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iv.  some contributors often fail to pay publication fee on time,
claiming that publication should be free;
V. some assessors have the'bad habit of not assessing papers on time
and refusing to return assessed papers to the Editor;
vi.  some contributors want letters of acceptance to be written
immediately Smexsswns are made. and
vii.  some contm‘cuto*s will return assessed papers worse than their first

manuscripts by bringing into the works, irrelevant and iliogical
issues
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o ce:r:'xed We should publish for posterity not for promotion alone. As
Editor, I h"v“ o device dipiomatic means of stopping most of th

o

W:m ioy, I place before vou: Volumes (15) and {16} of 2013 an
2014 of The Performer: Iiorin Journai of 1he Performing Arzs. Read the
pzpers therein and note that vour immeasurable contributicn as a reader or
researcher has made The Perjormer & high ranking Journai in the African
heatre scholarship. Note also that The Performer 1s now on the Unilorin
Web and that  you can, s usuai, reach us  through

theperformer.editor @ vahoo.com.

Dr. AbdulRasheed A. Adeoye
Editor
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On the Road to Tabula Rasa: Issues in the
Development of Private Theatre Troupes
in Benue State

By

Ted Anyebe®
Abstract
This paper examines the field experiences of the author during 2
research which has spanned a period of six years. The research studied the
practice, organisational set up and the state of affairs of two theatre
troupes in Benue State during the period. The objective of the study was to
interrogate the issue of management and practice of arts in the creative
industry in Benue State. The study showed that government policies, &
continuously gloomy national economy and insensitivity of State Councils
for Arts and Culture, have combined to ruin what would have presented &
robust artistic practice irn Nigeria. The study used the qualitative
methodological approach. During the data collection, the researcher
concentrated the study on one troupe per time. It specifically employed
oral interviews and observation. In this way, we were able to assess the
views of the management, artistes and even the audiences at a series of
performances. The paper concludes that in spite of the abundant artistic
skilled performers and the zeal to engage in performances in Benue State,
excellent performance in the creative industry remains a serious issue. It
recommends a collaboratory effort through public-private partnership
which will engage stake holders in a team work that will redeem the fast

ailing industry.
Keywords: Development, Private Theatre Troupe,
Industrial Theatre.

Organisation,

Introduction
As an acceptable institution of leisure, its ability to guarantee relief

has made theatre appealing to governments, organised systems as well as
private companies who have all been involved in one way or another in
the promotion of the form. Even in traditional societies, indigenous

*Ted Anyebe is an Associate Professor in the Department of Theatre Arts, Benue State
University, Makurdi, Nigeria.
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The Pedagogy and Development Guide for Music
Studentship in Nigeria
By
Taiwo Adebusola Olalusi *

Abstract

Music as a course of study in Nigerian higher institution has
produced a significant number of top musicians and composers who have
excelled in the theory and practice of music. However, music in the
present generation has produced more of talented music artists, while the
blend of excellent theoretical and practical oriented music students are
very few. This paper takes a look into the pedagogy and development
guide for music studentship in Nigeria. Here, we identify two types of
deficient music student, and propose a seven way method at improving the
theory and practice of music. The methodology employed is deductive. It
is observed that most of the music students do not possess enough
practical skills, while some of them are not practically oriented at all.
Improving upon this and proposing a guide to being practically equipped
is the main focus of this paper.

Keywords: Pedagogy, Development Guide, Music Studentship, Music
Instrument.

Introduction

The credibility of a musician is viewsd partly from the practical
angle. Obviously, anyone who undergoes music classes can acquire the
theoretical knowledge (even though theoretical understanding is still a
challenge for many), transferring this theoretical knowledge into practice .
seems to be a major problem amongst music students. Interestingly, some
of the students in Nigerian higher institutions have previously acquired
practical knowledge prior to their admission into the higher institutions. It
is saddening to note however, that some of these students find it difficult
improving on the advantages they possess. Certainly, there is an iota of
fact that it is better to undergo theoretical music classes, before putting

*Taiwo Adebusola Olalusi lectures in the Department of the Performing Arts,
University of Ilorin, lorin, Nigeria.
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them. into practical use, or preferably undergo both theoretical and
practical training side by side, without neglecting one for the other.

As much as it has been noted, there are few music students who have
teken the bull by the hom, and are improving commendably in their
und’ersxana_iing of the theory and practice of music. However, this paper
seeks to give an insight into how music students can improve and develcp
memse‘:lves on a consistent basis. Hence, our desire 1o re-invent the mifi
It:vx'rougn the pedagogy and development guide for music studentship in

igeria.

On the Pedagogy of Music
The pedagogy of music is not an unfamiliar terrain within music
scholarship. Several theories, researches, postulations and findings have
emerged over the vears, while more are still ongoing. The complex nature
of the different aspects of music has necessitates a pragmatic
evelopments in the concepts and styles of its theory and practice. Over
the years, the process of advancements in the theory and practice of music
has bf.cn of notabie high standards and the different evolving pedagogical
theories have been the reasons for this. Pedagogical theories and conc;epts
spans through several aspects and areas of music. Karpinski (2000, np)
submits that:

The_ pedagogy of music theory has undergone great changes

dur.mg the past century-significant forces, including the

assimilation of important theoretical contributions, the rise

of U.S colleges and Universities and the advent of the

professional academic music theorists have reshaped much

of how music theory is taught.

Karpinski’s six (6) pedagogy concepts helped identify a new way
of -developing in the theory of music. These six (6) concepts are counter
point, figured bass, harmony and voice leading, aural skills, computer
assisted instruction, curriculum design. In his view, learning lessons from
Fhe past lessons about the teaching and learning of music can inform and
inspire the works of pedagogues and help deliver the very best music
discipline has to offer to all students of music.

' In our own view, Karpinski’s (6) six pedagogical concepts is key
and vital to the development of the theory of music. However, there are
s;vcral other aspects which requires development. Bannan (2000, np) in
his own pedagogical concept, he focused on the pedagogy for creative and
Aural development. His particular areas of research are the foundations of
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harmonic perception, introducing harmony singing, movements to the sub-
dominant, working with the primary chords, inversions polyphony etc.
Bannon’s direction is majorly to the singer. He is of the impressicn that
the Aural perception of a singer, with the application of the necessary
Aural tools and skills should be properly put to use. Odom (2013, np),
exemplified the pedagogy of music theory by providing a 7 method theory
for music students.

e Development a personal philosophy about teaching

e Develop an understanding of learning styles

¢ Become acquainted with some recent learning theories

¢ Acquire a knowledge of different approach to the study of

written and aural theory
¢ Become acquainted with repragentative ¢
¢ Learn soms strategies for presenting . CONCEPLs

et mmrrany A tact ST
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e Develop skills in plann
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e. Our earlier research shows:
: are the practically untheo
Developing 2 guide on how te relete th
apply the theory to the practical is what w

ant music stucent
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Y Unpracu cai.

Tota! Musicianship
As a music student, the synergy

theory should be & paramount goa! becauss this is what exemplifies one as

e assimilation of the theery

2 balance and

& Total musician. In the process of jeam
together with the application of the
ceonstitutes the whole essence of the leaming

In recent times, the level of music participation cn the Nigerian
scene has experienced a significant tumncut. Most of which is dominated
by vouths majorly from other discipline or works of life. In 2 number of
ways, the success achieved in the Nigerian music industry shares in the
inability to account for Total or complete musicians amongst our students
in the higher institutions. The financial emolument is beyond every
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reasona t i i
e thgl; gOUbl the reason why most music artists and students desire to
kno;/vled in us(gr), The pricrity of music student is to attain 2 high level of
fnone ge—,an ! u_nderstandmg about the theory and practice of music.
fortunately, this has been a chailenge amongst some of our music
students in Nigerian tertiary instituti v o
stadents i geriar iary institutions. Hence, wz cbserved according to
our resegrch twe types of deficient music students. They are the practically

ic

unthesfctica} ana theoretically unpractical.

good ;elzi, P;?-L;:dae}:t:;rgisorin%al azre .{he set of vpeople who possess &
tanding theorv of music. Most of this set of

v acguired the learning from hand t© hand prior to their

i cennect the practical

Y WE Nave Severe!:

1=

deeper undersianding of a concepi through seeing it in
centext of a greater whole and understanding the why
DENING it. }
Brailey} comment essentiaily becomes an eye opener for students that
E_he1_duldlty of your practical skills on vour music instrument connects
back to your theoretical understanding. Regurgitating or recycling ones
understar_xdmg of the theory of music without connecting and ag.apiy{;e 5;to
the prac:cal stampedes the progress of 2 music st.udent.rJ B
cvery b;{hzft:::?zcai%y }mpraf:tical are set of peopie who understand
bit of the theory of music they are taught, but find it difficult to
apply it 'wgh the practical. This doesn’t mean that they cannot attempt to
play their instrument at all. but they are lacking or probably struc’vii: ;o
transfer their theoretical knowledge into practic;. =
) Judging fr?m the above, there is no doubt about the fact that the
practical aspect of music should be the end product of the theory. When
the t_heor;i is lacking, the practical is incomplete, and when the pracl.tica} i:
lacking, the theory has not been practiced. As such, music students must
try as much as possible to locate the connection existing between the
tncory and practical, so as to achieve a balance between t;)e two, where
one is as good and knowledgeable in one ﬁspect as much as the othér.
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Steps to Achieving a Balance between the Theory and Practice
Knowledge

Here, we devise a 7 way step t0 applying the theory with practice. AS
observed earlier, our research has shown that most music student are weak
in one of the 2 areas of music and the reason for this is the inability to
connect the theory with the practical, or Jearning the practical without
theoretical guide: '

e Attend Theory Classes Regularly: One fundamental principle of
learning is continuity, once there is a gap or break in the process of
learning, it takes extra effort in re-gaining what has been missed.
The theory of music is very complicated, and can only be properly
understood by those who endeavor not t0 miss out on any class.
Bearing this in mind, absolute compliance with class attendance is
sacrosanct

e Acquire a Good Enowledge of the Theory of Music: A critical
factor to acquiring knowledge in the theory of music class is
having an understanding of every single topic. Focus is of great
essence and value here because the complications, complexity and
calculations involved in the theory of music may be somehow
confusing. A half-baked theory student will meet with restrictions
and stumbling blocks in the prectical aspect.

e Let the Formulas, Musical Laws and Patterns Stick: In every
way, music is very mathematical, it shares in some of its StrUCtures
and patterns and this is why Summer (1978, p. 1) observes that “ at
generai ievel, mathematics shares much in common with music in
their operations, application, functions and latent potentiais™. For
the connection between the theory and practice of music to flow, 2
music student needs to constantly have some important music
formulas in his or her brain. It is this formula that transiates into
the practical.

e Disregard the Informal Style of Practical Learning: Leaming
how to play musical instruments (the keyboarc most especially)
from hand to hand creates a vacuum in the theoretical aspect. it is
jike a master carpenter teaching his apprentice the art of carpentry
where there is very little or no theoreticel guide, but 2 mere
recycling of the knowledge of the instrument from the teacher
(master) to the learner (apprentice). In order to be at best in ones
musical instrument through the application of the theory to

c
B
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practice, there is a necd to unlearn the approach of the former.
Most music students especially those who play the piano leamt o
accompany o“:s. while playing what is popularly. called the
“lagbe laghe™ kind of music znid most of them do so with the hﬂlﬂ
of the transposing instrument. it is surprising to note that in rece
icts of the so calied kevboerdists actuaily possess little or o
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The Pedagogy and Guide for Music Studentship in Nigeria

Music 1s life but professionalism in it can be acquired through the
foliowing pedagogies and development guide:
Interest: The first step to becoming a good music student is to have an
interest in music. As a matter of fact, you can barely succeed in anything
you do, if you don’t have an interest in it. Hornby (2000, p. 664) defines
interest as “‘a condition of wanting to know or leam more about

S
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something”. The zeal to acquire knowledge in music must be constant,
consistent and unshakable, as it is this interest that keeps the learning
process going. The kiliing field for failure in music is lack of interest in it.

Seif Corficence: Building up self confidence is also very important. The
rechnic ichah—'mes the theory and praciice of music posal enough 1o
zge um bart as music students Whe wants to grow and develop,
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mazior pointer 1o the need for concentraticn is because O the T
_aature of music. Definitely, if music possesses mathematical calculatior

it can be confusing to students who do not give full concentration 10 it.

Personal Development: starting with an insight into the 10 great tips of

personal development (curled from www.squidoo.com/personal and

= T
hanQu».;J

‘professional development skills) every music student and musician should
consider the following essential for their deveiopment.
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Start now - avoid procrastination at all cost.
Small steps- break big tasks down into small steps
Learn from other people- you can never know it all
Embrace change- be a student of change
Take personal responsibility- aveid the blame game
Congquer yourself- the only true obstacles in life are self imposed
Visualize your goals- your goals should be within reach
Challenge yourself- different challenges per time.
Follow your passion- do what you like best

¢ Keep going and never give up- don’t let anything stop you.
Personal development is one important factor that is primary to the growth
of a music student. It is one skill which has kept most musician and
netable music scholars going. The likes of Mozart, Beethoven, Handel,
Bach etc, and of the African continent like Mensah, Nketia, Sowande,
Akpabot, Euba etc, achieved a ot because of their unrelenting efforts to
develop themselves personally.

Conclusion

Aswe hmc established in this papsr, in order to be a compleis musician
and music student, the combination of the thecretical and praciical
understanding of music is highly important. Therefore, students should
note that it takes a theoreiically knowledgeable student to excel
comfortably and convenienily in the practice of music. The theory should
not be ignored for the practical, and vice versa.

Identfying your weakness either as a ; unpractical or

practically untheoretical music student will help you realize wnae to build
nd improve in. we have proposed a 7step way to balancing the theory
practicals, and a pedagogical development guide to improving the
dard of practical musicianship. If all these are maintained, a lot would
have been done to improve on the two types of deficient n’usic student we
identified, and allow music students to develop more on their instruments.

)
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