. I think that the
College only offer what they think people will go for
and I think this is wrong. Conducting applies, too.
One should be able to concentrate on one thing...like
if you want to be a conductor you should be able %o
specialise in that thing that you are good at.

EX-STUDENT; ORCHESTRAL FLAYER

That would be a good idea. [ think that making the schools
aware that there is a course such as this at the
University is important. It should be advertised.
There should be enough people who are interestad in
this., There is a bit nof a problem with the snobishness

. attached to degrses as opposed to diplomas., I+ you

want to play in an orchesira a degree would be of no
use — orchestras are just interested in auditions. I+
people are concerned with having degrees, then one
could perhaps to any degree course which shoulg include
enough in chamber music and orchestral excerpts, and
other related things that would be wvaluable for
orchestral musicians. I think that orchestral training
could be part of your private lessons.
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EX-STUDENT; ORCHESTRAL FLAYER

People who want to become orchestral musicians should be
given the opportunity to do actual courses in this
field and be evaluated as such. If ane is at
university the activities that yvou do that are not
avaluated and marked do not get the same attention as
those that are. So orchestral studies that are not
part of a fixed curriculum working towards a diploma aor
degres are a wasits of time. Learning to be a soloist,
which is what the College advocates, is such a
different approach to plaving one’'s instrument with
many other people at once. I can’'t think of reasons
why there are not any courses....mavbe the staf+ ars
too apathetic to introduce new courses.

EX-STUDENTs ORCHESTRAL FLAYER

Offering these diplomas would be a good thing because there
are many players who do not want to betome soloists and
many do not bhave the temparament to be soloists. The
choice should be there. There might be a problem with
the College offering diplomas whereas students are more
interested in degrees as degrees have a higher status
value.

EX-STUDENT; ORCHESTRAL FLAYER

I don't know whether it would work because of the small
numbers of students at College. Alsao, everybody wants
a proper degree, they don’'t want just a diploma. I
think this is so that they can teach if they have to.
A diploma is frowned upon because it is not a proper
deqree; people attach a lot of importance to dearess,
a&lso teaching in the government schcools without a
degrge means a lower salary Yhan i+ vou have one,
There is also a stigma attached to diplomas. FPeorle
look down on those who have diplomas and not dearees.
Orchestral playing is a matter of plaving in an
orchestras; there is no other wav.

PART-TIME TEACHER OF ORCHESTRAL INSTRUMENT
This particular respondent responded to this issue ov
handing me a complete proposal far an orcnestral
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diploma designed for the SACM. {(This proposal can be
found in Appendix XII).

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

To my way of thinking, if someone came to me and asked to
be given the training to become an orcnestral player,
I would suggest the BEMus Fractical. I wouldn‘t
necessarily need to call it an orchestral diploma. The
teachers involved must cover the necessary repertaire
and technique to erepare students for the orchesiral
profession.

As far as introducing .a diploma course - this would
comprise the BMus practical course with much less
academic work. I think that probably more pesople would
apply to do this course. There are many people out
there who are scared to apply to come to Colleae
because of the high academic requirements.

FART-TIME TEACHER QF ORCHESTRAL INSTRUMENT

It sounds like one is looking at the comparison between the
general university type training and that of the
canservatory. I think that the universities should be
providing orchestral training. I would offer an
orchestral course in a university in which a conductor
would read through important repertoire with all the
students present:; even if there are ten flutes and not
enough strings. They could play each other's parts.
etc. This is for the repertoire and for the reading
skills, and giving them experience of the symphonic
literature and in playing in ensembles. The other
important thing is for evervone to play i1n s=mall
ensembles. too.
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THE ISSUE OF THE STANDARD AND CONTENT OF STRING SYLLABI
{H3)

FIRST-YEAR STUDENT
I don't know about this. It seems that the emphasis on the
piano interferes with the standards of string plavers.

EX-STUDENT; ORCHESTRAL FLAYER

I didn’'t know that there was a syllabus - there were sc few
students. The syliabus is probably alright, but it is
a case of how they cover it. If you get 3 brillirant
student, it would not matter what the syllanus is
like, it would matter if it were well taught.
Depending on the teacher, ane may or may not have to
do orchestral excetrpts. I think that this goes back
again to the number of students studvying stringed
instruments, which takes me back to the point about
the schools. There is no competitiveness for getting
into College - if you come to College they say
"Thank-you for toming". The standard would be higher
if there was a sense of competition.

EX-STUDENT; ORCHESTRAL. FPLAYER

The only thing that the syllabus at College entailed was
that we did one technical test per year. I think for
exam purposes that one test a vear sufficed ~ one
could have had more informal technical tests in the
year. The point is that one should constantiy be
doing technical work — from week to week. The content
of the syllabus was a problem, we could have had to do
more studies, etc. As +ar as studies and pieces were
concerned, we had a svilabus. but it was not carrieag
our very well., As far as standaras go. 1% is
difficult: the students start at College at such
diverse levals. If one goes into a major conservatory
overseas, L1t is very difficult to get in. At LCollege
it is very easvy. It is a problem of =ertting stanaards
to meet with what you've got. I think it 15 mainly
berause there is no competition. Competition is
something that improves stangards by being in close
contact with other students and basing vour nmlaying on
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the hetter students. One cannot set standaras
artificially, the standards bave to relate to the
people involved. For example, in the piano department
the people are there, and the competition is there,

=0 the standards can be raised.

EX-STUDENT: ORCHESTRAL FLAYER

I‘'m not really qualified to say anvthing about string
syllabi. The college, 1 know, do not do much about
strings in general. As far as anv orchesttral svllabi
are concerned I think that technical tests should be
much more frequent, of a higher standard and more
smphasised. Students should have to prove their
technical ability. The incentive o go these things
should also come +rom a rigidly structured syllabus and
exam marking systam. There should be a areater
emphasis on orchestral repertoire and one should even
have to do certain sxcerpts by memory. These are the
tools of yvour trade and as an auditiening musician this
is what will be required. Alsc the point about
ensemble playing I made earlisr. Actual coaching in
ensemble is important.

EX-STUDENT3; ORCHESTRAL FLAYER

The Ccollege does not expect as strict and rigorous a
grounding in the string ethic as is necessary.
Pianists at the College have rigourcus technical tests
but not the violinists. There is not enough emphasis,
as I have said, on the technical standard at the
College. In comparison with those who have come from
other departments such as Pretoria the standards are
definitely low.

FART-TIME TEACHER OF DRCHESTVRAL INSTRUMENT

I don't know enough about the string syllabus but the
problem is that they do not play enoush in grouss. The
College does not seem to turn out results thatrt are
worthy of a college. The thing about strings is thav
the syllabus content is very similar 1n the violin and
the other string players. Most string plavers come to
College with a reascnable amount of backaround anag
there is no reason wny they should not i1mpraove
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sufficiently in the standard of playing to join
orchestras.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT
I can‘t say that I have come in touch with this at all. I
would rather not comment.

THE ISSUE OF THE LEVEL OF STRING TEACHING IN SOUTH AFRICA
(Ha)

FIRST—-YEAR STUDENT
I don’t really know about string teaching.

EX-STUDENT; ORCHESTRAL FLAYER

It is not only the string teaching, but all orchestral
teaching. 0One must go back to the roots...school
children should be exposed to music at an early age,
and teaching young children solfegs would he useful.
Sport should not be the overriding activity at the
school level. One needs to find a pool of inter=sted

children to draw on. Then the children should be given

a very sound basic technique. To upgrade teaching in
general I feel that more gmphasis should be placed on
technique. Any number of pecple are talented but this
talent needs to be chanelled into disciplined work in
technique. Maybe more master—-classes would bring the
teachers into the open...pecgple would then see what
they are doing. They would need to upgrade their

standards if they were more exposed. Also teachers are

generally not regarded as having sufficient status in
society. This is a problem.

EX-STUDENT; ORCRESTRAL PLAYER

I don"t really know. It seems to be not so good in Cape
Town but better in Stellenbosch. Not beina a string
player it is difficult to tell.
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EX-STUDENT:; ORCHESTRAL PLAYER

The problem in string training cannot be asigned to only the
standard of string teaching. There are many sides to
the problem. There is a problem with students. The
teachers and teaching can be pushed only so far, bHut
the students are how they are.

The lack of good string pléyers being produced is to do with
a vicious circle — we don't have enough wviolinists who
graguate to go out and teach and produce more
vialinists.

There is alsoc the idea that the College has of having to
find a good teacher to attract students, bur vou wiil
naver draw a good teacher i+ there are no students.

Une has to start at the pre-primary level in schoals to fix
this problem of a lack of good string playes.

PART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

I think that the standard differs very much between
teachers. Some teachers seem to gxtremely good at
putting out gopnd students and others have been less
sucecessful., It is hard for me to say why I think this
is the case.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

At College they spent a 1ot of money on a teacher who has
now left. He was not of the artist level that the
College requires. I think generally the levels are
good, but it is a question of the individual teacher.
It 15 also a case of young people being realistic about
being musicians — they would preter €0 2arn more noney
by being accountantsz, lLawyers cor snginesrs. LT nas =z
do with other factors — not just the teaching.
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THE VALIDITY DF DRCHESTRAL EXCERPTS ON AUDIO-TAPE AS AN AID
TO TRAINING OF ORCHESTRAL MUSICIANS {(HD)

FIRST-YEAR STUDENT

It would be good to hear how varicus people do the same
thing. It would also give ome ideas, but one should
decide how one wants to do it before listening because
it should not bhe a way to copy other people’'s styles.

EX-STUDENT; QORCHESTRAL PLAYER

A very good idea These tapes could be used by wav of using
them as a basis of comparison. The student could have
three recordings of the same =xcerpt and thev could be

studied from a comparative point of view. The danger
here is copying or “parroting®.

EX-STUDENT; ORCHESTRAL FLAYER

It is not really necessary. If one is going to audition
than one should have heard the recordings of the works.
I don’'t believe that this is the answer.

EX-STUDENT; ORCHESTRAL FLAYER

It would work if the student had played the excerpt and then
heard it in the context of the piece that it comes
from. An excerpt scounds quite different when one does
not know what the context is. All we got at College
was a list of excerpts and no listening. There should
be more time spent listening.

EX-STUDPENT; ORCHESTRAL PLAYER

It is a wonderful idea. 0One learns so much from hearing
these excerpts in context. So pften as an orchestral
plaver one has to practise one’'s part without knowing
what the overall context is and even i+ you have
practised, sometimes it sounds so different when vou
play in the orchestra you can hardly plavy the part. We
did not have this sart of things at College. In fact,
we bhad no archestral trainiﬁg at all at College.
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PART-TIME TEACHER OF ORCHETHBRAL INSTRUMENT

I would prefer for the student to hear the full orchestral
contexrt, and then put their particular part into that;
rather than have parts taken totally out of context.
1t often means nothing to hear excerpts on their own.
Samething that I try %o teach is "why are you playing
what you are playing?” You don’t Jjust aimlessly play —
“over here vou must listen to the horns. and over nere
you must listen to the trumpet®, etc.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

Use of tape is a good tool. In addition to sach student
having their individual lessons. they should have an
additional lesson togethet with all the other plavers
of their particular instrument, and have a sort of a
mastetr class that could last at least two hours.
During this time they could hear the great
interpretations of the snlos in the great symphonies,
and to get to know the reperioire aon the whole. It
would also be impotrtant for them to have copies of the
music to follow and sse the frequent differences in
what is printed to what you should actually hear. The
next thing is for them to learn to play the difficult
excerpts and even tape them so that they can hear
themnselves.

PART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

I believe that 1t is a good aid to study, but I think that
what is more important is to make the people play these
things themselves. Only when they reach a certain
standard could they widen their horizons by listening
to other people doing the same things.

THE VALUE OF MOCK ORCHESTRAL AUDITIONS (H&)

FIRST-YEAR STUDENT

I think it is a aood idea. It would get people to practise.
and the standard would improve. It would give students
practice in real audifions.
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EX-STUDENT3; ORCHESTRAL FLAYER

Also a very good idea. The first audition I did came as a
great shock. I did not know what to expect, and of
course I did not get the job. I don’'t see why this
should not be introduced. .

EX-STUDENT; ORCHESTRAL PLAYER

That is what an exam should be; playing an accompanied
piece, orchestral excerpts, and sight—-vreading. There
should be more smphasis on the orchestral work in exams
at College.

EX-STUDENT; ORCHESTRAL FLAYER

I think that should be part of vour trainina. Evarvone
could get tegether once a week and sight-read eucerpts
and play for esach other. Thig would make pecple get
used to playing in front of people.

PART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

In some countries there is a very big "audition circuit"
where people do fifty to seventy-five auditions before
they get a job. Having done mock auditions before this
sotrt aof experience is praobably a very good idea. In
our context it is nat so much for this reason, but it
is a good way of making comparisons between peocle.
The persan in the position of doing the svaluaticon
could tell the musicians from the non—-musicians. Also,
I feel that there should be more than just orchestral
excerpts in these auditions. Scales, sight-reading,
concerti, etc.

PART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

Absolutely. This cculd be integrated into mv master-class
suggestian. so that they can learn to plav these
auditipns for sach pother, and learn from eacn other.
The other students could even write down commentz that
could be useful to the particular person who has
performed that day. In this way they come prepared.

PART-TIME TEACHER 0OF ORCHESTRAL INSTRUMENT
I feel that the final examination of a diploma course shoula
take the form of an audition to get into an orchssctra.
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That is in fact what the student 1s being prepared to
do. ..pass auditions. I+ they pass this audtion then
one cpuld say that they are ready to do real auditions.
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THE USEFULNESS OF HAVING SEPARATE DOPERA AND SYMPHONIC
EOURSES FOR ORCHESTRAL PLAYERS (H7)

FIRST-YEAR STUDENT .

I don't really know. It would probably be more difficult to
play in an opera orchestra because ynou cannot see the
stage. The conductor is following what is going on on
zstage so one would have to be more awars, I think that
one should have experiesnce in both.

EX-STUDENT; ORCHESTRAL FPLAYER

I think that the two have special problems., but not having
rlayed ocpera I am not sure about i*. The basic thing
is the technique, though. If one has this techniaue
and facility then you should be able to cope with both.

EX-STUDENT; ORCHESTRAL FPLAYER

One would not really know at student level what sart of
orchestra ane would end up in so I don’'t thinmk it is
such a good idea. Playing in an orchestra can end up
like a trade like typing...if you can type letfers it
doesn"t matter what kind of letter that vou write or
what the content of the letter is as long as you do it
accurately, The ideal situation would be that the
students do a course in which fifty percent of the work
is symphonic and the other half is operatic so that
they can do beath, but to have separate specialist
courses would be unnecessary.

EX-STUDENT; ORCHESTRAL PLAYER

No. One nsver knows what sort of orchestra vou will end ue
working in. FPecple in opera grchestras play svmpnonic
concerts and those who play i1n the symphonwv grchestras
often are needed for opera. You go where there 1= a
vacancy. 1he ideal is to do both, with an omohasis on
symphonic, bDecause opera is »eally mostly
accompaniment, and symphonic music is more demanding.
There is also ballet which can be very difficult. The
archestral players at College should be playing in the
College archestra and the Oreras that thevy do once a
vear,
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EX-STUDENT; ORCHESTRAL PLAYER

I see no need for this. If you do just one, you lack the
other. Thers ara few orchestral players who ever stick
with one or the other type of playing in their
proftessional lives. 0Opera players often play in
symphany concerts and the other way around, tpo.
Players do not know what sort of joo they will gect.
The training should cover both so that the plaver has
the option.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

HNo. I don’'t think that anvone is going to graduzate from a
programme and be able to choose. They mavy end up,
like myselTt, in an cpera orchestra, becauss there
were nt other jobs available at the time, and I would
frave hated not to have besen ahle to take this job if I
could only play in .symphony orchestras.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT
I think that you should be a well rounded musician. You
should be able tog play in different types of media.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

I don"t see any basic difference. 0One is never sure where
one will get a job...whether in a.symphony orchestra or
an opera or one that does both. There is no orchestra
that does not do both at some time. One cannot close
cne’s mind to playing one or another. Many symphonic
archestral players improve their earnings by heleping
out at the opera.

THE IMPORTANCE OF THE ORCHESTRAL SYLLABI COVERING THE
REPERTOIRE THROUGHOUT THE HISTORY OF ORCHESTRAL MUSIC
(HB)

FIRST~YEAR STUDENT

I don't think it is essential to know all about it. If vou
want to know about it you can look it up in the
library. It shouldn 't be an essential thing although
you should have some idea. I+ you play these pisces in
the orchestra you will get the experience.
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EX-STUDENT; ORCHESTRAL PLAYER

The repertoire should deal with the standard orchestral
repertoire that is played by the2 symphony orchestras.
It must equip the prospective players with the tonls of
being a standard orchestral player.

EX-STUDENT; ORCHESTRAL FLAYER

It should be broad. Each stylistic period requires a
di+t+ferent type of approach to plaving, mental aperoach
and reading styles. One should be able to cope with
all styles. I think that possibly the stress on

contemporary music during training of orchestral
musicians would facilitate general reading of all

music, whether they are orchestral or other works.

EX—-STUDENT; ORCHESTRAL FLAYER

It depends on what instrument you play. As a clarinetist it
would be senseless to do much Barogque music. It should
cover the full specirum of the standard orchestral
repertoire, including the twentieth century styles.

EX-STUDENT; ORCHESTRAL FLAYER

This is very important. One must cover all the different
styles. 1t is all part of building up your repertoire
and other matters of style. I would esven suggest that
there should be a special course for the Playiﬁg of
Mozart’'s music as it is the most difficult!

PART-TIME TEACHER OF ORCHESTRAL INSTRUMENT
This is a very wvalid point. I don’t think there snoulag be
] any specific emphasis on any type of music. It is
important to know differences in stvle, and esaual
importance could be given %o esach stvle so that
students would get to know these ditferences.

FPART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

I think that this could be included in the repertoire
archestra. There should be eméhasis on the "“chestnuts"
~ the standard repertoire; Tchaikovsky’'s Sixth
Symphony, Sihelius’® First Symphony: on and on. The
more contemporary music could be studied in the
master—classes 1 mentioned earlier.



AFPENDIX IX - RESOPONSES H ~ page 147

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

There are two important things...technical difficulties must
be overcome and problems of understanding style. These
are the two major issues. By doing a good cross
saction of the history of orchestral music have the
oppartunity teo get to know the differing stvles. 0O+ten
it is more important to play one’'s parts to a degree
that style is innate and not up to the conductaor to
help evervone with the styis of a plece.

THE ISSUE OF "LOCAL CONTENT” IN OUR ORCHESTRAS (H9:

FIRST-YEAR STUDENT

It seems that people from "overseas" get preference when it
comes to getting a place in an orchestra. Just because
they were ftrained in England the orchestra managements
think that they will make better orchestral plavers.
Usually second rate musicians who cannot make it in
their own countries come over here and take advantage
of this "overseas" syndrome. There should be unbiased
auditions. Where one has been trained should have no
bearing on the result of the auditon. The audition
should consist only of hearing the person play and a
decision should be made on that basis.

EX-STUDENT; ORCHESTRAL FPLAYER )

Students who qualify at the College face fierce competition
from “overseas" artists who for some reason have a
certain amount of glamour attatched to them just
because they come from outside of SA. Freferencs is
usually given to pegple who are trained abroad. The
selection for orchestral posts ig biased in tnis wav.
Aduditioning takes place by tape recordings sent from
overseas and this is an unfair way of doing auditions.

EX-STUDENT; ORCHESTRAL FLAYER

The local percentage is on the increase. I think ths number
of good 5A orchestral players in increasing and I
credit the Mational Youth Orchestra courses for this.
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Dne must appreciate the attitude of orchestral managements
in that plavers from abroad are likely to be af a
higher standard and to have had the bensfit of
orchastral experience, which is very difficult for a
young South African to come by. I don’t really think
that the lower numbers of pverseas players is to do
with the political situation making coming to South
ffrica un—attractive...rather the growing numbers of
local plavers. I don’'t think the College can accept
much responsibility far this improved position. I +=zel
that it should he a priority of the College to train
orchestral musicians. I+ the College dealt with the

issues pf orchestral musicians the local content of the
archestras would increase even more. Crchestral

plaving seems to be an incidental feature rathee than
an essential feature of the training of musicians.

EX—-8TUDENT; ORCHESTRAL PLAYER

I think it is the same problem we discussed about the
schools. I don't think that "overseas" players are
generally better, but we have a shortage of people who
are actually interested. There are more people
overseas who are interested in being orchestral
musicianss the competition is higher there, but it
doesn’'t mean that the quality is any different. There
is the problem that many good instrumentalists go
overseas to study and don’'t come back.

EX-STUDENT; ORCHESTRAL PLAYER

The majority of orchestral players in this country are
imported +trom overssas. This goes back to my previous
paint about the teaching of music in the schools.

There is no interest in orchestral instruments in the
schools. There are, theretore, fewer pecple who rzach
the required standara tp study archestral instruments
at College.

There is very little orchestral training at the University
considering there is no consistent otrchestra. The
College do not do enough ensemble wotrk to prepare the
students for orchestral jobs. Another problem is that
most of the good playsrs go to study ovérseas and don't
come back. These people mav be potential orchestral
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plavers. A further point is that the College trains
people to be soclaoists rather than orchestral plavers.

FART-TIME TEACHER OF DRCHESTRAL INSTRUMENT

It goes back to when one is about eight or nine years old;
when you begin your instrument. There is not that
emphasis here in the sducation departmsnt in winds and
strings. For sxample, in America, when children are
in about standard two, they get given instruments
similar to recorders to play and i+ they show ability,
they go to real dgrchesiral instruments., Thev then go
through their whole school training with music (also
ensemble=s} as part of their curriculum. Here there
sa2em to be many military bands in the schecls. but not
much else. It is great that at places like Beau Soliel
thirteen- and fourteen—-vear-olds are starting their
instruments, but i1t should bhe like this all over the
country. There is always a waiting list for thess
programnnes.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

I think it is attributable to actual experience of plaving
in archestras. Someone who comes from the ‘States or
Europe will have had many more opportunities to play,
first of all, the music thev are interested in
playing, and other kind of music - like jazz. This
woutld give someone a broad background which is
important. I+ 1 compare myselt with someone who was
trained here, they have a relatively narrow experience
-~ one can hear that straight away in someone’'s plaving.
There are more opportunities to hear great concerts in
other places; this is important too. 0One can learn
from almost anveone. Students should take the
grportunity to listen to the good ana not-so-gooa
players who come to pertorm in Cape Town and let this
rub off onto them.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

The orchestras are nearly 5% cve;seas people because we 40
not have the people with the necessary skills here. it
is not a question of a lack of talent, it is a matier
of the awareness of what the profession entails. in
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this country the problems are that of the low image aof
the proftession, not having the right svllabus, and a
matter of the teaching system. At the moment we are
having to import musicians at great expense and it
would not be necessary to do this is we could provide
the right kind o+ training for our local people.
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THE ISSUE OF WHETHER ORCHESTRAL TRAINING SHOULD TAKE PLACE
AT A UNIVERSITY OR RATHER AT A CONSERVATORY OR

TECHNIKON (H10)

FIRST-YEAR STUDENT
It depends on the teachers and not on the institution. It

doesn 't matter what it is called. Fancy names mean
nothing.

EX-STUDENT; ORCHESTRAL PLAYER

In Europe the conservatories deal with this orcnestral
training and put an emphasis on the practical asvect of
studving music but in South Africa the main centres are
too isolated ftor a system of conservatories tO work.
Also the number of students that could be accommodated

would prohibit this.

EX-STUDENT; ORCHESTRAL PLAYER

It would be wonderful if there was just one place in the
country that had an orchestral course. This would work
if people would be prepared to travel far from home to
study there — I don’'t think they would be. 1 think
that there are too few students at the universities to
make orchestral courses work. You can train a person
musically, but they need orchestral experisnce, and
vyou need numbers to get snsembles together. Things
like the National Youth Orchestra courses are far more
useful towards that end.

EX-STUDENT; ORCHESTRAL FLAYER -

I don‘t really know the difference between the two. I don’'t
see the need to have a particular name for something as
long as they do what they do well.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

I don't think it reallvy matters. Feople come out of
universities with degrees that are highsr than those
who come out of a technikon. This person with a tiaher
degrese may still not be able to rlay sufficiently well
to get an orchestral job. The important thing is that
they can do the job well., Degrees are useful in that
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they usually give a very solid training, but whether
vou have a degree or not does not matter to getting a

iob.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

I think that it doesn‘t really matter, but in mv
experience, I had to make the choice of going to a
conservatory or a university. Aff{er asking the expert
advice of a concert pianist, I decided to go to the
University of Southern California to get a general
knowledge, rather than isoclated music studies - to
include the arts and sciences. I thought I ecould get
just as good an education and training by aoing to the
university, but it was important to me that they had a
good department and faculty that suited my nesds.

FPART~-TIME TEACHER OF ORCHESTRAL INSTRUMENT

It does not matter what vou call a place as long as i1t has
the right teachers and the right syllabus. The Collegs
is a little too much like the university situation and
there is not enough emphasis on the practical aspects
of things such as orchestral training. What I suggest
is that we have a “conservatoire branch" of the
university to cope with this. There is a definite
need for it but there is & problem in getting enough
people to enrcll, and whether the word Conservatory or
Diploma would put people off. They may want degrees |
rather. I have the experience of thetre being a person
with a masters degree in an orchestral instrument who
was not good enough to join the orchestra. That person
would not have passed my proposed diploma.

THE FEASIBILITY OF ORCHESTRAL LITERATURE COURSES FOR
ORCHESTRAL STUDENTS CO~ORDINATED WITH AN ESTABL ISHED
PROFESSIONAL ORCHESTRA (H11:

FIRST-YEAR STUDENT
It would be a good thing.

EX-STUDENT3; ORCHESTRAL PLAYER
It is a valid idea. The Colleae should provide the
incentive for this in the way of making repertoire
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courses compulsory/enforced. I mean by this that it
should be an examinable subject. One thing that has
been suggested is that orchestral students would play
at rehearsals of a professional grchestra, but I don’t
think that this would work as resentment would result
in the full-time professional members because it woulid
be at the supense of their professional time, attention
and security at these rehearsals. It must be daone in
conjunction with a College orchestra with a
well—-mativated/well paid conductor with sIring
experience.

EX-STUDENT3; ORCHESTRAL FLAYER

It would be a verv valuable exercise. If cne offersd an
orchastral diploma it would be a guestzion of the
students attending rehe=arsals of the professional
orchestras and connect that to the work that thevy co at
their practical lessons. They could offer a critical
ook at the archestra and the way it is handling the
repertoire.

EX—-STUDENT:; ORCHESTRAL FLAYER

That would be a very good idea. At College we only did
literature in the History clagses, but it was mainly
vocal and keyboard music, As a clarinetist, I spent a
whole year having to study the music of the Barogque,
which I nsver even play, this seemed a waste of time.
It would be a good idea to study the pieces that the
local symphony orchestra are going to play; the
background to the piece, the particular difficulties
of the work, and listen to the whole work and even
attend a rehearsal or two. This is still not the same
as getting the experience of rplaving in an orchestra.
it would be mainlv of literary valus.

EX—STUDENT:; ODORCHESTRAL FLAYER
I don't think this is as important as technigque and
experience.

FPART-TIME TEARCHER OF ORCHESTRAL INSTRUMENT
This sound like a fantastic idea i+ you could get over the
financial preblems. I wish it could be done: there
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will always be someone who will =say that there isn’t
enough money.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

I think that’'s a good idea. I would offer something like
"performance forum"” where visiting conductors,
plavers, researchers, teachers, etc would be invited
to talk with students about their experiences in
interpretation of the great orchestral works. I still
think that playing through the standard orchestral
repertoire is more impartant.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

In Germany they are not too concerned with that. There are
orchestras in the institutions and the students work
their way up the ranks and are given much opportunity
to play through the repertoire and the literature.
Dften students can be used as extras with the
orchestras and even have a semi-permanent place in one
of the orchestras.

THE FEASIBILITY OF ESTABLISHING DRCHESTRAL BURSARIES FODR
ORCHESTRAL STUDENTS TO GAIN EXPERIENCE AND REFERTOIRE

(H12)

FIRST-YEAR STUDENT

There are generally not enough bursaries for music students
let alone for orchestral musicians. I think that the
powers that be don’'t really think about music. The
College is so far away from the rest of campus. it vou
look at booklets on financial assistance there is
nothing for music.

EX~-STUDENT; ORCHESTRAL FLAYER

A very good idea, but it is more important to provide the
students with a better background than 1s being
provided at present. Without this thev would not
benefit from these bursaries.’
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EX-STUDENT; ORCHESTRAL PLAYER

Bringing students into a cadetghip without their really
being prepared for it (technically) is a problem. The
students would have to be of a certain standard before
they could do that. I think bursaries could bhe given
to good students who show potential to study for a few
years hefoare joining as a cadet. The system that CAFAB
uses is quite a good one. I think that UCT should
provide the bursaries for students but thev need the
t@achers for this before anvthing can be done. These
teachers need to be thers on a full-time basis,.
Especially, it needs a dynamic leader with the right
temparament in the field to attract students.

EX-~-STUDENT3; ORCHESBTRAL FPLAYER

This is a good thing, but the College do not like it i+ you
miss lectures to go and play in the orchestra. I think
that there are only string bursaries, but it is a good
thing.

EX-STUDENT; ORCHESTRAL FLAYER

I think that it is a very good thing here in Scuth A+rica.
Overseas there are enough players to create a sense of
competition and they pick the top players for the
prchestras. Here, because we don’'t really get the
right sort of training at university, there is a big
gap in our experience so the only way we can really get
exparience in is a job. 1I% may be that we are not
quite good enocugh for the job, but it gives the people
the opportunity to grow into the profession.

FPART-TIME TEACHER OF DRCHESTRAL INSTRUMENT

I think they are a terrific idea. and I think they work.
These students are proviaed with finance +or their
studies and then have fo work for tne salid oronestra
far as lonyg as the grant lasted. This only really
applies to string plavers and these plavers study with
the leader of the orchestra. I don’'t think the (pllege
has anything to do with this - CAFAB are funding this.
The CTSO once sent someone abroad to study on a
bursary, but this person nsver came back. This iz a
danger with that sort of bursary. It seems that string

>
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bursaries are easy to get, but i1t seems, in my
exparience of percussion, that some sort of
arrangement could be made through the orchestras to
help these students by way of loans, estc.

FART—-TIME TEACHER OF ORCHESTRAL INSTRUMENT

I think that's very helpful. It gives them the opportunity
to get to know the literature, the life of the
archestral musician and is an oppartunity that they
would not have had normally because there are no-string
programmes at the universities.

FPART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

I have mentioned this in the previous question. The
agpportunity to plavy in aorchestras 1s gften more
important than the bursary as they would be paid the
narmal axtra rates. Bursgaries could and should be
there to help students buy instruments, or even the
government should provide the institutions with
instruments which can be used or bought by the students
on a3 low interest basis.

THE FEASIBILITY OF A RESIDENT STRING QUARTET AT THE SACM
{HL3)

FIRST-YEAR STUDENT

I think a quartet of students would be a good idea. It
would give them ensemble practise and give them a small
idea of what it would be like to play in an orchestra.
There would be no practical sense in having a staff
quartet that people just sat and listened to.

EX-STUDENT:; ORCHESTRAL PLAYER

They could parform ang teacn, give cnamper-musis SOurssSs.
etc. The most important thing, though, is the teaching
because the students already have many opportunities to
listen to good performances. 0On the pertorming side
I'm not sure whether the esxistence of a string gquartiet
would warrant the expense of having it.



AFPENDIX IX — RESFPONSES H - page 1357

EX-STUDENT; ORCHESTRAL FLAYER .

This would be the ideal situation. Thes string guartet is
extremely vital as a starting point to a College
situation. It used to be like that at the College and
it worked. On a regular basis they provided chambher
concerts and did their individual teaching and
parformed individuallv, This did a 1ot to inspire the
students. I think that when CAFPAB started., the plavers

ware paid to do ftours and the focus - instead of being
Yin—-house" at the LCollege — was aon making exitra aoney
outside.

The sta+++ at the College got to a stage wnen they stopred
plaving extra concerits without being paid and this
"professionalism” was the bDeginning of a "rot" that zet
in. The general feseling became that of only daoing a
minimum amount of actual teaching activities and oniy
doing other things for extra money. So, historically,
the attitude of the teachers has deteriorated. I think
that teaching contracts must include the reguirements
that the staff are to perform sola, do chamber
recitals, and not be allowed to do outside professicnal
engagements that disrupt the time table in any way.
Staff are given vacations and sabbatical in abundance
to 1t in these things.

" EX-STUDENT3; ORCHESTRAL FLAYER
It is difficult to say, not being a string player. It

depends very much on who you get to play in the
quartet. The plavers wculd have to be good ennugh ta
attract good students. The right violin teachsr at
College would do more good. Alspo I think that there
would not really be much work for a quartet at this
stage — it is mere important fo build up tne student
numnpers, and when the demand Increases, then mayvoe a
string quartet.

EX-STUDENT; DRCHESTRAL FLAYER

I think that students plaving in groups is more i1mportant
than the staff. I think you should =sncourage 3as many
student groups as possible. 0One learns so much mare if
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you do something yourself rather than listening to
other people doing it.

PART—TIME TEACHER OF ORCHESTRAL INSTRUMENT

I this means that a group of staftf members - teachers - in
the string department would get together and play in a
string guartet, it does seem like good idea. but I
wonder quite how practical it would be because of the
time invalved, and whsther there would be the financsa.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT
In mv experience, a resident quartet or trio’'s duties would
be to go out and bring students in. It is a gquestion

of money — funding such a qQroup. It all goes nack to
the primary schools so that there i1s scomething to draw
on — it would be a litile premature to have such a

group. The money and energy could be spent on school
programmes that go back to the primary school.

FART-TIME TEACHER OF  ORCHESTRAL INSTRUMENT

I feel string quartets that comprise students who compete to
be the “resident" string quartet would be more
beneficial than a "staff" string quartet. But there
should be sufficiently qualified people to teach in
this area. The idea is an American idea. String
teachers who are already at an institution form
quartets to perform and to show students how it is
done, but I stress that this activity should be based
on teaching and not on the promotion of the prestige of
the instituion. This is supertluous.

THE NEED FOR AN OUTSTANDING STRING PEDAGOGUE AND PERFUORMER
AS WELL AS A CHARISMATIC CONDUCTOR IN AN ORCHESTRAL
PROGRAMME  (H14)

FIRST-YEAR STUDENT

One does need a conductor with a bit of en=ergy...wnat anes
in will come out of an orchestra. It is important that
the head of an ar<chestral programme should be
interested in what he does and have experience on his
instrument and in teaching of that instrument.
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EX-STUDENTs; ORCHESTRAL PLAYER

Absolutely vital. It may not solve the problem, but it
would help. This string teacher would have to have
more than just good teaching...an attractive
personality and a way of working with voung plavers is
essential. Also an understanding af the histary aof the
problem at the College, as well as abilty to pertform.
I alzo +teel that the previous Dean has done remarkable
damage to this issus. It is symptomatic of the College
that teachers can be destroyed by what 1s said by other
staff and the students. it is a dangerous situation
for any teacher that may be a little different.

EX-STUDENT; ORCHESTRAL FLAYER
One pof the most primary basic nesds. A teacher with a
magnetic personality and outstanding string abilities.

EX-STUDENT; ORCHESTRAL FLAYER

This is the most important thing about attracting studsnts
to the College. You have to compete with the other
universities. I think that there should be different
conductors for every concert. That way you don’t get
stuck with someones that nobody likes. It keeps the
students awake. The advantage of having a resident
conductor would be that he would get to know that
particular groups strengths and weaknesses and would be
able to train and coach them. Guest conductors would
not be able to do this. The right quality for a
conductor would be that he really knows what he is
daing. The students will know if he doesn’'t.

EX-STUDENT; ORCHESTRAL FLAYER

This is so important. The person in that position aust oe
widely ewperiencen. It propably 1s the most imporzant
aspect of an orchestral programme — that the head of
the programme is capable. This is where it starts.
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FART—-TIME TEACHER OF ORCHESTRAL INSTRUMENT

The person who headed an orchestral programme should be a
conductor. It is more important that this person is
first and foremost a conductor rather thanm & string
plaver. This would ensure that this person would have
a better overall view of the instruments.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

Abhsolutely. I+ he could conduct that would also be a bonus.
This conductor would not necessarily have to be a
string player. The important thing is that there are
big ensembles to play the repertoire.

FART-TIME TEACHER OF ORCHESTRAL INSTRUMENT

A charismatic conductar is the most impaortant. There must
be one person who really knows about orchestral plaving
and this persaon would normally be a string plaver as
the bulk of the orchestra is the siring bodv. The wind
players have more individual problems. Good performers
.are not necessarily good teachers and I think I would
apt for the good teacher. However in Cape Town I feel
that the need for a good performer lies in that the
students do not have that much opportunity to hear good
performers. This could be done by bringing in the
great artists to do master classes. I don't think that
the College should be responsible for hiring a good
performer, though. These are often in town angd they
can be employed on an ad-hoc basis. It is essential
that someone who has been a good orchestral player is
doing the teaching. §Good solo performers often have no
experience in the orchestral profession and would not
be in a position to teach orchestral students. Feople
must learn that to be a solo performer is not surerior
to being an orchestral plaver. It is just a giffsrent
proression.
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RESPONSES 7O KEY—ISSUE I — THE CONCEPT OF THE UNIVERSITY
MUSIC DEPARTMENT A5 OPPOSED TO THAT OF THE CONSERVATORY

THE ISSUE OF THE DEFINITION OF A CONSERVATORY AND THAT OF A
MUSIC DEPARTMENT (I1)

THIRD—-YEAR STURENT

It is a case of the conservatory being a practical
institution — not so academic. Such an institution
would include more chamber music and a 1ot of time to
practise. A university has an academic approach to
music with a lot of theory behind i%t. 1 think that
College is more a university than conssrvatorv. I
didn’'t come to College to learn History or Hatrmony or
Form, I just came for the instrumental tuition.

An example of a conservatory situation would be that vou'd
have fewer theoretical subjects, motre time to practise
and a greater number of orchestral instruments offernsd
= a balance...more emphasis on pertorming and less on
subjects such as Aural in which the standards are very
low; ie the emphasis would be on proportionate time
given to practical versus academic work.

although I think the College is more of a university
"department, I don‘t think it is meeting the
reguirements of the idea of a university; the
standards are too low especially in Aural.

POST-GRADUATE STUDENT

The Lolleqge dpes not +it into the definition of =2ither,
althouah it is more in the line of a conservatorvy. A
consaervatory has an emphasis on practical tuition
working towards diplomas and higher diplomas in the
practical sphere, including Aural, History o+ Husic,
etc... a general musical upbringing. The music
department concentrates on the academic werk and there
does not necessary have to be a practical part of the
curriculum. It may be linked to a Faculiy of Arss or
part of a BA degreese with a more academic, musicoiogical
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approach. The practical course could be and should be
included but the emphasis should be on the
mussicological side. The way the courses are structursd
at College show it is more a conservatory.

As far as one institution dealing with both aspects is
concerned, I feel it should be separated; things are
too diverse. A music department should be veryv small
with carefully selectsd candidates, not just a wide
selecticn of people selected on practical abilitv. It
seems that at the Coliege this is the case. If there
were separate institutions, a mixture of two and no
real strength in gither area would be avoided. This 1s
a problem at the College. When I went to a Britisn
University they were reluctant to accept me for a
degree cpurse because I came from the College and I had
to catch up 2 lot. The College has progressed a lot
and some of the lecturers are treating these areas with
a little more cars.

As far as what you call an institution; I think it is
important. I think that academic credit for practical

activities is not due. At the practical level one
should be working towards the diploma rather than the
degrea,

FULL-TIME MEMBER OF PRACTICAL STAFF

A& canservatory is set up to train performers whether they
are orchestral plavers, solo preformers or private
teachers.

The role of the university music department is to provide
training +or other career opportunities.

The College needs to lock long and hard as to where it is

going and what its aims are. I pelieve that the
College is essentially a conservatorv., The Collegse is
a conservatary because it is training pertormers — the

emphasis is on training people for performance, ang
although there are people in education programmes, they
are in the minoritv.
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There has to be a broader approachj; one has to think in
tarms of people being interested in and knowledgeabls
about music, not necessarily qualified to walk out on
to the stage and perform. The important thing is that
therse are people who are interested in music who do not
want to perform...so what do you do with these people?
A lot of people are being sent away from Coll=ge

because they are not of a standard to perform. Carser
ariented degree programmes in music ~ outside of
performing — should be introduced. This will get the

school of music through financial difficulties; for
aexample, a BMus degree in sound engineering would
interest the music industry in investing monev in the
students or the programme. These students would have
to be musically trained with fine ears and a knowlege
of music.

In South Africa we miss a concept of music as a subject of
many. facets...not just performing. For example; 1in
the ‘'States there is a thing called the "string
developement programme” where kids who are not good
enough to be performers are trained to be “string
developers”". They go out into the public schools and
develaop programmes in string playing. They hire string
teachers to come into the schools and start classes in
string activities preparing the children for vaouth
orchestras, etc;y preparing them for a possible course
of music education. What is being develored is the
"concept" rather than the teaching itself.

FULL-TIME MEMBER OF ACADEMIC STAFF

1f wee were to carry on in tne sp-called "European”
tradition, without bringing in ethnic factors at ali.
the Conservatory 1is dealing with the practical training
of musicians and the University Department with
intellectual training o+ musicians. This is very
broadlv put, and the two ovérlap. Haere at UCT. the
Colleae of Music could became2 a separate entity aiving
its own diplomas. It would be serviged by memaers of
staff in the academic side and vice versa. For
axample, 1f there were a student who wanted to enter

2
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as a BMus student in musicology, then we would
stipulate the requirement that they would not be able
to enter the fourth year without satisfving the
reqguiraments of the conservatory side; and we would
provide service courses to the conservatory side.

There is a problem with the system that we have in that
a degree is regarded to be better than a diploma - 1t
is the number of vear’s training that counts, and not
the tvpe of gualification that vou have.

I think that the College is halt a conservatory and nalr a
music department, serving both needs adeauatelv. 1 do
not see the Colleg=’'s having to deal with both sides,
as it does, as a problem. I think we strike the haepv
mean. Thera is the problem 1 mentioned garlier that in
Scuth Africa, diplomas are not regarded as being "as
gaood as” degrees — 1t could end up producing a state of
affairs where we have a lot of over—gualifigd.
out-of-wark doctorates. HMost students who come to
College want to do degrees, and those who only want to
be performinmg musicians find a lot of extra work that
is not really relevant to actual pertorming. Where 1
think we fall down is that we can’'t give enough of a
broad—-based practical training to the performers: sucn
as in Chamber Music, because of the number of
students. I+ we had more students there would be a
better sense of competition and the standards would be=
higher.

FULL~-TIME MEMBER OF ACADEMIC STAFF .

The University music department has to be dominated by an
academic line. Music is a practical thing buft you can
educate peokle 1n two ways:

Firgtly so that music becomes an enrichment to them and
lacks the academic view. By this I mean that the
research side of the work is limited (There is enough
wark on the research side that may be necessary for an
understanding of the practical aspects of music-making
far what the students actually need) but the emphasis
is on the practical side.
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Secondly so that research into and about music can take
place. The "finding out” about any given aspect in
music. This actually means the exploration of what a
piece of music is with the premise of actual sound.
Some of this research i1nto music happens in the first
instance but thes emphasis here is that the research is
about music.

The first is a definition of what a conservatory iz and the
second, the university music department.

The College falls directly between the two. At tihe College
the practical aspsct is very impartant (music cannot be
explored unless one can maks music) buft o me 10 an
establishement like ours students should be extended a
bit on the academic side of things. 1 feel that a BiHus
degree such as that which is offered at Oxtord and
Cambridge should apply here...the practical part of the
degree is done externally in the form of a performers
licenciate and the academic work done in the university
context,

The College jealously guards the examination of the
practical subjects. Students get to the stage that
they make music for examinations and eistedd+tods and
for no other reasoen. This is so because there is a
high emphasis on the examination of these practical
subjects at College. The lack of interest the students
dispiay in the academic side of the wark at College
demonstrates that the practical examination system is
demanding teoo much on the practical side on the side of¥
practising alone...never learning to make aother tyoes
of music such as chamber music, and learn:ing o know
about music. Because of this emphasis tne Coliege 13
trying to be both the Conservatory and the University
Music Department.

An important point is that the Universityv is "selling® a
"product"” to the students and because of this they must
be very clear of what it means when thev are otfering
these degrees. 1 feel the College is not being clear
enough as to what it is offering. Another srobiem is
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that students should know what they want out of their
studies. They should be satistied , hefore they
embark on a courssa, that they will be getting what
they need for their professicnal or other aspirations.

THE GUESTION OF WHETHER MUSIC SHOULD BE TAUGHT AT
UNIVERSITIES OR AT CONSERVATDRIES (IZ)

THIRD~YEAR STUDENT

I favour the idea that i1t should only be taught at
conservatories unless ong wants to studv musicology. I
suppdse 1t could be taught at a universiiy just as long
as the peorpla who are not theory students de not have
to do too much theoryv. There should be more choice in
the subjects that vou do. This implies a professional
direction — more choice so that vou don’'t have to do
211 the subjects...one would have the practical
subjects and then have the choice out of a larger
number of subjects of which you would do two aor three.
To be a performer you don’'t need to come to a
university.

FOST-GRADUATE STUDENT

This question ovetlaps with the previous question. The
number of people who enroll at a conservatory is
usually considerable, and that is the situation we have
at College. At a typical music department such as at
Nottingham University there were about twelve
hand—-picked students admitted on the basis of suiting
the needs of the actual department. -

FULL-TIME MEMEBER OF ACADEMIC STAFF

To me music should neot be sxcluded form beincg taught
anywhere, The main thing about teaching anvthing
(education in general) is the "one-to—one" basis and
this is more important than “‘whers2"” vou teacn it. The

emphasis is on haw it is taught. The other thing is
the education gradient. The notion ot+. say, all siu

year olds being in grade one is not as effective as
having students on their individual gradient so that
vou can challenge that student to his urmost.. Wnether

E]
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yvou teach in a conservatpire or a university it does
not matter, the important thing is how vou do it.

It actually does not mattetr i+ it is called a university
department or a conservatory — it depends on how much
money is available...the universities get more money.
It is important that students get what they want out of
being in that institution. At College one only gets
same choice ftowards third and fourth vear.

FULL-TIME MEMBER OF ACADEMIC STAFF

6t both. I think that this issue has been dealt with in the
previous question. #As I said, the ceonservatory and
University music department side of things can be
etfectively dealt with by one institution. They both
have their place and they feed off one another. I
think at College we succeed in both areas. There are
other factors which produce areas of dissatisfaction.
such as things like a lack of background producing
frustration, in students, which appear to them to be
prublems with the College not being able to satisfy
their needs. This is not an uncommon situation.

I think that a further problem is that there are too many
music departments in South Africa that are
geagraphically widely separated. I don’t like the idea
of centralisation, because of the idea of
naticnalisation and government-controlled education.

We have a unique situation in South Africa and the
prablem has to be solved in a uniquely South African

way.

FULL-TIME MEMBER QF FRACTICAL STAFF

Thev can live side by side. I do not think that tne
university and conservatory shoulg be separatze. i
think that the College could encompass both the roles
of being a conservatory and a music desartment vervy
successfully. We do not now. In the ‘States a certain
instituticon associate the music programmes with
husiness in the community that paves the wav tor
receiving money +from the business sector. investments
could be made by business because the students will
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eventually go out and staf+ the busingsses: for
example Music Merchandising, which is associated with
the business school, would focus on preparing people to
go out into the publishing companies to do editing,
criticism, management,etc. This encompasses the
university side of music, because vou are associating
music with other activities.

The College seems to he succestul {(as far as it '3 being a
conservataory) in the pianc area and net in strings., and
a conservatory should provide +tor alil areas gf
performance.
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RESPONSES TO KEY-ISSUE J ~ MUSIC AND MUSIC EDUCATION AS PART
OF CULTURE IN SOUTH AFRICA / SOCIAL AND SOCIOLOGICAL. ISSUES
SURROUNDING MUSIC AND MUSIC EDUCATION / THE STATUS OF MUSIC
AND MUSIC EMICATION IN SOUTH AFRICA

THE ISSUE OF RECOBNITION OF rMUSIC DEPARTMENTS IN THE SCHOOLS
{J1)

FART-TIME MEMBER OF PRACTICAL TEACHING STaFF

The College is responsible for training teachsrs, = Tn)
without criticising the Lollege specifically...the
College is not the only factor...when teachers
ultimately have their degrees in teaching thev otten do
not have the apility 40 teach in a way that creates
enthusiasm. 1 have not seen teachers doing things to
stimulate the pupils such as taking the chairs out or
moving outside...things like makipg instruments and
playing thosea instruments...getting everybody invalved.
S0 my criticism of the situation (which is perpetuated
by the way the students are taught to teach at the
College) is that teachers do not make the subject
interesting. As far as the status of the subject is
concerned: The subject should be taught in such a way
that people realise that there is more to music than is
apparent.

I would imagine that in various European commninities thers
is a sense of history and continuity that contributes
to the status of music (eg. in Germany.) The way this
country has come into being has something %o do with 1t
— music is not a way of life. People in this country
have a rather tainted view of music. It is a cultural
attitude which I den't think is changing. To cnange i=
one would nave o develee individuality., @ woule
suggest that the problem of bad teaching 1n schaols is
related to the fact that teachers and pupils do not
take cognisance o+ their individuality & uniqueness and
are therefore incapable of expansion and can therefore
not generate new attitudes.
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1 am shocked at how inhibited third and fourth year student
teachers are. There is no projection of personality,
or no attempt is being made to truly stimulate minds.
They have this “"paper" model of music and teaching.
They are actually petrified of teaching. An essential
part of their education is missing and that is
self-discovery. It is an issue that is not addressed
in their courses at universitv.

EX-STUDENT: PROFESSIONAL PIANIST .

I think that Music as a subject is aften regarded as an
"gutside® sort of activity at schools. This is a
problem, although I feel that it is improving at a lot
of schools at the moment. The music departments are
garowing. It would e an important stee in ths
direction of improving this situation further for the
Coellege to set up a working relationship with the
schools, especially with the primary schooils.

THE ISSUE OF SPORT VERSUS CULTURAL ACTIVITIES IN SOUTH
AFRICA (J2)

FART—~TIME MEMBER QOF PRACTICAL TEACHING STAFF

Sport does not necessarily have to interfere...l wisnh more
musicians were interested in sport so that thev might

- strike a better balance in their lives. 1 do not see
that it should be a conflict although I see that it
does represent a conflict in schools. I think that the
teachers can make the difference. It comes back to the
issue of the teacher making music interesting enough
for music not to have to "compete® with sporct.

EX{-STUDEMT; PROFESSIONMAL PIANIST

The wnole ctroupie with fthis 18 the +act TtThat we i1aglz 210
these activities and the peaple that are involved in
them. Why split people up into those who do music and
those who do sport? The point is to create and educate
a whnole person...we are talking about sociological
issues. The problem is that we do split everyone up
instead of educating them to realise that all of this
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is important to produce an integrated human being who
does all these things.

I think that one of the problems is that most people can do
sport, but there needs to be a high level of talent to
do music suecessfully, so fewer people get involved
with music. It is a specialised thing. '

THE ATTITUDE TOWARDS AND LEVEL OF IMPORTANCE PLACED ON MUSIC
AS PART OF CULTURAL DEVELOPMENT DY EDUCATION PLANNERS
IN SOUTH AFRICA (J3)

FPART-TIME MEMBER OF PRACTICAL TEACHING STAFF

Appraciation of Music is coloured by socialy detined mnorms
af "the beautiful"; for example for the Afrikaner the
notion of going to Opera is alright because that's
*culture". Then you could look at the older
traditions of the Xhosa, where music is associated with
totally different attitudes. There are as many
separate aesthetics as there are "musics" in 8A. The
idea of culture is so varied. Many attempts at
multi-cultural music—education have failed because of
the divergent attitudes involved - how can vou
understand the music without really understanding the
pepple! There is so much gloss and supertficiality in
these attempts. We should work at bridging before
trying to "join® and make a mixed bag that does not
have any real meaning. College and schools -~ even
black schools — are dominated by the white community
and its wvalues. There is so little opportunity for
black communities to have a thoroughly musical
education and for the white studentsz to come to an
understanding o+ black music. The cultural planners
are addressing irrelievant arsas. Our assthertic pasis
that is at fault. The right emphasis would result from
awareness of the various ideals and socigc-cultural
cantexts involved.

Music inspectors 1 have met have not been very i1nvolved with
music per e, but with a particular kind of music. The
gquality of thinking "at the toe" is susesct. They are
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speaking of the music of their own culture without
looking at others’.

EX-STUDENT; PROFESSIONAL PIANIST

The praoblem is that these planners are providing ghastly
class—singing which evervone hates. Thay are not
sensitive to the needs aof young rpecple who like modern
music. Also, they make pupils learn about music of
the Classical Western tradition and not the music that
they would normally be keen to lisitsn to. todern
music, including pop—music, has so much fto do with a
modern way of life. Music is faor everyone.

THE ISSUE OF THE ATTITUDE OF YOUNG PEOFLE TOWARDS BEING
INVOLVED IN MUSICAL ACTIVITIES (J4)

FART-TIME MEMBER OF FRACTICAL TEACHING STAFF
My impression is that children have a marvellous attitude to

music when they are involved.

In schools the fault lies with teachers who do not have the
ability to elicit an exciting response to music from
the children.

EX-STUDENT; PROFESSIONAL PIANIST

They are mad about certain tvpes of music and love to be
involved with musicals and school productions. There
are schools all over the country that are involvead. I
feel that there is nothing wtrong with tne childrens’
attitudes, but with how the subject i1s approached and
what is done. They should be doing music that these
children can relate to and not forcing anvthirng on

them.

THE ISSUE OF MUSIC AND ITS INTRINSIC AS OFPOSED 10
COMMERCIAL VALUE (J3)

-

FART-TIME MEMBER OF PRACTICAL TEACHING STAFF
This ties up with the idea that performance is "gloss”
rather than something that comes from inside and is
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deegply felt. The former would be a commercial way of
seeing music and the latter more an “intrinsic” view.
One can see an example of this "gloss" the way that,
traditional Chinese music is “"souped up" to give it
popular appeal it loses its meaning and its intrinsic
gqualities in all the virtuous display. Alsg., so much
emphasis is placed on other people’'s music that we
seldom take time to discover our own feelings and
creative impulses. That is why we selgom really learn
to appreciate the "intrinsic" value of music. The
emphasgis should be on the "creative" side of music.
This would be di+ficult to implement but not
impossible. In creative activities that include
improvisation...the students are bringing something o<
themselves into what they are doing: even here there
is always room for discussion of things such as
technique and formal structure...but it is fram the
point of view that involves the students first, and
draws on their experiences and contributions.

EX-STUDENT; FPROFESSIONAL PIANIST

Music has a social funcftion by bringing people fTogether to
concerts, or being with pecople while listenina to
music. Music is culture in this form. Music has now
become very specialised; this is a part of the
problem. It one looks at African culture their music
is net very technical or specialised, but evervons
relates to it and it has specific social functions, we
could learn from this.

I think that the areas of "commercial" and "“intrinsic®" value

of music averlap in that sven music plaved bv Radio S
has a social function. although it is commercial.
Disco music brings peorle together ~ it 1s music thav
people relate to, and this is very important. PMucn
commercial music has an emotional content and this 1s
qood. I don't think that the market for commercial
music has been created, but rather that the music
serves an already aexisting market bsrausa that is wnat
pecple like.
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Von FKarajan and his recordings of the great symphonies have
caommercial and intrinsic value. The two arsas merge.
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THE ISSUE OF THE LEVEL. OF APPRECIATION DOF MUSIC BY THE
GENERAL PUBLIC (J&)

PART-TIME MEMEBER OF FRAETICAL TEACHING STAFF

What comes to mind firgt is that it would be wonderful to
have workshop/concerts...discussion and performance.
FProftessor Fulvermacher found a way to communicate about
music to many people 1n and out of town...aven giving
talks betfors a symphony concert. This is something
that is neglected. I+ the eduycation or the public was
eftactivly done the level of appreciaticn of music
would generally improve. The present level of
appreciation indicates that the public needs to become
mors flexible in their approach to music. Hanvy
non-musicians only appreciate what they know...it is a
form of slitism... the YBach to Brahms syndrome" is not
a real love for music.

EX~-STUDENT; PROFESSIONAL PIANIST

I have already said that people like and appreciate music,
but this is the type of music that appeals to the
majority of people.

Often people do go to symphony and chamber and solo recital
concerts, not because they really understand the
music, but because it is a social gathering and
getting together of people. Very few people undrestand
the big symphonies and other more esoteric music.
Farhaps the general public need training in
appreciation of this sort of music. The performing
arts councils are helping by sending music to the
schonls. It is not alwavs possibie to send ths type of
music that the children will reaaily relate ToO.
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THE ISSUE OF THE DIFFERENCE IN THE LEVEL OF APPRECIATION OF
MUSIC BETWEEN AFRIKAANS-SPEAKING AND ENGLISH-SPEAKING
MEMBERS OF THE PUBLILC IN SOUTH AFRICA (J7)

FART-TIME MEMBER 0OF FRATCICAL TEACHING STAFF

It does not only have to do with music but music as cultural
and social “property”. To be associated wiith certain
kinds of music implies status. For sxamsle, why are
most gpera-goers Afrikaans? Somshow something in
Afrikaner society makes opera something worthwnile ©o
“possesst whereas English speaking people seem Lo
prefaer concerts. Whatever their motives, these are nes
purely musical. Music involves "social status games®
and elitist group—-behavipur.

EX—-STUDENT; PROFESSIONAL PIAMIST

There always has been an English/Afrikaans rift. I think
that the Afrikaans speaking pecople are perhaps less
appreciative of music than English speakers -
especially of symphonic music. I am not sure about
operas. Also I am not sure what it would be like in

a place like Fretoria.

THE ISSUE OF THE EFFECT OF THE EDUCATION DEPARTMENTAL
REMOVAL DF MUSIC AS A SUBJECT FROM THE SYLLABI OF THE
SECONDARY SCHOOLS IN THE TRANSVAAL (JB)

PART-TIME MEMEBER OF FRACTICAL TEACHING STAFF

Given what is actually presently happening in schools, it is
a good thing, because the way it is done at the mament
is such that it is naot creating a love for music bus
rather putting peaple off music. On the otner hand.
it were done properly it would be a gooo thing to nav
music at schools. If the teachets ares peing made
redundant it is a very serious problem. In 54 theres is
great "povertvy" in music., and trare are thoze who want
music as a vital part of social interaction.

1
=

EX-STUDENT3; FPROFESSIONAL PIANIST
I didn’'t know about that. It seem=s a very big point.
Fertaps it is=n’'t sucn a bad thing. FPeople at scheals
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hate class—-music. This is very interesting, butbt I
don ‘'t know enough about it.

THE ISSUE OF THE ROLE DF TERTIARY MUSIC EDUCATION IN SCCIETY
(J7}

PART-TIME MEMBER OF FRACTICAL TEACHING STAFF

It is important that peorle who come put of university can
do something with what they have learnsd. Colleges
tends to be iveory towers where one acquires culzure and
vet remain aloof from what happens outside. HMusicians
should generate “culture" - create programmes that do
not anlv cater for the few that want to be musicians,
but alss for a more gensral public, Students wnho
graduate should feel that they can contribute to the
musical life of Cape Town. This is thae raole that the
College should play. For example, the opera student’'s
ideal is to be a star but half of them will never reach
that. Is there any way that they may be presented with
a vision af what they could be doing to use their
talents in the community?

EX-STUDENT; FROFESSIONAL PIANIST

Ta train teachers, to train career people, provioe jobs,
to train people for further education. It has the
tunction aof education, research and training.

THE ISSUE OF FACILITIES FOR MUSICAL TRAINING ONLY BEING
PROVIDED FOR A LIMITED SECTION OF THE POFULATION (J1d)

PART-TIME MEMBER OF PRACTICAL TEALCHING STAFF

This is terrible. We are not locking at the whole
spoietv. A community projsct which orings @
creative talent of people into focus could be a way of
taking music to ail. It is not really necessary to
provide expensive tacilities +for all the peoerle who
want to get to know music. -If we generats =litist
attitudes towards music, we will never inculgatz a iove
of music.

+ cur

-
d
ne
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EX-STUDENT; FPROFESSIONAL PIANIST

I am not sure whether many black students are that
interested in studyving at an institution such a=s the
university. Must we force them into our mould, or
would they not be more interested in studying their own
music? We have started in the right direction in the
form of the University of the Westarn Cape. providing
the\cnuloured community with facilities.

THE ISSUE OF THE STATUS OF MUSIC AS A PROFESSION IN OUR
SCOCIETY AND THAT OF MUSIC EDUCATION IN THE SCHOOLS
{(J11>

FART-TIME MEMBER OF rRACTICAL. TEACHINMG STaFF
This is a musically poor country. The country as a whele is
materially minded.

But then, the problem is fairly universal. State opera and
our "own Symphany orchestra” are things that reflect
that. When the C£T50 was about to disband various
pecple "came to its rescue" by providing funds and I
have always wondered if they were doing this to
preserve the music or to preserve their images as
"saviours of culture”. BStatus is an important factor
in this kind of "generosity®.

EX-STUDENT3; PROFESSIONAL FIANIST

Musicians generally tend to be looked down on a little. I
think that people see musicians as peaple who are nosx
doing much work.
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THE ISSUE OF THE ROLE AND IMPORTANCE OF MUSIC IN THE
EDUCATIONAL INFRASTRUCTURE IN SOUTH AFRICA (Ji22

FART-TIME MEMBER OF PFPRACTICAL TEACHING STAFF

It depends aonn whether music education 1s as it is now or
whether it 1s as it is in my dreams! Young c¢hildren
need wavs to explore their senses, their bodies their
+eelings and their minds. There i1s so much emphasis on
word—knowledge and conceptualisation in =sducation bux
what about education that neles children to get in
touch with emotions? And music is so close to one's
enctions. There should be the excitement and discoverwy
in working with sounds and in experiencing and making
these sounds. If children wark onlyv with concepts thevy
cannot be in touch with themselves and their
snvironment. Music makes one sensitive to the beauty
af things. Let us present music in such a way that it
gives people the opportunity to become more in touch
with themselves.

EX-STUDENMT; PROFESSIONAL PIAMIST

The role would be a social one as I described sariier, a
way to learn to focus, the value of the intellectual
stimulation. It could provide a marvellous form of
mental discipline — it is excellent training in
becoming aware aof detail. :



AFFENDIX IX - RESFONSES J - page 180

THE ISSUE OF THE EFFECT OF THE PRESENT FOLITICAL. AND
ECONOMIC SITUATION ON MUSIC IN SDUTH AFRICA (J133

PART-TIME MEMBER OF PRACTICAL TEACHING STAFF

It can be said that without maney you cannat have music, but
if you place wvalue on music, then vou will pour monevy
in that direction and theres would not be a problem, If
peorle really valued music and "the arts® they would
vote people into power wha also value thess things.
other words, the government represents the majority of
white people and i+ music wers more a part of peoples
lives it would affect the political situation rather

i

I L]

than be atfected by it. The government that nas been
voted in is materialistic rather than
idealistic....there ideals are mazerialistic. The

reason why the majority of white peorle cannot chanae
is because they will have to give up their weslth. The
"values" that go with wealth do not necessarily go with
an open attitude to music.

EX-STUDENT; PROFESSIONAL FIANIST

Folitically, because of sanctions, it affects music
directly in that one cannot import good musicians.
Economically, those students who want to 9o and train
overseas cannot afford to go over because of the
exchange rate.
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THE ISS5UE OF THE ROLE OF THE GOVERNMENT AND BUSINESS IN
INFLUENCING THE ARTS (ESPECIALLY MUSIC) (J14)

FART-TIME MEMBER OF PRACTICAL TEACHING STAFF

Feople are uninterested in music and the government and
business representing these pecople. If they wers
interested in music and art they would support and fund
it. Those people who now support the arts do so from a
selfish point of view. A government and business
reinforce certain culitural expectaticons in
pepple...Mavbe, they are reinforcing a particular
culturse at the expense of "culture" as an =11l

encompassing concept.

EX-STUDENTy FROFESSIONAL PIANIST

Big business should provide finance for competitions and
sponsorship of orchestras like they do for the CTSO.
The government could also get involved in the finacial
aspects of keeping music going. I disagree that the
government should introduce any tvpe of legislation
that makes the study of music obligatory for everyone.
This would interfere with individual liberties, which

is immoral.

THE ISSUE OF THE EFFECT OF AFRIKANER PRUTESTANTISH ON MUSIC
AS PART OF SOCIETY (Ji3)

FART-TIME MEMBER OF PRACTICAL TEACHING STAFF

This lutheran attitude is one that is imposed on
individuals. It is a programmed way of life that is
not governed by sel+ discovery ana sely analysis.

EX{—-3TUDENT; FROFESSIONAL FIANIST

It may affect pecple’s attitudes on music. The more moaern
music is often seen as being evil. The church itself
can have a positive erfect on music in that, far
example, the organist of the Groote Kerk brinas out
important prganists to perform in Carpe Town.
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THE ISSUE OF THE ROLE OF THE GUVERNMENT AND BUSINESS IN
INFLUENCING THE ARTS (ESPECIALLY MUSIC) (Ji4:

FART-TIME MEMBER OF PRACTICAL TEACHING STAFF

People atre uninterested in music and the government and
business representing these people. If thev wers
interested in music and art they would suppaort and fund
it. Those people who rnow support the arts do so from a3
selfish point of view. A government and husiness
reintorce certain cultural expectations in
people... . Mavbe, they are reinforecing a particular
culture at the expense of "culture" as an all
encompassing concept.

EX-STUDENT:; PROFESSIONAL FIANIST

Big business should provide finance for competitions ang
sponsarship of orchestras like they do for the CTSO.
The government could also get involved in the finacial
aspects of keeping music going. I disagree that the
government should introduce any type of legislation
that makes the study of music obligstory for everyone.
This would intertere with individual liberties. wnich

is immoral.

THE ISSUE OF THE EFFECT OF AFRIKANER PROTESTANTISM ON MUSIC
AS PART OF SOCIETY (J1i35)

FART-TIME MEMBER OF FRACTICAL TEACHING STAFF

This lutheran attitude is one that is imposed on
individuals. It is 2 programmed way of life that is
net governed by self discovery ana self analvsis.

EX-STUDENT; FPROFESSIONAL FIANIST

It may affect people’s attitudes on music. The more modern
music is often seen as heing evil. The church iftself
can have a positive effect on music in that, ror
example, the organist o+ the Groote Kerk brings out
important organists to perform 1n Care Town.
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THE ISSUE OF THE PRESENT NUMBER OF TERTIARY MUSIC
DEPARTMENTS AND THE NUMBER OF STUDENTS DESIROUS OF
TERTIARY MUSIC EDUCATION (J1&)

FPART-TIME MEMBER OF FRATCICAL TEACHING STAFF

I it is gquality rather than quantity that one wants, i1t is
important to have as small a group ot students per
lacturer as possible. This means that s2ven as the
College is now it is understaffed. 1 would noft say
that there are too many deparitments to suit the number
of sftudents who want to study music.

EX-STUDENT; PROFESSTONAL PIANIST

I don't know what the numbers are at the moment. I thought
the numbers at Collegs were dropping. it is a hugse
place, I'm sure they could core with many more. 1
don't really know that much about this.

THE ISSUE OF THE INCREASE IN PDPULATION AND THE INCREASING
DEMAND FOR PLACES BY BLACK PEOFLE IN SOUTH AFRICAN
UNIVERSITIES (J17)

PART-TIME MEMBER OF PRACTICAL TEACHING STAFF

Education ot black people is dismal. The College =hould
introduce the interim step of providing for a =sort of
academic support programme with excellent teaching.
Alsoc the Opera school, for example, should reach out
to the community by providing programmes for children
so that they may learn to grow up and value opera. The
most effective way of doing these things is for the
College staff and students to go out to the community.
Therse are people out there who are keen to learn, But
the learning-programme must be Tnorcugh and consinucous
and be motivartsSg by genuine inzarest — net of ohs
“tea—and-sympathy” brand.

EX-STUDENT; PROFESSIONAL PIAMIST

This links back to the thought I .introduced earlier apout
how many black people we know play the pirang as
perfaraners? I really think that it 1is a guestion as to
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whether black people are interested in studying western
Music.

THE ISSUE OF THE RELEVANCE OF TEACHING A WESTERN EURDOPEAN
MUSICAL TRADITION IN SOUTH AFRICA (J18)

FART-TIME MEMBER OF PRACTICAL TEACHING STAFF

Western music has things of value and that should be
available to all, but this should not be at the
axpense of ogther music. There are sg manv culbures
that are of importance to us, even the minority
cul tures.

EX~-STUDENT: FPROFESSIONAL FIANIST

The whole bpackground of the white preople in South Africa is
European. We have no other tradition so it is totally
relevant to us as white people. Music is
white—orientated in this country. I+ we were o
introduce jazz, the bhlack porpulation would be more
interested - they are not really interested in our
music. The type of music that black peorle are
invalved iny Jazz and ethnic music doss not neesd the
same kind of training as the Western European tradition
of music as we know it. It would be rather like
imposing Christianity on the pagans!

The responses to the remaining key-Issues appear in Appendix
VIII.
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APPENDIX X

MEW ENGLAND CONSERVATORY OF MUSIC POLICY REGARDING
ATTENDANCE

*"The Canservatory has established an attendance policy
designed to reflect the responsibliities ot
professional musicians towards ensemble rehearsals and
performances. The habit of arriving early for
rehearsals (to warm up and be ready to start on time:;
is obhvipusly the correct behavior. Although the
Conservatory {g supportive of the need for students to
play outsgside, professional engagements both for
financial and professional reasons, we believe that the
primary commitment of Conservatory satudents must be to
the institution.™

Listed below are the afficial attendance polilicy reqguirements
for the NEC Chorus:

1. Students must submit an excuse request IN WRITING to
the director no later than six weeks prior to the
enaemble rehearsal or perfarmance from which the
student wishes to be excused.

2. Conflicts which arise }later than the six week deadline
will generally not be considered except Iin emergency
aftuations.

3. The only exceptions to this rule would include seriaus
iliness (to be followed by a note from an M.D.) or a
death Iin the family.

4. The excuse request notification is to be considered by
the gtudent as a request and not gtatement of fact.

5. Assuming permission is granthd, it will be acceptablie
for the individual to be excused from the event. It
pernission I1s denied, the student is not excused from
the ensemble event.
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Failure to fulfill the Conservatory obiigation will be
reflected in the grade given in the ensemble, the
student?’s scheolarshlip award, and ultimately in the
student’s status in the Conservatory. Repeated
conflicts with regularly scheduled rehearsals and
concerts, even i{f requests for being excused are
properly handled, may also result in reassessment of a
student’s enaemble grade, zcholarship ald and statuzs 1Iin
the schoal.

in the event of an emergency, the student must call in
to the Choral Office on the day of the rehearsal or
performance involved., Calls should be made to ex. 451
{the Choral affice), or in the event of unusuali
circumstances (i.e. at night or on weekend) the Chaoral
Assizstant at 522-6119. A written explanation is gtill
reguied in such cases.

Members of the ensemble should not make appointments of
any kind which conflict with the regular rehearsal or
concert times, including doctor’sz appointments or
make-up lessons and pre-recitals.

TARDINESS

In arder for the ensemble program to function effectively,

at the very minimum rehearsals must begin on time with
everyone present. Therefore, attendance will be taken
at the exact beginning time assigned for the rehearszal
to begin. This includes the time when a rehearsal
begins again after a break.

According to policy, two tardineageg are equivalent to an

unexcused absence.



APPENDIX XI - page 1

APPENDIX X I

PROPOSAL FOR NEW SYLLABUS —~ ORCHESTRA DIPLOMA

OBJECTIVES

The primary objective of this proposal is to put forward the
outline of a new syllabus for students studying an
orchestral instrument as first practical subject at the SACM.
CONTENTS

1. Background - 1.1 The need for such a course.

1.2 The position of judgement from
a personal viewpoint.

2, Scope - 2.1 Entrance requirements.
2.2 Suggested structure of the course.
2.3 Examinations.

1. BACKGROUND

1.1 The need for an orchestral diploma course

Students who wish to pursue the study of an orchestral instrument
in Cape Town and thereby obtain a degree or diploma can only do
50 at the SACM. They have a choice of various courses, none of
which, however, are orientated specifically to eguip them in the
best possible way with the knowledge and skills necessary to
become a good orchestral musician. Currently no suitable syllabus
exists to fulfil this specific need.

The requirements for education into an orchestral profession are
different to those for music teaching or musicology or piano
performing. Currently their training does not allow sufficient time
to develop the vital practical skills on the instrument, as there
is too much emphasis on certain theoretical subjects, whereas

some necessary subjects or areas of training are missing altogether.

Never before has the need to educate our own orchestral musicians
in South Africa been as keenly felt. Hardly any musicians from
overseas are prepared to sign contracts to come to this country.
However, few local musicians are able to fill the many vacancies
in our orchestras as theyjust do not have sufficient skills to
satisfy audition demands. In some cases even students who had
obtained a MMus degree in South Africa were not found to be capable
of filling an orchestra vacancy.
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Therefore it is urgent to create a suitable course for students
who would like to become orchestral musicians - hence an "Orchestral
Diploma® course.

1.2 The pogsition of judgement from my personal
qualifications and experience

My training as a school music teacher and bassoonist at two

Music High Schools (University equivalent) in West Germany,

18 years experience as a principal orchestra bassoonist in Hamburg
and Cape Town, as well as teaching activities at youth music schools
in Germany and since 1973 at the SACM, enable me to view the
situation objectively, and to make suitable suggestions.

2. SCOPE

2.1 Entrance Requirements

Entrance requirements will apply to the major instrument, piano
and theory. Naturally, the entrance requirements must be

such that the future teachers of the candidate student can
consider him/her sufficiently advanced in all three subjects to be
able to cope with thé study.

A grading of entrance requirements according to UNISA or Royal
Schools examination might be appropriate and to be decided upon by
the College board. Alternatively, auditions by the candidate
could suffice.

The opportunity should exist to receive training in all three
examination subjects at SACM in order to prepare for the entrance
examinations.

2.2 5Suggested course structure

-

In this proposal a four year study period is recommended, comprising
of the following:

a) Major instrument (any orchestral instrument):

aAs. any method of teaching an orchestral instrument
and studying.its repertoire cannot be separated form
the practical efforts of the student, it is here
suggested that the separate tuition practices for
teaching method and for repertoire be done away with.

Recommended: Two lessons weekly all four years
b) Piano:

The study of this instrument is important but
necessary only to a level sufficient for the
practical execises in Harmony, score-reading, etc.
In other words, high technical skills on the
piano will not be required, just a sound "working
knowledge®™ of the keyboard.

Recommended: 1 Lesson weekly for the first three
years.
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c) Music Theory:

Theory of form, harmony and counterpeint must
be taught up to a level of thorough knowledge.
.Compositional exercises however, should only

be done to deepen such knowledge as the intention
iz not to make the orchestral student into a
composer.

Recommended: 2 Lessons weekly for the first
three years.

d) Score-reading and playing:

As soon as the standard of playing the piano

is sufficiently developed, this subject can
commence. It will enable the student to have

a much better understanding of the rcle of his
own part in any work of orchestral or chamber
music. Furthermore, it is vital for the study
of solo concerti, where good tempi, phrasing,
dynamics, and so on, can much easier be found
with a proper understanding of the composition
as a whole and not only of the solo part.

Special attention must also be given to a thorough
understanding of different styles - similar
notation by different composers can mean different
things in the executuion of music.

Recommended: 1 Lesson weekly for two vyears.
e) Music History:

Recommended as for the BMus.
f) Aural Training;

Theoretically as for the BMus students.

Practically: in the beginning, groups of
ensemble classes where scales, arpeggios,
chords are played together, to achieve a better
sense of intonation and balance.

Recommended: Theoretical - as for BMus,
Practical ~ 1 Lesson weekly during
the second year.

g) Ensemble class and chamber music:

Playing in ensemble is the main thrust of the
profession. Specific training in chamber music
{groups such as wind quintets, string quartets,
and combinations of winds and strings) is therefore
essential. :

Recommended: Participation in at least one-
ensemble group weekly (Approx. three hours)
during the third and fourth years.



ApPPENDIX X1 - page 4
h) College Orchestra:

.Participation in all rehearsals and concerts
is compulsory as soon as considered feasible
or dasirable by both the teacher of the major
instrument and the orchestra conductor.

i) Choral Singing:
Participation in choral singing with specific
emphasis on sight-singing in order to help the
development of "pre-hearing"” of melcdies which is
imperative for good intonation.

2.3 Examinations.

Practical examinations in the subjects a} to e) should be held at the
end of each year of studying the subject concerned.

The final examination in the major instrument is obviously the

most important criteria for passing, and should simulate an audition
for an orchestra vacancy. That means that the candidate is requested
to Kive prepared at least two major concerti, inclusive of cadenzas,
suitable for such an occasion. Thereafter he will play orchestral
excerpts to be chosen by the panel of examiners from a repertoire
lizt to be handed in by the candidate some time before the '
exam for approval by the panel. He will also be expected to play
some sight-reading. -

To ilustrate the requirements of such an examination, I submit
an example of a suitable list of audition concerti and orchestral
excerpts for the bassoon:

CONCERTT

M von WEBER

MOZART

EXCERPTS

MOZART" Overture to the Magic Flute
Overture to "Cosi fan Tutte”

BEETHOVEN Symphony no. 4
QOverture “Leonore no. 3°
Overture to "Fidelio”

Brahms Symphony no. 3

Haydn Variations
MENDELSSOHN Italian and Scottish Symphonies
SCHUMANN ist Symphony
BERLIOZ SYmphomie Fantastique

TCHAIKQVSKY Symphonies 4 ~ &
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SMETANA Overture to the "Bartered Bride"
R STRAUSS Several symphonic poems.
RAVEL Bolero

Rhapsodie Espagnol
L'Alborada del Gracioso
Piano Concerto

RIMSKY-KORSAKOV Scheherezade

STRAVINSKY Ballets:
Firebird
Petroushka
Sacre- du Printemps
Pulcinella Suite

ORFF Carmina Burana

OPERA EXCERPTS:

ROSSINI Barber of Seville
DONIZETTI

VERDT {also Requiem)
PUCCINT

WAGNER

R STRAUSS

BIZET Carmen
LEONCAVALLO  Pagliacci

MASCAGNI Cavalleria Rusticana
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