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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 of Namibian 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




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, 2010). 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



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 list 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 of Namibian
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 of Namibian 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 intergst 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 lack 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



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 lack 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 ¢f folk 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:



i) To determine the nature and importance of learning and teaching Namibian art songs
or arranged folk songs.

i) 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



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 of folk
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 far 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;



- 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.11)

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



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.



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 of vocal 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 countermelodies with the

voice in left hand of piano

Poets / Texts Prosody » excellent sense of prosody
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Choice of texts

* poetry rich in imagery (give dates
and any other information you wish to

add)

In the following table, Kimball (2013) 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 of these

Also:

Mood/atmosphere

Emotional content
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- 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” (2017, 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.

Onyeji (2016) states that, according to Ekwuene, in Nigeria, 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 al (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 décor, 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 neo-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 (2015). 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 Grové (2011), had their first
composition of an art song in 1908 of Winternag (A Winter Night), text by Eugéne 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, Grové (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 la Porte, Mimi Coertse, Albie van Schalkwyk, Hanna van Niekerk, Heinrich van der Mescht,
Werner Nel, André 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 by framing

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 (1987, 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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¢) 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
Joreground 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, Onyeji 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.164)

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, Sths, and 6ths
d. non harmonic materials such as passing tones, suspensions,
changing notes, pedal points and unprepared suspensions with
delayed resolutions.
e. polychords
[ 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

10. traditional rhythmic patterns” (2012, pp144-145)
Furthermore, Boamah (2012) 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 involving five 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
(2001) 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.119). 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
1o 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 of melody as it is customarily understood in the West ... the logic of this 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.123). 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 (2013) 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 (2019) 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

Dieces 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 (2018) 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:

o “Singing art songs demands that we focus on some of the most celebrated and beautiful

poetry in the world.
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e 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.

e 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 of Irish 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
Gaelic 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 of folk 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, 2010). 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 20" 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 0 '
= wau o
e O
(1999)
Floyd Kenya B =
(1999)
Omojola Nigeria % . — e
= o =
(1987)
Nettl (1973) | Mbuti  pygmies § P
of Congo
Nettl (1973) | Central Africa % =
@ZP——“—Q—F
Schoeman | South African Nguni scale @_‘
o LS < P
(2016)
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Arom Central Africa, (equihexatonic 0

(1991) Nzakara people | - whole tone) i
Arom Central Africa | Pygmies M
(1991)

Table 4: African Rhythms

African Rhythms
Author Country/Ethnic Name of | Sample

group Rhythm
Floyd (1999) Nubian - Egypt Al Ketshad g g g g
Floyd (1999) Ghana Sikye 4 | E m
Floyd (1999) Tanzani - Taarab (modified rumba) Mﬁw

Yoruba

Nettl (1973) Abudja, Ghana
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r l§> > > |
Schoeman South Africa Venda l SRR ) |

(2016)

Arom (1991) Central Pygmy rhythms |3 2. >
CEFEcer
[~y

On Namibian tonal systems, Mans explains that scales in Namibia differ depending on the different
areas of the 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 thythms 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) v = o e o > P
Mans Silozi Old Silimba : ] abe
(1997) (xylophone) scale :
Mans otjiZemba | Omburumbumba £
(1997) (bow instrument) _
-
scale (lowest note
is the drone.
Mans otjiZemba Otjindjalindja 0
(1997) (type of guitar) #jg'b-.— = i".‘.

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 Otjipirangi rhythm _FTW
Mans (1997) Silozi Ki ti ki din ki| = >
B e

Sikumbwa (drum)

Rhythm
Mans (1997) Silozi Ki lin din gi li ki di E

Sikumbwa (drum)

Rhythm

Unaeb (2016) Damara /Gais prprr
(clapping rthythms) | ~ =

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 Oyjiherero 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)

URE

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

Eichab (2002)
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Figure 4: Concert Songs aus Namibia by Niels Erlank
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The researcher stumbled upon an arrangement of Itupuka 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

o 5. Herero Folktales
Fred Onovwerosuoke

Based on Herero (Namibia) folksongs
New Orleans, 2008
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© 2011 African Music Publishers. Photocopying this copyright music ts ILLEGAL, All Rights ”Rgmd
Sale proceeds benfit African Musical Arts, a non-profit organization. Online at www.africarts.org or email to carts.
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Sheet Music Plus Order 2874188252, 1 copy purchased by eunaeb84 @gmail.com on Jul 24, 2019,
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In April 2019, there was a concert of Namibian “classical music’ that was performed with choirs
and the soprano Emily Dangwa where she sang Five Winter Pieces of Engelhardt Unaeb for voice
concert, there were also compositions of Eslon Hindundu and Osmond

and piano. At the same

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

pieces are not officially published.

Emily Dangwa (composed in English)

]

-

' ( ‘('/r'/)/'///ﬁrr// (//

A lore

The Alrican Composers project
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Strings: i ppor

Venue:
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Saob 'Amdi (Winter Songs)
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Esion Hindundu (Composed in Herera)

Figure 6: Celebration of Stories programme
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Sao//aeb 'Amdi Engelhardt Unacb

Wintcr songs for Soprano and piano in Khockbosgowab and English
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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 (2016) 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, A frican

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) percussive 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),

40



b) chanting and yodelling in a wailing style as in tribal sound or similar to Finnish Sami
people’s joik/yoik o
¢) 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 A frican

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 (2001), 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. Vist (2015, p265)
quotes Jullander who says that research is to be artistic “...when it is self-reflective, deals with
lopics 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 of the research. Moreover, an art-informed research paradigm was used, “...the
lerm ‘form’ relates to many aspects, such as genre/medium, technicalities, communication,
aesthetics, or procedural elements, methods and structural elements.’ (Vist, 2015, Pp-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 of features 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 defined 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 (20006) 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:

1) Why is there a need for Namibian art songs for voice students?
i) How will you benefit from learning or teaching Namibian art songs?

What are the benefits of the arrangement of Namibian 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, 2017). 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. 23 6).

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 carefy] 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.15) and 2.10 (26).

3.8 Research ethics

Bertram & Christiansen (2017) advises that all research studies follow certain ethijcal 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 o proceed with
the study as articulated will be received from the informant(consent Jorm)” (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.
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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,
example S1; which refers to student one, and the voice teachers are indicated by a “T* followed by
a number, example T1; 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 of Namibia guidelines.
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The results are presented following the research objectives listed in Chapter one that were
converted to questions.
4.2.1 Participants’ views from the questionnaires that were derived from the research

objectives:

42.1.1 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 grqwth pace. Conﬁden'ce 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 worig
Namibian Art songs will get Namibian voice students tq that place. A }‘m’ also, Namibian art
songs will contribute to the appreciation an'd va]umg of Qur d{Verse and authentic
contribution to the world of music and art. It will drive Namibian pride. - §]

S2 added that:

“...Namibian art songs could play a v{tal role.. 'Your Jirst introduction to semi-, and
professional singing is then Namibian, with Namibian content. You leaf‘n 1o treasure your
own language and culture. This is bgcaus‘e art songs ,usually contain fo]klore of your
language and culture, idioms, expressions, street l"?go , and Charact.erzstlcs of your. own
language and culture. things you identlﬁf yourself W;t/?,' every day. This then grows bz_gger
as you join the bigger stage of v ofessmr.zal chora g and even solo professional
singing where your own personality and interpretation of the Namibian art song has q

bigger impact with regards to its appreciation and understanding.
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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 of Namibia, 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:

dents 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 ,-,;
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 0r enunciation of a certain word, affects their intonation and overall
confidence to deliver a well-rounded performance. Additionally, not being able to conneéz
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
1o 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 Harel 2o
study in foreign languages and at the same time bring about pleasure of learning songs' in
a language and culture the students are familiar with and can connect with the syllabf
material on a deeper level, which will automatically result in better performance and study

outcomes.” — T2

“First of all, Namibian st

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

it instils various skills and disci

o “the analysis of text for proper meaning,
where it is not the mother-tongue),

e the reading and understanding of the musical score,
e the development of the necessary vocal or pianistic / instrumental techniques to execute

/ perform the piece (s), )
® the necessary ensemble skills between singer and accompanist required for joint music-

making, .
e the necessary presentation of

recitals,

plines such as:

interpretation and pronunciation (especially

programme notes and performance skills required for
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e the necessary audience development for this genre
e 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 abo

ut 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:

Figure 8: Summa

Appreciation
and
preservation of
language and
culture

Deeper Why Create a

Namibian
5 ity an
content art songs: pride

Exploration of
Namibian
written
literature and
musical & vocal
devices

rized reasons for the need of Namibian art songs
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eb

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

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

the music. This affected the final marks of the vocal examination and interpreting the ic. O
music. Un

an advanced level, Trinity College of London gives students a choice of including repertoire fi
re rrom

their countries; ibi
ies; however, there was no Namibian repertoi i
oire avail :
p able. The respondents’ views

presented above are evident that a collection of art songs composed to include Namibian idi
1an idioms,

cultures, music styles and languages has to be established and promoted to be utilised i |
1In voca

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

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

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

technical challenges are the benchmark that singers are assessed on, which includes intonat
) ntonation,

accuracy of rhythms and pitches as well as composers’ intend and interpretation

4.2.1.2 How would one benefit from Jearning or teaching Namibian art songs?

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

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

examinations. The researcher wondered whether the voice students and teachers kne h
w why it

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

S1 enlisted the following:

o “Instilling Namibian pride
e Boosting confidence levels
e Strengthen confidence levels
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o Strengthen growth
e Appreciation for Namibian authenticity
o Celebrating Namibian originality”

T1 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 1o enunciation of words
in the language they know or one they come from. Additionally, the remembering ()fthe lyrics
would be easy as the students would not have difficulty memorizing words / 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 activities 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 question:

“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 aspecllof
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
music realm. Through this, other composers would be able to identify various

contemporary
s or musical differences that characterize the various vibrant cultural groups

modal element
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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 operaQ 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:

e Pride and appreciation in your language and culture

e Portray and preserve Namibian cultures, custom and stories

e Celebrate Namibian authenticity

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

e Better understanding of content by analysing it

e Memorization of lyrics will be easier

e Participation in singing or music will increase

e Teachers will teach with pride and confidence

e Audiences will attend recitals and concerts more

e More composers and poets will be inspired

e Learning of Namibian 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

e 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
e 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, T1 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 try and do justice to the music.”

Furthermore, T3 added:

“Transcribed folksongs have certain limitations because it captures / 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 1o elaborate upon or to enhance it, be it through added
melodic lines, polyphonic or harmonic effects, different rhythmic structures, new Jorm
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 1o 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
e It will inspire students and teachers to celebrate and appreciate their roots
e [t will enrich and strengthen Namibian art

e It will compose a sense of belonging
e It will bring colour to not only Namibian repertoire, but also in contribution to

the rest of the world.
e Namibia will stand out in its authenticity and rich cultural and diverse offerings.

o It will teach composers styles of folk songs which they can incorporate in their
original music (T1)

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

e Instil pride

e Colonialism, apartheid, globalisation and Independence had a detrimental effect
on music in Namibia (S2 and S7)

e It will create our own Namibian music styles

o Interpretation and performances of singers will improve

o It will foster creativity

e The whole Namibian nation will start singing again

e 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. S1 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 fo the rest of the world.” ’

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

“I strongly support your research as 1 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. F, inally, 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 of composed Art Songs from Namibia is another window into our country.
It helps singers to be musical ambassadors for our country.”

These are summarized as follows:

e 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. (T1)

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:

“Jt 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: The most important feature of African music: repetitive

rhythmic patterns, highly accented, cross-rhythms and
syncopation, ostinato rhythmic patterns

SINGING: Middle voice normally the singing tessitura, call & response,

songs are inflected like spoken word; songs teach traditions,
Slides, grunts, groans and yodels for expression, A Cappella.

SCALE: pentatonic, heptatonic using Western scale intervals
STRUCTURE: call and response, Verse and chorus, ABAB
MELODY: Pentatonic, tritonic, heptatonic, using western intervals,

ostinato singing patterns, Melodies are based on scales
where the intervals are easy to sing,

INSTRUMENTS: Djembe, mbira, xylophones (marimbas), kora, talking

drums, shekere, rattles, bells, agogo (double cowbell). The
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cowbell keeps the beat (timeline) and the drums play a
complicated  rhythm: maybe incorporating this into the
piano accompaniment

IMPROVISATION is a huge aspect of Namibian singing. INT, ERLOCKING MELODIES

T TEXTURE: Heterophonic, polyphonic
TIMELINE: played on cowbell, sticks or other percussion
TRADITION: Passing down music from generation to generation

verbally. (Oral)

H HARMONY: Polyphonic textures
HEMIOLA:  Three-against-two cross-rhythm used in African music.

Hemiola:

»

Namibia 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

7 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

e

Apartheid
Independence

Globalization

Key Themes Sub-theme Colour code
Theme 1: Identity Language

TS|

Culture

Theme 2: Confidence Pride vt
Theme 3: Ethnic groups of
Namibia
Theme 4: Colonialism Religion via Missionaries ——

=
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 Theme 5: Namibian character or style in
B |
Importance/Benefits of | composed songs
Namibian art songs
Theme 6: Music education Vocal lessons —
Theme 7: Folk songs

The table above indicates 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 environment 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) Melo-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

fexts;
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 lack 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 of themselves 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 colonial logic.”
Hofmeyr (2015) states that according to the Namibian Constitution, Article 19: ‘Every 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 of Namibian art songs. The sub-themes for identity were language and

culture,

65



4.3.1.1. The treatment of Language

Faudree (2012) quotes Feld et al. that ‘... Music and language are Jundamentally 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 rusic. 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 benefil 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. T5 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 1o identify with your language and cultyre 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 of Kaoko,
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 stil] 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
Ma/gaisa; for example, in the song Di Tsdtara by Jaliza whereby she uses the proverb: ‘hana ta
ka hab 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 love for one’s culture. S1 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 order for the next generation to know what culture
means and the significance of being proud of one’s nation and cultural heritage. We are a

Yyoung nation and we need to preserve our cultural identity so that we Stay true ourselyes

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 of Namibian 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 (2016) 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 part
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 S1 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.
S1, 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 of Namibia

Namibia has eleven major ethnic groups with an array of languages (Amupala, 2014). 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 T1 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

. . . . : re.
of inclusion, unless if you are focusing on a particular cultu

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 it

however of paramount importance to note that there is also a fear of respecting others’ cultures

: i s of the same
when it comes to certain topics and the correct grammatlcal b3 CHHIETWEL GOICE

; : tera.
language might disagree on the spelling of certain words et ce
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4.3.4.1. Effects of colonialism on the Namibian education sector

Afrikaner (2016) 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 of the 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 of Namibians 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 (2014) 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 whgn
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 solfa 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 (2014) 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 Hofmeyr 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
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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 emic

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. 99-113)

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

Grové (2011) 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. T1 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:

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

where it is not the mother-tongue),

e the reading and understanding of the musical score,
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the development of the necessary vocal or pianistic / instrumental techniques to
execute / perform the piece(s), ‘

the necessary ensemble skills between singér 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 in Namibia 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 afier 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 must 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, modern, 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 Béla Bartok composed). T6 feels that Namibia has a rich vocal
tradition with various ways of indigenous ways singing and perform which could be moulded into

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 (2019) 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 of Namibia 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 of Namibia) 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 voige
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-

. i r i
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‘j havé 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 exam:s.
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 (2019) 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 of Namibian 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 folk tradition preservation and restoring of
lost pride in folk songs. It will definitely help to revive Jolk 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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afew. 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.

Additionally, 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:
INosa !goes, Itupuka 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 Skola. 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: | Uba ,Rainbow, //Horeb, Haitsi Aibeb, Light In dark

Times, Thank You. |Uritsdsens and Totsiens were set to music. One folk song composition of Isaac
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Mukonda, Nomfi was arranged with permission from the composer. Four choral pieces of the
researcher were adapted into art songs, namely: Sdro 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: ‘(@) 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: 1. Dihumbwa from the
Kavango East and West regions, which is in Thimbukushu. The three against two principle creates
a very thythmic 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 11. Itupuka, 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. Sdob Go !Kharu and 24. Séro e Mate,
which is mostly in ¥% 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 19% to 21 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 of Namibian

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 Makobji
(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: ﬁ

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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4.4.2 Title of song: 'Hubaib ge Skola
Compose/arranger: Engelhardt Unaeb
Year of composition: 2020

% 2
Range of vocal part: ga_g———l—
(%)

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 BC A
Time signature: Common Time

Key signature: F minor
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4.4.3 Title of song: 'Nae tama [girib
Compose/arranger: Engelhardt Unaeb

Year of composition: 2020
A -

——
y J—-—
o FanY
L3 7 J

Range of vocal part

&

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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4.4.4Title of song: 'Nosa !Oes
Compose/arranger: Engelhardt Unaeb

Year of composition: 2020

4]

7 [7)
Range of vocal part: @y ————
[J) o

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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4.4.5 Title of song: !Uri 'Hiise
Compose/arranger: Engelhardt Unaeb

Year of composition: 2020

0

A" 4
Range of vocal part: gmy

TIT®

QLil

b
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 of Uis (a town).
Structure/form: Ternary
Time signature: 6/8

Key signature: A-flat major
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4.4.6 Title of song: |Uritsasens
Compose/arranger: Engelhardt Unaeb
Year of composition: 2020

0 £
)7
Range of vocal part: %’:}:

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: Alla breve

Key signature: F major
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Iq the hot sun I am sitting in a warm house.
Till the night without any visitations.
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4.4.7 Title of song: [Horeb
Compose/arranger: Engelhardt Unaeb

Year of composition: 2020

be

I
Range of vocal part: € b a}

G SaS

Source of text (if from folksong)/poet: Engelhardt Unaeb

Language of song: Khoekhoegowab

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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IHoreb

'Longing'
Engelhardt Unaeb
Translation:
Longing for you, keeps me awake at night,
seeying 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.
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4.4.8 Title of song: Endelela

Compose/arranger: Engelhardt Unacb

Year of composition: 2020

A =
P — j

Range of vocal part: @y—F '
¥ g

Source of text (if from folksong)/poet: Proverb

Language of song: oshiKwanyama

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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Endelela

Voice

Oshikwanyma proverb:
If you want to go fast, go alone.
If you want to go far, go together. Engelhardt Unacb
4= 90 with conviction mp 3
O R F ; F ﬂ
= 3 ; =t - e |
Nge o-weha-la u__ en - delela

Vo.

Pno.

eunueb84@gmail.com

129



Vo. .
S I il I e e o T e Ll e —
o = Ne = 5 Ngwe o-waha-la u-ye ko - ku-le in - da
0 | | | - gg E
ﬁ ! i 1 | | I i i
Pno.
e ﬂ | |. 7 | P - 1" | =
o e e R ST e
0 # 1 ] | A '! Z ! 1 >
i Rit... Ululate on G.
ATt _fe In)
\7a— o }'1‘ o f I T
Vo. =i 1 1 = | = ﬁ
11 1
¢ i
na -  vakweni-.
Rit... A tempo
(o)
8 e e e e i e e e S S |
e -8 ™ #
Pno. ~n || ks
. £
0 - ol
1 N I 4 |
< N -
R e S
- o o
18 3
mp 0 . =1
Vo. < = Epi—p—1 L
| | - | - i, 8 b... o) . " —r—— R 1 11
() T S I T 1
Nge o-weha-la u en - dedele in-duoo - wve =,
i
o T e e T £ T e e N W | :
Pno.
B =
O N
22 2
[r——

1
Vo. oo o |
— 1 — 1 S S ===
=8

-4 .. l }
l; 1 1 ' 1 1 f 1 l 1 i
Pno. —— e
0 { -
p—X¥ — i I; é- — I
P v

eunueb84@gmail.com

130



28

e ES

gt

==

l\/'

1 X

Vo.

cunueb84@gmail.com

131



4.4.9 Title of song: Hada Malhao
Compose/arranger: Engelhardt Unaeb

Year of composition: 2020

9
Range of vocal part: %,!r

1
1
|

Qi

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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Hada Ma/hao

"Let's stand together"

Engelhardt Unaeh
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Translation (From Khoekhoegowab):

Let stand together,

black people and white people.

This Earth is our's.

Let's live together in peace!

Pronounciation guide (Clicks): -

| (/) = Tongue aﬁm front teeth. 'Wet sound’, like cleaning front teeth.

=on a vowe salize the vowel. : mk gl ol
'A . g'!ilpdof tonlgicf;«;zsﬁard palate erea above fron t teeth. Creating a hollow sound like popping a champagne bottle,

i ali i ve peanut butter with tongue.
*(#) = tongue flat against hard part of palate, as trying to remove p :
ey = sidfucof tongue against cheeks. As if calling a horse or cleaning back nolars.
X = pronounce like the German (CH) in BACH.

T = mostly dentified. e
Rest of the vowels and consonants are pronouced like in Latin.
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4.4.10 Title of song: Haitsi-Aibeb
Compose/arranger: Engelhardt Unaeb

Year of composition: 2020

e
TR

P>
Qi

Range of vocal part: &

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 #Gatgorib

(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: ABC D C
Time signature: Common time then 6/8

Key signature: A major
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Haitsi-Aibeb

Translation from Khoekhoegowab:

There was King named Haitsi Aibeb (mythical being),
He could changed in many faces and trees.

He was smarter than all and was extremely strong,

He killed *Gatgorib (evil mythical being),

S0 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.
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4.4.11 Title of song: Itupuka Kapembe
Compose/arranger: Engelhardt Unaeb

Year of composition: 2020

o)

7 4
Range of vocal part: o—

v oz
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 Itupl,Ika Kapembe Herero Traditional

Translation:
See how Kambembe,
the horse of a Himba man
runs and gallops.
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4.4.12 Title of song: Jesu weya
Compose/arranger: Engelhardt Unaeb

Year of composition: 2020
A 2.

\"4 ¥
Range of vocal part: gy‘ | :

[Z4

Source of text (if from 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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OvaHerero Church Song
Arr: Engelhardt Unaeb

Jesu Weya

Translation: Jesus has come with Joy.

80

Espressivo J

T

1 I
g
Dy

-ya - a

———
L ey e

y
-
T
T

-menha - le-lu

-5u we

Je

Soprano

Piano

i
M &
..u.w.
3

N @

'
i
|
| =
it 2
el
.nm.—.m

1
W =

R o
xnu_v m

] 1
[T
Vs

;-4. b
™| =
=

- . w

1
Mg
et '

[ 4

Ll
v

Pno.

Je-su we-ya ne-njan-do.

a-men-ha - le-lu

p—

Je-su we-ya ne-njan-do--,

Simile...

—
I

o
| i G
fa S | o]

|8

Je-su we-ya ne-njan-do

Sl e
amen - ha - le-lu

Je-su we-ya ne-njando--,

SES 23553

.
£x

150



24

su we-ya -

=
Je

f—"p-
o
-1
-

suwe ya

Je

Je - suwe-ya - a-menha - le-lu

._,
)
3
<
B
B=Y
=
L
s
<
T
o
ES
=
“©
1
y =2
1
1
%
<
7
2
d
2
1
Q
T =™
N 2
|
. @
-.
<
N <
=
3
n E
Ll 1
e =

G

-! #l
1
iy .« il
e 2
N =
1
MRS il
Nl 2 |
i J... --E
It
ol
lllm m
H s i
- |
| & |
I =
8 __
5 i
: |
W !
= |
w
: |
L0
i 1
|
= |
T i
& |
3 |
J o [
&
1
g ﬂ
g8
1
@

E .,_
< S \
& ~—~—

7}

L3

A - men-ha-ue-le-lu-ja

0 |

Je-su we-ya ne-njan-do

a-men-ha - le-lu,

3

§

a - men.

151



4.4.13 Title of song: Light in Dark Times
COmpose/arranger: Engelhardt Unaeb

Year of composition: 2020
4}

)7 4 I

Range of vocal part: %"‘;9{____—

Source of text (if from folksong)/poet: Engelhardt Unaeb

TS

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
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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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Damara traditional

Mama Afrika

u do to the people, Mama Afrika.
4= 63 with conviction

We have traveled far, Mama Afrika.

Arr: Engelhardt Unaeb
What dig yo

Translation;
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4.4.15 Title of song: Mase Daba Kha
Compose/arranger: Engelhardt Unaeb
Year of composition: 2020

0

Range of vocal part: @
()

TN

Q|

Source of text (if from 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

Key signature: G major
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Mase Daba Kha

Mother, when is father returning?
Arr: Engelhardt Unaeb
Translation:
Mother, when is father returning? :
The rope of the sea, the rope of skipping.
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4.4.16 Title of song: Misa xu
COmpose/arranger: Engelhardt Unaeb

Year of composition: 2020
0
1"

Range of vocal part: &y
()

L

Qi

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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4.4.17 Title of song: Nomfi
Composer: Isaac Mukonda
Arranger: Engelhardt Unacb

Year of composition: 2020
f)

7
Range of vocal part: fs—F

Y ]

e o

g

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 prepar ing food.

Structure/form: Ternary

Time signature: 6/8

Key signature: E minor (Aeolian), then modulates to A-flat major
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NO mﬁ A Rukangwali traditional-style fishing song

Arr: i '
Trgm%ll%elhmdt #Unaeb "Fish" Melody composed by: Isaac Mukonda
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4.4.18 Title of song: Ondikuhole
COmpose/arranger: Engelhardt Unaeb

Year of composition: 2020

Range of yocal part: %

Source of text (if from folksong)/poet: Engelhardt Unaeb

Language of song: oshiKwanyama

English translation: I love you my friend, day and night, no matter what. Truly!

Structure/form: A B C A
Time signature: Common time

Key signature: E flat major
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4.4.19 Title of song: Onganda Kwete Atuhe
Compose/arranger: Engelhardt Unaeb

Year of composition: 2020

Range of vocal part: %

Source of text (if from folksong)/poet: Ivan Scheffers
Language of song: otjiHerero

English translation:

Structure/form: ABC A B

Time signature: Common time

Key signature: E major
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Engelhardt #Unaeb

Onganda Kwete Atuhe

Trans. to Herero: Ewald Tjundu

L Scheffers
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4.4.20 Title of song: Onja Johorongo
Compose/arranger: Engelhardt Unaeb

Year of composition: 2020

Range of vocal part: g

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 kudy (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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Onja Johorongo

Herero Translation:
'I"hc world (life) turns and twists around,
like the horns of the kudu(big antelope).

Engelhardt Unaeb
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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, ging ?long. -

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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4.4.22 Title of song: Rainbow
COmpose/arranger: Engelhardt Unaeb

Year of composition: 2020

Range of vocal part: ﬁ

Source of text (if from folksong)/poet: Engelhardt Unaeb

La“gUage 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 signature: Common time

Key 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: ﬁ

Source of text (if from folksong)/poet: Engelhardt Unaeb

Language of song: Khoekhoegowab

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: ABCAC
Time signature: 6/8

Key signature: G major
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Engelhardt #Unaeb

recomposed for solo voice during June 2020
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4.4.24 Title of song: Saro e Mate
COIllpose/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: (S4 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 signature: 6/8

Key signature: G major
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Engelhardt #Unaeb

Saro e Mate
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on my bed and let everything smell so nice.

(S is a traditoinal perfume made from roots that are grinded into powder.
Grind some S for me and put it in a container for me.
spirits.

So I could smell good and scare bad
Put some on my body, on my clothes,
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4.4.25 Title of song: Som haise
COmpose/arranger: Engelhardt Unaeb

Year of composition: 2020

Range of vocal part: g

Source of text (if from folksong)/poet: Ellison 'Amor' [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 stap

me. Don't fall away my Shade Tree, my big help.
Structure/form: A B C A
Time signature: F major

Key signature: Common time
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Som Haise
Shade Tree

Ellison 'Amo
r' IGowaseb C issoined by the Otji go Youth Choir ,
Director: Mr Lancelord Howoseb.
Adapted for solo voice July 2020.

Engelhardt #Unaeb

Khoekhoegowab Translation:

The days of life are few,

to fend for yourself is hard.

Iam very happy in my Shade Tree (guardians/parents).
When in the future this Shade Tree fals,

then the Sun will stab me,
Don't fall away my Shade Tree,
my big help.
4 =72 Caringly mp
Voice
Piano
Rit
T3 = -+—J =
VO. i d' L i 1 = I
Ti i-sasomhais Ina ta kai-selgai se hi.

!
|
|

Pno.

Engelhardt #Unaeb (c)

206



A tempo
12
A mf

!gdi - se ha,

se

Ina ta kai

- hais

som

<

Frightened

tha

kaise ni

S0-T1e-sa

Os gom

'ha.

ni

kai-se

Os gom so-re-sa

Vo.

Engelhardt #Unueb (c)

207



55 Nostalgic

J

o)

ti

/lna-be xu te,

M.

Ri

o

kaihui - se.

1.

ti
1

1T
hai,

26

Ad libitum

Vo.

ta //na-xu te-te,

32

som

hai,

som

hai

== .

ffsi>

g

e

Vo.
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4.4.26 Title of song: Thank you
COmpose/arranger: Engelhardt Unaeb

Year of composition: 2020

Range of vocal part: ﬁ

Source of text (if from folksong)/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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Thank You

Dedicated to all who have been kind to me!

Engehardt Unaeb

J= 60 espressivo

~—"
for me. Thank

2
3
-
£
2
-
| 1
o
< ™
<
Iih
i
1% m
N
|

o

through trials  andtri-bu-la -

o
God be with you

1 -
=~
May

for be-ing by my ~ side!

you

>

1
I
tf o o |
S B B

T

i

1

10

Vo.

=~ ful,

Beblessed . I am grate

foryour kind - ness.

Oh-. Thank  you

tions,

AN

12,4~

15

ful

grate

o
[ &)
e
;
L

Vo.

eunueb84@gmuil.com

210



4.4.27 Title of song: Three Nama-Damara Love Songs
COmpose/arranger: Engelhardt Unaeb

Year of composition: 2020

Range of vocal part: ﬁ

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

J =70 Espressivo, Neti du ga $nfi-o Trans: When you sit so sadly my beloved,
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4.4.28 Title of song: Totsiens
COmpose/arranger: Engelhardt Unaeb

Year of composition: 2020

Range of vocal part: g

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,

" i i 1l
see you in heaven. Forever will I miss you, the angels will receive you we

Structure/form: A B C B
Time signature: 6/8

Key signature: A major

217



Voice

Vo.

Pno.,

Totsiens

Goodbye
Engelhardt Unaeb

Afrikaans 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.
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4.4.29 Title of song: |Uba

Compose/arranger: Engelhardt Unaeb

Year of composition: 2020

Range of vocal part: ﬁ

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 / Atonal
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4.4.30 Title of song: Dreams
COmpose/arranger: Engelhardt Unaeb

Year of composition: 2020

Range of vocal part: ﬁ

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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Langston Hughes 1902-1967

Engelhardt Unaeb
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CHAPTER FIVE:
SUMMARY, CONCLUSION AND RECOMMENDATIONS

3.1, 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 of Namibian 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 of Namibian 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

Tespondents the findings cannot be generalized for the entirety of Namibia.

The study was guided by the following research objectives:

to determine the benefits of learning or teaching Namibian art songs or arranged folk

i)
songs.
ii) to determine compositional styles, arrangements, and methods of art songs.
iii) to acquire different styles of Namibian folk songs and arrange them for voice and piano.
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iV)  to set Namibian poetic literature or proverbs of the different vernaculars to musjc as art

song compositions to establish literature for teaching and performance. Each objective

will be discussed with the themes that emerged from the study.
Sl T Benefits of learning or teaching Namibian art songs or arranged folk songs

Most respondents of this study agreed that learning Namibian art songs would bridge the gap
between different ethnic groups of Namibia as to appreciate each other’s music and cultural
Practices throu gh 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 of Namibian

art songs is that it will increase attendance of recitals and concerts, which will instil pride.

512 Compositional styles, arrangements, and methods of art songs

With the literature review in mind, it is agreeable that there is an element of Sl
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 SR
thythm and b armonic 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

ot Shthe s part of syncretism. Simulating traditional and cultural music instruments and

Practices can derive many other aspects of Namibian identity in music.

8.3 Namibian folk songs and the arrangement of them for voice and piano

Since there is an array of Namibians 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 e
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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.

S.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 insti]
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
Tesearcher 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 ik,

Mmore songs can be done in other vernaculars, as one has to do ample research in the eaning

translation and pronunciation of proverbs of a language you do not speak.

32 Recommendations

S 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
€omposers 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.
523 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.

524 Recommendation for stakeholders

Funds coylq perhaps be released by organisations such as the National Arts Council to comm ission

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

'struments and larger works such as oratorios, operas, musicals and symphonic pieces.

525 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

€omposers. 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 of Namibian 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 cr eating a
Namibijan sound and identity. Eventually this list can be extended to the rest of Africa.

It ig recommended that researchers can work in conjunction with Namibian curriculum planners

i 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. F urthermore, 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

indigenoys perspective through notation that is indigenous music friendly.
As Namibians, we should not shy away from using European, Western or International musical

formg and practices as a vehicle to tell our own stories.
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7. Appendices

Appendix 1, Ethical Clearance

UNAM

UNIVERSITY OF NAMIBIA
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Ethical C1 Ref Number: UNAM-DEC-HS55/07/03/2021  Date: 10/03/2021
This Ethical Clearance Certificate is issued by the University of Namibia Decentralised
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in the Research Project outlined below. This Certificate is issued on the recommendations of
the ethical evalnation done by the DECs at the Faculty/Centre/ Campus/Unit.
Title of Project: NAMIBIAN ART SONG LITERATURE: AN EXPLORATION
Researcher: ENGELHARDT UNAEB
Student Nurmber: 201307635

Supervisor: DR. ¥. MATIURE
Faculty: HUMANITTES AND SOCIAL SCIENCES
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(b) Any breaches of efhical undertakings or practices that have an impact on ethical conduct
of the research must be reported to the DEC and the CRP.
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the Chairperson of the Faculty / Centre/Campus/Unit Research Ethics Committee) at the
end of the Project or as may be requested by DEC and the CRP.

(d) Approval is valid for a period of one year from the date of issue.
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Appendix 2, Questionnaire

My name is Engelhardt Unaeb, a Master’s student at the University of Namibia. 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 of your opinion regarding this study.

Name:

(A code will be assigned if anonymity is preferred, e.g. T1 — Teacher 1 and S1 3 Student 1)

Voice Teacher/Student:

Tell/Cell: Email

(Contact details will be excluded from research)

1) Why is there a need for Namibian art songs for voice students?
2) How would one benefit from learning or teaching Namibian art songs?

3) What are the benefits of the arrangements of Namibian folk songs or the composing of new
art songs for singers in Namibian vernaculars?

4) Any other thoughts or opinions?
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UMIVERSITY OF NAMIBIA ANNEX 3
RESEARCH ETHICS COMMITTEE
(MUST BE TYPED)
PROTOCOL SYNQOPSIS {Not longer than 2 pages)

Name: Engelliudi Unael
Staff/Student Number: 201567635
Title: NAMIBIAN AR'T SONG LITERATURE: AN EXPLORATION

I. Tntroduction, Motivation and Literature (1 Maragraph)

3.

Through the rescarzacr’s ohservalion. many vatice students throughoul Numnibia take vocal
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UMIVERSITY OF HAMIBIA
TITLE OF THE. RESEARCH PROTECT:
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REFERENCE NUMBER: 201307633
PRINCTPAL INVESTIGA TOR: ENGELHARDT LNAEB
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You are being invited 1o lake pert in o ressarch projeet,  Please lake svme time to read the
infarmation presented bere, which will explain the delsils o7 this project, Please ask the study
sl or daclor sny questions about uny part ¢f this projeet thal you de: na. fully eréersiamed. T1 s
very important that you are fully satisfied that you clearly understand what this research entails
and aow you could be involved. Also. your paticipation is enfirely yolunfary and you are fee
Iy declinz to participate.  If you say no, this will nor affeer you negatively in any way
whalsoever, You ure wlso free to withdzuw from the study ul any poinl, even if you do agree (0
take rarl.

This study has heen approvec sy the Research Tihics Committze at The University o Namibia
and will be conducted according to the cthical guidelines and principles of the intarmational
Declaration of TTelsinki, Svuth Africun Guidelines lor Good Clinical Practice and Namibian
National Rescarch Ethics Guicelines.

1. What ix this research study all uhout?
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PARTICIPANT INFORMATION LEAFLET AND CONSENT FORM
ANNEX 5

UNAM

ONIVERSITY OF NAMIBIA
TITLE OF THE RESFARCIH PROJECT:
NAMIBIAN ART SONG LITERATURE: AN EXPLORATION

REFERENCE NUMBER: 201307635

PRINCIPAL INVESTIGATOR: ENGELHARDT UUNAEB
ADDRESS: 20 TUNGA COURT, ONGWEDIVA

CONTACT NUMBER; D81 833 7244, emal: eunaebN4d@ gmail.com

You are being invited 1o take part w u rescarch project.  Please take same time 10 read the
information presented heve, which will explain the details of this project.  Pleuse ask the study
slell ar doctor any questions adout any part of this project thal you do not fully understand. It is
very important that you are fully satisficd that vou clearly uwiclesstand what this rescarch entails

“and how vou eould he involved. Also, your participation is entirely voluntary and you are free
o decline to participate, 17 you suy oo, this will not affect you negatively in any way
whatsoever. You are also free to withdraw from the study af any point, even if vou do agree to
take part.

This study has boen appravad by the Research Ethies Commirtee at The University of Namibia
and will be conductad according 1o the ethical guidelines und principles ol the intemational
Declaration of Helsinki, South African Guidelines for Good Clinical Practice andd Nurmnihian

National Ressarch Frhics Guidelines.

L. What is this research study all about?
This study will be mostly conducted with the veice students and voice teachers in Nanubia,
from the Swakopmund snd Windheek areas, Thiry-five interviewees are envisioned,
Through the researcher’s abservations a problem was roised that there seems to he livtle or no
art song literatuse for voice students 1o prepate them for their intemutional singing exams,
Therefore, this study will explore the svailability of Namibian art song literature and if
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8} You can contact the Centre Jor Rescarch and Pobiications  at 1264 061 2063061
peluassen@@unamona i you have eny concerns or complaints that have not been
adeguately addressed by phe tnvestigator.

b) Youwill receive a copy of this infarmation and cansent frm for youe swn records,

11. Declaration by participant

By signing below, | mw B R Sungion I... saree 1o ake parc in a research

......................................

study entitled (insert ritie of sty ) Nopm@op) 88T KOG LITERGTUEE |

I declare that:

8] 1 have read or had read 1 me this inlormation and consent torm and It is witten in a
language with which 1 am lNuent and comfortable.

b} | have had n chance to ask questions and all my questions have been sdequately
answered.

¢) I undersiond that taking part in this study is voluntary and T have not heen
pressurised 10 ke part,

d) 1 may choosz to leave the study a1 any time and wili not be penatised ar prejudiced in
ADY WaY.

€) 1 may he asked to leave the swdy before it has finished, if the study doctor or
rescarcher feels it is in my best nterests, or if 1 do not follow the study plan, as

: agreed to

Signed at (pluce) .. mm " L on (daw) . 9} MA I + 2020,

b ’V'P Etkea

Signmy’e olfparticipant Signature of witess
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PARTICIPANT INFORMATION LEAFLET AND CONSENT FORM
ANNEX 5

UNAM

UNIVERSITY OF NAMIBIA
TITLE OF THE RESEARCH PROJECT:
NAMIBIAN ART SONG LITERATURE: AN EXPLORATION
REFERENCE NUMBER: 201307635
PRINCIPAL INVESTIGATOR: ENGELHARDT UNAEB
ADDRESS: 20 TUNGA COURT, ONGWEDIVA
CONTACT NUMBER: 081 853 7244, email: eunaeb84(@gmail com

You are being invited to take part in a research project. Please take some time to read the
information presented here, which will explain the details of this project. Please ask the study staff
or doctor any questions about any part of this project that you do not fully understand. It is very
important that you are fully satisfied that you clearly understand what this research entails and how
you could be involved. Also, your participation is entirely voluntary and you are free to decline
to participate. If you say no, this will not affect you negatively in any way whatsoever. You are
also free to withdraw from the study at any point, even if you do agree fo take part.

This study has been approved by the Research Ethics Committee at The University of Namibia
and will be conducted according to the ethical guidelines and principles of the international
National Research Ethics Guidelines.

L. What is this research study all about?

This study will be mostly conducted with the voice students and voice teachers in Namibia,
from the Swakopmund and Windhoek areas. Thirty-five interviewees are envisioned.
Through the researcher’s observations a problem was raised that there seems to be little or no
art song literature for voice students to prepare fhem for their international singing exams.
Therefore, this study will explore the availability of Namibian art song literature and if
necessary, the establishment there of. The objectives of the study is: i) To determine the

P T T e X ST Y IR
UREC Participant Information Leaflet and Consent Form (ICF VERSION) Page 1
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