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Abstract 

Art songs are a genre of music whose style of singing originated from Europe where it was fine-

tuned by Schubert, an Austrian composer of the Romantic era. These songs are used for concert 

performances and more importantly, for voice training at music institutions. Art songs involve the 

elaborate setting of poem text to music, traditionally for the piano and voice. In Namibia, many 

students prepare for voice exams that are assessed by international institutions such as the Trinity 

College of London whereby they choose songs from a Western repertory and very few, if not none, 

are from Namibian/African origin. Therefore, the purpose of this study was to explore the 

availability and creation ofNamibian art song literature for voice students. 

The research was aimed at determining whether Namibia has a canon of art songs in general as 

well as find out the need for Namibian art songs and the creation of it using Namibia proverbs and 

folksongs as a guide. A qualitative survey together with action research methods were used to 

collect data, open-ended questionnaires were sent by email to participants as there were travel 

restrictions due to Covid-19, and artistic research paradigm, art-based research and action based 

research was also followed as the researcher composed songs as part of initiating song literature 

for singing in Namibia. The study was conducted against the theoretical framework of cross-

culturalism, discourse theory, and interpretivism. African pianism, Afro-centricity, Namibian 

vocal styles and New classicism as Western and African elements of music were combined in 

composing art songs with Namibian idioms. 

The participants targeted were voice teachers and voice students in Swakopmund and Windhoek. 

The data collected from the questionnaires were colour coded and analysed to derive findings. The 

research showed that the participants have a hunger for Namibian art songs and the creation of 

such songs will instil National pride, identity and confidence in the songs they study and prepare 
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for exams. Furthermore, the creation of Namibian art songs will preserve Namibian cultures, 

languages and encourage an appreciation of Namibian musical idioms and aesthetics. Thus, the 

need to decolonise western art song repertory required to gain an internationally recognised 

qualification in singing. 

In response to the lack of art songs from Namibia, the researcher composed and arranged thirty art 

songs as to head-start an anthology. It is recommended that a Namibian art song anthology be 

started through seminars with poets and composers from different ethnic backgrounds in order to 

be inclusive of the Namibian diverse culture. 
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CHAPTER ONE: 

INTRODUCTION 

1.1 Background 

An art song is defined as a serious vocal composition, typically for voice and piano (Leonard, 

1993). Art songs' lyrics are usually written by a poet or a lyricist which is then set to music by a 

composer, usually through-composed meaning that each section of lyrics have new music to it 

(Toivanen et al, 2013). Finck (1904) claims that there were many fine composers before Franz 

Schubert, who was born in Austria in 1797 and died in 1828 but he created the lyric art-song since 

his predecessors such as Handel and Mozart concentrated on big works such as oratorios and 

operas. In contrast, Ramsey (1967) explains that Karl Philipp Emanuel Bach is the 'founder and 

creator' of the German lied. Moreover, Finck (1904) explains that Schubert became the originator 

and the 'perfecter' of the modern Lied, or art song, which reflects the mood of the poem it is set 

to. He composed 600 lieder in his short life (Cheng, 201 0). Some African countries have employed 

art song forms to promote folk songs. According to Onyeji (2016), there are some arrangements 

of Nigerian folk songs to art songs and the creative identity has to be developed by the young 

generation to have a place in the global creative spectrum. This resonates with the status of folk 

music in Namibia. 

There are numerous voice students throughout Namibia part-taking in vocal examinations through 

bodies such as the Trinity College of London (TCL); England, the Associate Board of the Royal 

School of Music (ABRSM); United Kingdom, University of South Africa (UNISA) and the 

University of Namibia. The voice teachers follow these institutions' curricula and choose songs 

from a list provided and prepare their students for exams whereby an examiner is sent from London 
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or South Africa to assess and grade the voice students. In preparations, students can also choose a 

few of their own choice of songs that can be approved by these international institutions. These 

lists of songs usually require students to sing in Latin, Italian, French, German and other languages. 

Simply put, the Jist contains mostly European and American literature and there are little or no 

Namibian or African pieces. Singing in a foreign language has the potential to cause discomfort in 

learners due to the language barrier, let alone the possibility of not knowing the message encoded 

in the song. This study, therefore, explored the availability of a canon and repertoire ofNamibian 

art song literature for the teaching and learning of voice students and voice teachers alike in 

Windhoek and Swakopmund as well as the establishment thereof through arrangements and 

compositions by the same researcher. The compositions are intended to be a fusion between 

Western and African modals since a western medium would be used to uplift and develop African 

songs. 

The development ofNamibian art songs has the potential to create pride in students and may make 

these exams more successful as students will sing in languages that they are comfortable with. 

This might also increase the interyst of audiences in this art form of vocal concerts. 

1.2 Statement of Problem 

In Namibia, there are very few art songs for voice students, which are Namibian by origin . The 

problem may be attributed to a Jack of composers who are interested in the idiom or lack of 

qualified or seasoned composers. Afrikaner (2016) states that there is a lack of recognition or 

qualified arts teachers in Namibia. Firstly, music is not taught in Namibian schools (Afrikaner, 

2016), but rather integrated as arts in primary grades and there are a few teachers that specialise in 
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music teaching. Secondly, most learners who want to study music at tertiary level have to find 

private tutors or attend classes at the College of the Arts, which is based in Windhoek, to prepare 

for international exams that can fulfil the requirements to be admitted to tertiary music programs. 

Thirdly, there is a small population of audiences who have an appreciation of art music or classical 

vocal music (Agawu, 2011). This art form is usually appealing and is supported by the small 

population of European descendants living in Namibia. Furthermore, although Namibia has an 

apparent huge choral tradition, it seems there is a Jack of Namibian literature in music, which 

means that the options for these students to choose music from is almost non-existent. Moreover, 

published books of Namibian art songs for voice are very scarce or not available. Namibia, being 

a multicultural state, has numerous arrangements cffolk music for choir but seemingly not for the 

solo voice with piano accompaniment that is known. Lastly, identity in music through language 

and culture is crucial to attract support from stakeholders of arts education, parents, international 

recognition, participation in performances and popularisation of art songs in a Namibian context. 

Onyeji (2008) comments on the statement regarding the use of only Western music education 

models in Nigeria: 

" ... curriculum content, methodology and teaching approach alienate students from their 

cultural background. " (p.162) 

Therefore, this research will aim to explore the availability of Namibian art song literature for 

voice students and the composing of such songs. 

1.3 Objectives 

The study was guided by the following research objectives: 
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i) To determine the nature and importance of learning and teaching Namibian art songs 

or arranged folk songs. 

ii) To identify compositional styles, arrangements, and structures of art songs . 

iii) To acquire different styles of Namibian folk songs and arrange them for voice and 

piano. Therefore, fuse the western art form with Namibian idioms. 

iv) To set Namibian poetic literature or proverbs of the different vernaculars to art song 

compositions as a way of creating literature for teaching and performance. 

1.4 Significance of Study 

This research is important for the reason that art songs are utilised in the teaching of music by 

voice teachers or performance by voice students. It is important to learn cultures and art forms 

from around the world, however, it is crucial for students to have their own identity in terms of 

language and culture to be represented in the songs they study and perform . Afrikaner (2016) states 

in her research that there is a lack of proper teaching materials in Namibian arts classes. This study 

will supply literature to music educators, vocal pedagogy teachers, voice coaches, singers, voice 

students, music researchers, classical singers and pianists. In addition, this study agrees with 

statements by Sadoh (2004) that indigenous elements used in art songs will enhance awareness of 

local and international musicians in the performance of the works that will be composed, identify 

newly composed art songs as Namibian art music, create a nationalistic environment and that the 

implementation of traditional source supplies in modern classical music could preserve the culture 

and the world ' s perspective of the Namibian people. Furthermore, Onyeji (2008) states that many 

have observed music education in Nigeria is largely based on European models, this seems true 
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for Namibia as well. In Namibia, due to the use of English examination boards, most voice 

students follow a Western context of curriculum and content. In addition, on music education, 

Onyeji (2008) quotes Masoga (2006) that: 

"The philosophy of moving from the known to the unknown' should be adopted if 

education is to be effective. Therefore, it is wise to start with knowledge about the local 

area which students are familiar with, and then gradually move to the knowledge about 

regional, national and global environments. " (p.48) 

Though the above statement makes sense, the international exams that most voice students take 

mostly includes western repertory and therefore might not work for students who intend to study 

music at tertiary institutions. Angell (2012) states that voice teachers can use arrangements offolk 

songs to teach beginner students as the ranges are not that wide and this will prevent voice students 

from straining their voices because students learn through expressing song lyrics to the audience 

and gains the ability to memorize lyrics easily. 

In the book: Namibian Songs for schools and communities published by the Ministry of education 

and culture edited by Roos (1992), the aims stipulated also contribute to this research: 

"-to seek the active support of educational authorities; 

- To collect and select music which was varied, suitable, enjoyable and enriching, so that 

the beauty of the past and present heritages would become widely accessible; 

- To preserve our traditional music as jar as possible, as a reminder of our cultural 

heritage, to which we can relate, thereby counteracting the process of neglect, non­

recognition and possible extinction; 
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- To spread knowledge of our many diverse cultures, thereby promoting the process of 

reconciliation, mutual understanding and interaction between cultures; 

- To promote music as an ideal mode of expression and presentation, which embraces and 

develops the cognitive, affective and psychomotor functions, as well as to develop 

psychological and physiological skills in order to foster the creative imagination, which is 

necessary for the achievement of excellence in any artistic discipline; 

- To provide a further bases of reference for future research in Namibia's music; 

- To introduce this small but representative selection of our music to the international 

community as a gesture of our willingness to share Namibian music with others through 

songs; and 

To be a forerunner of possible future series. " (p.ll) 

1.5 Limitations 

This study, being relatively new to Namibia, has limited existing literature on Namibian art songs. 

Therefore, extensive international models were researched and used for guidance. The researcher 

was also limited to using Western notation as there is no Namibian/African notation of music to 

correctly display rhythms and harmony correctly though Tonic Solfege is widely used in Namibia, 

it cannot illustrate pitches for the piano. A freeware program, namely: Musescore was utilised to 

engrave the freshly composed or arranged art songs as the industry software programs such as 

Finale, Dorico or Sibelius were too expensive to acquire. Due to Covid-19, physical interviews 

could not take place for there were travel restrictions put in place by the government. Hence, the 
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researcher had to communicate via email by using a questionnaire. In the same light, the number 

of participants severely decreased from 35 to 15 due to willingness of participants. 

1.6 Delimitation of study 

This study focused only on voice students and their teachers in Windhoek and Swakopmund as 

the population of voice students is seemingly greater in these cities. The study was delimited only 

to vocalist that has experienced formal training and voice teachers who train them. The focus was 

only on art songs and folk songs although there are many other different genres of music in 

Namibia. 

1.7 Data Presentation and Analysis 

The data collected by the researcher was presented and analysed qualitatively. Perceptions of 

participants were grouped according to questionnaire and presented thematically. The collected 

data was analysed via colour coding whereby similar themes where investigated and further sub­

themes were created. These where summarised and discussed to draw meaning and conclusions. 

The researcher also composed and arranged thirty songs guided by the theoretical framework as 

stipulated in Chapter 2, of which, three will be performed. 

1.8 Conclusion 

The purpose of this chapter was to introduce and present the problems, objectives, significance 

and limitations of this research. An art song is a composition for voice and piano, which are used 

internationally to teach voice students and at the same time, render identity and preservation of 
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culture. Namibia seemingly has a few art songs and this signifies the need for the creation of art 

songs for voice students to sing in languages that they understand in order to retain the meaning 

of the text they are singing. Additionally, this will not only preserve Namibian languages, culture 

and create identity in music education but will enhance aspects of identity in Namibian music 

education and students. This study is presented in five chapters, Chapter Two reviews the related 

literature and theoretical framework, Chapter Three explains the methodology, and Chapter Four 

gives the result and discussions and Chapter Five deals with the conclusion and recommendations. 
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CHAPTER TWO: 

REVIEW OF RELATED LITERATURE 

2.1 Introduction 

Since Namibia seemingly does not have art song literature, other countries ' sources will be 

reviewed and explored. There are some African countries such as South Africa, Kenya and West 

African countries that are thriving in music education and the development of art songs. Existing 

sources and history from African countries and other countries will be explored through 

approaches and processes of creating art songs for voice students. This chapter will explore the 

history of art songs reviewed from the western context. The approach of non-western countries on 

the composing of art songs will also be discussed. 

2.2 Art Music defined 

Angell (2012) describes art music to be music that is written down and takes relatively developed 

form to convey a type of artistic expression. 

2.3 Western Art songs and their characteristics 

The art song or lied is a musical phenomenon of German composers, intended for a single voice 

and piano accompaniment (Ramsey, 1967). Ramsey (1967) explains that before the mass, oratorio 

and opera songs were prevalent either as folk songs, other arrangements such as the lute song of 

the Medieval, Renaissance periods or the cantata, the ballad of the operatic period and the Italian 

aria for the individual voice that was for higher musical clicks. The German lied has its origin from 

the German folk song (Hallmark, 1996). In the nineteenth century, the art song or German lied was 

popularized by great composers such as Schubert, Schumann, Hugo Wolf, Brahms, Beethoven, 

Loewe, Liszt and others. Kimball (2005) considers the lied of Schubert to have heightened senses 
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of drama, full of beautiful melodies, variety of vocal styles (arioso, declamatory, recitative, lyrical 

etc.), melodic rhythms and direction illustrations, chromatic harmonic sequences, tonality that is 

linked to mood and emotion, use of dissonances and consonance, German and Neapolitan sixth 

chords, modulation to distant keys, enharmonic modulations, modulations to keys with third 

relationships, deceptive resolutions, major/minor uncertainty, control of variety of rhythm, use of 

rhythm patterns as ostinato, treatment of accompaniment unique for his era, programmatic 

accompaniments that illustrate and unify, movement of accompaniments that paints and unifies, 

use of preludes, postludes and interludes, principal musical motives showed in introductions, some 

interweaving ofvocal and piano, text painting and the use of all forms. 

Regarding the art song style, Kimball explains it to be the treatment of a composer of all mixture 

of a song's sections: melodies, harmonies, rhythms accompaniment and poets/text which can 

branch into finer details, this gives the blueprint of a composer such as form (strophic, modified 

strophic "slight changes with each verse", through-composed, binary, ternary, theme and variation, 

rondo and palindrome form "reads the same backward and forward- ABCDCBA"). Furthermore, 

she describes that style can also be influenced by the country, historical eras, aesthetic trends and 

national characteristics (2005). Additionally, Kimball (2005) states that piano accompaniment is 

either block chords, broken chords or arpeggiated material to convey different moods or the text, 

whether it be dramatic or emotional. Moreover, Kimball (2005) says that Robert Schumann used 

preludes (introduction), interludes (connecting passage between sections) and postludes (a section 

that closes the piece) in his lieder and that melody, harmony and rhythm can all be used to paint 

the text i.e. text painting. Accompaniment texture (the density or sparseness of the music) is also 

considered, whether it is linear (in line with the voice and sparse) or contrapuntal texture 
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(independent melodies used simultaneously). Kimball (2005) affirm that the following style sheet 

can be used to characterize a piece: 

Table 1: Art song Style sheet (Kimball, 2005, pp65-66) 

Melody Phrase shape/Length • fluid melodic line, sustained phrases 

. uses large intervals for dramatic 

emphasis 

Harmony Texture • fairly dense texture; striking 

harmonies that illustrate the text 

Key scheme . modulations used for expressive 

quality 

Rhythm Rhythmic patterns • extremely flexible, varied patterns 

Tempo . tempo fluctuates, precise 

metric directions 

Accompaniment Preludes, interludes, postludes • extended postlude sustained mood of 

the text 

Texture • writing for the piano IS rich and 

virtuosic 

Shared material with the voice . some countermelod ies with the 

voice in left hand of piano 

Poets I Texts Prosody • excellent sense of prosody 
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Choice oftexts • poetry rich in imagery (give dates 

and any other information you wish to 

add) 

In the following table, Kimball (20 13) explains the Musical components of an art song: 

Table 2: Musical components of an art song (Kimball, 2013) 

Style(s) of text setting: - Treatment of prosody 

- Declamatory (speech-based) 

- Syllabic 

- Melismatic 

- Recitative 

- Arioso 

- Sprechgesang 

- Use of embellishment 

Melody: - Melodic contours: scalar passages 

extended intervals 

- Phrase length 

- Tessitura 

- Range 

- Use of chromaticism 

- dissonances 
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Harmonic vocabulary: - diatonic 

- chromatic 

- tonal atonal 

- modal 

- chord preferences 

- key scheme- modulations 

Rhythm: - metric organization 

- polyrhythms 

- cross-rhythms with the voice 

- patterns- simple, difficult, ostinato 

Accompaniment: - predominant figures 

- block chords 

- shared materials with the voice 

- use of motives (rhythmic, melodic) 

- preludes, interludes, postludes 

Form: - strophic 

- modified strophic 

- through-composed 

- binary 

- ternary (usually ABA) 

- combinations ofthese 

Also: - Mood/atmosphere 

- Emotional content 

14 



Musical texture- thick 

2.4 Development of the art song in non-Western countries 

On the brief history of Western influence on African music, Thierman (2015) explains that in the 

nineteenth century, Western existence increased with the introduction of Christian churches, 

mission schools, and military bands that motivated Western music. Basically, most Western forms 

of music and instruments were introduced to Africa through Christianity and colonisation. 

In the music academia of African music, there is somewhat a definition of African art music but 

not explicitly the art song (Makobi, 2017). On African art music, Makobi (2017) cites Euba stating 

that African art music can be classified into three categories: neo-traditional art music, Western art 

music and African-European art music. Furthermore, Makobi explains that Agawu views African 

art music as works consisting of 

" .. .folk operas, cantatas, orchestral compositions, choral works and sonatas for various 

instruments of all of them written down by named literate men and women trained in the 

idiom and practices of European classical music" (20 17, p.23). 

Due to this statement, one can say that Namibian art songs exist but in choral form, however, most 

composers write the lyrics of their own compositions, whereas in art songs, a composer sets music 

to poets' poems. Juxtaposing this notion, Makobi (2017) quotes Nketia that art music is music in 

which expression of emotion is combined with a great level of craftsmanship and sense of beauty. 

Onyej i (20 16) states that, according to Ekwuene, inN igeria, even though there is external influence 

to African music, it has stayed static in choral or group singing and there is no development of 

music for solo singing. Furthermore, he explains that only folk songs are arranged for solo voice 
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although there is a lack of original composition with extensive implementation of musical elements 

and exploration. This is the case in Namibia as well although there are vast amounts of 

contemporary music. This contemporary music does not qualify to be art songs since it is not 

notated. 

As it was evident with migrant Ewe fishermen of Ghana, Akrofi et a! (2007) states that cultural 

identity could be preserved by music as long as it is practiced. Therefore, fostering cultural identity 

and avoiding extinction of cultures, in a world whereby social media is a great influence in 

westernizing African culture. 

General characteristics of African vocal music are described to be based on descending triatonic, 

pentatonic, hexatonic and heptatonic modes, mainly with intervals of thirds, fourths , fifths and 

sixths. Sometimes, there will be intervals of a descending minor sixth performed accompanied or 

unaccompanied in unison, duet or chorus (Nketia, 1974). Furthermore, Makobi (2017) explains 

that the African art song features are: 

" ... the African language that the music is written in, the piano simulates African melodic 

and percussive instruments, the alternating of meters, irregular time signatures, 

polyrhythms and hemiolas which can be influenced by African ethnic music, repetitive 

nature of songs with application of ostinato, call and response between the singer and 

piano, simple melodies that are memorable with diatonic western harmony, improvisation, 

word painting, scales such as the diatonic and pentatonic, incorporation of little movement, 

costume and decor, using of African folk stories for text , composing of original music in a 

folk style, employment of folk singing techniques where it applies such as ululation and 

yodelling." 
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Additionally, Makobi (2017) states that African art music can be classified as nee-traditional art 

music, Western art music and African-European art music. Various 

Western composers such as John Cage, Gyorgy Ligeti, Steve Reich, David Fanshawe, Joshua 

Uzoigwe and Kevin Volans (the latter two are Africans who studied in the West) employ African 

elements in their music (Thierman, 2015). Furthermore, Thierman explains that these composers 

simulated African instruments or used African folk melodies in their compositions (20 15). They 

include syncopation, rhythm polyphony, call-response, ostinati, modes or non-western scales like 

pentatonism, unconventional harmonies, parallel fifths, drones, portamenti, unconventional 

tunings such as quarter tunings from Northern Africa made popular by Cage (sound method), 

continual pulse that was employed by Ligeti whereby hockets fill in the rest (paradox method) and 

Reich's influence from drumming whereby one melody or rhythm is played in unison and 

gradually play at different speeds until a polyrhythmic effect is created (patterns and cycles 

method). Moreover, Theirman (2015) explains that Fanshawe described his method to be a 

'musical documentary' inserting melodies of what he has recorded in his journeys around East 

African and the Middle East by tape. Thierman (2015) describe that Volans, a composer born in 

South Africa, would include quotations on traditional music in his compositions, which coined the 

term, African Paraphrases, interlocking melodies. 

The Afrikaans speaking communities of South Africa, according to Grove (2011), had their first 

composition of an art song in 1908 of Winternag (A Winter Night), text by Eugene Marais and 

composed by Jan Gusbert Bosman. However, white South Africans are of European descent, 

which makes it an easier transition in the establishment of art songs known in Afrikaans as 

'Kunslied' with Eurocentric modals. Moreover, Grove (2011) utters that South African art songs 

are thus the reflections of the artists ' environment in South Africa. Additionally, he states that 
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Afrikaans art songs are preserved by performers, accompanist and voice teachers such as: Betsy 

de Ia Porte, Mimi Coertse, Albie van Schalkwyk, Hanna van Niekerk, Heinrich van der Mescht, 

Werner Nel, Andre Howard and composers such as Hendrik Hofmeyr en Pieter deVilliers and 

many more. So far there are more than 1000 Afrikaans art songs on record that have been 

composed or arranged. 

When combining two or more cultures, it can range from simple borrowing to the development of 

new forms of music, thus, syncretism, which can lead to appropriation (Chapman, 2007). 

Moreover, Chapman states that in composition of cross-cultural music, (in his case African and 

Western), it is imperative to comprehend the philosophical approaches, meanings and values that 

are implanted in the music of the two cultures. On the other hand, Floyd (1999) quotes Klatzow 

that there are only two options when it comes to cross-culturalism: nationalism (embracing local 

musical traditions) or exoticism (using only what one wants from a particular culture). The latter 

could be perceived as impolite . In Korea, Kim (2011) describes that with the influence of Western 

music on traditional Korean music and the development thereof, composers embraced the 

significance and maintenance of cultural tradition and national identity. 

2.5 The post-modern art song 

Nelson (2009) states that, Ned Rorem was named by Time Magazine (2000) as the 'the world's 

best composer of art songs'. Due to this fact, it should be appropriate to view his compositional 

techniques. Mr Ned Rorem was born in Chicago (now ninety-seven) and has composed over five 

hundred art songs (Nelson, 2009). Moreover, Nelson explains that his music is a "conglomeration" 

of many elements, which give him his diverse style and cannot be fit to a particular epoch. 

Furthermore, he explains that Rorem's music contains a great amount of dissonance though he 
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advocates it to be tonal. In this view, it is agreeable that post-modern music is very much a mixture 

of all the previous eras plus a great amount of experimentation. Ned Rorem (1988) wrote that there 

are three mottos for song writing: 1, use only good poems, 2, write gracefully for the voice and 3, 

and use no trick beyond the biggest trick. He furthermore explains that 'I betray the poet byframing 

his words, not by distorting them. ' (1988, p451 ). 

On the matter of African art songs, Omojola states that 'greater skills and imagination are reflected 

in fusing traditional and European elements in new Art songs (I 987, p.287) '. In this post-post­

modern era of the Internet whereby influences of pop culture is prevalent, it proves that styles can 

be fused to an international level since certain aesthetics have been standardized for art songs. 

Conversely, Omojola (1987) states that in African original art songs, composers have retained 

traditional characteristics. 

Wabugu (2012) quotes Labi (2003) that African composers have to balance traditional, modern, 

old and new musical components when composing. Furthermore, he writes that there are three 

ethnomusicology compositional viewpoints that characterize African art music: reverse technique 

(use of western tonal configurations in African oriented music), Syncretic technique (use of 

traditionally African fundamentals in composition i.e. motives, themes, sound sources, polyphony 

and homophony, with less influence of western musical elements) and Re-interpretation technique 

(compositions preserves the traditional music elements but are re-interpreted in a modern 

perspective). The following as described by Omojola (1987) could also be implemented in African 

art songs: 

"a) the poly-textural approach to music making; 

b) the cyclic approach to rhythmic organization, 
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c) the use of blurred melodic pitches; 

d) the conception of music as part of a multi-media (for example those including dance and 

religious rituals) carry fundamental musical values which may be reflected in a variety of 

foreground musical elements including those which are new to traditional African 

music. "(p77) 

2.6 The role of the piano in art songs 

Kimball (2013) explains that a composer selects melodic, rhythmic, or harmonic figures in the 

piano texture that help to set the song's emotional or dramatic mood. These are guided by the 

poetic material to depict the images provided by the poetry whether it is staccato or arpeggiated, 

sparse or clear, dense or thick, linear or contrapuntal. An example is given on how Franz Schubert 

paints a picture from the poetry in Die Forelle with leaping movements of the trout and the motion 

of the water. 

On using African idioms of music to compose new music, Onyej i explains that drummistic piano 

style is a method to piano composition and performance that transfers the technique of African 

drumming to the piano, utilising the piano acts as a percussion instrument and applying idiomatic 

features of traditional drum music to the piano (2008). Furthermore, Onyeji argues that, 

"Drummistic piano compositions basically transfer the melorhythmic principles and 

idioms of African drum music to the piano. " (p.J64) 

Therefore, it is agreeable as mentioned before by Makobi that when creating African art songs, 

one should simulate all African idioms of music and culture whether it is by melodic or percussive 

instruments (2017). Furthermore, he explains that the piano could play ostinati, which is prevalent 
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when African instruments accompany songs and dances. Moreover, the rhythms and melodic 

features of African instruments are transcribed and merged to simulate the piano whereby the piano 

is also used to direct the music to climax through intensified rhythms and dynamics. 

Boamah (2012) listed the following as the African pianism harmonic principles: 

"1. homophonic parallelism in seconds, thirds, fourths, fifths and Polarity 

2. polyphony of a contrapuntal nature 

3. Ostinato accompaniment to a melody 

4. notes occurring together at overlapping of call and response phrases 

5. melodic decoration with sporadic division during unison passages 

Among the western harmonic principles are: 

1. chromaticism 

2. primary and secondary chords, used sometimes with their sevenths 

3. twentieth century tonal vocabulary in the form of 

a. tone clusters, which add some colour to the harmony 

b. chords built on super imposed thirds 

c. parallelism in 2nds, 3rds, 4ths, 5ths, and 6ths 

d. non harmonic materials such as passing tones, suspensions, 

changing notes, pedal points and unprepared suspensions with 

delayed resolutions. 

e. polychords 

f atonality 

Notable rhythms are: 

1. the cross rhythm used especially in African percussion music 
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2. hemiola 

3. shifted accents and rapid meter changes 

4. asymetric divisions and meters 

5. principle of repetition and variation or improvisation which helps in 

achieving rhythmic variety 

6. isorhythms 

7. polyrhythms 

8. non-accentual rhythms 

9. additive rhythms 

I 0. traditional rhythmic patterns" (2012, pp144-145) 

Furthermore, Boamah (20 12) also listed some pianistic composition styles that could be used: 

"1. scalic passages, in ascending or descending order 

2. appeggios and broken chords 

3. octaves 

4. chromaticism 

5. compound intervals and skips 

6. concord and dissonant harmonies involvingfive or more notes" 

(2012, pp146-147) 

2.7 Setting text to music 

On the matter of setting African text to music, Euba (2001) states that in order to make an 

impression on Africans, composers initially have to develop a voice that speaks to Africans, 

creating an identity for African music. This is prevalent with what western composers have done 
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for themselves, utilising their languages and portraying their social issues. Furthermore, Euba 

(200 1) states that "... an African composer who sounds 'African' is more likely to engage 

international attention than one who sounds like Schoenberg, Stravinsky, or Boulez. " (p.JJ9). This 

could mean, that, a composer that engages with the locals and the Diaspora will likely be a success 

internationally. Euba (2001) further explains that text is a great signifier of meaning in African 

music i.e. "modern composers who seek to communicate with African audiences are well advised 

to consider texts as one of their most valuable means of doing so" (p.121 ). Linguistic requirements 

regularly affect the musical realization of texts, especially among ethnic groups that use tone 

languages, argues Euba (2001). This could be the case in Namibia since Nama, San and Damara 

people speak tonal languages. 

In Namibia, there are more than 13 official languages and dialects whereby English is the national 

language. Euba (2001) advises composers that when composing in English, one should 

"(i) Use the English texts written by African authors depicting aspects of African society and (ii} 

the avoidance ofmelody as it is customarily understood in the West ... the logic ofthis approach is 

that it is difficult to establish an African identity when European-language texts are set in the tonal 

idiom of European music." (p.l23). Furthermore, Euba (2001) explains that, to create African 

identity whilst using English, it should be designed to set the text in such a way that the resulting 

music sounds African rather than Western. 

According to Kimball (2013) composers will set poetry by colleagues and contemporaries, or 

poetry of a specific time period or specific poets. Additionally, she explains, "Art song composers 

have to find poems that stimulate their musical creativity ... looking for the right poem to react to 
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musically takes a great amount of time and should be considered part of the compositional 

process." (p.28) 

2.8 Alternative choice of song for vocal exam requirements 

As mentioned in the introduction, many Namibian students participate in international singing 

exams since most government schools do not offer arts subjects at high school level, especially if 

they envision to study any form of music. Therefore, most learners take private lessons and they 

have to prepare for these exams by choosing pieces from a list according to their level of singing. 

Institutions such as the Trinity College London (TCL), Royal Schools of Music (ABRSM) and 

University of South Africa (UNISA) offer these international exams where examiners are sent to 

different countries to assess singers. 

Stephenson (20 13) stated that American art songs on college level are chosen by range (high, 

medium or low), student's gender, students' academic level (year of study), vocal line difficulty, 

piano score difficulty, dynamics, colour, language, appropriateness of text and style, improving 

musicianship, and improving technique. Furthermore, it was also stated that the student's career 

plans must also be considered. As a result, he finds that voice teachers use art songs to teach 

concepts such as diction, interpretation, phrasing, intonation, building and sequence through vocal 

concepts and genres. It has been observed that the majority of students tend to participate in the 

TCL exams in Namibia. The Trinity College London is a leading international exam board and 

independent education aid organisation that has been providing assessments around the world 

since 1877. The TCL singing syllabus 2018-2021 (20 19) consist of full details of graded exams 

from initial and Grades 1 to 8 and learners can progress in their own musical style by choosing 

from a broad and diverse list of songs carefully selected by their singing experts with performance-
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grounded technical work and supporting tests particularly designed to develop learners' skills 

through the music they perform. Moreover, it is stated that learners are assessed through an 

externally regulated and internationally recognized exam system eligible for university admission 

requirements. As one of the technical work exercises to perform in the vocal exams, learners can 

also choose an unaccompanied folk song. According to the Trinity College London music 

performance diplomas syllabus, (2019, pl and 13) there is an option for singers for diploma 

assessment to choose own-choice pieces, "this means that candidates can present programmes 

that reflect their own unique musical interest and strengths'. To substantiate, it is explained that 

"own choice pieces must demonstrate a comparable level of technical and musical demand to the 

pieces listed in the repertoire list . .. "this is submitted to TCL for their experts' approval. 

2.9 Benefits of art songs in teaching singing 

Stephenson (2013) cites Lightner on recommending teachers in America to choose works in the 

English language so as to remove the stumbling block of a foreign language that may hamper their 

improvement. In the same way, it can be taken as a benefit that more art songs in local languages 

will benefit voice students in Namibia to focus on technique and other aspects of voice production. 

However, knowing different language orthographies can be easily beneficial to voice students in 

making them internationally employable. Von Kamp (20 18) argues that voice teachers often search 

and choose repertoire that will nurture the training of singers by introducing new techniques while 

building on techniques in which the student is already proficient. 

Kimball (2013) lists the following as the reasons to sing art songs: 

• "Singing art songs demands that we focus on some of the most celebrated and beautiful 

poetry in the world 
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• 

• 

• 

Singing art songs stretches and develops our imaginations as musicians . 

When we sing art songs, we use our total musicianship and intelligence. The singer 

becomes a storyteller, bringing the images of the words and music to the listener. 

Singing art songs requires us to focus on details." (p.25) 

2.10 The arrangement of Folk songs to art songs 

Angell (2012) argues that the concept and definition of folk music has the debate of it involving 

complex issues of identity, class, nationality and ethnicity. Furthermore, it is explained that it is 

music sung by a 'folk', it was transferred from generation to generation orally even though it could 

have been composed by someone at some point and that it is known to be anonymous or amateur 

music. However, in the Namibian context, folk music is referred to as traditional music and 

composed music that has a folk style or influence, which could also be referred to traditional music. 

Besides, folk music that predates colonialism that has survived and is practiced till this day is 

commonly known as cultural music. In his studies of the arranging oflrish folk song arrangements, 

Angell (2012) argues that folk songs that are arranged by arrangers and collectors must not lose 

its 'Irishness'. He further argues that, folk songs are often metrically irregular or unmetered, 

unaccompanied, strophic, modal or non-tonal, embellished with melismas and composed to fit 

Gael ic text. However, arrangers could force the songs into a certain key, be it minor or major and 

a fixed time signature. These thoughts on the arrangement offolk songs can be applied to Namibian 

folk songs. Omojola (1987) agrees that " ... the reason for using Folk songs as the basis of new Art 

works centres on the need to create works which maintain strong links with traditional vocal 

idiom. " (p267.) 
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Commonly when folk songs are arranged, arrangers quote a transcription exactly or elaborate on 

it formally by ensuring there are antecedent-consequent phrases, regular phrases, development of 

an instrumental ritornello (instrumental refrain identical or similar to the vocal melody) to open 

the song and alternate in-between, adding of piano harmonies in line with melodic harmony 

suggestions or dissonant/experimental reflecting their era and own taste, polyphonic or 

homorhythmic, composer can also decide to set only one verse or compose new material for each 

verse giving it a through-composed feeling by modulating and applying composition techniques 

such as inversion of melody (Angell, 201 0). Thus, composers play with dynamics, melodic contour 

harmonic structure and metrical variation to distinguish their settings of folk songs. 

Wabugu (2012) quotes Suchoff and explains that Bela Bartok, a composer considered to be a 

nationalist composer of the 201h century believed that the spirit of folk music should be captured 

and used for expression. 

2.11 Namibian and African musical modes/scales/tunings and rhythms 

Makobi's (2017) findings show that most African countries utilises the pentatonic scale in their 

traditional music. Omojola (1987) argues that, while scales such as the pentatonic and the 

heptatonic may be common in some societies, there is a diversity of modes in many societies . 

Moelants et al, (2009) states that pitch organization in the music of Sub-Saharan Africa do not 

depend on an immovable theoretical framework, which do not conform to European chromatic 

scales . These exact measurements will complicate tunings in a globalized society that is following 

a great deal of Western standards. Omojola (1987) further states that 
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" ... prominent characteristics features of African rhythms often highlighted in studies on 

African music includes the use of polyrhythms, syncopations or offbeat phrasing melodic 

accents, cross rhythms, multimetre and ostinati (cyclic) patterns." (p.43) 

However, there are specific modes, scales or tunings and rhythms that are sung or played on an 

array of instruments which could be used to compose new songs, some are listed below: 

Table 3: African Modes/Scales/Tunings 

African Modes/Scales/Tunings 

Author Country/Ethnic Name of Sample 

group mode/scale 

Floyd Kenya Nyatiti t ~e e 
II .. - u 

(1999) 

Floyd Kenya 
,.. 

-t:r ~ 

(1999) 

Omojola Nigeria ' e e 
e 

- JF-
(1987) 

Nett! (1973) Mbuti pygmies ' - ---e .. e 

of Congo 

,., 
Nett! (1973) Central Africa 

~ 

_1). 

~ 

Schoeman South African Nguni scale 
,., 

~ 

IV - ..... 

(2016) 
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Arom Central Africa, ( equihexatonic 

~ e II I 0 .. be I><> 
(1991) Nzakara people -whole tone) 

-.::r 

Arom Central Africa Pygmies " 
..... 

(1991) 

Table 4: African Rhythms 

African Rhythms 

Author Country/Ethnic Name of Sample 

group Rhythm 

Floyd (1999) Nubian - Egypt AI Ketshad 

~~~~~~~i 
Floyd (1999) Ghana Sikye .. t I=Ov Au 1 

t WbUfafmr 

II i tabU ta~6U 

Floyd (1999) Tanzani - Taarab (modified rumba) L r::::l_r::Jrj_ I 
I ~l 

Yoruba 
I •• 7 15 
1 •• r:s r r pr 1r:s r p1 

Nett! (1973) Abudja, Ghana ltr r ~r r r ~I 
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li> > > ·- ~ i ~iii i I 

Schoeman South Africa Venda 
ltrrr~i i. 1 

(2016) 

Arom (1991) Central Pygmy rhythms > > > 

L.Irtbbr 

::- ::- ::-

uct'6f" 

I rrL:d 

::> ::> > 

t:rr i 6U' t:rr i 

On Namibian tonal systems, Mans explains that scales in Namibia differ depending on the different 

areas ofthe country (1997). She gives examples of the Ju/'hoan tonal system which is according 

the fundamentals plus partials influence by their bow instrument. The Damara people use the 

heptatonic scale similar to the diatonic major, the Herero and Tswana music is often in a pentatonic 

scale. The two tables, which list rhythms and scales from African and Namibia, could be used as 

an inspiration to compose new art songs, thus simulating African cultural music elements. 
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Table 5: Namibian Modes/Scales/Tunings 

Namibian Modes/Scales/Tunings 

Author Ethnic Name of Sample 

group mode/scale/tuning 

Mans otjiZemba Mbira scale 

~ 
(1997) 

"'1[Jir" #~ fl:oo Ell ft:•:. 
~ 

Mans Silozi Old Silimba .. ft-. ---~ . . 
(1997) (xylophone) scale • 

Mans otjiZemba Omburumbumba lz-~= -~- - lz• ' 

(1997) (bow instrument) --.-
scale (lowest note 

is the drone. 

Mans otjiZemba Otjindjalindja 

~ •l:J .. ()...,.. - lj.---
(1997) (type of guitar) 

Mans (1997) explains that Namibia has polyrhythmic rhythms used by the Lozi people and the 

Aawambo people clap rhythms according to their singing. 
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Table 6: Namibian Rhythms 

Namibian Rhythms 

Author Ethnic group Name of Rhythm Sample 

Mans (1997) otjiHerero Otj ipirangi rhythm ==- ==-
iiii !)iii!) 

Mans (1997) Silozi Ki ti ki din ki =- =-o::rrr · 
Sikumbwa (drum) 

Rhythm 

Mans (1997) Silozi Ki lin din gi li ki di _.u:m 
=- :> 

Sikumbwa (drum) 

Rhythm 

Unaeb (2016) Damara /Gais =- :::> ==-
!)i !)i i 

(clapping rhythms) :> :> 

r::ur::urr 
==- ==-
~ i Pi 

r· r r· 

The two tables, which list scales and rhythms from Namibia, could be used as an inspiration to 

compose new art songs, thus, simulating Namibian cultural music elements. 
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2.12 Existing Namibian Art Songs 

Namibia has a great wealth of music, be it indigenous music or church music. The quest to find 

music that is specifically called art music is a mystery. Does it exist? Which songs can we call 

Namibian art music? There are numerous transcriptions of choral music, which has later been 

arranged, some notated and some recorded. Due to colonization, there is a wealth of religious 

music, especially choral music but can it be categorized as art songs? An art song is defined as 

poems set to music by a composer elaborate fashion. Folk songs, although composers' of it are 

anonymous, it started with somebody being creative with words and creating a tune to their lyrics. 

Most folk music is about fauna and flora, social events, patriotism or cultural repertoire, which is 

usually not religious. Thus, the arrangement of indigenous music can translate to being art songs. 

The Directorate of Arts under the umbrella of the Ministry of Education, Sports and Culture 

published a book that contains folksongs from different Namibian ethnic groups/communities 

namely Namibian Songs for Schools and Communities. These songs are mostly in choral form and 

a few that are in unison. These songs could be arranged to art songs or simply add accompaniment 

to the main melodies. In addition, there are well known published songbooks, namely: 24 

Khoekhoegowab (Damara, Nama) concert songs (Niels Erlank & Hans A. Eichab, 2002), 

Namibian Songs for school and communities (Roos, P. (ed.). (1992) and 24 Otjiherero concert 

songs (Niels Erlank & Samuel V.K. Haakuria, 2002). There could be other published books that 

the researcher could not obtain. Below are the book covers of published Namibian choral songs: 
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Figure 1: 24 Otjiherero concert songs (Niels Erlank & Samuel V.K. Haakuria, 2002) 

Figure 2: 24 Khoekhoegowab (Damara, Nama) concert songs (Niels Erlank & Hans A. 

Eichab (2002) 
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Figure 3: Namibian Songs for school and communities (Roos, P. (ed.). 

Figure 4: Concert Songs aus Namibia by Niels Erlank 
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The researcher stumbled upon an arrangement of ltupuka Kapembe by Fred Onovwerosuoke from 

New Orleans, USA on the website smp.com from his cycle of Twelve African Songs for Solo 

Voice and Piano. It is a Herero folksong that is usually sung in choir. He arranged it as an art song. 

Figure 5: Itupuka Kapembe by Fred Onovwerosuoke 

18 5. Herero Folktales 
Based on Hcrcro (Nom• boa) folk<ongs 

1\ And nl 80 ( • • e . ~ .. fred Onovv.crosuokc 
New Orle3.n5, 2008 

ltl 
'13---:.. 1\ 

e.r .[_;!_!, --a:r r H P" r P"r ' r P" ~ ====--,......._ .. ,......... - > 

- ....__. ,>.....; > I 
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II ..•. --.., 

I • IU . pu·lm kern· be . per jo-mun- du 0 mu-him- bo J. 
II 

.., p '-" -..J \...) --'J .... --:1 .............. -J 
> 

,_ 
. . 

I'""' 
kcm • be • per_ jo - mun - du 0 - mu - him - ba 

-
'"-._.;• '-.!:.-" -· 

.../1 
~ : .., 

.rr-, ,..........., r-r-. J • 
ll -
.., 

~ P"OJ I P"t..L.r r P"r ' r P" .. ,....__ >r-. >. 

- ~ ,.._. 
bl h NtoltK'OPJ·InK ihU COJI)rlgltt wu.u/~ n JUEGAL All RlghtJ R~.s~ntd 

O Z0/1 Afrk anAIU.fkl"u I.J D'J ifit nc.ollon Onlmeut~.,.,., ufrkurUOilfortmalltoQ/ffpi'UqfrUort:J ~ 
Sale ptveudJ htl!nqlt African Mwk ol Al'tt.1. 

0 :J!_"'~pro; rd':: llctUI~on on the CD, LJbn-u AMP R«DDYh. AGCD 1106 
This pl«e rrrord~d b)' Af.or/uu lu..uon M II 

Slwtel Mu •c Plus Oroor 2974188252 1 copy purch- by euna b84 gmsd.ccm on Jul24 2019 
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In April 2019, there was a concert ofNamibian 'classical music' that was performed with choirs 

and the soprano Emily Dangwa where she sang Five Winter Pieces of Engelhardt Unaeb for voice 

and piano. At the same concert, there were also compositions of Eslon Hindundu and Osmond 

Owoseb. However, it was mainly for string quartet with the combination of soloist and choir. These 

pieces are not officially published. 

111> ., 011J11 iW'd c ~ lffldv v<bC ~ 
, rd!Cr« ~ ., rlortnilklll »R 

b • IUitL'f rJ CI>CW ~Ct R 1l\lltlll I 

""' <~• ~ l>d<'dltl'rn1«! "" 
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EVENT PROGRAMME 

Figure 6: Celebration of Stories programme 
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Figure 7: Opening page of Engelhardt Unaeb's Winter songs cycle, Sao//aeb 'Amdi 
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2.13 Theoretical framework 

Afrikaner (20 16) states that arts education was overlooked before independence and that 

colonialism and Apartheid separated the country. Against this background, it is evident that there 

is a lack of art song literature. This study was conducted against the theoretical framework of cross­

culturalism (comparisons of contrast between diverse cultures) and discourse theory (verbal 

interaction and dialogue) through an interpretive paradigm which is defined to find understanding 

of the world in which persons live and work (Creswell, 2014). Additionally, an Afrocentric 

paradigm was considered which Van Wyk describes as principles of inclusivity, cultural 

specificity, critical awareness, committedness and political awareness (2014). Moreover, African 

Pianism theory by Akin Euba was applied as the piano plays an integral part in art songs. Makobi 

quotes Euba that there are views of this theory, which are: 

"(a) thematic repetition 

(b) direct borrowings of thematic material 

(rhythmic and/or tonal) from African traditional sources 

(c) the use of rhythmic and/or tonal motifs which, although not borrowed from 

specific traditional sources, are based on traditional idioms 

(d) p ercussive treatment of the piano (Euba, 1989, p. 152). " (2017, p32) 

Namibian and African vocal style theory will also be applied by incorporating it into compositions, 

these theories are adapted by the researcher through observations as: 

a) bright singing tones (sometimes pharyngeal), 
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b) chanting and yodelling in a wailing style as in tribal sound or similar to Finnish Sami 

people ' s joiklyoik sound, 

c) ululating, 

d) gliding or scooping of pitches in the beginning or ending of phrases, a smear and spill 

as in wind instruments, 

e) use of nonsense syllables as in scatting (especially when improvising in chanting and 

portraying deep emotions) and 

f) overuse of acciaccaturas and glissandos or portamentos. 

g) call and response 

h) repetition and improvisation 

i) movement/dancing while singing 

These theories will guide the researcher into the influence of Western music on Namibian 

compositions, since there is often a fusion between new forms and the maintenance of cultural 

tradition and national identity. New classicism or new Africanism music composition framework 

whereby the unlimited fusion of Western and African musical concepts from all music eras are 

used . It is challenging to avoid western musical traditions in creating African musical models since 

western musical traditions are widespread in studying for musical qualifications. Therefore, these 

frameworks were utilized to better understand the views of the research participants, art songs and 

moreover, creating Namibian art songs. 
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2.14 Conclusion 

There is a plethora of international and African modals to motivate this study. The Lied as it is 

known in Europe, the art song as it is known in English speaking countries and many other names 

in different languages is a beautiful art form that conveys poet's words through music. The most 

important aspect of composing an art song has been identified as: word painting, especially in the 

Western context in combination with music elements and compositional devices. However, in the 

African art songs, not only word painting is encouraged but also using African elements of music 

in new compositions such as simulating African instruments and singing styles, the use of African 

languages, movement and attire. 
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CHAPTER THREE: 

RESEARCH METHODS 

3.1 Introduction 

In this chapter, the researcher will outline the methodological aspects that were employed in the 

collection of data concerning Namibian art song literature, which include the research approach 

and design, the population, sample, sampling procedures, research instruments, as well as a 

description of how the collected data was presented. In addition, methods of data collection and 

data analysis are included . Finally, the research ethical considerations will also be explained in 

this chapter. 

3.2 Research Approach and Design 

A qualitative research method with an exploratory purpose was applied with open-ended questions 

administered to voice students and their voice teachers through questionnaires. Action research 

was used since there is a composition element in this research. According to Conway (200 1 ), action 

research denotes the studies of music teaching and learning that is crafted and applied by music 

teachers or in equal cooperation with them. According to Creswell, qualitative research is the use 

of words, comprehending the meaning and perspectives of individuals' or groups' attribute to a 

social or human problem in an inductive style (2014). An exploratory qualitative research method 

with discourse and descriptive analysis was applied which is explained, as "One of the chief 

reasons for conducting qualitative study is that the study is exploratory. This usually means that 

not much has been written about the topic or the populations being studied, and the researcher 

seeks to listen to participants and build an understanding based on what is heard. " (Creswell, 

2014, p.61). The reason for this is that voice students' and teachers' views, experiences and 

opinions will be explored which cannot be quantified. Thus, interpretive phenomenological 
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research, described by Creswell as a design of analysis whereby a researcher describes the lived 

practices of persons about a phenomenon as pronounced by the participants and drawing meaning 

from the findings (2014). 

This research also includes an artistic research paradigm, creative and art-based research since it 

involves art songs, which is part of music education and music composition. Yist (2015, p265) 

quotes Jullander who says that research is to be artistic " ... when it is self-reflective, deals with 

topics relevant to the author 's own musicianship and (normally) includes an artistic part." When 

the problem of this research was discovered, the researcher intended to include the composing of 

art songs as part ofthe research. Moreover, an art-informed research paradigm was used, " .. . the 

term form' relates to many aspects, such as genre/medium, technicalities, communication, 

aesthetics, or procedural elements, methods and structural elements. ' (Vist, 2015, p.266). The 

structure and aesthetics of art songs in different contexts were explored such as European and Non­

European. Barone and Eisner (2012, p.1) explains that art-based research "represents an effort to 

explore the potentialities of an approach to representation that is rooted in aesthetics 

considerations and that, when it is at its best, culminates in the creation of something close to a 

work of art. " 

3.2 Population 

Kumar (2019) describes the population as a collection offeatures or components that the research 

problem is concentrated on, from which the sample is carefully chosen. The voice students and 

voice teachers from the College of the Arts, University of Namibia and private studios/tutors in 

Windhoek and Swakopmund in Namibia formed the population of the study. The population also 

included past and present voice students from the University of Namibia (Whk), College of the 
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Arts, Wilna Music (Swk), Emily Dangwa (Whk) and Gretel Coetzee (Whk). Teachers with some 

form of formal qualification in music instruction were approached as well as students that have 

experience in taking formal voice lessons and or exams. For this study, the rest of the voice 

instructors around Namibia are not known at this moment and could be researched in the future. 

3.3 Sample and sampling techniques 

The sample of the study comprised of the accumulative target number of fifteen participants of 

voice students and voice teachers as the responses came to a saturation. Six were voice teachers 

and the remaining nine were voice students. One voice teacher and one voice student were from 

Swakopmund, another voice student from Gobabis and the rest of the participants (six voice 

teachers and six voice students) were from Windhoek. 

Purposive sampling method as well as snowball sampling was used to identify participants through 

a referral method for this study since the population selected are in two towns and that the 

population outside of those towns are unknown. Bertram & Christiansen (2017) explain that 

purposive sampling is when researchers decide on specific choices about which people, groups or 

objects to include in the sample. Voice teachers and voice students known by the researcher were 

approached who in part referred the researcher to more participants, thus, the snowball method. 

Snowball sampling is defmed as a process for selecting a sample using networks, a few individuals 

are approached through purposive, random or network sampling to collect the required data and 

then these individuals are asked to identify more people, this is repeated till you reach saturation 

(Kumar, 2019, p109). In addition to the voice teachers and students from Swakopmund and 

Windhoek, the researcher was referred to a voice student in Gobabis . These are the only 
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participants that could be approached since they are the ones in the field of singing and teaching 

of art songs. 

3.4 Research Instruments 

An audio recording device was proposed to record the interviews and the researcher also intended 

to record filed notes. However, due to Covid-19 travel restrictions, interviews were replaced by an 

unstructured open-ended questionnaire that was emailed to the participants. Lokman (2006) states 

that e-mail interviewing offers exceptional opportunities for qualitative research ; that it is cost­

effective and can reach a potential of inaccessible participants. The questionnaire was guided by 

the following research objectives questions: 

i) Why is there a need for Namibian art songs for voice students? 

ii) How will you benefit from learning or teaching Namibian art songs? 

iii) What are the benefits of the arrangement ofNamibian folk songs or the composing of 

new ones for singers? 

iv) Any other thoughts or opinions? 

3.5 Procedure 

Although unstructured interviews were proposed to collect data guided by the research objectives, 

due to Covid- 19 pandemic restrictions, an open-ended questionnaire was formulated and emailed 

to the participants. Some telephonic inquiries were conducted after the reception of the 

questionnaire to explain more about the research as well as an additional discussion on the 

questionnaire. The researcher then carefully read the responses after grouping them under each 

question. Colour-coding was used to identify similar responses to create findings , topics/themes 

and sub-themes. 
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3.6 Data presentation and Analysis 

The collected data was presented and analysed qualitatively. Qualitative data is either textual or 

visual consisting of three flows : data reduction, data display, conclusion drawing and verification 

(Bertram & Christiansen, 20 17). Comparable responses from the questionnaires were coded for 

analysis with deductive reasoning. Discourse analysis was applied in this research. According to 

Creswell (2014), discourse analysis narrates to verbal communication and conversation: 

" ... researchers might study individuals (narrative, phenomenology); explore processes, 

activities, and events (case study, grounded theory); or learn about broad culture-sharing 

behaviour of individuals or groups (ethnography). " (2014, p. 236). 

Comparable responses from the questionnaires were colour-coded with the highlight function of 

the Microsoft Word program and grouped for analysis with inductive reasoning (generating 

meaning from the data collected in the field). Eventually, the responses were summarized, looking 

at similarities and grouping them according to the interview questions drew conclusions. The 

researcher followed Creswell ' s (2014) eight steps in coding which included the careful reading of 

questionnaire responses, formulation of core topics as themes, left over topics were inserted as 

sub-themes, a table was created to clearly indicate the themes and the similar data material was 

assembled in one place to analyse it. After the data was analysed, the researcher compared the 

findings with the literature to determine whether the data collected relates to various kinds of 

literature. The participants' direct views were presented verbatim in italics and shaded background 

to distinguish them from other direct quotes. The researcher also arranged folk music that he knows 

or are already published in the books stated in the literature review on page 34 to 36 as well as 

original songs using proverbs and poetry known to him via staff notation for voice and piano. This 
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arranged folk songs were analysed by using the guidelines stated in the literature review subtopics 

2.4 (p.l5) and 2.10 (26). 

3.8 Research ethics 

Bertram & Christiansen (20 I 7) advises that all research studies follow certain ethical principles, 

which include: autonomy (acquiring participants consent), non-maleficence (no harm to 

participant) and beneficence (research must be beneficial to the participant or society at large). In 

this research, voluntary participation from the participants was practiced and the University of 

Namibia ethical guidelines were applied as part of ethics considerations (Appendix 2). The 

researcher also followed Creswell 's guidelines to protect the informant' s rights: 'the research 

objectives will be articulated verbally and in writing so that they are clearly understood by the 

informant (including a description of how data will be used, written permission to proceed with 

the study as articulated will be received from the informant(consent form) " (2014, p248). 

Participants who need more explanation regarding the research were called telephonically. A 

research exemption form was filed with the UNAM ethics committee, the informants were 

informed of all data collection devices and activities, literal transcriptions and written 

interpretations and reports were made available to the informant, the informant's rights, interests 

and wishes were considered first when choices were made regarding reporting the data, the final 

decision regarding informant anonymity rested with the informant. All sources have been 

acknowledged . 

48 



3.9 Conclusion 

This chapter introduced this study by giving a brief summary of the research methodological 

techniques and analysis of the data for this research. Exploratory qualitative research with a 

discourse analysis was implemented. Moreover, all ethical issues were considered, applied and 

discussed in this chapter. The next chapter deliberates the result of the study in conjunction with 

existing literature and the theoretical framework. 
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CHAPTER FOUR: 

DATA PRESENTATION, RESULTS AND DISCUSSION 

4.1 Introduction 

This chapter has three sections, the research results, the discussion and the composed art songs. 

The results include the participants' responses, which were grouped, analysed and summarised. 

The findings are discussed with reference to the literature reviewed and the participants motivated 

additional literary sources as new topics. Finally, newly composed or arranged Namibian art songs 

are listed, each with a brief explanation. 

4.2 Results 

An exploratory qualitative research method with discourse and descriptive analysis was applied in 

accordance with action based research and artistic research due to the element of compositions that 

are linked to the research. Questionnaires that correlate to the objectives of this research were sent 

via email to voice teachers and voice student in Windhoek and Swakopmund. The researcher 

grouped, colour-coded and analysed the responses of the voice students and voice teachers, based 

on their answers. Out of the 35 proposed participants, only 15 participants responded to the 

questionnaire: seven voice teachers and eight voice students. The same questionnaire was used for 

the voice students and voice teachers as to solicit their thoughts and opinions on Namibian art 

songs and to set a benchmark. The voice students are indicated by a 'S' followed by a number, 

examples 1; which refers to student one, and the voice teachers are indicated by a 'T' followed by 

a number, example Tl; which refers to teacher one. The researcher chose to use this coding to keep 

the respondents anonymous and this is in line with the ethical considerations as indicated by the 

University ofNamibia guidelines. 
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The results are presented following the research objectives listed m Chapter one that were 

converted to questions. 

4.2.1 Participants' views from the questionnaires that were derived from the research 

objectives: 

4.2.1.1 Why is there a need for Namibian art songs for voice students? 

The researcher intended to solicit primary data concerning perceptions of participants concerning 

why it is important to include Namibian art songs in teaching students who study the voice at 

institutions and private studios. The researcher wanted to establish whether there is a necessity for 

the creation of Namibian art songs that can be utilised in teaching voice students. Both voice 

students as well as teachers who teach voice provided primary data concerning this aspect. In the 

response to the question on why the participants think that there is a need for Namibian art songs, 

the voice students had this to say: 

"Our dialect is unique and original. Using what we know and are familiar with, will enrich 
our self-confidence and strengthen our growth pace. Confidence levels will reach its best 
possible levels, and as a result, it'll be easier to challenge foreign songs. It is important to 
first establish a level of comfortability, and confidence before you take on the world 
Namibian Art songs will get Namibian voice students to that place. And also, Namibian art 
songs will contribute to the appreciation and valuing of our diverse and authentic 
contribution to the world of music and art. It will drive Namibian pride."- SJ 

S2 added that 

" ... Namibian art songs could play a vital role. Your first introduction to semi-, and 
professional singing is then Namibian, with Namibian content. You learn to treasure your 
own language and culture. This is because art songs usually contain folklore of your 
language and culture; idioms, exP_ressi~ns, 'street li~go ', and charac~eristics of your own 
language and culture: things you zdentify_ yourselfwzth,_ ev~ry day. Thzs then grows bigger 
as you join the bigger stage of professwnal choral_smgmg and even solo professional 
singing where your own personality an~ i~terpretatwn of th~ N~':'ibian art song has a 
bigger impact with regards to its appreczatwn and understandmg. 
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S5 and S6 agree that Namibian art songs are important so students can better interpret what they 

sing. Furthermore, S6 and S8 urged that having Namibian art songs will teach the diverse 

Namibian concert and recital goers about each other's cultures and languages about relatable 

subject matter ofNamibia, whereby for example, lieder from Europe might sing about snow which 

is not common in Namibia. Additionally, S9 says that art songs are about telling stories and having 

our own stories told in languages we understand is imperative. 

On the same questions, a voice teacher responded with the following: 

"First of all, Namibian students studying voice and other music art forms need material 
they can associate with. Secondly, there is a lack of such material for too long now hence, 
it is imperative that it is created soon. Moreover, the students who take voice lessons in 
languages which are not their own do not always do well in exams as the strain of simple 
things such as remembering the lyrics in another language, or the struggle with 
pronunciation or enunciation of a certain word, affects their intonation and overall 
confidence to deliver a well-rounded performance. Additionally, not being able to connect 
with songs from other cultures and or historical backgrounds that they are not so well 
informed about or simply cannot associate / relate to can make it difficult for voice students 
to easily adopt and learn material fast, in the same manner as their counter parts who 
come from the very languages and backgrounds and therefore can easily associate with 
the songs in the syllabi. This will bring about relief for students who may had it hard to 
study in foreign languages and at the same tim_e_ brinf! about pleasure of learning songs in 
a language and culture the students are famz_lzar wzth an_d can connect with the syllabi 
material on a deeper level, which will automatzcally result m better performance and study 

outcomes. " - T2 

Furthermore, T3 and T5 reiterated that the development of the Namibian art song is imperative as 

it instils various skills and d"sciplines such as : 

• "the analysis of text for proper meaning, interpretation and pronunciation (especially 

where it is not the mother-tongue), 
• the reading and understanding of the musi~al ~c~re,. 
• the development of the necessary vocal or pzanzstzc I znstrumental techniques to execute 

I perform the piece(s), . . 
• the necessary ensemble skills between smger and accompanzst requiredforjoint music-

making, • the necessary presentation of programme notes and performance skills required for 

recitals, 
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• the necessary audience development for this genre 
• exploration of African musical elements" 

Adding to the list above, T6 says that the rich indigenous vocal traditions of Namibia can be 

included in voice students' repertoire through art songs: 

" ... it is about time that the vocal repertoire of Namibia is not only promoted by way of 

choral music. " 

The following chart gives an overview of the reasons respondents shared on why there is a need 

for Namibian art songs for voice students: 

Deeper 
understanding 
of art songs' 

content 

Appreciation 
and 

preservation of 
language and 

cu lture 

Why 
Namibian 
art songs? 

Exploration of 
Namibian 
written 

literature and 
musical & vocal 

devices 

Figure 8: Summarized reasons for the need of Namibian art songs 
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The researcher has personal experiences on studying western art songs for vocal exams whereby 

one has to sing in at least three different western languages. It was noted that students were having 

difficulty in the pronunciation of these languages such as French and Russian besides relating to 

the music. This affected the final marks of the vocal examination and interpreting the music. On 

an advanced level, Trinity College of London gives students a choice of including repertoire from 

their countries; however, there was no Namibian repertoire available. The respondents' views 

presented above are evident that a collection of art songs composed to include Namibian idioms ' 

cultures, music styles and languages has to be established and promoted to be utilised in vocal 

coaching and perhaps in music education as a whole in Namibia. The same technical challenges 

that are presented in western music could still be applicable when studying Namibian repertoire of 

art songs as long as rhythms, melodic intervals and harmonies are in a notated form. These 

technical challenges are the benchmark that singers are assessed on, which includes intonation, 

accuracy of rhythms and pitches as well as composers' intend and interpretation. 

4.2 .1.2 How would one benefit from learning or teaching Namibian art songs? 

There must be various reasons why there is an overabundance of art songs listed in the repertoire 

of institutions such as the Trinity College of London that students create a program from for their 

examinations. The researcher wondered whether the voice students and teachers knew why it 

would be beneficial for them to learn or teach Namibian art songs. In response to this question, 

S 1 enlisted the following: 

• "Instilling Namibian pride 

• Boosting confidence levels 

• Strengthen confidence levels 
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• Strengthen growth 
• Appreciation for Namibian authenticity 

• Celebrating Namibian originality" 

Tl and S3 agree that voice students will have a chance to understand the content of songs that they 

are learning. Furthermore, T2 added that the benefits of learning or teaching Namibian art songs 

according to the respondents are summarized below: 

"The tonality of the music will not be difficult as the students are used to enunciation of words 
in the language they know or one they come .from. Additionally, the remembering ofthe lyrics 
would be easy as the students would not have difficulty memorizing words I phrases in their 
own language or that which they can relate to. Consequently, it will show increased self-esteem 
and confidence levels in students, while parent's participation in school achvities will 
increase, as they will eagerly help their children with homework and also explain additional 
cultural customs at home. The teachers will have pride and pleasure in teaching material they 
know well about, and that which is part of their culture to the students they lecture." 

Moreover, T3 gave valuable contributions to this qu~stion: 

"Learning and teaching art songs would pose challenges of poem/text analysis; proper diction, 
pronunciation, articulation, score analysis, memorization and ensemble work with the 
instrumental accompanist. These are all valuable disciplines needed for the development of a 
local art song repertoire. Performing them would pose a whole different set of benefits: for the 
audience and also for the development of a national repertoire of works that can have cultural 
heritage value. It would need some educational input and audience development since there is 
no real tradition of Namibian art songs being included in performances. The main benefit 
would be to be able to present songs that are unique, and which represent a certain aspect of 
Namibian culture. It would further be a way for Namibian composers and poets, as well as 
performers to gain recognition, nationally and internationally. " 

S3, S6, T5, T4 and S4 agree with T3 that voice students will learn their culture through the 

Namibian art songs as the poems they learn are usually set to music and these poems contain 

cultural elements and stories that will be taught to not only the voice students but the audiences 

who attend concerts and recitals. S7 added that art songs will " ... contribute towards nation 

building. " On the composers' involvement art songs S5 said the following: 

"One would be able to create a more prominent Namibian identity in the neo-classical and 
contemporary music realm. Through this, other composers would be able to identify various 
modal elements or musical differences that characterize the various vibrant cultural groups 
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present in the country. Lastly, this would also build self-pride in one's own culture and native 
language." 

A critical point that S8 brought up was that: 

"Benefits to the singer himself/herself would be that they get to be exposed to and learn 
different types of music, not just western classical or opera- if they are opera students like 
myself It would possibly also help them apply different kinds of techniques when singing these 
respective songs, thus showing how diverse they can be. " 

Contributing to the researcher's point, T6 adds the following: 

"As a teacher of mostly a Western Art Song genre, it would be excellent having the option of 
incorporating our Namibian culture into an examination programme or an International 
concert event. " 

An important point that S9 contributed is that the creation of Namibian art songs will "expose 

Namibian composers to a bigger audience and share our music with the rest of the world " 

To conclude the findings from this question by the respondents', the researcher made a brief 

summary of the recurring opinions and listed them: 

• 
• 
• 
• 

• 
• 
• 
• 
• 
• 
• 
• 
• 
• 
• 

• 

Pride and appreciation in your language and culture 

Portray and preserve Namibian cultures, custom and stories 

Celebrate Namibian authenticity 

A challenge to composers to incorporate indigenous musical practices/elements in their art 

songs 

Better understanding of content by analysing it 

Memorization of lyrics will be easier 

Participation in singing or music will increase 

Teachers will teach with pride and confidence 

Audiences will attend recitals and concerts more 

More composers and poets will be inspired 

Learning ofNamibian culture and languages through Namibian art songs 

Better pronunciation, enunciation and articulation for voice students 

Namibia could penetrate the neo-classical genre of music through art songs 

It will broaden a spectrum of artistic skills, techniques and genres 

Students could add Namibian art songs to their repertoire for international exams and 

concerts 

Exposing of Namibian music, culture, composers and poets to rest of the world 
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• Contribute to nation building 

• Incorporate Namibian songs in vocal exams 

• Audience development to appreciate the art song 

4.2.1.3 What are the benefits of the arrangements of Namibian folk songs or the composition 

of new art songs for singers in Namibian vernaculars? 

As it is was mentioned in the literature review, folk songs can be elaborately arranged and therefore 

can be regarded as art songs to be used for performances and teaching the voice. On the benefits 

of the arrangement of Namibian folk songs or the composition of new art songs for singers in 

Namibian vernaculars, Tl advised the following: 

"Both approaches are beneficial. Arrangements of present Namibian folk songs ensure 
continuity and preservation of our heritage and unique indigenous styles and traditional 
ways of singing of diverse Namibian musical cultures. Composing is vital. When 
composing one can draw from Namibian folk songs and t1y and do justice to the music." 

Furthermore, T3 added: 

"Transcribed folksongs have certain limitations because it captures I defines a song which 
was traditionally passed on from generation to generation in free form. Once scored and 
published, the benefit is that it is preserved, can be performed, but the concern remains 
that this may now become the definitive form of a traditional song. There is certain merit 
in doing an arrangement which uses the core idea of a folksong in combination with artistic 
techniques and musical elements to elaborate upon or to enhance it, be it through added 
melodic lines, polyphonic or harmonic effects, different rhythmic structures, new form 
structures, tempo or timbre changes, etc. The choral repertoire for example abounds with 
folksongs, which are arranged, often to the point where the original song is 
unrecognizable, and in some cases where the new arrangement is totally alienated from 
the culture from which it has originated. Arrangement of folksongs therefore requires 
careful consideration, sensibility and respect. In order for Namibian artistic heritage to 
take a quantum leap forward, newly composed art songs are required, using fresh lyrics 
and music. The additional benefit is also that it would inspire more poets to write lyrics for 
songs, so that it would be a boost for Namibian literature as well as for music. " 

T5 said the following on this point: 
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"One would be able to learn music (though perhaps slightly westernized in its stylistic 
musical devices) in a more familiar language and hence, also perform the music with better 
understanding, ultimately increasing the performer's ability to fully act out and convey the 
songs meaning or intent. " 

S9 contributed the following inspirational statement: 

"This will make it possible for people to see our traditional music as more than just songs 
we sing in our community. The whole nation would be encouraged to start singing again. 
Our oral tradition of music would be documented for generations after us to see and hear. 
We would have more young people showing interest in studying music and our music 
industry would become even more versatile. Namibians would be able to celebrate these 
songs and have them spread messages of patriotism and love for one's culture. " 

The general respondents' views are summarized and listed below: 

• 
• 
• 
• 
• 

• 
• 

• 
• 
• 

• 
• 
• 
• 
• 

Continuity and preservation of authentic Namibian cultures and heritage 

It will inspire students and teachers to celebrate and appreciate their roots 

It will enrich and strengthen Namibian art 

It will compose a sense of belonging 

It will bring colour to not only Namibian repertoire, but also in contribution to 

the rest of the world. 

Namibia will stand out in its authenticity and rich cultural and diverse offerings . 

It will teach composers styles of folk songs which they can incorporate in their 

original music (Tl) 

Increase of students' self-esteem since they will understand the content better 

Instil pride 

Colonialism, apartheid, globalisation and Independence had a detrimental effect 

on music in Namibia (S2 and S7) 

It will create our own Namibian music styles 

Interpretation and performances of singers will improve 

It will foster creativity 

The whole Namibian nation will start singing again 

More young people will participate in music and the spread of patriotism and 
loving one's culture will be prevalent (S9) 

It is agreeable with S7 that we have developed a very enriching tradition of choral singing whereby 

there are performances of traditional and newly composed music in Namibian styles and 

languages. This is evident through the researcher's observation in attending concerts and 

facilitating choral workshops through the Namibian Choral Network under the auspices of the 
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Directorate of Arts, which is a department of the Namibian Ministry of Education, Arts and 

Culture. This modal can be replicated for the solo voice. Furthermore, the notating of folksongs as 

it has been done in the western world is a perfect mode of preserving and archiving Namibian 

culture and heritage as agreed by S8. 

4.2.1.4 Any other thoughts or opinions concerning Namibian art songs? 

The respondents were given the liberty to add any thoughts or opinions regarding Namibian art 

songs. Sl said that Namibia has a very rich offering when it comes to music and: 

"Diving into making Namibian song part of this journey, will create a platform for more 
discovery, and ultimately an even stronger Namibian authentic contribution to the rest of 
the world. Namibian singers will also have a much higher and stronger confidence level, 
which will build significantly to our offering to the rest of the world." 

On the matter of the researching ofNamibian art songs T2 had this to say: 

"I strongly support your research as I believe it will aid many in the field of music and 
music studies inclusive of academics with the gathering of information to contribute 
towards the expansion of the Namibian musical heritage data bank. Additionally, I believe 
that it will ignite the passion for folk repertoire in teachers and students alike, encouraging 
them to take it up on the same level as they do European Classical Music. Finally, once 
such works are available, I trust that many people will understand what an imperative 
element of our modern culture it is. " 

S6 gave the following thought-provoking statement: 

"The arts are suffering the most and most of our choirs sing international songs and this 
is detrimental to our kids. We need our own art songs to promote longevity. " 

Agreeing with the latter statement T4 had this to say: 

"The existence ofcomposed Art Songs from Namibia is another window into our country. 
It helps singers to be musical ambassadors for our count1y. " 

These are summarized as follows: 

• The creation of Namibian art songs will contribute to the rest of the world 
positively. 
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• Namibia as a diverse culture, inclusivity should be there when composing 

music. (Tl) 

• Namibian composers must learn to include their identity and authenticity when 

composing their music. (S2) 

• Art songs need to be created, treasured and preserved. (S2) 

• I strongly support your research as I believe it will aid many in the field of 

music and music studies inclusive of academics with the gathering of 

information to contribute towards the expansion of the Namibian musical 

heritage data bank. (T2) 
• I hope this study will result in a selection of newly composed music that can be 

published and publicly performed. (T3) 
• Namibian composers should compose original music with a high standard as 

our western compatriots. 
• Namibian art songs will help our singers to be musical ambassadors of our 

country. 
• Newly composed art music for Namibia is important to incorporate Namibian 

culture, languages, styles and musical devices (T6) 

On the matter of the composing of Namibian art songs, T6 had a vast amount of knowledge to 

share: 

"It would be a pity if the Namibian Art Songs lose their Namibian character: it is important 
that these songs stay true to the Namibian way of singing and that the character stays 
African in: African Polyphony, cross-rhythms, syncopation, improvisation aspect (maybe 
in a cadenza part in an Art song?) 

R RHYTHM· 

s SINGING: 

SCALE: 

STRUCTURE: 

MELODY: 

I INSTRUMENTS: 

The most important feature of African music: repetitive 
rhythmic patterns, highly accented, cross-rhythms and 
syncopation, ostinato rhythmic patterns 

Middle voice normally the singing tessitura, call & response, 
songs are inflected like spoken word; songs teach traditions, 
Slides, grunts, groans andyodelsfor expression, A Cappella. 

pentatonic, heptatonic using Western scale intervals 

call and response, Verse and chorus, ABAB 

Pentatonic, tritonic, heptatonic, using western intervals, 
ostinato singing patterns, Melodies are based on scales 
where the intervals are easy to sing, 

Djembe, mbira, xylophones (marimbas), kora, talking 
drums, shekere, rattle , bells, agogo (double cowbell). The 
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T 

H 

cowbell keeps the beat (time line) and the drums p lay a 
complicated rhythm: maybe incorporating this into the 
piano accompaniment 

IMPROVISATION is a huge aspect ofNamibian singing. INTERLOCKING MELODIES 

TEXTURE: 

TIMELINE: 
TRADITION: 

HARMONY: 

HEMIOLA: 

~ , 
~ 

I 'I.L 
tr - ,. ..... 
' J -=-:- -
@.) 

Heterophonic, polyphonic 

played on cowbell, sticks or other percussion 
Passing down music from generation to generation 
verbally. (Oral) 

Polyphonic textures 

Three-against-two cross-rhythm used in African music. 

Hemiola: 

I ..... .-1 ..... .-1 ..... - - - -

,, . ~ -. _.__. -· •• •• ----, , .. _l_ .,. -=-:- " 
Nami bia is bordered by many countries with extremely strong traditions and identities that spill 

over and has a huge influence on Namibians . Especially South Africa, which is prevalent in our 

daily lives through the music and television shows since Namibia used to be part of South Africa 

before independence. Also, because the private sector mostly come from South Africa. The most 

important theme that the researcher captured from the responses of the participants is for 

Namibians to have pride in their languages, heritage and cultures. Furthermore, it is clear that 

Namibians have to create their own identity and be unapologetically proud of it amidst the daily 

international influences via globalisation and technology. 
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4.3 Discussion 

In the results section, all the responses of the participants according to the questionnaire were 

grouped. As stipulated in the data analysis explanation, the data from the questionnaires were 

grouped to analyse the data collected. This point discusses the results of the respondents with 

assistant literature guided by the research objectives. Similar topics were colour-coded and 

translated to key themes and sub-themes as related to the experiences of the approached voice 

students and voice teachers. 

Table 7: Key themes and sub-themes of findings 

Key Themes Sub-theme Colour code 

Theme 1: Identity Language 

Culture 

Theme 2: Confidence Pride 

Theme 3: Ethnic groups of 

Namibia 

Theme 4: Colonialism Religion via Missionaries 

Apartheid 

Independence 

Globalization 

62 



Theme 5: Namibian character or style in 

Importance/Benefits of composed songs 

Namibian art songs 

Theme 6: Music education Vocal lessons 

Theme 7: Folk songs 

The table above md1cates how the researcher colour-coded and created themes and sub-themes. 

4.3 .1 Namibian folk songs arranged to Art songs as a source of identity 

The questionnaire responses revealed that in order to create a Namibian identity in music, 

Namibian languages and cultures have to be portrayed in the music voice students learn and 

perform. The study of stories and the envirorunent in which voice students live-in through art songs 

will create a sense of belonging in the curriculum, pride and a deep understanding of themselves 

and others as Namibia is a multi-cultural country. Identity was one of the key themes that appeared 

regularly in the responses of the participants. Identity is defined to be a " .. .fact of being whom or 

what a person or thing is; the characteristics determining this .. . " (Webster 's new world student's 

dictionary, 2012) ". According to Nketia (1982), the primary identities of African music identities 

are the rhythmic organisation established by African societies, which is resultant from the prosody 

used in African vernaculars. Additionally, he explains that African composers that implement 

traditional ingredients from his own culture in their compositions maintains their cultural identity 

and that it is imperative for each culture to keep areas of emphasis that gives its music identity a 

transparent perspective. Additionally, Omojola (1987) agrees by enlisting features of identity of 

African music as: 

" i) Polyrhythmic and multi meter textures; 
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ii) Me/a-rhythmic lines which lack a consistent metric motion; 

iii) Strong percussive textures; 

iv) Improvisatory-like forms and call and response procedures; 

v) The principle of constant variation; 

vi) Unchanging tonalities; 

vii) Harmonies which, in their modal and heterophonic qualities 

are Nigerian inspired; 

viii) Harmonic procedures which take into consideration the 

linguistic demands of text; 

ix) The quotation of Nigerian melodic and rhythmic ideas; 

x) The use of melodic patterns which follow the contour of their 

texts; 

xi) The use of traditional Nigerian instruments; 

xii) The evocation of the multi-media concept of traditional Nigerian 

music,· 

xiii) The evocation of Highlife textures. " 

Though these features are from a Nigerian perspective, they still apply within a Namibian context. 

Highlife is a Nigerian contemporary music style. In the same breath, contemporary Namibia music 

such as Malgaisa, Shambo, Oviritje and Lang-Arm could also be utilised to create style and identity 

in Namibian art songs. The respondents S5, T4 and S2 agree that one would be able to create a 

more prominent Namibian identity in the neo-classical and contemporary music realm, whereby 

composers would be able to identifY various modal elements or musical differences that 

characterises the various vibrant cultural groups present in Namibia. This will motivate singers to 
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learn more about languages and cultures found in Namibia to contribute to nation building. S9 

affirms that students would be able to express themselves better if Namibia had art songs as to 

showcase its beauty and cultural diversity. S2 further argues that new secular generational 

composers are struggling with identity and authenticity, which has been blurred by western culture 

and music. This has caused a Jack of influence of their own culture in their music, which obscures 

their identity within these composers. 

This proves that the respondents have a desire for recognition ofthemselves in the classical genre 

of music as well as in international vocal exams. Therefore, with more notated Namibian music 
' 

perhaps the options' lists for repertoire of vocal exams could be decolonized by accommodating 

Namibian/African composers. Gaztambide-Fernandez (2012) states that 

"Critical educators committed to decolonization and anti-racist critique must endeavour 

to imagine what human relations might emerge from current conditions, conditions marked 

primarily by increased migration and economic, ecological, and political instability ... A 

decolonizing pedagogy of solidarity must shift the focus away from either explaining or 

enhancing existing social arrangements, seeking instead to challenge such arrangements 

and their implied colonia/logic. " 

Hofrneyr (2015) states that according to the Namibian Constitution, Article 19: 'Eve1y person shall 

be entitled to enjoy, practice, profess, maintain and promote any culture, language, tradition or 

religion subject to the terms of this Constitution. 'Furthermore, she urges that all Namibian modes 

of arts and cultural fields should be involved so that Namibians can exhibit themselves in the global 

language of the visual, performing and media arts, for individual and national identity. This gives 

more reason to the creation ofNamibian art songs. The sub-themes for identity were language and 

culture. 
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4.3.1.1. The treatment of Language 

Faudree (2012) quotes Feld et al. that ' ... Music and language are fundamentally interrelated 

domains of expressive culture and human behaviour and experience. ' With this in mind, some 

participants concurred that art songs will preserve Namibian languages. T5 expresses that 

Namibian vernaculars will also influence the rhythm of the melodic line in composition and could 

represent the specific culture. Furthermore, T3 discusses the importance of new lyrics in the 

composition of art songs. His contribution was: 

"In order for Namibian artistic heritage to take a quantum leap forward, newly composed 

art songs are required, using fresh lyrics and nusic. The additional benefit is also that it 

would inspire more poets to write lyrics for songs, so that it would be a boost for Namibian 

literature as well as for music. The benefit is that we as performers/teachers showcase our 

Namibian culture to the outside world There for it is important to for the Namibian Nation to 

have Art Songs in Namibian vernaculars. It is the time now to notate Namibian natured art 

songs and present it to the world." 

International voice students are required to memorise and perform European languages, which 

creates difficulty for the non-speaking performer. TS feels that African languages will also be 

explored internationally due to the art songs connected to them, which will in turn bring 

qualification-regulating bodies of vocal performance to realising the difficulty of African 

languages. The hope is that, this will not scare performers from performing African art songs or in 

this case, Namibian art songs. S2 feels that: 
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"Art songs are an essentiality, in order to identify with your language and culture. Arts 

songs need to be created, treasured and preserved. " 

Furthermore, T4 claims that Namibian art songs will attract more native speakers to attend 

concerts, and break inferiority feelings that are often experienced by minority language groups and 

help singers to be musical ambassadors for Namibia. This is an interesting remark because during 

this research, a voice teacher and a voice student who needed to perform Namibian art songs at the 

German Embassy approached the researcher. The German embassy was celebrating Beethoven 's 

birthday and invited performers to perform art songs and they were inclusive in asking performers 

to include local repertoire. This shows that there is indeed an interest in not only Namibian art 

songs but languages as well. As mentioned in the literature review, Stephenson (2013) cites 

Lightner on recommending teachers in America to choose works in the English language to 

remove the stumbling block of a foreign language that may hamper their improvement. In the same 

way, it can be taken as a benefit that more art songs in local languages will benefit voice students 

in Namibia to focus on technique and other aspects of voice production. However, knowing 

different language orthographies can be easily beneficial to voice students in making them 

employable internationally. 

Many voice students have to sing songs in European languages and are exposed to European 

culture and aesthetics in music. As one of the respondents mentioned, this could create inferiority 

of one's own language and have the perception that all that is European is superior. What the 

participant said is supported by Wolputte and Bleckmann (2012) who states that Bullet ofKaoko, 

a Namibian contemporary artist integrates traditional proverbs and praise songs from his language 

otjiHerero which is spoken by the Himba and Herero people of Namibia. This contributes 

positively to the preservation of culture and languages, which can be utilised in the writing of 
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poetry in Namibian vernaculars, which in turn can be set to music, and still creating authenticity 

in locally developed music. Similarly, it has been witnessed that most ethnicities in Namibia do 

use proverbs in their music. It is highly evident in the Damara contemporary music known as 

Malgaisa; for example, in the song Dz Tsdtara by Jaliza whereby she uses the proverb: 'hana fa 

ka hdb ge kao he tama heiba' which has the meaning of being careful of not regretting aspects in 

life. Faudree (2012) further states that language and text play an important role in continuities and 

innovations in genre and style. Therefore, art songs composed in local Namibian languages will 

also contribute to the preservation of these languages. Additionally, this creates a greater 

understanding of art songs or African classical music not only for the student but also for all 

stakeholders when they attend concerts and recitals. 

4.3 .1.2. Namibian art songs as a repository of Culture 

Agawu (2011) wrote that colonialism came and went, leaving its traces on politics and culture. To 

substantiate, he says that African musical cultures are overlooked and undermined. Many 

participants' sentiments agree with the preservation of culture through art songs. S7 states that art 

songs cross cultural boundaries, mitigates barriers and inform us about fellow Namibians' culture. 

S9 agrees with S7 that Namibians would be able to celebrate these songs and have them spread 

messages of patriotism and Jove for one's culture. S I states that diving into making Namibian 

songs part of this journey, will create a platform for more discovery, and ultimately an even 

stronger Namibian authentic contribution to the rest of the world. With the ever-developing 

technology, one's culture is prone to change; however, culture can be preserved by art songs as it 

is used in music education. Agreeing with this notion, S9 states: 
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"We need to celebrate what is ours in orderfor the next generation to know what culture 

means and the significance of being proud of one's nation and cultural heritage. We are a 

young nation and we need to preserve our cultural identity so that we stay true ourselves 

as a nation and as people of Namibia. " 

Fairweather (2006) states that culture is compelled into service to differentiate one bounded 

collectively from another, cultural traits such as dances and food are chosen to signify local, 

regional and national identity. Furthermore, he proclaims that in Namibia, pride in culture and 

history is offered by the state as vital for advancement towards modernity. Moreover, that the 

young generation ofNamibian are urged to practice and preserve their cultures . In Namibia, the 

researcher has observed that the implementation of traditional music and cultural music in 

contemporary music is prevalent which shows that there is preservation, however, many of these 

songs are not used in music education due to the lyrics or it not being notated. Traditional music 

loosely indicates music that was created during post-colonial times and cultural music is the music 

that has survived since pre-colonial times. Most of the pre-colonial music has not been explored 

since the post-colonial music has colonial influences through the church and Eurocentric 

instruments that came with it. This could be due to oral traditions that die with the carrier of the 

traditions and globalisation. 

4.3.2 Namibian art songs as a source of confidence 

Afrikaner (20 16) explains that art education is a tool that teaches risk-taking, self-expression, extra 

skills, life skills, social skills, critical thinking, self-esteem, arts appreciation, enjoyment, 

developmental benefits, open-mindedness and confidence. Being a vocalist, especially in the 

classical realm, is a very taunting task as there are mammoth expectations due to the impact 
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forerunners of classical music have made when it comes to voice production, technique, 

interpretation and presentation. Therefore, confidence plays a major role in singing and this in paJi 

corresponds to the effort put in practicing the repertoire, whatever be your background, which 

relates with the themes of identity, language and culture, also determines it. This is evident when 

watching opera giants Jessye Norman and Kathleen Battle on YouTube when they perform 

spirituals as encore pieces after recitals. Additionally, respondent S I argues that what is known 

and familiar will enrich Namibians self-confidence and strengthen the pace at which we grow. 

Furthermore, he utters that confidence levels will reach its best possible levels, and as a result, it 

will be easier to challenge foreign songs. This goes in line with, Euba (2001) who states that in 

order to make an impression on Africans, composers initially have to develop a voice that speaks 

to Africans, creating an identity for African music as mentioned in the literature review. 

Additionally, T2 says that not only will Namibian art songs increase self-esteem and confidence 

levels in students but motivate parents to participate in school activities as they will be eager to 

help their children with practicing their music. 

4.3.2.1 Pride in Namibian art songs 

Afrikaner (2016) quotes Hofmeyr on how the arts creates and instil pride, which is so well 

articulated and is agreeable with this research ' s purpose which is to supply art song literature that 

identifies with Namibian voice students and their teachers: 

"It was artists who designed the national symbols, i.e. the much-admired flag, coat of arms, 

and our anthem, which today give all Namibians a sense of pride and belonging. It is the 

artists that bring a new perspective on Namibian life by presenting sketches and extracts 
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(through poems, plays, novels, songs) and who asks important questions. " (Afrikaner, 

2016) 

It is profound that the word pride appeared numerous times in the responses of the participants of 

this research. This shows that indeed, the creation of art songs for vocal students and voice teachers 

is imperative to boost pride not only in education but also in your heritage, language and culture. 

S 1, T2, S6 and S5 all agree that teaching material, in this case Namibian art songs; will instil pride 

in Namibian culture, languages and identity. Furthermore, it will create an appreciation for 

Namibian authenticity and create a sense of belonging. 

4.3.3 . Ethnic groups ofNamibia 

Namibia has eleven major ethnic groups with an array of languages (Amupala, 20 14). Roos (1992) 

states that Namibia has 11 official languages which indicate the corresponding ethnic groups: 

Aamwambo, Damara, Nama, San, Himba, Kavango, Herero, Basters and Coloureds, Tswana, 

Caprivians, German descendants and Dutch descendants. Many of these languages have many 

dialects and TI explains that Namibia is a diverse country with diverse musical cultures. 

Additionally, she exclaims that when one refers to folk music, one should remember the challenge 

of inclusion, unless if you are focusing on a particular culture. 

Since Namibian is a multilingual country, it takes an enormous undertaking to include everyone 

as this creates multiple identities, languages with their dialects and cultures. If any culture is 

excluded in anything such as the composition of songs, it could pose a humongous problem. It is 

however of paramount importance to note that there is also a fear of respecting others' cultures 

Wh ·t t rt · t · d the correct grammatical use as different sources of the same 
en 1 comes o ce am optcs an 

language might disagree on the spelling of certain words etcetera. 
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4.3.4.1. Effects of colonialism on the Namibian education sector 

Afrikaner (20 16) states that arts education was overlooked before independence and that 

colonialism and apartheid separated the country. Sullivan et.al. (2017) explains that European 

invasions into the land now known as the nation state of Namibia led to German colonial rule 

(1884-1915) and a demoralising genocidal war in the early 1900s. Decades of the apartheid 

government under South Africa followed , bringing new manipulations of people, which over the 

last 150 years have included the establishment of colonial enterprise, a genocidal colonial war, 

seven decades of apartheid rule, and the implementation broadly neoliberal procedures since 

independence in 1990. S2 claims that the divide-and-rule principle created the economic upward 

movement, which in itself created classes: whites first, coloureds second and blacks last which had 

a detrimental effect on Namibian languages and culture. Furthermore, S2 says that the Nama 

people for example, stated to be ' coloureds' in order to be lifted to a higher class then being black. 

Additionally, S2 says that in choral music circles, the white conductors have a superiority-complex 

since they downgraded Namibian songs as sub-standard whilst the majority of their choristers are 

black. Therefore, these choristers have been conditioned into believing that everything black and 

Namibian is sub-standard and prefer to sing choral songs in the South African choral vernacular, 

instead of Namibian songs. This is evident in the programming of music at concerts, whereby 

black music will be grouped together and white music together. However, there is some change 

that the researcher has noticed in the recent years where the music is programmed according-to 

style, mood or themes. 

The sad reality is that when one wants to study music, the curriculum involves European music 

theories, instruments, history and styles. In order to be regarded as an educated musician this is 

the norm around the world . The College ofthe Arts in Windhoek offers a three-year diploma in 
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African Performance Arts, however, these Namibian instruments are taught from a Zimbabwean 

perspective since the lecturers are from Zimbabwe. Even though Dr Minette Mans contributed a 

great deal of her studies to the indigenous music and instruments in Namibia, it is somehow not 

utilized. However, the respondent S2 wrote that in Namibia, the descendants of Europeans 

somehow might have institutionalised a roadblock for students to be prosperous in the field . 

Through observations and discussions with parents whose children learn music from white music 

teachers, the researcher picked up that the parents complained that their children only learn to play 

three songs in a year that is required for the TCL exams. Consequently, the learners struggle to 

sight-read or play any other music. Contrarily, it could be the ignorance ofNamibians as well as 

following international trends of popular music and technology or lack of knowing the unknown. 

One also has to bear in mind that Namibian schools only offer integrated arts with non-specialised 

teachers and musically inclined children can only further their musical knowledge at private 

studios, which could be expensive. 

4.3.4.2. Missionaries' influence on Namibian music 

Amupala (20 14) cites Shibata that the education of Africans in South-West African (Colonial name 

of Namibia) was catered by Christian missionaries and their organisation. This consisted of 

English missionaries, followed by Finish missionaries and then by German missionaries wh~n 

Germany colonised Namibia in 1884 till 1919, thereafter the White South Africans took over till 

independence in 1990. This shows the influence of religious and educational background of 

Namibia. Furthermore, Amupala (2014) explains that during the colonial times, not all subjects 

that were taught at white schools were taught at black schools. S2 ' s view on this is: 
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"The convenience was that Namas already had surnames in Afrikaans - another result of 

Christianity and white 'bosses'. This made it easy for Nama people to identify and being 

accepted amongst the coloured community. Most Namibian authentic songs are sung in 

the churches. " 

The above quote from a respondent correlates with the researcher's observation that Namibia has 

a wealth of church music due to the colonial past. Most of this music is notated in tonic sol fa and 

is regularly performed . Art music still has a long way to go, to reach the appreciation and heights 

as church music. Many young composers also tend to only compose church music due to their 

religious backgrounds and the appreciation it receives from the general public. 

4.3.4.3. Influences of Apartheid on Namibia music 

Amupala (20 14) states that South Africa overruled the Germans in 1948 and initiated Apartheid, 

which is segregation, divide according to race, ethnic groups and rule. Furthermore, she states that 

apartheid promoted separate, unequal education (Bantu education act of 1953), oppression and 

control. This resulted in the backlash in education in all fields for black Namibians. As S7 states 

that: 

" ... the Apartheid regime of that time over emphasized Afrikaans as language of 

communication. " 

Due to this reason it could be that Afrikaans is viewed superior to other languages and it is also-a 
' 

lingua franca in a lot of towns in Namibia. There is also a mentality of that finding a job is easier 

if you could speak Afrikaans due to the prominence of white ownership in the private sector that 

contribute to employment. 
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Furthermore, Fairweather (2006) states that his respondents explained that in apartheid, many 

cultural practices were devalued hence westernisation and loss of traditional practices. However, 

the devaluing of cultural practices is still prevalent. There are many agreeable cultural practices 

that do not agree with international human rights. Nevertheless, there are practices that still could 

be implemented in modern life. Therefore, art songs depicting secular messages or practices could 

be scrutinized and scandalized by the general public because of Christianity. 

4.3.4.4. Arts after Namibia's independence 

Namibia gained independence in 1990 from colonial rule and this unveiled the independence of 

art and culture and the composing of the National anthem was also birthed (Afrikaner, 2016). The 

Directorate of Arts was established with the responsibility to supply grants-in-aid of arts 

development, develop and promote art education. Furthermore, Afrikaner cites Hofrneyr that 

before independence, the arts were primarily western theory, therefore, the lack of African local 

content in local libraries and arts institutions. With this in mind, T2 responded: 

"Now in 30 years of independence, it is also time for Namibia as a country to start 

developing and practicing its own cultural heritages (art and culture material). " 

It has been observed that the Namibia government actually promotes and invests financially in the 

arts, majorly through the Directorate of Arts and its many branches. Nonetheless, there is room for 

improvement, especially in training specialized teachers in all arts fields. 

4.3.4.5. Effects of globalization on Namibian arts 

According to Faudree (2012), globalisation has an influence on cultures and music around the 

world. He uses the example of how Hip-Hop influences identities in youth, whether it is clothing 

75 



style or social stance. However, Afrikaner (2016) quotes Hofmeyr that globalisation can be 

condoned without the fear of losing one's identity. S9's view on this issue is that: 

"The world is changing and we get influenced by trends and technology that promises a 

better future but we need to remember that we were colonized by idealists that did not 

share in our way of life. The world is forcing us to change but how much of us is worth 

giving up?" 

On the contrary, the positive impacts of globalisation are discussed by Kidula when he indicated 

that: 

"In a globalizing space with increasing economic and political leverage from dominant 

cultures, the boundaries and needs of Africans might, I think, be gradually side-lined in 

deference to the larger picture; however, African music scholars on the continent are 

experiencing a certain transition and desire to represent themselves at home and abroad 

from their own positions, perspectives, and worldviews that are at the same time both ernie 

and etic. The presentation and representation is evident particularly with the formation of 

national, regional, and pan-African music associations by educators, musicologists, and 

performers. Scholarly organizations have begun to hold annual conferences, symposia, 

and workshops that encourage participation by national, continental, and international 

participants. Journals, websites, and newsletters have been inaugurated to report on the 

proceedings or publish articles. "(2006, pp. 99-1 13) 

This is the case in Namibia as well, however on a slower pace. There is a fear of studying classical 

music due to the systemic prerequisites to enter the field or study it, whereby classical music is not 

taught in school but only to the elite that can afford private lessons. On the other hand, many might 
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not have the interest since they are not exposed to the art form and the distractions of social media 

and popular music. Afrikaner (2016) mentioned that most arts teachers are non-specialised and 

arts subjects are non-promotional. This could be the reason teachers are only concentrating on 

what is easy or is in accordance to their arts abilities and experiences. 

4.3.5 . Importance/Benefits of Namibian art songs 

Grove (20 11) states that art songs are used to portray political and cultural aspects of a society as 

well as immediate reflections of the environment of the artist, be it the composer or the poet. 

Moreover, Jordan (2016) states that art songs develop pride in marginalized communities and give 

a fascinating perspective into different cultures. S8 says that learning Namibian art songs will 

benefit the singer to learn all types of techniques in singing the different diverse styles of art song 

repertory instead of just the western styles. S2, T2, and T3 agree that Namibian art songs will 

improve the arts in Namibia and will also help with appreciating our languages as well as the 

technique of singing since the enunciation of lyrics will improve and aid with memorisation of 

songs and overall confidence in performance. Furthermore, T3, S4 and S3 says that teachers will 

have more confidence in teaching as they will understand the languages and content better to 

interpret it for their students. Tl and T3 agree that art songs (as opposed to folksongs which are 

orally transmitted and performed in informal situations) require various skills and disciplines, such 

as: 

• the analysis of text for proper meaning, interpretation and pronunciation (especially 

where it is not the mother-tongue), 

• the reading and understanding of the musical score, 
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• the development of the necessary vocal or pianistic I instrumental techniques to 

execute I perform the piece(s), 

• the necessary ensemble skills between singer and accompanist required for joint 

music-making, 

• the necessary presentation of programme notes and performance skills required for 

recitals, 

• the necessary audience development for this genre 

T3 further states that performing Namibian art songs would pose a whole different set of benefits: 

for the audience and also for the development of a national repertoire of works that can have 

cultural heritage value. It would need some educational input and audience development since 

there is no real tradition of Namibian art songs being included in performances. T2, S6 and S2 

agree that there is a lack of art songs inN amibia or at least any that they are aware of. Furthermore, 

S6 pleads that there is a need for Namibian art songs that would allow students to interpret and 

take part in exams, using songs they truly understand and relate to. International representation of 

Namibia in this art form is evident by the following respondents ' views: 

"It would further be a way for Namibian composers and poets, as well as performers to 

gain recognition, nationally and internationally. " 

"We have often been asked to add Namibian songs to our concert programmes. Sponsors 

and the audience like to see Namibian content. Especially when traveling abroad, and 

representing our country, it is essential to have Namibian Art songs in our repertoire. " 

S2 states that just as students from other countries have art songs that reflect and talk about their 

cultures and daily lives in their countries, Namibian students need theirs. It is a form of educating 
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other foreign people about the type of music, cultures and people of Namibia and it is probable 

that most students would proudly want to learn art songs or have at least one in their concert 

programmes, should they have any. S9 feels that: 

"The whole nation would be encouraged to start singing again. Our oral tradition of music 

would be documented for generations after us to see and hear. We would have more young 

people showing interest in studying music and our music industry would become even more 

versatile. 

Namibian art songs will also give a voice to Namibian composers who are underrepresented in the 

classical genre, which plays a humongous role in music education. Five out of the fifteen 

respondents accentuated the benefit of language preservation by art songs. Another five out of 

fifteen respondents probed that the development of Namibian art songs will promote culture and 

sustain it. It was also mentioned that art songs would develop piano and vocal skills of students 

and at the same time, give voice teachers pride and confidence since they have to teach music they 

can relate to. Moreover, students will also memorize songs faster and easily since it is languages 

that they are confident in and therefore, better interpret, express and present the songs. Finally, it 

was mentioned that students would also develop analytical skills since it plays a big role in 

studying musical scores . 
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4.3 .5.1 Compositional devices of Namibian art songs 

One respondent who is a music educator was adamant that Namibia cultural or traditional music 

devices must be implemented in Namibian art songs in order to maintain and create a Namibian 

sound in the art songs that are newly composed. T6 explains the importance of preserving 

Namibian idioms and character in the composing of new art songs. Furthermore, she states that 

African characteristics of music should be applied as follows: African polyphony, cross-rhythms, 

syncopation, and improvisation aspect (perhaps in the cadenza part of an Art song). Furthermore, 

she listed the following: rhythm (repetitive rhythmic patterns, highly accented, cross-rhythms and 

syncopation, singing (middle tessitura, call and response, songs are inflected like spoken word, 

songs teach traditions, slides grunts, groans and yodels for expression and a-capella), scales 

(pentatonic and heptatonic), structure (call and response, verse and chorus - ABAB), melody 

(pentatonic, tritonic, heptatonic, ostinato singing), instruments (African instruments can be 

simulated into the piano accompaniment), texture and harmony can be heterophonic or polyphonic 

and the hemiola (three against two) is very common in African music. 

These notions are agreeable, however it is contradictory whereby there is a scarcity of detailed 

Namibian music method textbooks that could be used for studying music in general or composing. 

Most learners who study music have to learn western methods, which makes it hard to create a 

purely Namibian sound. Globalization, the Internet and pop-culture also play a major role on the 

negative or positive influences on a purely Namibian sound. Therefore, further research mus(be 

conducted in order to establish a write-up on Namibian music devices that could be implemented 

in the composing of new music for educational and compositional purposes. This could be the 

different melodic, harmonic, form, dynamics, articulation, textures, lyrics, dynamics, tempi, 
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timbre, instruments and rhythmic styles or structures of the different ethnic groups in Namibia. 

Furthermore, the respondent T1 agreed with T6 that: 

"Composing is vital. When composing one can draw from Namibian folk songs and try and 

do justice to the music. " 

As mentioned in the literature review, Onyeji (2016) states that, according to Ekwuene, in Nigeria, 

though there is external influence to African music, it has stayed static in choral or group singing 

and there is no development of music for solo singing. Furthermore, he explains that only folk 

songs are arranged for solo voice but there is a lack of original composition with extensive 

implementation of musical elements and exploration. This is the case in Namibia as well. 

Furthermore, Wabugu (2012) quotes Labi (2003) that African composers have to balance 

traditional, modem, old and new musical components when composing. In accordance with the 

literature review, Akrofi et al (2007) states that composing art songs and arranging of folk songs 

will preserve cultural identity. Nketia (1982) writes that the contest of tradition has viewpoints of 

originality, authenticity and identity. Furthermore, he explains compositional methods for creating 

modern idioms out of traditional music are reversal technique (applying opposite of western 

techniques), syncretic technique (seeking inspiration from traditional methods to create new ones) 

and techniques of re-interpretation (to stay in boundaries of your culture and relate it to its 

traditions for example on how Bela Bartok composed). T6 feels that Namibia has a rich vocal 

tradition with various ways of indigenous ways singing and perform which could be moulded i~to 

art songs. 
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4.3.6 Music Education in Namibia 

Patterson (1996) states that art songs can be used for learning and teaching. Yixuan (20 19) agrees 

that art songs are type of songs to be used in college teaching, not only to develop singers ' vocal 

skills but also for the expression and analysing of works to reach a high standard. In Namibia, the 

Ministry of Education has recognized arts by listing it in the National Curriculum and syllabi 

(Amupala, 2014). However, Afrikaner (2016) states that art is offered in schools under the term 

integrated arts (whereby all arts components are combined), mostly only at primary school level 

and that there is a lack of specialized arts teachers in the different components of arts; drama, 

music, visual arts and dance. Furthermore, she explains that apart from integrated arts in schools, 

the College of the Arts, a government subsidy, offers diplomas and private tuition in the following: 

African and Theatre studies, African Music, Classical Music, Modern Music, Media Arts, Radio 

Production, New Media Design, Music Production, Visual arts; Fashion design and product 

development. Government parastatals such as the University ofNamibia also offer art modules 

and courses. There are also private voice teachers, art schools and non-governmental organizations 

such as COSDEF (Community Skills Development Foundation), OMSA (Omaruru School of 

Arts). MYO (Mondesa Youth Opportunities), YONA (Youth Orchestras ofNamibia) and APC 

(Arts Performance Centre) that offer music or the arts. The majority of different embassies in 

Namibia also play a major role in contributing to the arts through concerts and inviting foreign 

musicians to perform and facilitate workshops in Namibia. T2 feels that students who take voi~e 

lessons in languages which are not their own do not always do well in exams as the strain of simple 

things such as remembering the lyrics in another language, or the struggle with pronunciation or 

enunciation of a certain word, affects their intonation and overall confidence to deliver a well­

rounded performance. It is the researcher' s observation that external examiners who come from 
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UK to assess Namibian singers are often very strict when it comes to the pronunciation of European 

languages and this could affect the pass rate of students who are expected to sing in at least three 

different European languages. Some respondents' views on music education and the creation of 

Namibian art songs are quoted : 

"More and more young people like myself have been able to study music and we have a 

hard time accepting the fact that we have to sing European music for our assessments, tests 

and exams." 

"As a teacher of mostly a Western Art Song genre, it would be excellent having the option 

of incorporating our Namibian culture into an examination programme or an International 

concert event. " 

"By writing music down and having it be part of the broader education of music we will 

be able to encourage music education. Throughout my career as a musician, composer and 

conductor I have witnessed the importance of advancing Arts Education, especially music 

education and how it can transform communities. " 

Pentreath (2020) states that industry leaders and musicians are probing that ABRSM, an English 

music college that also conducts international exams, must include more black and BAME 

(BAME: Black, Asian, and minority ethnic groups) composers in the exam syllabus as 98.8 

percent of the 3166 pieces of the list of pieces were composed by white composers. Furthermore, 

she quotes Caizley that the classical music canon must be decolonized as ABRSM qualifications 

are used as prerequisites for further studies in music at numerous international universities. This 

is agreeable and similar institutions such as the Trinity College London should reconsider doing 
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the same. Namibian institutions that prepare for these international exams should encourage their 

students to sing local repertoire and protest for the inclusion of local repertoire for these exams. 

4.3 .6.1 Worldview on how vocal lessons are conducted 

Amupala (2014) quotes Robinson that arts education is an imperative tool for education and 

providing children and scholars of all ages a medium to express themselves. Yixuan (20 19) states 

that art songs are helpful in training singers to produce a good tone: Bel Canto, which is advocated 

in European singing traditions and is an international standard. Furthermore, Yixuan proceeds to 

write that training of vocal tone production is imperative in learning vocal music on techniques 

such as: coherence, uniformity, diction, enunciation, intonation, precision/accuracy, breathing, 

posture, projection, voice agility, interpretation and control of sound/support. Moreover, the 

traditional methods of repeated voice exercises can become monotonous and cut student' s interest; 

therefore, art songs can boost interest in singing. S8 says that when learning a piece of music, in 

order to perform it to the best of your ability, one has to learn more than the notes and words. One 

really has to delve deeper into the story and try to understand the intentions of the composer. 

Additionally, S8 would love to add more Namibian art songs to her repertoire, which she can 

hopefully perform internationally to educate foreign people about her country. S2 states that there 

is a lack of qualified voice coaches in Namibia and more information should be gathered to 

contribute towards the expansion ofNamibian musical heritage data bank which will in part ignite 

the passion for folk repertoire in teachers and students alike and encourage them to take it up on 

the same level as they do European Classical Music. S2 feels that it is only from around 2004 that 

black Namibian composers and choristers started to appreciate the quintessence of voice coaching 

and its functions as to implement it in their vocal training. 
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The lack of art songs has appeared numerous times and that having Namibian art songs could 

eventually help singers to perform better due to the deep understanding of the content and also 

create a sense of pride in their cultures. 

4.3.7 Namibian Folk songs 

When it comes to folk music, Patterson (1996) argues that the very first notated and arranged slave 

songs of the African American people must be considered to be art songs as before that, due to 

slavery, the melodic and harmonic structure of the Negro spirituals of the African American people 

were orally transferred from generation to generation. Patterson is quoted saying; 

"The hallmark of African -American art songs is that they serve as soulful expressions of 

the experiences of the people. Projected through many of these musical expressions are 

important narratives on the emotional, cultural, and spiritual history of African Americans. 

Though these art songs are used most often as means of artistic/aesthetic vocal expression, 

their lyrics and musical structure contain much valuable and useful information on the 

cultural and historical circumstance and the development of African Americans as a people 

this land." (1996, p305) 

In the same light, one should consider the fact that we learn from our folk music to develop new 

forms of music and not only to preserve our cultures but also to create an auditory identity, style 

and preserve culture. On his response to the arrangement of folk music, respondent T3 warns that 

folk music is rearranged often to the point where the original song is unrecognisable, and in some 

cases the new arrangement is totally alienated from the culture of its origin. He further states that 

the arrangement of folk songs requires careful consideration, sensibility and respect. 
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Juxtaposing this idea of the above respondent, Patterson argues "cross-fertilization of folks into 

more complex arrangements by composers and thence into art songs is an exercise that European 

composers have practiced as well. (1996, p304) " When voice students have to choose a piece from 

a list provided by the examination body, there are certain standards that have to be maintained. 

Therefore, it is imperative that folksongs or new compositions can compete with the difficulty 

level and intricacies of the great European/Western composers as to give these arrangements or 

compositions a chance to be approved for vocal examinations. S8 confirms that Folk songs 

traditionally told a story, or had some kind of historical facts in them. Thus, having these folk 

songs arranged can help preserve and pass down this knowledge from one generation to another. 

On top of that, it is never a bad idea to stay informed and keep discovering, nonetheless, we could 

have all of that but in a Namibian way (Rhythm, words) while giving more exposition to local 

languages. On the preservation of folk songs T3 says that: 

"Once scored and published, the benefit is that it is preserved, can be performed, but the 

concern remains that this may now become the definitive form of a traditional song. " 

To further substantiate, T3 says that there is certain merit in doing an arrangement which uses the 

core idea of a folksong in combination with artistic techniques and musical elements to elaborate 

upon or to enhance it, be it through added melodic lines, polyphonic or harmonic effects, different 

rhythmic structures, new form structures, tempi or timbre changes, etc. On this matter T2 exclaims: 

"In my opinion, this is another great way of fo lk tradition preservation and restoring of 

lost pride in folk songs. It will definitely help to revive folk tales found in songs and also 

bring cultural history and stories to people who did not know what values are in folk songs, 

as these songs are written with rich text of storytelling, idioms and poetry, etc. to mention 
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a few. Composing and arranging Namibian Folk song for voice and piano is one great way 

to educate" 

Most of the respondents are agreeing that the arrangements of folk songs to art songs will preserve 

Namibian culture, folk tales and history. Consequently, creating Namibian styles, genres and 

identity. This can likely be implemented in music education as well. Arranging folk music will in 

part teach us about the different musical devices used by the various ethnic groups in Namibia. 

Therefore, it concurs with Omojola (1987) as stated in the literature review that " ... the reason for 

using Folk songs as the basis of new Art works centres on the need to create works which maintain 

strong links with traditional vocal idiom. (p267.)" 

4.3.8 Towards the creation of a Namibian canon of art songs for an anthology 

In this section, a brief overview of the researcher's compositional techniques will be explored. 

Additional ly, all songs that were either arranged or composed are inserted here as a starting point 

for a plan of action, which is to promote an anthology. 

Thirty pieces were composed and out of the thirty pieces, six of the below are existing folk songs: 

!Nosa !goes, Jtupuka Kambembe, Jesu Weya, Mama Afrika, Mase Daba Kha and Three 

Nama/Damara Love songs. Six art songs were newly composed using proverbs from the different 

Namibian vernaculars: Pina, Onja Johorongo, Endelela, Dihumbwa, !Nae tama /girib and 

!Hubaib ge Skala. A poem by Langston Hughes, a Black-America poet titled Dreams, Namibian 

poets : two poems of Ellison //Gowaseb, titled: Som Hais and !Huri !Huse, Ivan Scheffers'; 

Onganda Kwete and the researcher's poems: I Uba ,Rainbow, !/Horeb, Haitsi Aibeb, Light In dark 

Times, Thank You, 1 Uritsasens and Totsiens were set to music. One folk song composition of Isaac 
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Mukonda, Nomji was arranged with permission from the composer. Four choral pieces of the 

researcher were adapted into art songs, namely: Sara e Mate, Saob Go !Kharu, Ondikuhole and 

Hada Ma/hao. The respondent T3 who agreed on the matter of newly composed art songs by the 

researcher that can be published and publicly performed, urges Namibian composers that, as much 

as they are able to create original music induced with a high standard of musicality whilst 

pertaining to their own style and roots using influences around them to make these art songs 

relatable to others, not only culturally but through the stories the music conveys. 

This research was done on the theoretical framework of cross-culturalism (fusing two cultures i.e. 

European and Namibian, in this regard). An Afrocentric paradigm was considered which is 

described by Van Wyk as principles of inclusivity, cultural specificity, critical awareness, 

committedness and political awareness (2014), African Pianism by Akin Euba: '(a) thematic 

repetition (b) direct borrowings of thematic material (rhythmic and/or tonal) from African 

traditional sources (c) the use of rhythmic and/or tonal motifs which, although not borrowed from 

specific traditional sources, are based on traditional idioms (d) percussive treatment of the piano 

(Euba, 1989, p. 152). ', African vocal style theory and New Africanism music composition 

framework. 

The researcher denoted Namibian singing and instrument styles as possible as motivated by the 

folk songs that were arranged. Due to copyright issues with poetry, only proverbs from the 

different vernaculars and the researcher's own poetry and associates poetry were used to compose 

new music. Popular choral compositions of the researcher were also arranged for the solo voice. 

African pianism with hemiolas was implemented in the piece titled: I. Dihumbwa from the 

Kavango East and West regions, which is in Thimbukushu. The three against two principle creates 

a very rhythmic or percussive rhythmic motif as if two different drums are playing simultaneously 
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represented by the right and left hand with its fast pace almost giving a feeling of meditation 
' 

however, at the same time, it gives a feeling of running as the proverb is about the cheetah running. 

The same was done with 1 1. Jtupuka, which is a folk song that depicts the galloping of a horse. 

These explain word painting, trying to portray the words in the music by creating a mood with 

sound. It is also very tonal, following a mostly minor pentatonic mode. 20. Onjo Ohorongo, which 

is a Herero proverb, was set to an improvisational style in the opening measures. In the second 

half of the piece, contemporary music of the Ovaherero people, namely: Oviritje, which is also 

influenced by the Damara Ma/gaisa style, is referenced in the piano part. This is also word painting 

since the translation is that life twists and turns like a Kudu (type of antelope) horn; twist and 

turning the music in any way possible to denote the proverb, starting in a minor pentatonic and 

modulating to a major key. The researcher implemented this as to depict the positives and negatives 

as well as the mysteries of life. Namastap rhythms from the Nama culture were also denoted in 

adaptations of the researcher's choral pieces namely: 23. Saob Go !Kharu and 24. Sara e Mate , 

which is mostly i~ % time or 6/8 time and alternates between the two time signatures with the 

piano simulating the Namastap dance rhythms which is very syncopated. Other pieces were 

composed in an atmospheric style whereby the harmonic content could be very dissonant or could 

fit in the 19th to 21 st century style of music (Romantic to Modern eras) whereby extended chords, 

augmented sixes, augmented chords, diminished chords, modal harmony, secondary dominants, 

borrowed chords and chromaticism with parallelism, melisma are used by the voice and a mixture 

of syncopation and also simple rhythms are utilized i.e. melorhythms. This could be anachronistic 

or might be regarded by some as being pastiche. However, the researcher feels that to paint words 

and set a mood through sound or atmosphere, one has to use all types of perspectives and tools as 

to bring forth the emotion of the piece and rightfully depict the words. One piece, titled 6. 
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/Guritsasens was written in an Afro-jazz style, however, with a very rhythmic piano part that could 

be drummistic. Yodeling and chanting were used in the piece 5. !Uri !Huse and ululation in the 

piece: 8. Endelela which shows the implementation of the African vocal style theory. Cross-

culturalism is displayed in the pieces as western notation is used, harmony and styles as well. The 

Afro-centric paradigm is exemplified in the use of proverbs from many ethnic groups in Namibia 

as possible, being inclusive even though the researcher does not speak all the languages. Therefore, 

hopefully motivate composers from all backgrounds and cultures to do the same. However, this 

could pose a problem with spelling or grammatical faults and understanding the deeper meaning 

of the content in a language one does not speak as well as that it could be identified as appropriation 

of a certain culture. One of the respondents was adamant that all cultures should be included. 

Consequently, it could be a positive that composers set lyrics of a language they do not speak to 

music, given that they approach translators or interpreters for assistance. The present times of 

Covid-19 was also noted in the piece 13. Light in Dark Times, as artists always depict their current 

circumstances in the art they create. 

In general, the form that was mostly used was ternary form as to give the feeling of repetitiveness 

of African music. Varying dynamical measures and ranges/intervals of the voice and piano were 

explored in the compositions. Influences from contemporary, classical and cultural/traditional 

music idioms are prevalent which indicates syncretism and cross-culturalism. Rhythms from the 

table of African rhythms in the literature review were also utilised. There might be notable 

recurring aesthetics of composition of the researcher. Therefore, the arrangement of folksongs 

gives variety. This is crucial in order to have something for everyone. If these songs were to be 

presented at a concert, there should be diversity for the listeners, which would represent their 

identities for Namibia which is multicultural country. Varying performance directions in Italian 
' 
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music terms as well as English were utilised in most songs . Some modes were used, however, in 

order to avoid too much repetition, it was not restricted to it hence the use of modulations. 

The piano was mostly used for accompaniment. However, the researcher tried to give the piano an 

equal treatment in portraying the lyrics. Homophonic, polyphonic and counterpoint textures were 

used. Rhythmic motifs were used throughout some pieces or as ostinati. Imitation was 

implemented whereby the piano would echo melodies of the voice or as a ritornello. Preludes, 

interludes and postludes were applied to alternate between the voice and the piano to create 

interaction. Call and response between the piano and voice was integrated in some pieces, as it is 

a major African musical device. 

Various compositional devices such as sequences, imitation, inversions, rhythmic displacement, 

fragmentation, word painting, repetition, decoration (acciaccatura, anticipation, retardation, 

appoggiatura, suspensions, and passing notes), ostinato, pedal point, Alberti bass et cetera were 

applied. 

However, from the data collected, as well as the researcher's personal experiences, it was 

established that there are very few art songs that embrace Namibian idioms which can be used for 

teaching voice students that have accompaniment in order to contribute to the identity ofNamibian 

voice students through Namibian languages that are used in the composition of new art songs. 
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4.4 Composed/arranged art songs by the researcher: 

The arranged and composed music is inserted in no particular order as performers and teachers can 

choose and perform pieces on their own discretion. Guidelines of art song analysis of Makobi 

(2017) were adapted to give a brief analysis of the researcher's compositions and arrangements. 

These guidelines are: title of song, compose/arranger, source of text (if from folksong)/ poet, year 

of composition, language of song, English translation, meaning of proverb, structure/form, time 

signature, key signature and range of vocal part. 

4.4.1 Title of song: Dihumbwa 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~ 

Source of text (if from folksong)/poet: Proverb 

Language of song: HamMbukushu 

English translation: The cheetah catches the duiker for pleasure or laughter, at first, he follows it 

slowly then runs. 

Meaning of proverb: Ternary 

Structure/form: Ternary 

Time signature: 3/4 

Key signature: G major 
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HaMbukushu proverb Tran.~latiou: 
The cheetah catches !he duiker (small antelope) 
for pleasure or laughter, 
at fi rst he follows it slowly. then he runs. 

..h.. ....It 
J-190 -
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>> >> > > 
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> > > > >> > > >> 
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eumoeb8414l'~l.com (c) 
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SJ 
fl jj 

Yo. 
f) 

fl jj ~= ~: ~= ~: ~ 
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f) 
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> > > > > > > > Pno ~ 
> I > I > > > 
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4.4.2 Title of song: !Hubaib ge Skola 

Compose/arranger: Engelhardt Unaeb 

Year of com position: 2020 

Range of vocal part: j'~;~~J~~~~F~ 
Source of text (if from folksong)/poet: Proverb 

Language of song: Khoekhoegowab 

English translation: The world is a school. Elders know a lot about you. 

Structure/form: A B C A 

Time signature: Common Time 

Key signature: F minor 
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Two Damara proverbs: !Hubaib ge Skola 
The world is a school. 
Elders know a lot about you. 

Misterioso .J = 60 
11. _l_ 
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4.4.3 Title of song: !Nae tama lgirib 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: $ j r 
Source of text (if from folksong)/poet: Proverb 

Language of song: Khoekhoegowab - Damara 

English translation: A fox that doesn't jog/run, doesn't eat. Work hard and develop yourself for 

money does not fall from heaven. 

Structure/form: Ternary 

Time signature: 5/8 

Key signature: A minor 
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Damara proverb: 
A fox that docsn'tjoglrun, doesn't cat. 
Work hard and develop yourself !N ae tama lgirib Engelhardt Unaeb 
for money docs not fall from heaven. 

Allegro)>= 132, Animato f 
> 
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!Nae ta -rna jgi -rib 
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eunneb84@gnwil.com 
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32 Allegro Jo - 132 A · 
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4.4.4Title of song: !Nosa !Oes 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: j'E~j§~~~f~7 

Source of text (if from folksong)/poet: Nama-Damara Folk song 

Language of song: Khoekhoegowab 

English translation: It's a quiet night, there's no noise. Sleep beloved child, rest Mama's child. 

My beautiful child. 

Structure/form: Ternary 

Time signature: Common time 

Key signature: D major 
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Arr: Engelhardt Unaeb 

Translation: 
It's a quiet night, there's no noise. 
Sleep beloved child, rest Marna's child. 
My beautiful child. 

!Nosa !Oes 
A Quiet Night 

Damara/Nama Traditional 
Lullaby 

"' ~ Adagio J = 60/72 Cullando e dolce 
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S. 

tJ ~· 
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Engellulrdl u-b (c) 
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4.4.5 Title of song: !Uri !Hi.ise 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ' ~J ~ 
Source of text (if from folksong)/poet: Ellison 'Amor ' //Gowaseb 

Language of song: Khoekhoegowab 

English translation: Largest dune amongst all dunes, one that is always seen, 

a cloud that fell from the sky. Oh, our white sand. You make me forget the world's problems. 

There's tranquillity around you . Oh, white sand. The pride ofUis (a town). 

Structure/form: Ternary 

Time signature: 6/8 

Key signature: A-flat major 
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Ellison 'Amor' Gowaseb 

Translation: 
Largest dune amongst all dunes, 
one that is always seen, 
a cloud that fell from the sky. 
Oh, our white sand. 
You make me forget the world's problems. 
TI1ere's tranquility around you. 
Oh, white sand. 
The pride of Uis (a town). 

!Uri !Hiise 
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4.4.6 Title of song: /Uritsasens 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~'~~j~~~~F~ 
Source of text (if from folksong)/poet; 

Language of song: Khoekhoegowab 

English translation: In the hot sun I am sitting in a warm house. Till the night without any 

visitations. Visit me beloved . 

Structure/form: Ternary 

Time signature: Alia breve 

Key signature: F major 
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Translation: 
In the hot sun I am sitting in a w.mn house. 
Till the night without any visitations. 
Visit me beloved. 

IUritsasens 
'Loneliness' 

,., J = 11 0 Sad yet enthusiastically 

Voice 
tJ 

_,., ,__,......., 

tJ '!. !~:: ...... , .. 
~· -· . ~= .;..~ > > nif 

...., ...., 

,., mp A tempo 

Yo. 
tJ 

lAm - sa so-res 

,., Rit .. ~ a tempo 

tJ . . ''~ mp :J :J :J 
~ I I I 

: 
Poo. ~ 

.. .. -

,., 
Yo. 

tJ -.....__.r 

!hae - OlliS !na*nfia lAm - sa so-res 
,., 

tJ v ... ... ... .... «:::,:;9- :J :J: :J: 
L .. .. I I I 

: . . . 
I I I I r .. .. • 

eunueb840:mail.com (c) 
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~= > ~· > 
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~ * * I _j 

I 

.. 
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~ ~ ~ 
I I 

. . 
I 



12 "''f con moto 
fl --Yo. . 

~ 

'-l - '<:::::::- ___. 
!hae oms !na*noa !Uisgo se khoei xa sa-ri - he t'mase-

fl 

. . 
'-l ... ... • , ..... If" p"• • ~= "~2r= ~ $ ·-· 

L ""' I I I I I I . _._._._~, 

: : 

I I I I ~ I ....... .. ... • 

17 f mp 

fl f. ...., ....... ,-3-, 

Yo. ~ 

'-l - L..::U...J 
!Uuisgo se khoei xa sa-ri - he t'mase - . 

fl 

. . 
'-l -= -.::.::~ If" p"' .... --~=[7~7= 'I $ .... -= -.::::;-.• 

l, l. l I I I 

- ~ 

Pno. ~ 
llo,J ....... .. .. .. llo,J 

22 3 

" mp,.....r-'1 ......... -Yo. 
'-l - sa- ri Sa-ri te ti khoe - . te re - . li-khoe sa - ri . 
_fl 

'-l ~~ .. ~ (-9- ,~ "'t:t 
mp 

.on 
: 

' 

3 - -Yo. 

Sa- rite ti khoe - , sa - ri te re -
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2811 
I -= f nif __., _.,..._ ... 

Yo. 
tJ 

sa - ri 
"""'-- \ !Uis go s~ ti-khoe te re -

fl. ~ ~-P-- . -P-- I • 

tJ ... .... ...,. .. 
f 

I lnlfq..- 1>"-J- ... 

I IL n I. 1. I 
~ . . . 

I I 

32 

Yo. 

khoe i xa sa-ri - he t'mase - . !Uisgo khoei xa 

37 ,-3--, fl. -~ 
Yo. ~ . -tJ L..:::U....J -= __.... 

~a-ri - he t'mase - . !Uisgo se khoei xa sa-ri - he t'mase-

fl. j .. 

.t) 
$ .. ..... : ... I q..- 1>"-J- ... I ~: ~:..: ::.-s . ~ • ., ... 

I I I I I I I I I : . 
~ . 

Poo. ~ 
... •. .. 1'-J loooooool ... .. • 

3 42 fl. ,- --, 
~ -.... 

Yo. 
tJ ..... ~ 

!Uisgo se khoei xa sa-ri - he t'mase -

fl. I 

. . 
tJ ..... : ...:::::;-9- q..- 1>"-J- ... ~="~:::::_~: ~ :f ., .. .....; .. :::: ..... 

I I L I I I 
: : . 

llo,J loooooool I .. .. • llo,J 
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47 
fl. 

Yo. 
-tT 

Ad libitum. 11 -'] ~1... LU 

eun..,b84@gmuil.com (c) 
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4.4. 7 Title of song: moreb 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part:~ ~J tr 
Source of text (if from folksong)/poet: Engelhardt Unaeb 

Language of song: Khoek.hoegowab 

English translation: Longing for you, keeps me awake at night, seeing your photographs makes 

me reminisce. Seems like I only started loving you when you left, and so I battle with my heart. 

Longing for you makes me cry, Longing for you makes me weak. Come back, come back love, 

Longing for you will be the death of me. 

Structure/form: A B C B 

Time signature: 5/4 then 4/4 

Key signature: A-flat major 
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Translation: 
Longing for you, keeps me awdke at night, 
seeying your phorogrdphs makes me reminisce. 
Seems like I only started loving you when you left, 
and so I battle with my heart. 
Longing for you makes me cry. 
Longing for you makes me weak. 
Come back, come back love, 
Longing for you will be the death of me. 

II Horeb 
'Longing' 

; = 60 espressivo e rubato 

fl t 

Voice 

"' 
fl I ,..._ ,..., .,....,._ J""ot 

"' mp Pi"o ~ 
~· ~· 
[____J L-----
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fl I 

Vo. 

"' '.!!!' 
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t.J ~ ... 

.,_ 
~--"'-

~ - - ... 

fl I i""""'"! ~ 
Vo. --

"' Tsi ra ti lgaob lkha- ra !kham -

fl I I I 

"' -. Poo.~ 
• -
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r"""' 

HHo-reb ge ra !o- ai-kai te, 

I __j_ I 

~ ... 

1:_ 

--- -..... -
'.!!!' 

ai lgui ra ge a lnam. 

_l 
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... ... 

,~ ... 
-

q-- ~ .... -



.AJ I. ./or .....,_""""'""' 
Yo. : . . 

: 
~ r r 

IIHo - rebxa - ta ra a , IIHo - rebxa - ta ra tsam . 

_fl I I I I I I I I I I I I I 
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~ 

nifl"""'1~ ......, ~ ,..,~ ....., 
: 

: 
con dal L.J.-"""' ... 

~ ~ pe 

13 p II I 

Yo. 
~ - I 

Oa ha-re, oa ha-re In am - sa, 

II I ~ ~ 
,_,_ r-r- I I I 

~ .. ... I~· ... ,- -t9-

.--r'1 
p 

.-""1"'1 I I 
: 

!..J.--1-' .. ~- I I .. .. 
17 f . . 

II I 
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. ""- I. 

Yo. 
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II I I I I I ~ I J I I I I 
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, I':'\ 

f I':'\ nif 
• I':'\ • ... ....., ,__ 

: 

I I ~ 
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2! 
II I .lor.~~ 1.~ . 
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.At I J I I I I I I I I I I I 

~ 

,....,~ ......,_ mp~ ......, r--. 
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~ ~ ~,...' ~ • 
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Yo. 
fl. I >r~~ .J.. . . . 

tJ r r 
IIHo - rebxa - ta ra tsam . IIHo - rebxa - ta ra a 

' 
fl. I I I I j I I I _l I I J I 

tJ 

'""~ 1""1~ ......, ....... ~ : 

L,...J.-1-" ~ ~ ~ ... 

29 
fl. I -

Yo. 
tJ ~ 3 

IIHo - rebxa - ta ra tsam . 

11 _l I I I I I I I I. 

tJ 

'"" 
r 

1""1~ ......, ............... • ... 1..1...1_ _ ... 

,__ 
~ -

33 
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4.4.8 Title of song: EndeJeJa 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

~ r Range of vocal part: .J 
Source of text (if from folksong)/poet: Proverb 

Language of song: oshiK wanyama 

English translation: If you want to go fast, go alone. If you want to go far, go together. 

Structure/form: Ternary 

Time signature: Common time 

Key signature: F major, b-flat Lydian 
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Oshikwanyma proverb: 
If you want to go fast , go alone. 
Jf you want to go far, go together. 

J = 90 with conviction 
..11 

Voice 
I tJ 

11 

tJ :g:*· .. ...... 
mp 

" Yo. 
tJ 

in - du oo - ve 

Endelela 
Engelhardt Unaeb 
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... 

~ 
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• .,... .~ . 
na - va-Jcwe-ni - . 
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"" 
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_.............. _.............. 
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~ 

-ko - ku- le in - da 
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. . 
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25 ,.. ............... ....---....... - -Yo. 
I tJ =---- "------"' ~· - ....... ?:) 
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" I I 
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4.4.9 Title of song: Hada Malhao 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~'~~j§~~~L~ 
Source of text (if from folksong)/poet: Engelhardt Unaeb 

Language of song: Khoekhoegowab 

English translation: Let stand together, black people and white people. This Earth is ours. 

Let's live together in peace! 

Structure/form: Ternary 

Time signature: 3/4 

Key signature: F major 
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HadaMa/hao 
"Let's stand together" 

Engelhardt Unaeb 

Espressivo e rubato , J = 70 11!l 
.../1_ 'i""oo. -Voice 
f.) - - • 

ma-/hao :: Hao-rsa-ma du ha tsi #nO-khoe, !u - ri ..fl. I 

: 
t.J .,: ~= '-61'-'; 

1111 > ====-> . 

6./l_ ~ 
-

!!!!1"'1 ,.._ -Vo. 
t.J - ~ - ., ... 

-6>- ... .... ~~ 
khoe . Ne!Khu-baib ge si- da !Khu-bai-ba, /khi- da#khlb !nil /gui- ba 

..11 

f.) 

Poo ~ 

10 Joyfully, J = 100 
11. _1""""= . 
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t.J ~~ 
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~ ii I _l _l ~r"""'l I J, ~ II J . . : 
t.J > --· >> ~> >> > > > ~> 

.~ . 
> > > I I > > > 

eunocb84tlgnulil.com (c) 
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16 
fl. 

""""' -Yo. : 
t.J . • • 

ma-/hao: Hao-tsa - rna du ha tsi 

1l I I h r--1 _/ I h ~ I I 

: . 
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t) > .~. > > > > >> 11tp 

: : . . .. > > > I 

21 
fl. - -Yo. 

t) • • • -61-
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II h ,......, ~ I .h M . I I . 
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t) .~. > > > > > > 11tp 

~ . . 
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11 112 II - .__, -
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t) .. 
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: : . . 

•... ~ 
~ ~· ----
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fl. . 
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t) 
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fl. >> ~ ~ ,.., I I ~li J . 
t.J r~ I > > >.I > > > >'' 

: . . . 
r I r 

eunaeb840pnnil.com (c) 

134 



33 Rit. ... 

Yo. 
./t :::::=- =---ifp -=:: : 
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fl >> :::;- ~ OJ ~ .~~~ r; I ~ 
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>> 1:\ 1:\ f 
.--! .'lfp--= t . . 

'--' ..t· I c;; -

A tempo 
38 11ff.. 1J ,,......, -Yo. : 
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> > > > > > > mp 

: ~ 
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> > > I 

42 11 .l!_ ,....., - ....... 
Yo. : 
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... 
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2. 
46 

1":\ 1":\ A 
Yo. 

Pno. 

IV ....____.. 
hil re! 

f 
• ..----..0 

~ I 

"" 

Tmn~lation (From Khoekhoegowdb): 
Let stand together, 
black people and white people. 
This Earth is our's. 
Let's live together in peace! 

Pronounciation guide (Clicks): 
I(/)= Tongue against front teeth. 'Wet sound', like cleaning front teeth. 
" = on a vowel mean~ to nasalize tbe vowel. 
! =Tip of tongue against hard palate erea above fron t teeth. Creating a hollow sound like popping a champagne bottle. 
4' {#) =tongue flat against hard part of palate. as trying to remove peanut butter with tongue. 
I (//) = side of tongue against cheeks. As if calling a horse or cleaning back nolars. 
X = pronounce like tbe German (CH) in BACH. 
T = mostly dentified. 
Rest of the vowels and consonants are pronouced like in Lat;n. 

eunoeb84@gmoil.com (c) 
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4.4.10 Title of song: Haitsi-Aibeb 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

*;-~~#~r Range of vocal part: @: J 
Source of text (if from folksong)/poet: Engelhardt Unaeb 

Language of song: Khoekhoegowab 

English translation: There was King named Haitsi Aibeb (mythical being) and he could change 

in many faces and trees. He was smarter than all and was extremely strong. He killed fGafgorib 

(evil mythical being), so nature could be at peace. Oh, Haitsi-Aibe, our king, you could divide the 

waters, when help is asked, you oblige. At his grave, put a stone and he'll protect you. 

Structure/form: A B C D C 

Time signature: Common time then 6/8 

Key signature: A major 
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\ ' 

Haitsi-Aibeb 

Translation from Khoekhoegowab: 
There was IGng named Haitsi Aibeb (mythical beins), 
He could changed in many faces and trees. 
He wa~ smaner than all and was extremely strong. 
He killed 'fGa'fgorib (evil mythical being), 
so nature could be at peace. 
Oh, Haitsi Aibe, our king, 
you could divide the Wdters, 
when help is asked, you oblige. 
At his grave, put a stone and he'll protect you. 

AH )-1 00 m ster oso 
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_fl ~ * 
~ > .. > > 

__i.lc 

.... > .... 
l 

y> > -,; > 
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... > 
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fl ~ It 
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" ~ It > > > > > > > > > 

t) "'"'""'-J ~ ~ ~ ~ ~ ,, 

-.. . . ... > > > 

13 f 
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ellJULCb841iPJINLil.com (c) 

139 



Yo. 

19 11_ _jl it f ;. = 80 Joyfully l:i1 
: 

"' ,_ 
1/kha! Ae, Hai - tsi Ai-be si-da 

..h__~_Jt .-- ~ ~.~ I k I 

: . 
''-' 

............ _ .f r 1 I r 1 

" I k r-r-., I k _r-,...., : 
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77 • .. 
I I 
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../J. ~it ...-- fJl ,..----.... --- ,_,_.., 
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Yo. 
IV 1..1 
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..li__jl_it I Ll I t.. I I k I I l J . 
. 

"' I 

rk r-r--., 
....... I 

: 

• ---- r 

28 
_fl .II it ~ ·- ·~ ~. ·- e /J 112 ; - 55 Appreclativ Jy 

Yo. : . 
IV 

huib ra'fg-dnhe o-ra hui - rse. Ae, hui - tse. 

,., .II it I t.. I _l l I I l I I l I 

: : 

"' nlf ,, 
: . 

Poo. ~ 
~ r "I r r -#'• 

33 
_A .11it 

Yo. 

"' llfb 
~ 

di lkho-was ai Iui-sa 'fgili, 

_fl .II it l l I l 

IV ... •• ...... ...... Ill'*~ ...... .. - .... 
mp 

" : 

, * -,jl-# ~· .. 
..... " 
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38 
...tuHt 

Yo. 
~ 

. 
~ -ob nl Hai-se-ba !k1li - du. lllb di lkho-was ai Iui-sa *niii, 

.A .JlH k _l 

~ ...... ...... llf* ... ...... .. - .. .. 
"" : 

,. ... -,J'# ~· .. .. ... ,. 

42 f 11.--<LH -Yo. 
~ --...! -- . 

~ 
ob nl Hai-se-ba !kOi - du. llib di lkho-was ai Iui-sa *n1ii, 

1u~H k 

~ ...... ...... llf* ... ... ... .. - .. -
f 

: 
, ... -.1'* ~- .. * .. ,. 

46 ). = 80 Joyfully 
J.u~H ,..-----.. ..-----.. 

Yo. . 
~ 

ob ni Hai-se-ba !kOi - du. Ae, 

11.-..»H r-r-::1 I .1J . 
~ ...... ...... I~* ...... .. ~ - .. } r 1 

t.L I kTh 
: 

,. * ....... ~· .. , .. .. 
Sl_h .II H .r=n ---= r-n ~ 

Yo. 
~ - I ~ I 

Hai - lsi Ai-be si-da gao - 1se. Ae, Hai - lSi Ai-be si-da gao - lse. 

II .11 H I k I 1 k _L . . 
~ I r I 

I r ' 

,, I k ~ I k ;-,-.., 
: . .. .. 
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,., .II I+ - .......... ,._.., - ·- 2.,...._ -.-.. 

: . 
II II 

Yo. 
1'-1 

Hgam - lkho- ra ao - tse, huib ta*gan he o-ra hui - tse. Ae, hui - tse. 

,., .II I+ I ~ I I l I I ~ I I 1 I I 1 I : : : : 
'-1 : . 
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~ r 1 ~ y r 
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r -, r 7 
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4.4.11 Title of song: Itupuka Kapembe 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ' J t 
Source of text (if from folksong)/poet: Folk song 

Language of song: otjiHerero 

English translation: See how Kampembe, the horse of a Himba man runs and gallops. 

Structure/form: Ternary 

Time signature: 6/8 

Key signature: E major 
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Arr.: Engelhardt Unaeb 

Trcmslation: 
See how Kambembe, 
the horse of a Himb::l man 

'"'" and gallops. 

Itupuka Kapembe 

Andante .l = 96/120 Joyfully 
fl II~ 

Soprano 

itJ 

fl 1111 .mrn ~ -............ 

I tJ 
._..,.., 

Herero Traditional 

f 

r r 
1 - tu - puka ka- pem-be -,yo 

I 
: 

,, ,_..., ,...,..., ,_..., ,_..., f,......,._..., ,............, -- ,.........., ,.........., 
: .. .. ... .. .. .. .. ... .. .. 

Claves -ll ~ I I lr r lr r I r 
..11.111t. ..... 

S. 
't.l 

-rJ' H. I - tu - pu·ka ka - pem - be - , yo mun- duo 
7P 

mun - du o mu- 1m - ba - mu-

_f1 1111 .~ -..... I 
: 

tJ • ·-= -- . ·-= 
........................ ,........,.--, - ........................ ........................ ........................ 

: 
'''· ~ .. .. ... .. .. .. ... ... ... .. 
Clv. 

,_., I r v r ~ r r lr r I r r I r r I 
12 

..11. Jl it. 
S. 

1'-' 
mun-do o n~- Him 

-~ 

Him - ba - r tu - puka ka - pem-be - , yo - ba, r 

fl II~ ~ -...... I ~ -......... 

tJ _.., ,.,.._. . ·-= _.., 
,......,._..., _......... - ,......,..._ : 

..... ... ;j ;j ~ ~ ~ ~ ~ ... .. 
.I I r I r r I r r I r r I r Clv. 

(c) eunaeb84@gmuil.corn 
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17 
..li..JI!I. ~ 

S. 

ltl -,}-' . ......_____.. 
tu - pu-ka ka- pem-be-, yo mun-do o mu-Hun - ba, 1 - tu - pu·ka ka-

..lJ jj +! I - I 

ltl ·-·~= ., ·-= ......_. .... 
I 

~ - ~ ,_,_., ,_,_., : 

~ ~ ~ -=ii ~ ~ ~ # # # # 

I :1 I I I I 
Clv. 

2l 

S. 

pem - be - , yo mun - du o mu - Him - ba I - tu - pu-ka ka - pem - be - , yo 

Clv. 

l7 

S. 

mun - du o mu - Him - ba - . I - tu - pu-ka ka - pem - be - , yo mun - du o rnu-

Clv. 

(c) eunacb84@cm.UI.com 
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32 

S. 

I - tu - puka ka- pem - be - , yo mun-du o mu - Him - ba. 

Clv. 

37 

S. 

Clv. r ~ r ~I r ~r ~lr ~r ~lr ~r ~lr ~r 
mp 

43 
_,..!ill . 

S. 

I"" 
----------

-:__,.. . . ~ ·~ 
I - tu-pu-ka ka-pem - be J - tu-pu-ka, 

..fl. ..Ill!. I ~ 

: : .., . ... IP ~ ~ -~~ 
. . . 

" 
., -: 

l ~ ~ ~ ~ # # ~ # ~ .... 
~lr ~ r ~lr ~r ~lr ~r ~ I r ~ r ~ I I r P r Clv. 

(c) eunaeb84@gmu.il.com 
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48 
J. Jill. 

S. 

IU •....._J ~ ............. 
tu - pu- ka, tu- pu -ka. l - tu- pu-ka ka-

..II. .Jill.. I f. I I 
: : u . . •. '!*. I Y' 

" l."ii _,_,......, 
~ ~ : 

~ 
. 

~· 
. -; ... -; -; 

I I"" I I r P r p 1 r P r p ' r ~ r p II p I p I 
Clv. 

52 

S. 

~ 
pem- be ka-pem - be J -

Clv. 

51 
f 

S. 

tu - pu-ka ka - pem - be - , yo mun - du o mu - Him - ba - . r - tu - puka ka-

Cl v. 

(c) eunaeb84@gmui l.com 
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62 
_A Jl +I 

S. 

jf.J '""""' = pem - be - , yo mun - du o mu - Him - ba - 1 - tu - pu-ka ka - pem - be - , yo 
_/1_ Jl +I .. 

: 
f.) • ·-= -- .... : 

..J.l -- ,....,....,,....,...., ,......,......, -: 
, ... II 

L, .. .. .. .. ... .... ;i ~ ~ ~ ~ 

I I I , .. I 
Clv. r ~r ~I r ~r ~ r 

67 
.11 Jl +I 

S. 

jf.J ....., 
mun - duo mu- Him - ba. 1 - tu - pu-ka ka-pem-be-, yo mun - duo mu-

'-t....JL!!. .. I 

lt.l .. ·-= -- ..... . ·-: 
"- -: 

~. ~ ~ .. ... ~ ~ ~ ~ ~ ~ ~ 

lr r I r r I r 1 Clv. 

72 

(c) eunaeb84@gnuUI.com 
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4.4.12 Title of song: Jesu weya 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~~:~~~~~~~F~ 
Source of text (iff rom folksong)/poet: Folk song 

Language of song: otjiHerero 

English translation: Jesus has come with joy. 

Structure/form: Binary 

Time signature: Common time 

Key signature: F major, modulates to G major 
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S. 

Translation: Jesus has come with Joy. 

Soprano 

16 

20 

Espressivo J = 80 

'-----" 
we-ya ne-njan-do-- , 

'-----" 
Je-su we-ya ne-njan-do-- , 

Jesu Weya 
OvaHerero Church Song 

Arr: Engelhardt Unaeb 

'-" 
Je-suwe-ya- a - menha - le-lu Je - su we-ya. 

r.-. 

'-' 
su we - ya - amen - ha - le-lu Je su we-ya. 

> > 

a - men-ha - le - lu Je-su we-ya ne-njan-do. 

Simile ... 

amen - ha - le-lu Je -su we-ya ne-njan-do 
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- a - men-ha - Je - lu Je suwe ya Je - su we - ya -

l9 

s. 
su we-ya . Je - su we- ya ne-njan-do- -, 

Pno. 

ne-njan.<fo. Je - su we-ya ne-njan.<fo-- , 

L 2. 
Jl 

ne-njan.<fo A -men-ha-ue-le-Ju- ja 

" 

2 
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4.4.13 Title of song: Light in Dark Times 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: j@~~J~~~~f~ 
Source of text (if from folksong)/ poet: Engelhardt Unaeb 

Language of song: English 

Text: Be the light in these dark times. Share a lot of hope. Be the hope and be safe. This too shall 

pass. 

Structure/form: Binary 

Time sign: Common time 

Key signature: A major 
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Light In Dark Times 
composed as a response to Covidl9 

Engelhardt Unaeb 

) = 60 with Hope 

Voice 
11 Jl. ~ mp 

tJ 

_II » ~ ~ 17 

Be the 
19-. .. . . 

tJ I I I 
nif 
~ ,, .... 

• ~ !.-

4 
_II Jl. ~ ........ 

Vo. . . . 
'-! - r 

light, inthesedarktimes - Share a lot of hope, be the 

II » ~ I I I 

: 
'-! ~ -~ mp ,, l . . 

Pno.l 
l- ........1 • , 
I I I _j I I [ I 

6 
11 Jl. ~ 

Vo. . 
tJ - r r r 

hope and be safe, this too shall pass. This too shall 

II » ~ I !'-~ !'-

'-! 

~ r~_____y r 

11 

,......, ~.:! 

~~· I 
L---1-~..-~· 

eunueb84Gipnail.com (c) 
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II 3 
fl .u l+ ,...,__ - p 

Vo. . 
t) '!!!" r 7 

pa~s in this darktimes be the light. This too shall 

fl .u ~ I~ I I 

t) ,LYJrTrl CJ r r y 

" "1.. .. .. .. .. l .u J ~J ~ 
Pno.l 

I 
r I ~· ~ 

14 3 

Vo. 

This too shall pass in thi~ 

Pno. 

I. 2. 

17 1'1. .u l+ -~====== mp 

Vo. 

dark times be the light. Be the darktimes be the light. 

1........------., 
r r 

l JJ. J .. ..J .uJ 

r I 

e..,..,b84 ti1JllUiil.com (c) 
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19 

21 
_11 ~ If ~· 

Yo. n 

t.l I _::fl 

Be the light! 

..tu~41- I I I t#~ I 

i) .. 
* :t;. 1f?' 

Ll .. L I 
t!'wly 

[ 
..,. ... ., -; 

II L 

Pno.l 

ew=b8411anuul.com (c) 
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4.4.14 Title of song: Mama Afrika 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: 

Source of text (if from folksong)/poet: Folk song 

Language of song: .Khoekhoegowab 

English translation: We have travelled far, Mama Afrika. What did you do to the people, Mama 

Afrika? 

Structure/form: Binary 

Time signature: Common time 

Key signature: G major 
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MamaMrika 
Arr: Engelhardt Unaeb 

Damara traditional 

Tnlll~lation: 
We have trdveled far, Mama Afrika. 
What did you do to the people, Mama Afrika. 

J = 63 with conviction 
Voice 

mp 

Vo. 
..fLJJ -
tJ - - j,.....i' _, ~ 

!Nu serd !gOkhoe da ge, ae, ti ma - se ma-ma A-fri-ka. 

,., ~ l I I I L 
~ I • 

tJ T -> ~ • • • . ... 
- mp -: 

~ - ~· .. 
7 

_A..i!_ -Vo. . . . 

~ m~ ma-ma Af-fri-Jca. - -tJ - !Nu - sera !gOkhoe da ge, Tae era di khoe - na, ae, 

_A_jj 1.. I I I l Ll l I _l. 

eJ . .. .. ..... -'--

___.... 
: 

·~ .. ~ 

ellllll<b8411.,.W.com (<) 
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10 
..fl__ii -Yo. 

"' ~"" .......... 
ae, ti ma -se rna1na A"fri-ka . 

.A~ I ,..._ ,_., 
~ 

~ . . • ...... - ---..::1 - ....... .. 
f 111! i: ~~,L .. ... ~ . ... ~ . ~ 

- - -
LJ 

13 
.A~ 

Yo. : 

Vo. 

Yo. 

Poo. ~ 

~ ... 
Ma-ma A-fri-ka, tiMa-ma A-fri-ka he. Ma-rna A-fri-ka, 

.A-» .. -
: 

"' . .. . • 
,..._ ,..._ ,__ 

: 

16 
..lL.Jl ~ rFI 

~ ... > ........... • 
riMa-rna A-fri-ka he. Ma-ma A-fri-ka, ye-fe rna, riMa-rna A-fri-ka he. 

.AJJJ -
"' . . . • . . . .. 

- ,..._ .... 

... 
19 Jl ~ ........... m 

> ....,_ • -....J -....J 
Ma -maA-fri-ka,ye-fema, tiMa-ma A-fri-ka he. 

..lL J,J_ 

"' L.J...J...J • - • 

- ..... 
: 

ellllliCb84@,emoil.com (c) 
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. . 
: 

-; 

I.Ma-ma A-fri-ka! Ma-maA-fri-ka! 
2. Loo ... 

~ 

111! 
> > -

> > 



22 

Yo. 
_/j~ - -
u 

~ ~ 
ri Ma-ma A-fri-ka he. Ma-ma A-fri-ka! Ma-ma A-fri-ka! tiMa-ma A-fri-ka he. 

...!J..J! 
,__ r--

u .. .. .. ., .. .. .. 
Simile ... ,....., - ,....., ""·· ~ 

Yo. 

Yo. 

Yo. 

: 

-Ma-ma A-fri-ka! -

mp 
27 

.fLJl 

f 

-Ma-ma A-fri-ka! 

-

f 

~ 

Ma-ma A-fri-ka! 

-

-Ma-ma A-fri-ka! 

-Ma-ma A-fri-ka! 

·~ 

Ma-ma A-fri-ka! 

.... ..,. 

eunaeb84@pnaii.com (c) 
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ti Ma-ma A-fri-ka he. 

.. ., 

--
ri Ma-ma A-fri-ka he. 

., .. 
-

-
-

ti Ma-rna A-fri-ka he! 

.. .. 
-

-

• 



31 
..A _OI~ 

Yo. 
t) 

fl ~ ~- == I L ~ 

~ ....... ~ ··;f+ ~ fl .. 

- -.,..., -Pno. ~ 

34 
_fl ~ 

Yo. 

4 eunaeb8411Ppnoil.com (c) 
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4.4.15 Title of song: Mase Daba Kha 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range ofvocal part: ' lJ r 
Source of text (iffrom folksong)/poet: Folk song 

Language of song: Khoekhoegowab 

English translation: Mother, when is father returning? The rope of the sea, the rope of skipping 

Structure/form: Ternary 

Time signature: 3/4 

I<ey signature: G major 
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Arr: Engelhardt Unaeb 
TrruL,Jauon: 
Mother, when is father returning? 
The rope of the sea, the rope of skipping. 

Mase Daba Kha 
Mo[her, when is father rerurniog? 

Damara Traditional 

11~ 
J- 100 JoyfuJ yet urgent -

Voice > 

'It/ 
r 

Ma-se 
11~ """ --"""- _1"!. ~,.....,r-. -. ..... """ 1'""-:!.r--., ~ 

: : : : : t.J ... .. .. .. ... . • • ... 
~- . 

"" mp 

"" 
> 

> > > > : . . . 
I I I 

. 
> 

_fl ~ ,..-::( ~ ,..-::( ,......, p 
Vo. 

t.J - r - r 
Da- bakha rna ftae ni ha? Mil-se Da- bakha rna llae IU ha? Ma-se 

fl ~ -~ ,..._ ~ ... ..... ..... r--:, ,.._ ,.._ - ..... ..... 
: . : 

t.J -· .. • • ... - - • 
> > 

p 
> > . . 

10 f mp fl ~ -~ ~ 

Vo. . . 
tJ - ;..J' •.J' -~ 

Da- bakha rna llae ni ha? Hu - ri ISU - ri - lse, hu - ri tsu-ri - rse, hu - ri tsu-ri-

fl ~ .r---= ,_ ,__, .. - - ~ ,.._ ,......., ..... """ """ . : . 
tJ ... . • • ... . .. -.. 

f > > > > 
: . 

I I 

Pno. ~ 

eunacb84@pnail.com (c) 
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14 
...1..JL > 

Yo. > 

~ •,J" r 
tse, hu - ri ISU- ri - tse, MJI-se Da- bakha rna Uae ni ha? MJI-se 

..li....JL ~,.... - ~""'-~ .... I I ~ ,_ ,..._ .... ..1".. _,... 
: : . 

~ .,. • ,. . . ... .. .. > 

> nif > 
: > . 

> 

18 
_/'j,ll _r--:::! ,......., > ..--::1 ,......., 

Yo. 
~ I •,J" 

Da- bakha rna lae ni ha? MJI-se Da - ba kha rna Yae ni ha? Hu - ri tsu-ri-
___/1.11 ~ ,.._ /""""""t - - ..... ~ ,_ ,......, ,.... ..... .... 

: : 
~ ., ... .. • .,. ., ., • 

11p 
> > > > : . . . . 
r 

22 
___11~ 

Yo. . 
t). •J •,J- •,J-

tse, hu - ri tsu-ri - tore, hu - ri tsu -ri - tse, hu - ri t~u-ri - tse, Ti Da, ti 

.1!c~ ~"'-:::!,.... ,....., ... .... - ~-
,.... .... .... ... ,....., - -: : 

. t) ... ., ., • ..... .. . .. 
> > 11ff 

> > 
: . 

I .... 
27 

..li....JL • 
Yo. 

t) I I 

ti Da. Ti Da, li Da, 
I 

Da, li Da-Ise li 

_/'j,ll P""!!! - ..... ;-::::! ....., - - - P""!!! .- - ,....., - -. : . 
~ ., . .. tr• ... • .. ... ., 

: . 
I 

... .. . 
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32 f 
Yo. 

..!J...Ji > 

tJ 
r Da-tse oa ha - re - - ! Ma-se 

...!J._j~ ~ _... -•: • ~. . : 
tJ 

~· -- "'"""-/ ~ .. ... 
·~. f > 

: 

"*" ?J. 
> 

36 
..!J..Jl r'""'""=' ,_..., ,.....-::! ,......, 

Yo. 
tJ - r - r 

Da- bakha rna llae ni ha? Mll-se Da - bakha rna llae ni ha? Mll-se 

11JJ ~ ,._, ,._ .. - - ~ ,._, ,._ 
"""" ..... _ ..... 

: : : 
tJ .. .. .. -. .. ... - .. 

> > > > : . . 
I I 

40 
..!J...Ji r'""'""=' ~ 

Yo. 
tJ ~ J •..J' .. _ .. 

Da- bakha ma llae ni ha? Hu - ri tsu - ri - tse, hu - ri tsu- ri - tse, hu - ri tsu-ri-

fl ~ ~ - ,......, ,._ ... - - ~,....., ,.._ --- __,.., 
: : 

tJ ... . .. .. ... .. .. .. 
> > > > : . . . 
I 

44 
_A~ > > 

Yo. . 
tJ •..J' r 

rse, hu - ri ISU- ri - tse, Ma-se Da- bakha rna Nae ni ha? Ma-se 

11~ 1"'-:=1 ,._, f""'"ol_ - ~ ,..._ ,.._ .... - .... 
: : . -· .. : .. ... tJ > .. .-

> > > 
: . 

> I 

eunueb84IIJITUiil.oom (c) 
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48 
..A.JL ~,........ > ..--.::1 ,........ 

Yo. . 
tJ I ·-· Da- bakha rna llae ni ha? Ma-j;e Da- bakha rna llae ni ha? Hu - ci ISU - ri-

..fl» J'"-:::1 ,.._ ,......, - - - ~'-"!!!! ...... ,.._, ..... ,.., 
..1'ooo. 

: : . 
tJ .. . • . . .. . .. 

> > > > . . . r I 

S2A.JL ~-
Yo. 

tJ • ....!!"" •.J"' 

tse, hu - ci tsu-ri - tse, hu - ri tsu -ci - tse, hu - ri tsu-ci - tse, 

..A.JL ~""-:::!"""' ,....., - .. - ~""-:::!- ,....., 
~"""' ,....., _,....,,.., ,.., 

: . . : . 
tJ • -· . • -·· - • 

> > > > > : . . . 
I 

S7 
..A~ 

Yo. 
tJ 

~r· 
. 
r 

eunaeb84@JllUiil.com (c) 
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4.4.16 Title of song: MQsa xu 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~'~~J!~~~~F~ 
Source of text (if from folksong)/poet: Proverb 

Language of song: Khoekhoegowab 

English translation: Out of sight doesn't mean out of heart. 

Structure/form: Ternary 

Time signature: Common time 

Key signature: F major 
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Mfisa xu 
Damara proverb: 
Out of sight doesn't mean out of heart. Engelhardt Unaeb 

...11 
Espresslvo; = 55 

Voice 
tJ 

~ MO - sa xu'foas ge ,. .....---=:- ~ ~ 1=1=1=1 1=1=1=1 ---=- ~ 
tJ 

~ 
"-.___../ '------""' '- _..... 

~ ~ 
11tp 

r 11'' r 

Yo. 

,. _f-::1 ~ ~ 

tJ ~ 
'fgao- baxu'foat'ma sa. MO - sa xu'foas ge 'fgao- baxu 'foat'ma sa. 

,. .~ ~~ ---- .......-.::! ~ ~~b~ 

tJ '----"" -, ............ j:::,L_.:::;I ~ '------""" 

: . 
,.,. r 

7 "''f Con moto; = 75 
_/j 

Yo. . . : 
tJ ,, 

Mu - gust'mas ge lu - rugus li 'fai - ba-sen t'ma hA! MG-sa xu, 

,. I ~ L I l I I I ~ I I I . 
: : : 

tJ I '+t "" 

""' * -~ _.{L 
11tp 

• • ± 
: . 

,_,._... 
~ 

___.... _,nmo;; ... .,_ - ~~ I 

eunaeb84r.lgnuUI.com (e) 
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12 
11 

Yo. 
tJ - -4:gao-ba xu 'i:aot 'masa, MO-sa xu, 4:gao-ba xu 'i:aot'masa, MO - sa 

..fJ.. I [ I - -
tJ . It ., '"jt ., "It ., ....... 

~--
.. ... 

mp 

: [ 

Pno. ~ 
" tt• ... I I 

16 
11 

Yo. . . 
tJ 

XU . MO- gust'masge lu - rugus ti 4:ai - ba-sen t'ma h:l ! 

fl .. F'T"'=! r-1 - I k. I I L I I I k. I I - : . : 
tJ I I 

1llf 
~ • • ~ ~ 

_.,_ .fl-. 
: 

tt''' ~ ~ --- --- - - ~~ 
L___l L____1 stmile 

21 J= so 
fl ~ 

Yo. 
t). 

Mil - gus t'mas ge lu - rugus ti *ai - ba-sen t'ma ba! 

...fJ.. I k. I I L I I I. 1 I I -=:::: ~ . 
: 

tJ I ~ 
'-.__../ 

~ . .fl-. _.,_ Rit... 
• • * : . 

l,..lo-" ,........ .,_.. - - - I,.J.ooo""'~ r 

26 
...fJ.. 

Yo. 
t) 

11 ~ ~~ -=- ~ l!!'f"':=J ~tc# 
tJ 
~ 

-.... _......,. 
~=~-"' 

..____....-
~ 

I 

" r r:;l-

eun .. b841Jgmoil.com (c) 
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4.4.17 Title of song: Nomfi 

Composer: Isaac Mukonda 

Arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ' j tr 
Source of text (if from folksong)/poet: Isaac Mukonda 

Language of song: Rukwangali 

English translation: Go and catch some fish for me at the river while I am preparing food. 

Structure/form: Ternary 

Time signature: 6/8 

Key signature: E minor (Aeolian), then modulates to A-flat major 
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S. 

Arr: Engelhardt #Unaeb 
TrausL1tion; 
Go and caleb fish for me at !he river 
while I run preparing food. 

J. = 95 , Like a river 

Nomfi 
"Fish" 

A RukangwaJi traditional-style fishing song 
Melody composed by: Isaac Mukonda 

Soprano 

Con pedal 

1111 
Con moto, more joyfully 

S. 

Kwa-tc rc-ge-ko nom - fi ni-yn li -se- ko. 

12 

Kwn - tc rc _ gc _ ko nom _ Ku nn ku- fa leo nkan - tu o- vc Ka-mu-rc! 

170 

Nom 
.__,.. 

fi. 



16 

na hu - gu - va - ra o - ve Ka - mu-re, 

Anima to 

S. II 1-· /-· 

S. 

nom - fi nom fi nom - fi nom-fi nom - fi 

31 

- fi nom-fi nom-fi nom - fi- , Nom 
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42 

s. 

S. 

fi!-1 _____ _ 
Rit.. 

rc - gc - ko nom - fi ni- yo li - sc - leo. 

re-ge-ko nom fi ni- yo li-se - ko. 

Ku nn ku -fo ko nknn- tu o- ve Kn - mu-re! Nom 

172 

~ 
ko. 

Nom - fi -



na hu - gu - va - ra o - vc Ka - mure, lcwa - tc - rcn gc - leo nom -

51 p 

s. 

- Ku na leu -fa leo nlcan- tu o- ve Ka- mu-re! 
..._.., 
fj-. Nom 

61 

Nyo - vc na hu - gu - va - ra o - vc Ka - mu-re, 

--====== ., ---- . 
S. 

kwa- te - ren ge - ko nom - f~ ni-yo li-se - ko. 

173 



4.4.18 Title of song: Ondikuhole 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~ 
Source of text (if from folksong)/poet: Engelhardt U naeb 

Language of song: oshiKwanyama 

English translation: I Jove you my friend, day and night, no matter what. Truly! 

Structure/form: ABC A 

Time signature: Common time 

I<ey signature: E flat major 

174 
. ' ' 

v 1 
1' ';- • • ,,

11
, 

• ' '<J/1 

\.,u,/ t 8!\;_; J~ l 1 , ·n ... l, -·J .,, N/I(V] "'" I --



Ondikuhole 
Kwunyuma Trunslution: 

l love you my friend, cby and night, no matter wh.aL 
Tmeiyl 

'T love you' 

largo con motto ' molto upressivo e rubato 

Soprano Solo 

Viola 

Con pedal 

Sop.Sol. 
6 lo I 

I~'D-'- ...___ 
~ w 

nrco ko - wu - mc, kan - gc 
fl.~ 

VIa. 

~~~1.- --

I tJ 7 L:I..f 7 UJ 7 -r::r.:r 7 LLJ 

Sop.Sol. 
~ .,_, 

,~' ftJ ...._ - ka - wu ho - -
pizz. 

VIa. lin p p - ~ - ~- - I 
J 

""" " 
I f I r r 7 ltJ J r 7 7 

~= - LJ 

cunaeb840gmWI.com (c) 
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E. Unaeb 
K~edfor~ 0030dlMay:!020 

On -di - ku - ho le, 

r----J-., 

F=l=:..,.. On - di - ku -

__, }-____-
-

7 L.J:J 7~ ( r. r 

-..;;;::: ~ 
me kan -

- --=1 J 

r 7 ( r. r ::: 

-r --



2 

II 

Sop.Sol. 
..4...L 

,.., 
gc. 

VIa. 

~ .- ----,., 
~ .... 

Sop.Sol. 
I~ -
JV 

nya, Nomu-tc - nya_ 

Aced ... 

~ 

"" AcccL 

~ 
FF'Fi J':t'j""h ~ .... :It~~ ~ 

~ 

-= 11. 

ka - shi-na sha - nee ku - tya, 

Adagio 
f 

Uu -

-=""'< 

ti- leu no- mu-te 
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4.4.19 Title of song: Onganda K wete Atuhe 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range ofvocal part: ~ 
Source of text (if from folksong)/poet: Ivan Scheffers 

Language of song: otjiHerero 

English translation: 

Structure/form: A B C A B 

Time signature: Common time 

Key signature: E major 
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I. Scheffers Onganda K wete Atuhe 
Trans. to Herero: Ewald Tjundu 

Engelhardt #Unaeb 
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4.4.20 Title of song: Onja Johorongo 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part:~ 
Source of text (if from folksong)/poet: Proverb 

Language of song: otjiHerero 

English translation: The world (life) turns and twists around, like the horns of the kudu (big 

antelope) . 

Structure/form: Binary 

Time signature: 6/4 and later to 4/4 

Key signature: F minor and later modulates to C major 
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Herero Translation: 
The world (life) turns and twists around, 
like the horns of the kudu(big antelope). 
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4.4.21 Title of song: Pina 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~ 
Source of text (if from folksong)/poet: Proverb 

Language of song: Tswana 

.; 

English translation: When you find a song being sung, sing along . . 

Meaning of proverb: If you have gone to a place, do as people of that place. 

Structure/form: A B C A B 

Time signature: Common time 

Key signature: C major 

.,. 
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T•~·aoa proverb trans • 

~hen you find a song ~ing ~ung, 
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4.4.22 Title of song: Rainbow 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~ 
Source of text (if from folksong)/poet: Engelhardt Unaeb 

Language of song: 

Text: Oh, rainbow, how can being yourself, hurt so many. Oh, rainbow, how can loving who you 

want hurt so many. Oh, rainbow, how can your colours of love, be the wrath of some. If the rainbow 

is not for you, it's fine. It hurts no one just to be kind. 

Structure/form: Through-composed 

Time signa.ture: Common time 

I<ey signature: G minor 
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4.4.23 Title of song: Saob Go !Kharu 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: • 

Source of text (if from folksong)/poet: Engelhardt U naeb 

Language of song: Kboekhoegowab 

English translation: Green, yellow and white flowers are blooming. Dance and celebrate, winter 

is gone. The sun is shining and my heart is content. 

Structure/form: A B C A C 

Time signature: 6/8 

Key signature: G major 
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Tran~lation; 

Green, yellow and white flowers are blooming. 
Dance and celebrate, wiorer is gone. 
The sun is shining and my heart is conrenl. 

Celebratory J = 125 

Soprano 
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Saob Go !Kharu 
Winter is Gone 

- saob ge go !kha - ru. #Na-re -
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4.4.24 Title of song: Saro e Mate 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~ 
Source of text (if from folksong)/ poet: Engelhardt Unaeb 

Language of song: Khoekhoegowab 

English translation: (Sa is a traditional perfume made from roots that are grinded into powder.) 

Grind some Sa for me and put it in a container for me. So I could smell good and scare bad spirits. 

Put some on my body, on my clothes, on my bed and let everything smell so nice 

Structure/form: A B C A 

Time signa.ture: 6/8 

Key signature: G major 
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Performance order: AA BB CC A Fine 

Translation: 

yo-hi yo-hi yo 

(Sa is a traditoinal perfume made from roots that are grinded into powder.) 

Grind some Sa for me and put it in a container for me. 

ham, 

So I could smell good and scare bad spirits. 
Put some on my body, on my clothes, on my bed and let everything smell so nice. 

Enaclhurdt IUm,.b (c) 
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4.4.25 Title of song: Som haise 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~ 
Source of text (iffrom folksong)/poet: Ellison 'Amor' 1/Gowaseb 

Language of song: Khoekhoegowab 

English translation: The days of life are few, to fend for yourself is hard. I am very happy in my 

Shade Tree (guardians/parents). When in the future, this Shade Tree falls, then the Sun will stab 

me. Don't fall away my Shade Tree, my big help. 

Structure/form: A B C A 

Time signature: F major 

K:ey signature: Common time 
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Ellison 'Amor' JGowaseb 

Khoekhoegowab Translation: 
The days of life are few, 
to fend for yourself is hard. 

Som Haise 
Shade Tree 

Coaunissoincd by the Otjiwarongo Yourb Choir . 
l>in:ctor: Mr I .uncclord l Jowoscb. 
Adclpted for solo voice July 2020. 

I am very ltappy in my Shade Tree (guardians/parent~). 
When in the future this Shade Tree fall~. 
then the Sun will stab me. 
Don't fall away my Shade Tree, 
my big help. 
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4.4.26 Title of song: Thank you 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~ 
Source of text (if from foJksong)/poet: Engelhardt Unaeb 

Language of song: English 

Text: Thank you for everything you've done for me. Thank you for being by my side! May God 

be with you through trials and tribulations. Thank you for your kindness, be blessed. I am grateful. 

Structure/form: Binary 

Time signature: Common time 

Key signature: D major 
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4.4.27 Title of song: Three Nama-Damara Love Songs 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~ 

Source of text (if from folksong)/poet: Engelhardt Unaeb 

Language of song: Khoekhoegowab 

English translation: 1. When you sit so sadly my beloved, then my heart aches. 2. Love without 

kisses, is not real love. 3. My dearly love, forgive my wrongdoings. 

Structure/form: Medley 

Time signature: Common time 

Key signature: 1. A flat major, 2. F major/ C Mixolydian mode that modulates, 3. G major 
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Three Nama-Damara Love songs 
Arr: Engelhardt Unaeb Nama-Damara traditional songs 
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4·4.28 Title of song: Totsiens 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~ 

Source of text (if from folksong)/poet: Engelhardt Unaeb 

Language of song: Afrikaans 

English translation: Your time on Earth has passed, but your sunny smile will stay with me. 

In the darkness, you were the moon, let your spirit always stand by me. Goodbye my sweet love, 

see you in heaven. Forever will I miss you, the angels will receive you well. 

Structure/form: A B C B 

Time signature: 6/8 

Key signature: A major 
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Afrikaans translalion: 
Your time on Earth bas passed, 
but your sunJJy smile will stay with me. 
In tl1e darkness, you were the moon, 
let your spirit alw-dys stand by me. 
Goodbye my sweet love, 
see you in heaven. 
Forever will I miss you. 
the angels will receive you well. 
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4.4.29 Title of song: IOba 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~ 

Source of text (if from folksong)/poet: Engelhardt Unaeb 

Language of song: Khoekhoegowab 

English translation: Don't let the sun set, till you have forgiven. Don't let the moon wake up, till 

You have forgiven . Forgive, for anger is an illness 

Structure/form: Through-composed 

Time signature: common time 

Key signature: A minor I Atonal 
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Translation: 
Don't let the sun 1\et, 
till you have forgiven. 
Don't let the moon wake up. 
till you have forgiven. 
Forgive. for anger is an illness 
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4.4.30 Title of song: Dreams 

Compose/arranger: Engelhardt Unaeb 

Year of composition: 2020 

Range of vocal part: ~ 

Source of text (if from folksong)/poet: Langston Hughes 

Language of song: English 

Text: Hold fast to dreams, for if dreams die, Life is a broken-winged bird, For when dreams go, 

Life is a barren field , Frozen with snow. 

Structure/form: Through composed 

Time signature: common time 

Key signature: C major 
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Conclusion 

In this chapter, the findings of this research were presented, analysed and interpreted. The data that 

Was analysed confirms that there is indeed a need for art songs for the benefit of voice teachers 

and voice students. The researcher to jump-start a possible anthology of Namibian art songs 

presented new arrangements and compositions. 
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CHAPTER FIVE: 

SUMMARY, CONCLUSION AND RECOMMENDATIONS 

5.1. Summary and Conclusion 

Although not all of the envisioned number of participants partook in this research due to Covid-

19 restrictions, the fifteen respondents' contributions were sufficient, very helpful, informative and 

Valuable. Recurring main topics that were derived from the respondents were: identity (language 

and culture), confidence (pride), colonialism (religion, apartheid, Independence), Importance of 

Namibian Art songs (Namibian character or style in composed songs), Music Education (Vocal 

Lessons) and Folk songs. The accumulative agreement of the respondents was that the 

development and creation ofNamibian art songs are imperative in order to instil pride in Namibian 

culture and create an identity in the classical music genre for voice students. Furthermore, the 

agreement was that the preservation and appreciation ofNamibian languages will be implemented 

through th~ composing of art songs, thus, decolonizing and diversifying the Eurocentric art songs 

choice list of institutions such as the Trinity College of London who are international recognized 

to grant certificates to students to study singing at university level. Due to the small number of 

respondents the findings cannot be generalized for the entirety ofNamibia. 

The study was guided by the following research objectives: 

i) to determine the benefits of learning or teaching Namibian art songs or arranged folk 

songs. 

ii) to determine compositional styles, arrangements, and methods of art songs. 

iii) to acquire different styles ofNamibian folk songs and arrange them for voice and piano. 

231 



iv) to set Namibian poetic literature or proverbs of the different vernaculars to music as art 

song compositions to establish literature for teaching and performance. Each objective 

will be discussed with the themes that emerged from the study. 

5-1.1. Benefits of learning or teaching Namibian art songs or arranged folk songs 

Most respondents of this study agreed that !earning Namibian art songs would bridge the gap 

between different ethnic groups of Namibia as to appreciate each other 's music and cultural 

practices through singing one another 's folk music as part of cross-culturalism. It creates national 

identity, art songs appreciation, better understanding; interpretation and memorization for students 

Who sing art songs since it is relatable due to the vernacular. Furthermore, the benefit ofNamibian 

art songs is that it will increase attendance of recitals and concerts, which will instil pride. 

5.1.2 Compositional styles, arrangements, and methods of art songs 

With the literature review in mind, it is agreeable that there is an element of cross-cultural ism in 

this study since the art song genre was born in the West. That is, the use of the piano and staff 

notation with implementation of Western concepts and tools of music composition pertaining to 

rhythm and harmonic devices. In order to create identity of one's country, composers should 

investigate the rhythmic and harmonic devices of their cultures and fuse them with developed 

forms of the west, as part of syncretism. Simulating traditional and cultural music instruments and 

Practices can derive many other aspects of Namibian identity in music. 

5.1.3 Namibian folk songs and the arrangement of them for voice and piano 

Since there is an array ofNamibians choral music published and unpublished, these songs can be 

arranged for the voice and the piano as art songs. Other unrecorded folk songs can also be acquired 
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and arranged. The consensus was that arranging Namibian folk songs would also preserve and 

teach composers on the styles and musical devices of the different ethnic groups in Namibia. 

5.1.4 The setting of Namibian proverbs to art song compositions to establish literature for 

teaching and performance. 

The researcher using Namibian vernacular languages of the different ethnic groups to instil 

inclusiveness composed new songs. This includes original settings of proverbs, arrangements of 

some of the researcher's popular choral songs and Namibian folk songs totalling to thirty. The 

researcher composed more songs in his own language: Khoekhoegowab, since it is better to 

Understand the lyrics and interpret it through word painting in music composition. In the future 
' 

more songs can be done in other vernaculars, as one has to do ample research in the meaning, 

translation and pronunciation of proverbs of a language you do not speak. 

5.2 Recommendations 

5.2.1 Recommendations for voice teachers 

It is recommended that all voice teachers and policy makers consider Namibian art songs for their 

teaching and encourage their students to make use of these songs as to possibly create a place for 

Namibian art music in the classical canon. This is imperative as classical music is typically used 

to teach music theory and instruments at many institutions locally and globally. 

More training of specialised arts teachers in the different fields of arts, especially music, as most 

arts teachers in public school are non-specialized and usually concentrates on visual arts. 

5.2.2 Recommendation for voice students 
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For students, it is recommended that they include Namibian art songs in their programs and seek 

composers who can arrange their favourite folk songs for them. If Namibian art songs are not 

approved for exams by the international examination bodies such as Trinity College of London 
' 

voice students and performers can program them for their concerts. 

5-2.3 Recommendation for Information Communication Technology 

Namibian singers and voice coaches could connect and network with other professionals in the 

singing and teaching of art songs, performance and composition thereof via social media such as 

Facebook where they have a group named the African Concert Series for art music performances 

and others such as African Art Music News, the African American Art Song Alliance who also 

accommodates Africans from the diaspora, YouTube, Panopto, and websites such as the African 

composer' s forum. 

A website could be created to catalogue and register Namibian art songs with names and contact 

details of composers. Perhaps, also the online buying of soft copies of these songs. 

5.2.4 Recommendation for stakeholders 

Funds could perhaps be released by organisations such as the National Arts Council to commission 

and publish an art song anthology to be used by voice students for exams and concert 

Performances. 

The music community could be encouraged to commission art songs from local composers . 

Namibian national arts council could perhaps fund art song festivals for singers to showcase music 

they have studied for exams as an entertainment form and to sensitize the general public of the art 

form. 
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Art song composition workshops can be conducted as well as poetry writing workshops with the 

purpose of it being set to music. This could also branch out for the composing of art music for 

Instruments and larger works such as oratorios, operas, musicals and symphonic pieces. 

5·2.5 Recommendation for future research 

Further research is recommended especially in the compositiOn of art songs and arrangement of 

Namibian folk music to create an anthology of art songs literature from a variety of Namibian 

composers. This can include the historical and cultural background of the folk music. Furthermore 
' 

various poetry and proverbs of different themes can be approached. 

An in-depth exploration ofNamibian scales and rhythms could be added to the list that has been 

created in this research's literature review to be used for composing more art songs and creating a 

Namibian sound and identity. Eventually this list can be extended to the rest of Africa. 

It is recommended that researchers can work in conjunction with Namibian curriculum planners 

to compile a syllabus that makes provision for composed music for primary, secondary and tertiary 

music education that can fill the gap on learning more about art songs. Furthermore, guideline 

music textbooks can be developed which can assist non-specialized arts teachers. 

Further research can be conducted to incorporate Namibian instruments in arts songs from an 

indigenous perspective through notation that is indigenous music friendly. 

As Namibians, we should not shy away from using European, Western or International musical 

forms and practices as a vehicle to tell our own stories. 
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7. Appendices 

Appendix 1, Ethical Clearance 

UNAM 
UNIVERSITY OF NAf, IBIA 

Elbica1 Cleu-~ .RefereD<:~ NmDber. UNAM~DECHSS/07/03/2021 Date: lD/00/'1!11:1 

TIJis .Btbiool a....r...,.,.. Catifiao!l! is .issued by the Unho-ersity of Namibia Deamtralised 
Rl!5emch Efldc,; c....um.tt..e (Di!q in ~with the Univexmy of N..mbia's Rese.rch 
Etlacs Polley -.d Gai.delme5. Elbical ... ppnnra~ is fii.ven in :a-espa:t of undertaJcinss ClDIItamed 
in tbe ~Project outlm:sd boo.low. 'This C.erti:'"~C.at. is issued an fhe U!CCIIJIIDendatums oE 
the ethical r.n1aation &>roe by fhe DECs .. tIDe Facalty/Centr~/Cam.pus/Unit. 

T'atie oiProjelll: NAMIBIAN ART SONG l..ITERATIJRE: AN EXPLORATION 

N~ of Projo!d: MASIERS (NONHEAI.TH) 

Sapcnri.sar. DR P. MATIURE 

l!'.aaoity: llUM.'\.NIT'mS .AND SOCIAL SCil!NCES 

T"""'ncmoifhe ~ 
(a) .Azr:y o.it;uifinm.t m.n.. ...... m tile «'"ditjans or ~ outlmed in the approved 
~ DDJ.St be <:m:nnmnicat:.ed to !!be DEC. .An appliadion to :maJce --..m-..ts uw:y 
be~. 

(b) .Any bnoacbes of ..tbictll ~OJ: pradices that have- impact QD etbical.,cmduct 
of &e xeseuch must be xeporll!d to the DEC .mxffbe. CRP. 

(c) n.e ~ ~c:h.r uw.st urport issues en ethical c:omplianat to fbe. DEC (housJ> 
tbe ·~oftheF.adty/Cmb:e/Campos/Unit Res.erd. Ethics Caamutt-) .t the 
end d theProjectCII% csmay'Hrequested by DEC omd the CRP. 

(d) Approval is valid far a pmodof cmey...- from the date of issue. 

(e) A DUd-year npart to be submitted to DEC (where appllcab:J.), tben.fbor to fbe. CRP 
(f) The DEC retains 1be Ji&bt to; 

(i) Withd<aw ex .........d this Ethia1 ae-ance jJ any mwtbiaol pradia!s (a:s C>lltlined in 
the Res.erd. ~Policy) lutve been. d.--d or ~pedlld,. 

(ii) Reqaestlor an etbk:tic:omplianceupart .t anypatnt dmins 1be c:ou:n. oithe nseacb.. 
(iii) ~ ....4 Ore~ tlj'N.mbittn'• ~ch ScU;nce an.rl Technolc!gy Ad of2(}()f 

viltidt: ......... it~ for ]I.Ttm-N.m1Nm BARil rcat~Tclten to ol>tirin t1u; ~ 
Rne.rt:hPt:mJit.fromihe~ Omrmiai<mor<Rz-ch ~JIJIIIT~ CNCRST) 
FIRST, BEFORE Ore re....-ch am commet~D~. 
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Appendix 2, Questionnaire 

My name is Engelhardt Unaeb, a Master' s student at the University ofNamibia. I am conducting 

research on Namibian art song literature, exploring the possibilities of developing art songs for 

Namibia and the need thereof. I am seeking some ofyour opinion regarding this study. 

Name: 

(A code will be assigned if anonymity is preferred, e.g. Tl - Teacher I and Sl - ~tudent I) 
' . 

Voice Teacher/Student: -------------------------

Tell!Cell: ___________ Email __ ____,.., .. ~. --:-----------

(Contact details will be excluded from research) . 

1) Why is there a need for Namibian art songs for volce students? 

2) How would one benefit from learning or teaching Namibian art songs? 

3) What are the benefits of the arrangements ofNamibian folk songs or the composing of new 

art songs for singers in Namibian vernaculars? 

4) Any other thoughts or opinions? 
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Appendix 3, University of Namibia ethical guidelines 

UNAM 
Uh i Y l.M ~I l"'' fi r rL,M i tii A ANNEX1 

APPLICATION FORM 

(WH).'/,'..!JJ IICN ~IIO!J~O BE D7'ED) 

RIJEARCH E HICS CO MIYTEI 
Or/gino/ UP.EC App>l<ctlt>rt rnrmr. mo.<~ !>I' mnf/c ov<•l'<:blc lo llu: c,·nlr<•for ncscorrh a.?d ,..ul;,licct/ons 

upor. ,..,q~·esr 

Stoff/5tud•nt numb..-: 20130763:; 

Profcnion•l!ltatuo: ~"lst~otl :ctu·cr, CNAM Ht 

University DIVISION: FacultJ cl Hum.,a;.,, ard Sc61l Sciences 

Unlvorslty DEPARTMENT: Vi>utla1d P:rforrrlne Aru 

co.,plele Po•tal Addrus: NA 

l•ltphone No: OR1R.'i~7;t.l4. 

:•KI>trntlon with MOHS.S· r VM r NO llltliSifltlon •= 

,...,0~! 

ortq"J'~~r.t nan. .. D. .. /Iu:ollh t"Jur:e1u:ql.~o:t:~l;o,no Cl C\J?tvWklt.­
if """''<rrtlfk.ll ~~ pi"niltfg, ,,,Ibn, pt~ r.f np,,IJmM/'1 
(14 fl~-flil'lktJ/fl ~'aktl.:' f'J 11 'vtfJlttr.o rtSNtrn ltr.ft/'t lltt!PJtf1J)~.!!!SJ1J;~r.rn. tt:r cr1o'"""" .. ""' 'N: r." "'r~ n Mrt!.'mf 

llR!lC Applk;ol.lon Furm 
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UNP~l\1 
1°Pfll'f11SIT\' Of lth M IO IA 

ANNEX2 

DI!U!ARCH lnHlCJ COMMITTII!I 

ll\"'VESTIGATOR'S DECLARATION 

The t'rincioal IR"-t'o~t1nrrrnr. ,\Vpei'VI.~fll ~ n.< 11tt1J/ D~ ffll .\ltfl·ffnd t:rHuw..W_qnlm·.~ mu" ""''h..<I!J!o n <rMm'" 
ct«J.ilmp(JIJ 

TIUe: First N_.me, Sumamo.: 
rr l~t""lll,lrdii)JI.,u}t.; 

Professlonll5titus: /~;;tant Lec:ur,;· . 'JNI\M HI' 

TdL:phunc Nu: 
os1ss3n44 
Role (mark with 
A) 

• (T.tlc, Fullnmne)... ... ... .. . ... .. .. .... .. . .................... 1 lee ar: tlAI: 

Supcn·IU>r 

" llor.vt nn fiolancial or Tt.1n·filllll';:iallr.ll::r'Cstt. wt.lch ma>' inilpprcp:i<n~ly lnll~~orc mo in ~'Jo cor.t•tll: llfl'ti~ 
Ct:' t-:<11'\!ll :. ualy, t )U 

.:: I do haw :he fJllowlng tinar.o:i~l t>r t•l~tr uo7o('Liin.o, ' "'~''"t. v.irlo : C~JIC..:I to tloi~ JltoJocr. wbielln:ay prc:tent r. 
l)()i.:ntir.l conflict of imcr:st(ottocll a. sc1=orr.t~ -ict~ilrd ~un•mr.rl) 

l>mo ... ............ .... .......... ................. ..... . 

I i 
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U.NAM_ 
t.'" ttt•VCR:iiTV 0(" NA1.1 1Dt/.. 

REJEARCH ETHICS COMNmEE 

(MUST BE TYI-'f::lJ) 

PROTOCOL SYNOPSIS (Not longer th11n 2 p11gP-s) 

Name; Eu~;~llr;u(), l':l<ldi 

Stnff/Studonl Number: 201 ;(j?(,,S 

TIUa: NAMIHIA~ Alfl ::;o,O J,I"J E.KATlJRE: AI\ EXPl.ORAT!0:-1 

I • lntrodua.:tiun, 1\·tulinlliun and Likraturc (l!'arn~rnph) 

ANNEX3 

nu·ough tltc l'CSC:ti'~Jcr·~ (ll;l~crvt•li;m. m-my \•uic~· >!lUdcnll> lhn>utihoul KWTlih~u Lllt: ~l)Cal 
cx11mimrlion,; thmngh h•lilit::; ~uch u:; lht: Trinil~ College o!' London ( J<.:L), the A~~ociat;: 
nmml ul' rho:: Ruyal Scln)l)l .rr Mu:.ic; JK (AHH.SM). Univcnity of So~.:th Afric~ and th::: 
t:ni~er~itv of 1\amibi<l. vo:c~ tet.C'hcrs fullow thc;c instiuuio)n~ <:urrin•IH Hn<l scl<!l:l 'lllllls 
from a li;t pi'Ov,ded and pre,:mr.;: their s:udcnt for cx:~m.> whl:n!hy Hn ..:x \l.'nml ~xumi,t:r ~"~c'i.:~ 
aud p,ullk them. !n prC'ptJ'!I:ions. students cnn choo~e .:wn chr>ice l)r ~~~"~' that CAll be 
approvC'd by th~sc inslilluiun~ T,<·.·t: li~lo; u·· '""!'·' u.:. ,..,llly rt:quire stu.dent~ t,1 sh:g in 
Europr;m llll)8liH!::..:~. T,..: lio;l con lui no; mu~li>· ~uropea.t1 an.i ;i.mer.can Jueramrc ano thcrr.: F-rc 
liulc:: nT Till Namibian or African pieces. Thcscforc. this Pll).'\:r \\~II ));! c><plorin~· lh~ 
availability of Namibian a:'t song Jil{~l 1rc for voice '-lmlt:nli ami lin: ~,tu!Jli~luru:ut tl,cJ.::of. 
!'he an song 1.1• lic1! i>< 11 mu.o;icul pllenmncnou of ~rman composcn, intrnd<~:i 'i1T 11 o;11lu 
vok.e and pianlllll:.:411T'panimcnt (Ramsey, I'J67), Oo .~fricM on mu:h, Akn11i cl ul (20t'i) 
l;f,ue; lhal cul!ural identity could be prcscrvC\i by mus'c lL~ lunl:' a~ il i~ pra.:.ticcd . .Makobi 
(20 17) explains that Afric<1n 11n '>""!:: ·::HIIJr~s 1rre: lht! A lrican languaj!es USC'd. the piuno 
:;irnulates Afiican mclodic3 rm:l in>< Tumcnl~, ~ir:l.IJ.uion ot'Afi'Lcf.tl toll• musJc, sing'ng ~l)k"", 
Jh)1lutU, text anct m<wcnJcnl 

2. Rc~cun.:h 4uettlions (l!'aragraph) 
tollowinp. c;ut:,liuns will 1:< used !i:IJ probing; i) whnt i• your opinion on Kamibiun art ~<llljl~ 
lilr voice students'.' il) How will yew hcnt:fil li\)!fl leaminA or t.:-aching .1\ruuibian tlrl SOIIf,-~7 
ili) Wh..'lt lire I he hcndil~ uf tht' arc:u~gement of .'lamil;>i:m rlllk >!()ng>< liT lht: ..:umpos.in~ of 
new (>TIC'< KIT ~in~-tt:rN'! 

3, Study Obj«tinsl Aim., ( 4 linc11'1 
i) Tn U~lt:llllliJI! the ocnc:fhs of lct.min}.' (lT t.c:achin~ ~a!llibiwa art SOII~S 01 ftfi'~ngcci folk 

sonss II) 1 f.l ckl<~int: l..:o(tlfl(>l)~i:ional styles. ronngcmcms. M•l mt:lh(!d, nl' arl sung~. iii) To 
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UN AM" 
~ h l'lt.ll,.. fl \ U • "I.MIJCI,a ANNElC4 

Rf.SEARCH IIHICS COMMI'I'IH 

CHECKLIST (To be completed by the applicant and ehc:ckod by the Centre for 
Research and Publlcatbns) 

I;JH!CKLIS'.' - APYI.ICAI'I'I'S 
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I:'Alll"JCJl'MT 11\JiOIU1A TIO:'i T.F.AI71.Ti.T A "ffi CO'l'ifo. ~T FORM 

ANl\t•:X 5 

l_JNAM 
tnuu• u~nr oF tt/111\IB I /1 

TITLE OFTHF. RF.SF.ARCH PRO.TF:CT: 

NAMIBIAN AJU SOl\G UT.:::H.A I UJU:: AI\ LXI'LORATI0\1 

REFERENCE t\OUn:.K: 201307635 

PRJNf:Jl>.'\l.l'IV.I!:~i'J WAl'UR: l:l\G!:LllAlWT L.l\l'iliB 

AODRF.SS: ?.:l Tl.Jl\GA CO'JRT. ONGW.I::.l> VA 

CO:'IITACT 1'\l:\ffiF.R: OR! ll)j 7J.44. t:mlli\: CUntlt:b84o'i~!Pllllil.com 

Ynu a~~: o~ing im·il.t!d ,,, lnlcc p~11 in >I TC.'<::HTd- rmjcl!l. Plc:i.5C l:ik<: S:.>mc 1lrn:: lc r~ad th:: 

infirrrmtlitJn pre;entt:d ht:re, '~hit:b wit: cxplttin the Jct~ih u: this proj;;ct. Pic~~::;~; H:ik lhc ~l.tdy 
:;wl'l' ur doctur Lny qu.:~tinn ~ nhuut uny JWTic: l' thi~ pn~ocl thul you 1!1: ,<, fully t.rdL'nillmd. Tl i:i 

very importa:l: that you ue full)' >atisfiet.lt:•al you clearly under~tand what lltis r~:'t:iln:h ~nlciL' 
a.ud :luW you could l.te: .iuvolved. :\lso. :,oUI f.M!UCiiJ'alion is l'ulirely ~·uluuhuy aml ym1 an: :.ee 
In dc;:'jn:: to p11rticip1HC. If yo\1 s11:· no, this ,~;l) nm aff~ you ncg:~t'vdy in any ""HY 
whllt:.oevt'~- You W't' .J~o rr~c to wilh..l.."UW from U!c s1uuy a\ li[J)' point, CVt"n if you uo U!\1'~" (·:l 

t~~o:: f.<1rL 

This !-I 'Jdy lia~ h~er o approve~ ·.,). th! Re~earch T:thic~ Commi:tee at ll1e IJnivetsity n=· Namibia. 

ru:d will be couduct\ld accordillg to the critical guidelines nnd pnnctplcs of rhc •nt=mnrionnl 
DcclarllLiun uf JT~I~inli, Suu01 Arri>:Wl Guiddint>!> for Good Clinical I'rtu:.ti.:e ruld 1'\runiuiau 
N:uivu.a! Rcsct~~dt blhlcs Uuic.cHncs. 

1. Whlll i~ thl~ reo~cuch ~lu1l~· all ulmul? 

l'hi~ <Jnt;iy will he m{l~ • ly cnnductcd wilh the "nice xLudcnL-. oot..l voic~ lc:ucht:rs in Numibia, 
l'mm lin: Swulw;>murd uoc WinJhoe:l. areas. '1 h:rty-five hlterviewees ate etn.'Jsionoo. 
J'Ju<~ugh the t.::s~chcr' s ob~r>lRtlons a problem w.u rAised th~ thc:ro ~ocm' to b:: little <lr nu 
Hrl "-''"e lil;:nllun: fur vuit:c .;lud~nl~ 111 pn:purc lhcrn fi·•rtheir iuterum.irlna.l ~inp_i rl:l. exams. 
·n,~relilre, this study will explo:e the availabllity ot ~llmil't(ln :~n song Jircramrc and if 

llltL!; !:'ilrLIL'Ip•mltnfurmaLiun L.:!aOcl anC. Con.sclll f-orm (!Cfo V!iRSJON} 

249 



UNAM 
UHIHl!S lY OF NAMIIIIA 

HIIAUH IUiJiiARCH EIHICS COMMITTEE 

APPUCATION FOR ETHICS REVIEW OF RESEARCH INVOLVING HUMAN TISSUE AND BODILY 

FLUIDS; AND PLANT MATERIALS 

Puhllrnrrn!'l~ .rpon re-quest 
...---
SECTION 1: GENERAL INFORMATION 

1. Principi!llnve-!tigztor: ENGELHt\RDT UJ..NCB E ntilil: cumu.:b~~ (liJ~rn<Jil .t:om 

Ot!partment : Hum;,n ie! and social sciences: Visual 
and l't!rforrnint: an~ 

2. Cu-hr•J!!:o.lill~l<>r : E-mail: 

Oe-panment : 
3. Supervisor : Dr.l. Olivier S<.mpson c mall: lsampser@unamm -

Deportment : I-ILmonlllcs oJnd :.cdal.!odcncc5: 
Visual 01nd Performing arts -4. Student lnvc;tigator : E mJil: 

Depilr.mcnt : --
5. frei!!;t L!vgl 
f;~culty Re~carc~ D 
Post-(loctoral Rf.'os;earch D 
Thi!sl~ Rc~u01rdr : PhD D MAX D MscO 

Other: (Spccrf() 

................................ ----·--·--·-----·------------------------------

HllliC HumanTis.o;-ue.<nc.ll:loc.lily 1-'luids H!iview l'orm 
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PARTie! rANI JM•'O({\(ATIO. LEAI"LET ;\1\J) l"O;~iSf.'IT FORM 

A~NEX5 

UNAM 
11~111 A I I" "IIMIHIA 

TITLI:: Ot' THF: RF.~F.-\RCII PIWJJ::Cl: 

~A.MIBlAN ART ~0'\J(i I.!TI:Iv\ I Ulti:. A:. rXPLORA TIOI\ 

RJ:;t'.UlliN<.:E ::-lUMBER: 201307635 

J'IU"CII':\ 1. JNVF.S TIC. A TOR: E ·ucLHA.R nT I 11\AEB 

,\DI)kF.SS: 20 nf?\C.A COUJU. 0 G\\·TfHVA 

C'OI\T ACT 1\U.\IBJ::R: 01!-1 ~~3 7244 • .:m.Hl: eunoebS4(a gmall.co:n 

Yo 1 :•rc bcin{t mvited tn tak~ p3T1 m u r.:;..:.\r~h pt'OieCI Pie~ " t:hc ~om.: time to c~ad the 

inf<lr.nat .vn J)J\: ·.:m<Xl h:rc. wht~:h "ill cxplam thl' <kwib of rhi~ pmjc:d. Ph:a.'" <1~!. the srudy 
st::IT <u um;tor any qu.:sttons a"Qut nny pnt1 oftbH prowct thJ I you tlu n<ll ful lj w1derst:md. It .i~ 

VCI}' import:mt that ynu ~ fully s~mt1cd t nf )<Ill clc:.rrly ulld~J!>I.Jild what this r"scan·h entnils 

· ~nd hr.w ~'I'll could he invol\· Also. )Ot.r l 'ulllCipntiou i l'ntirt-1~· \ 'oluntny ;md )'<tu :.n~ free 

tO decl:ne to p:micipatc J" y(>ll ,;J) 1\u. tills ~ 111 not affcc1 yvu n<"gati\ d:· iu any w:~y 

whui.»U"'\<:1'. Ynu .ue al>o fr c to \•.-it!lc.lr.IY• from th<' sn:dy Ill :my purnl. ""'-''l if )CIU do owe<' to 
mke pan. 

lloi~ I>LUd)' h,>- (k'<'ll ~pprm·.~rt by t.1C Rt·~cardl Lllt(S Co·nJ111rl('(" 11 The r :m\C'I'~iLy oi'Ntlmtbta 
:-tnd wit be onr!ttcr::c! accunh:•c .o tltL·l'lhic~l gtllcklln~ und prim:1pl:!> ut' tlu: i.triCHlllhollRI 

Llcdttmll<>n l tr 1 h:hinki , Sur& A:rtcan CiUJdclmcs for (I,)Qd C:lmicall'nrt•r•' rn<l N,unihiau 

1\onnnnl Rcstlnrch P.thio~ Guid~:iu~~-

I. What 11 tllis resnrrh hnl~ ~llohout'! 

llu~ sludy will b<! mo. rl~· cor!dt:Ct'd wir'' th..: \!lice •tud~ms and vokc t('~tchl'T'~ in ;:umhia. 
from th(' SwA <1pmunl1 wd Wintllu: ·k ttn::u. Tlu ty-fi\e mtel'l,lewees <~rc cnvi~ionc:d 
l lli'I)Ur,h the ro~cm-chc:r '~ ul"~' \.lltOJl> :1 problem V.lh ra i ,;~d tl~at tl ere ·c ms lu he liulc o: nu 
11rt :.un~ li tc•atut~ il1 voice mtdt"nl '''prepare the m lor thc1r mtcmution~tl >mgiug .:t\Ams 
l'ltt!retore. ; hi~ study WJII c:.:plt>rc rhc u\arlah lli:y of l\3nHbJan an on~ literature and if 

l: RUC J'.J.r1kl?<lllr•ntonn.nlnn .<>alicl anti Cuu)cnt ronn { IC:!'VI:!KSION)J>agl' l 
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a) rmr Nm rm'la<·! tin· C"t:m.rr: jw· R,•,<.:ut~.·II und l'td•l:tai/01/S :u -+264 061 2063061: 
J!£1UII ~'cn1!._!!_n !!_m.nu i/ IYIII ha\ c: tl/11' wnt·c;m. Ill' curnp/ai111. ilmt lut>c Hvr b;:r:n 
an'Pqho(f'IJ adriro•s<Nl •'>.' /h(> rm.- ,!Jgullll~ 

b) 'lou 11 ill N!(l'IW 11 <"OPJ of thiS infi:mwljfJII mul cni7.\l'nt.fimn )i1r yrwr tt·•·n rrrord., , 

11. 0(•rlnrAtlon b~· pnrticipnnt 

By stgmng b.:low.l ~!~.~.-:1:-!.~1:1.~ J~ . .' ... ~~~~f ... <'-At~e 1o 1ake par. in a rm.•.rch 
SIUd)' ~'lllillcd (ilfS('I'fli(/(' O(f(;(;/)J flJ t>,Mle..Q,tJ ~1 ,(Ol,YT lj fl:.l!.4fl.(ef . 

I dccllln' thul: 

I hwc rc..td c•r h11Li n.·Jcl1ume Lhi' mhlllll<~I :O:I nd ,·on. ~Ill limn and It ls \'il'ltlCO i1t fl 

langu<~g.: w1 1 .... luch I""'·' llu:ltl and comfott.lblc 

b) I have had n ch<ln c lo .1$1< ql.. ~tion; and a!l my qucsnon~ ha\o~ been Hc1cquatdy 
1nswcrcd 

c) I uud..:r,umcl tl1~1 takiug pnn Jn this srudy .s \Olunt:tt) ;lnd I h;wc ro1 hcen 
pr.:. uri~~-u 10 wkc pa!1. 

d) I may hCJl)~Z w lcav~ the- study Plllny 11mc nnd '' il" m•l he pcrm' i~~"tl ur p~iudict!d in 
any \~ay 

~) I ntlly !>\) asked to k<IY>: th~ ;.udy b~fon: it l1c1~ lirM.hcd, if til~ M~dy doctor cor 
rcsctlrcbcr fcds it is m m} b.:st mwresb. or if I do not lollo\\o tb<> .>mdy plao, a~ 
agrcC'd Ill 

~\)~~ 
Signl'J al Cplun·l ... . - ............... ... ....... . . 2020. 

UR~C Parttdparlllnrvrrualiun Lcufld m,cl Cutl.)tnl 1'1>1111 (JCF VERSIONJI',l"P 3 

252 



PARTIC.1PANT INFORMATION LE.AFL£T AND CONSENT FORM 

ANNEXS 

UNAM 
UN I VERSITY Of NAMIO JA 

1TILE OF THE RESEARCH PROJECI': 

NAMIBIAN ART SONG UIERATIJRE: AN EXPLORATION 

REFERENCE NUMBER: 201307635 

PRINCIPAL INYESTIGATOR: ENGEI.liARDT UNAEB 

.IDDRESS: 20 TIJNGA COURT, ONGWEDIVA 

CONIACTNUMBER: 081853 7244, email: eunaeb84@Pl.com 

You are being invited to take part in a research project Please take some time to read the 
infunnatioo pieSelltedhere, which will exp1ain the details of this project. Please ask the sludystdf 
or doctor my questions about my part of this project lbat you do DOt fully UDderstmd. It is vay 
impolfant tbat yon~e fully satisfied that you clearly UDdieutmd what this research fJ1tails md how 
you mu1d be :im.'Olved. Also. your participatioD is mtirtly voluntary md yon ue free 1o decline 
to panicipate. If you say DO, this will DOt affect you Degrively in any way wbatsoever. You are 
also fRe to widuhaw from the study at my point, e\'m if you do agree 1o tale part. 

This study has hem approved by the Research Ethics Cuwmiltte at The UDivmity ofNamibia 
md will be amducted aroordiDg to the ethical guidelines md principles of the intem•tional 
Decbntion of HelsiDt:i, South Aftican GuideliDes fur Good Ctioical Pncfu:e md Nuoibim 
Natioml Research Blrics Guideliues. 

L What is dais researda study aD aboat? 

This study will be JDOS4y c:o.odudM wi1h 1he voice studems md voice teachers in NIJDibia. 
from 1he Swlkopmund md WiDdhoek ueu. TJDrty-m"e iDiaviavees are emisionecl 
Through the RJem:her' s observatioos a problem was Dised 1bat there seems to be litOe or DO 

art so.ag Jitmture lor voice studmts to prepue fbtm for their intmlatio:oal siDging e:ums. 
'I'hemore, filis study will explore 1he avai1ahility of Namibian art soog litemure IDd if 
DeaSsuy, 1he es1Jblishmmt there of. The ~es of die study is: i) To cletermineibe 

P~l 
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vsl 

e) You c~n :::on:aa t/Ja C:mtrc for R~s~arch and Public."UI:iom at +264 061 20fi306l; 
oclallssc!l(il,I!DiiJil.WI. tl Jl)~ hrwe r1ny r.rmct'nrH w· cx1mp!wn£.r tk.r! have rnll IJei!n 

,,),.:qvmlily arll~~.vP.d hy tlrP. inw:.vlfgr.rNr. 

b) You 1¥i!l rietJI-.YJ a tJopy ofthif in.fiJrmatitJ~l mJd consclltformfor ?OW' O'l.?l racordJ. 

11. Dr.:clll rvfio n b:r tllilrlieitlnnl 

r , l fJ f.. (' 
t:3y ,;igning bdow,l ......... .\A.Jt.k~_.~ .... f.:.Jr:V:.~\., .. ~_::;d~~ w wt;.~: P'lrL ints ·~earx:l1 
study c:utitlcd (f~I!T'I ttt1c Q,f$tr~dy), 

I tli!claro tb l+ 

a} I have r~ll.<l Ot hlld (ea£1 co me t:Jis information and cooscnt fimn and it is writllm in~ 
language \~i(h wl:.ich I tWI Jl u~111. and CL)mfonahl e. 

b) T. have tlnd a cho.noe ro ask que~ti"ns and all my qncstiom h1m: l:>ocn ad\:![Ualdy 
amm•-ered. 

c) I und-'lr~tand that taking part 8. thi3 stody 1::~ l'll lu nt11 ry uml T 'ho.\'e not heen 
pr~s.~tiW(~ to tHkl:: pt:·Ji 

tl) I lllt\}" cilioooo to !~ave the t~tLI/Jy 111 (lny time o.nd wil! not be penalised or pr~jltdiced iu 
.wry- wwy. 

1:') T may I'~<! a~ !red to leave dle !itndy Defore it bars finishl:d, if L!w !tlu uy docLUE or 
Jese~r\ili\:1 feels it is :n my best inl.e!'¢~ts, M if r do nnt ti'lll ow tl1e snldr plan, Js 
agreed to. 

1 j ' 

signc:x~ ul: (pial!()) ...... V~) .. \:,t .. d.k~.J.-., ............. an.(dat6) f.c .3-L~.f. ......... 202·J. 

·p/' .I 
' ~J::~~Y.~~'­

~:;:J:::zt. ~;:~tpant 
/) ' •. ;b;-; 

oouo.rnoi.~t..-::-:~.~~~~ ............ ~ , ..... ~._. .. ,. 
·~:>IV Sig{lal.;Jr~ vr ~'·itnc~'l 

URBC Pa<,ir.ipRnt rnfnrr::~~tiu'l Lc~fld ii[:~ Cu.nscttt Form (~0: VERSIO~) l'.~g.! :i 
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