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ABSTRACT
There is global importance of dance education. Dance contributes to the

overall development of a person (Gilbert, 2018; Pickard & Risner, 2016).
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CHAPTER ONE
INTRODUCTION

Most countries across the world, if not all, are poised to providing their
citizens with an education that gives form to character, increases the power of
the mind, expands the intellect and enables one to stand on their own feet
(Nithiya, 2012). Interestingly, evidence in the education literature (for
example, Cruz Banks, 2010; Gilbert, 2018; Risner, 2007; 2010; Koff, 2000;
Stinson, 2004) appear to suggest that dance education is a powerful ally in the
development of the cognitive (thinking), affective (emotion/feeling), and
psychomotor (physical/kinesthetic) of the individual. For this reason, dance
education has enjoyed some level of recognition worldwide, including Ghana.
In this study, | attempt to identify the philosophical underpinnings of dance
programmes in Ghanaian public universities and how they inform teaching
and learning of dance.
Background of the Study

The importance of.dance in the holistic development of /the.human
body cannot be underestimated. Globally, dance is seen as a powerful tool for
developing many of the desired attributes in a person (Gilbert, 2018; Pickard
& Risner, 2016). Amans (2017) has described the art of dance as a strong way
to communicate one's values, thoughts and dreams about one's life and the
world we live in. Evidence in the dance literature appears to suggest that, the
benefits of dance to societyare varied and numerous (Gibbs, Quennerstedt &
Larsson, 2017; Schupp, 2019). Some scholars (for example, Chan, Ginosar,
Zhou & Efros, 2019; Kalyani, Sullivan, Moyle, Brauer, Jeffrey & Kerr, 2018;

Karkou & Meekums, 2017; Risner, 2017) have argued that dance is more than
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just learning a set of steps to music or experimenting with different shapes.
For them, dance is an expressive and communicative form of movement that
makes use of the body. According to Bannon (2010), dance is a mental,
physical, and sensory reaction to experiences in the outside world. Bannon
contends that understanding the all-encompassing advantages of education in
and through dance depends on how our physical, intellectual, and emotional
selves can come together while learning in dance.

Karkou and Meekums (2017) have suggested that individuals learn
teamwork, focus, and improvisational skills as they learn to dance. It is
believed that dance awakens new perceptions in people which help them learn
and think in new ways (Chan et. al. 2019). According to Pickard and Risner
(2016), dance has the potency-to develop the physical, cognitive, artistic and
social domains of individuals. Chan (2019) have also suggested that dancesis a
wonderful physical and artistic activity that leads the body to greater levels of
energy, coordination, flexibility and muscle strength. For these and other
similar reasons, most educational systems across the world began
incorporating dance education into their educational framework.

Generally, dance‘as an academic programme began developing since
1917 (Dale, Hyatt & Hollerman, 2007). Early in the 20th century, universities
in the United States of America, Europe, and some regions of Africa started
teaching dance. (Ross, 2012). According t0“Ross; most dance programmes
started as part of a physical'education_programme before later-developing into
a full dance programme. The birth of dance education in Ghana appeared to
have begun with the establishment of the National Dance Company in 1962

which later became the Ghana Dance Ensemble (GDE) since June 1965
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(Adinku, 2004). In 1963, the Government of Ghana encouraged dance
activities to function as a vital experience in the lives of Ghanaians - hence the

introduction of dance studies in the general education programme at the

university level (O

acade Na

(Nketia i i Adinku (2004), the dal

progra of Ghana started as a certificate program
was la e diploma certificate
requisi

certificate a ave employment opportunities to those who worked in a

cultura

The Uni

education.

es to individuals to

portance of

appears to suggest
dependent on the philosophy
According to Ugwuozor (2019), like a flight plan that provides a clear

vision for successful take-off and landing, philosophies provide a clear vision
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for a successful educational practice. Ugwuozor defines one’s philosophy as
that great idea that informs the mind, fires the imagination, moves the heart,
and shapes thinking. Thus, a philosophy of education, informs how to

formul al ideals & ow to

interpr lum.and present instrt aterials (Koetting & -

Combs Ugwuozor (2019) claims that, the philosophi

driving es help instructors to formulate principle

guide { eac A1 na
turbule
important for.educators to be conscious of the philosophies driving the kind of

educati

their peda

who presu

programmes in Ghanaian public universities appears to be elusive. This is

because, the research domain of dance education is more thoroughly
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interdisciplinary, and sometimes trans-disciplinary, therefore, it is not always
easy to identify the philosophy and philosophy-relevant discourses within it.

Nevertheless, what “counts” as philosophy continues to be a perennial issue

(Ross, “In_general, 0

discuss es-in all the fields 0 what it is (in this -

examp loing so advances our understanding o

signific

part be
philosophica hools. Dance has, in fact, been practiced for artistic,

educati

, 2019; Ross,#2000)

of cultural,

university? It appears the same unanswered question | faced as a student over

the years, confronts me today as a dance teacher. Clearly, the answer to this
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question borders on the philosophical footings of dance education. However,
there appears to be a lack of clarity on what the philosophies of dance
programmes in Ghanaian public universities are and how the philosophies

influe elive : going,

study “to_exami - oundations of dance -

educati iversities and their implications

instruc has motivated this current study to atte

delve pin e education.

Purpose of the Study
The.study-sought to broadly explore the philosophical basis of dance
educati

for teachi i 3 pted in its delivery to stu

Objectives

osophical underpinnings identified _i

4, i al : i ﬂ ' > and i

implications for attainment of holistic dance education in Ghanaian

public universities.
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Research Questions
To address the research objectives, the following research questions

were developed:

1. hilosop u
1t1es?
2. roaches are used in the teaching of dance
ersities?
3.
4. !

Ghanaian public unive

Significance of the Stud

beliefs

jons of this

study wo  - : i la developers on th

findings would produce
substructure of dance educati
this study would help dance teachers to develop students’ holistically as they

are exposed to the diverse philosophical foundations of dance.
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Delimitations

Basically, the study focused on the philosophies of dance education.

The study area was delimited to three public universities in Ghana offering

on, Winneba. The study -

tudents within the selec

Limitation

one in

ed to allow the conversation to be recorded on audio
Becaus
questions

longer the

resorted to (

IS however,

g country.

Operational de
users of this study.
Aesthetic Education: Education of the human feeling (Smith-Autard, 2002;

Reimer, 1989).

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

Affective-Aesthetics: It refers to education of dance students feeling through
the art of dance. This is synonymous to affective learning in dance.

Artistic education: Education with focus on impartation of knowledge, skills

Cultur. Educatior s 0 g the cultural richness -

of aco e) (Smith-Autard, 2002).

Dance an-academic subject of study in the univers

Dance um, pedagogy and ass

dance €

Holistic Danee,Education: Operationalised in this study as a programme that

require
education
the exten

Practice-Base

delimitation, and limitation of the study, and organisation of the study.

Chapter Two was devoted to review of related literature. Particular attention
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was therefore paid to selected literature bordering on the following areas: The
art of Dance; Discourse on Dance Education; Dance Education in Ghana;
Philosophical _Aesthetics in Dance Education; Pedagogical Content
Knowl o‘ and L

educat T ation; and Cultura tion among i apter
Three methodology adopted for the study. Resea

S,

approa ials bordering on research design, popu

sampli i0 ata analysi

consid

and how they.were discussed in relation to the set research questions of the
study a

summary. of the study, tf dngs, conclusions

findings, ecti { W

conclusions.

10
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CHAPTER TWO

LITERATURE REVIEW

Introduction

explore ed the background to dy, the problem statement, -

objecti ‘and-significance in the previous chapte

devote view of related literature, and it is structure

two brg Ir

Conceptual Revie

Thi ion,of the study reviews key_concepts such as the art o

dian and

According to Nketia (1974 970)==an 1
permeates all facets of the Ghe M Q‘ E a ﬁ

The birth of a child, the initiation of boys and girls into adult

status, the installation of chiefs, and even marriage, presents the

opportunities to express joy... In general, there is feasting,

11
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drinking, and merrymaking. Within these contexts, dances
serve as mediums for honouring, welcoming, and ushering

individuals, and for incorporating them into the community at

centrjud{
—

1al system. Rites of passage in the life of th

_— )
bove assertion, one cou

the G

: Emonies that witness some

dance.
dance a'b

many varied activities. No wonder the concept has been defined by various

schola ectives..F s dance

a cultur e : ance is

actually @

society is e

culture as well in te

this sense becomes a medium N fj H ‘ s

In operating from the anthropologica

(1994) describes dancing as a cultural practice and a social ritual, where dance

is considered as a method of aesthetic enjoyment and a means of forming

12
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relationships and particular structure in the society. Particular dance forms can
thus be attributed to specific communities and by extension identifying

various communities with certain dances. The cases of Agbadza in the sense of

the E a regio
-

- i
Damba aghon people of the N gion of Ghana readily .

come - (1980), extensively explored Agba

anthrog 988), dance educationist, investigated

among | ), ‘dance anth
researc

Hertrich, Jones, Mills & Rose (1998), members of Her Majesty’s
Inspect :

dance inl

and analytical skills, knowledge of appropriate criteria, and
understanding of the different styles and forms of dance (p. 29).

13
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The above definition sheds light on dance as an intellectual process

based on knowledge of expressive qualities such as composition of

movements (reflective of shapes and motifs), which should be subsequentl

erfor subjected to af once
p P ﬁ/
based ¢ alities of the art form. A orthy of note from Clay’s. -

definit ic-aesthetic dimension or perspective of da

which art form which is meant to be created, per

and vi

enjoy

other a connected to the artistic

mith-Autard, 2002). Significantl

process

moveme
enhance

experience (Gue

ing,

ale (1981),

Aesthetic is a'bra
aesthetics is believed to have e eighteent ‘ope. The
inciting incidence credited with the commencement of aesthetics as a

philosophy came with a number of articles on “The Pleasures of the

14
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Imagination” by Joseph Addison, a journalist, in the early issues of the
magazine “Spectator” in 1712. Hitherto, aesthetics has existed as a concept

which made some forays back in the days of Plato and Aristotle. But the full

develo rom a concep
eightee argely due to widening ure activities (Dickie, -

Cutchi =

tury, aesthetics was linked closely
sublim

pain al

humanity _re 0_the supernatural for self-preservation. The beauty of the

sublime

1969; Rader, 1976; Berlea
not specify the object, whethe
perceived. To these scholars, therefore, aesthetics is a branch of philosophy

that concerns itself with the study of nature and appreciation of beauty, value

15

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

and experience of an object of interest. This study is however concerned with

aesthetics as part of dance education and therefore, opted for the former

ce, one has to critically -

experience. The nature o

definition which relates aesthetics to arts.

dance e origins as well as the genre of the dance

Ty
%

The ve as well as the audienc

stands i e)

pleasu e_at play as one engages himself/herself with the dance
produc

aesthetic a

heavily o

16
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Philosophical Concepts
Praxialism

One distinguishing factor of praxialism as a philosophy is the focus
and el

P
“perfor art (dance). While abs e IM

the fin art work — dance, praxialists prefer to focus much

more 0 onviction is that it is the latter tha
former : oduct; Understandabl) , Graha
cited b

dancer: y v ha que™ (p.

Having ¢ in mind, VGr 2

assertio e lancer to 0
a good dance

for music

e essence of

1806 to 1873 (Bentham & Mill (2004). The etymology of utilitarianism is

linked to the Latin term “utilitas” (utility) which loosely translates as

17
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“usefulness.” According to Skorupski (2007), Mill defines utilitarianism as a
creed which accepts morals as its foundation and holds that “actions are right

in proportion as they tend to promote happiness, wrong as they tend to

hich he claims as the st Happiness Principle” -

e ethical theory of utilitarianism posi

ful or beneficial to the majority; the utility

action : d ote happiness’”

puts it *
focusing_on.the.outcome. However, it is worth noting that the outcome of
choices

the future cannot be fully pree s is thus a limitation o

In’

the years have argued

yof the arts.

education philosophy in terms of utilitarianism while explaining the transition

from utilitarian to aesthetic music education philosophy. These two scholars

18
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show how utilitarianism used to be one of the main theoretical underpinnings
of music and for that matter the arts. The arts are generally, among many other

important things, used to entertain and thus exude pleasure (emotions) for

ize as well as AS par

of util Bentham & Mill (2004 utility to the “Great. -

those

Happi —

e field of arts; however, became crit

utilitar : Id be as a result of tryi

the co
gained from.the arts itself or the “pleasure” derived from using the arts to
accomp

perspec’ /

One notable utilitarian philosopher, Kopkas (2012), argues that the use

of utilitarianism is not discordant with arts education philosophy as some arts

19
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scholars seek to justify. For Kopkas, utilitarianism encompasses both
usefulness to people and the ethical principle—which is even the foundation
of the theory. Although he does not deny that utilitarianism is partly to blame
for the

e
he stro at.art educators themse ve a key role to play. In .

advanc s cites examples of how art educators in cl

try to j the arts to their students by mainly situa

signific : i jives. This mea

educatc

and affectiveaesthetics that the arts play in life and not utilitarianism. Art
educatc

beneﬁtsb of art itself. Undoubt D aé’ line of argumen broaden
the scope

a discourse 0

Cave paintings from prehistory suggest that dance was used to celebrate,

mourn, teach skills and task from one generation to the next, and communicate

20
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with the gods” (pp. 13-14). In line with Anderson’s line of reasoning, Guarino

(2015) observes that throughout history, dance has been a language that

transcends socio-cultural barriers. It has assumed a means of expression that is

deeply rofoundly hu litie
g }
culture; might use dance as a un annel to establish a sense -

of co nding at light, dance offers a medium
exchan /een a dancer and audie esThe proce
means . )
utility

'Second;dance is seen as a tool for teaching non-arts subjects. Goral

(2009),

dance and

on learning' ma

approach to learning
dance instruction can lead
reasoning. Adele-Kentel and Dobson (2007) took the approach of how to

dissolve boundaries between body and mind in order to promote a more

21
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holistic approach to learning. Clearly, the foregoing studies are evident of the
efforts being made by educational institutions and educators to adopt dance to

support the methodology and techniques of teaching non-art subjects. The art

of danc ecomes a Speci Drov

the ped : curricula.

ving theories have emerged in suppo
promu
theorie
theorie
consider_any.o
contexts
expressi r

education

could be

ideological meanings of this traditional concept may be said to have

transcended ethnic, cultural, racial and continental boundaries because:

22
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The thought of going back into history or traditions for
creativity does not only pertain to Ghana and for that matter,

ey dweﬂ/

societies (p. 31).

< re /e
o
-

om.their traditions and

sw directions in the

ppiah-Adjei offers a universal perspe
the co e ideology of this traditional conce
global

societ;

offered ists, anthropologists, and-artists.across the globe. The

current

artistic processes and endeavo
The extent to which re N Q B ! 5

the creative efforts and practices of artists, practitioners, educators and student

trainings could thus be described as the philosophy of sankofa. Sankofa

23
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requires the need to tap from the past, the present and the changing times and
processes of one’s culture to determine progress for the present and the future.

It is about giving the needed recognition and attention to the promotion of

one’s ¢ d-in the lig]
e o
E__2

exists a

n a particular culture. / g the sankofa philosophy

to dan means.-that adequate provision is made

cultura e art of dance. Ghanaian dance education

the co ces emphasis on the

value o ( N

and ho

hese impact creative exploits of artists, practitioners, educators and

student:

made fo »

contempo

curricula is

through the art of dance |

24
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Aestheticism
Praxialism, utilitarianism and sankofaism offer various philosophical
perspectives for the sphere of art education in general and dance education in

particu 1 of the discusst
-
-

terms w, and why it shou ppreciated. As another. .

philoso estheticism, here, centres essentially o

aesthet art forms. Unlike referentialists and utilit

aesthet ) SiSE
they ar
artwork fo
experie
dentify
the subjel
experienced

observes

vity

tally, for

aesthetic value through perception of the expressive qualities in the creation,

performing and viewing of the art work (Smith-Autard, 2002). Aesthetic

25
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theories, i.e. absolute formalism and absolute expressionism (Van den
Braembussche, 2009) thus place premium on the value of art (dance) to be

derived from its internal (expressive) qualities which fundamentally define the

il
‘ — A/

promu arian -and sankofaist philosophies since

stimul remains an art form of dance, and its ae

nature ised vis-a-vis othe

non-ar 1 N

philosophy..of.aestheticism thus remains fundamental to the process and

practice

practiti € , well to appreciate € ducation,
essentially

Dance education

imilar fate

ual and philosophical

provide

(dance) as a form of knowledge.

26
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Cohen (2002) asserts that dance education is functional in African
school system. From the above, it can be realized that during the educational

cycle, dance is observed in the school curricula. Dance is seen in some studies

i ]
e i
Amega th-Autard, 2002). Chow, Davids, Button, Shuttleworth & .

either u 3 004;
Uehara lics in- ing dance, and realised tha
dance view that “dance had multi-educational

apart f

cohesic

dance has notbeen duly respected as it should be.

perforni 1ce  considers th mediums (Ribeiro, dos Anjos, &

order to

becoming the modus operandi till the 1970s. Next in line to have developed

27
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was the professional model in 1970s which coexisted with the educational
model. Subsequently, Smith-Autard, in the 1980s, made her proposal for a

midway model — an amalgamation of “some of the elements of the

educat d professional r
E__2 4
conceptual basis of 7 d’s midway model “lies -

in the ¢ in education” (p. 5) which essentially ain

at achi on, aesthetic education, and cultural edu

Similal

of “dan

16). Therein.lies.clearly defined fundamental pedagogical frameworks by both
Adink '

purposeb of making provisio e education to atta pjectives
could be

artistic, aesthe

ography, performance

‘Essentially

the artistic-aestheti

education practice worldwi

pedagogy of dance education.

28
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Dance Education as Artistic, Aesthetic and Cultural Education

As practitioners and educators of the art of dance, Adinku (1994) and

Smith-Autard (2002) offer three concepts worthy of attention in art education

in gene dance educatio ectiv
they pr education practice globa mith-Autard uses the

express sthetic and cultural education” (p. 5), Adil

similar; t “dance as art, aesthetic and cultural actiy

16) Cl : rm oo

schola

rather than ‘activity’ as employed by Adinku. This section will help to us to
know

how to get the most out of stc ptual framework. Disct aining

to dance

appreciation gained

oreographic

art of dance [and

knowledge and understanding .‘mﬁ @ B E 5

The artistic education concept was encouraged in the development of

new dance forms in Ghanaian dance education (Adinku, 1994). Adinku noted

29
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that the process of developing new dance forms requires recognition of
everyday aesthetics which are part and parcel of ordinary experiences of the

people in order for continuity to be established between development in

—
E__2

project XiS 0 'quere Opoku, er of dance education in_

emerge ocleties and 0

Ghana | (Figure illustrates the process of dal

educat from the standpoint of Smith-Autard (200

Creating

' N Artisti)

Connecting Performing

Process

=

Responding

‘Viewing ' :

Smlth-Aut
education in dance as the
immeasurable. Therefore, the essence is 0 ntrinsic) qualities of

the art work of dance which are to be viewed through the experience of the art

30
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work. The nature of such qualities in the art of dance and how they could be

related or expressed is, basically, what aesthetic education in dance seeks to

achieve. The emphasis is thus on expressivity in dance creation, performance

and ap and

and
.
E__
o e
sensibi 1

ed through the pr experiencing. It is that -

which preciate dance from its “various dynan

tempo ,”-as “to become aware of the expressive

of mo 3) ording }' d
by Sm
experience.and.feeling; intellectual analysis may come later. To that end, Reid
(2008)
ance) exists essential aesthetic
value. Ap

provision

tter” (p. 31)

“In the Schoo! : it 1 is i on pure enjoymen

within the concept 0

the view that dance is feeling
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Dance Education as Cultural Education

Culture may be described as the total makeup or character of a defined

society (Nadel, 2013). From this perspective, cultural education demands that

certain consciousnes s and
—
E__2

d preservation and p of one’s culture. Dance -

efforts

educat from the point of view of Smith-Artaud (200

apprec as a teacher of and about culture. In essel

art of ' as a reflection on

culture

sociological .and._historical character of the context of such art forms.
Indigel

practices|a aes 0 popular

and conte

socio-cultu

dance forms can be.
Dance, as cultural ed
dance forms and how they are taught and learned have implications for the

preservation and promotion of such cultures. Dance forms should thus be
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rooted in their cultural make up, character and spirit as to become the carriers,

teachers and ambassadors of such cultures. The expectation is that culture

should be at the forefront of processes of creation, performing and

appl ec -rlCS.
¥ = /

of danc d cultural education offers a practical holi

frame e implementation of Ghanaian dance edu
could
dance

therefore

Keun &

S on dance

Weindel, 2011), and vertical alignment (Chatfield, Krasnow, Herman, &

Blessing, 2007). Student dance training is in two levels. There is the practice-
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based and theory-based teaching and learning. The practice-based teaching of
dance is needed since dance is a performative art form and, therefore, its
practice is needed to enhance the understanding and appreciation of dance.
Some f

differe al per formance, “the e ormer must be e oeda-

with ¢ y different from those of normal performe

(Ericss Romer, 1993, p.134). Seels (1997) noted,

| "y -
i A of . effectivi

o.perform the task or.whenspractice is delayed.

provides little or no

nsists of activities purposely desig
formanc

n the following

their education goals. Jones and Egley (2007) studies were interested in testing

approaches by teachers. They found out that, teachers were struggling with
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getting students to understand what they were teaching them at the same time

measuring them through standardized scores. They therefore recommended

that, policy makers should reduce the negative effect of learning so that

also instituted Abibigro
is a performing art group t . Adinku

(2004) posits that,
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The search for a group to perform roles similar to those
pertaining in the traditional system for research in the

performing arts with a decision to establish what music, dance,

easpau,e{

Institut search activity was, therefore, in line with “th

ertion, the fo

aspirat .52). Inferring from the foregoing discussic

structu
establis

in line with Nkrumah’s vision for Ghana at the time (Schauert, 2015; Adinku,

1994).

/ »-.,_ vere also

dance education a
level.

Various accounts have been pre olars on the history
of Ghanaian dance education. Hence, the current study draws from some of

the perspectives, particularly those offered by Adinku (2004) and Kwakwa
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(2015), who were both pioneer students of the dance education programme at
the University of Ghana. The narratives of both scholars have it that the

University of Ghana was the first university to establish dance as an academic

progra 964. Admku Oncep
i

e
of cult ion of Ghana and Africi ational Dance Company. -

was es er became Ghana Dance Ensemble (G.D.E
since J cation as an academic discipline was intrc

the sa .

acade

programme ed fourteen years after the establishment of University of
Ghana .

dance w s introduced as an ac 2 scirpline in Ghana.

A

September 1964, two

2 practical

, the curriculun

who had spent the previous two years through extensive practical training had

been chosen for non-residential studentships while still remaining connected
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to the Company. While practical training with other employees of the
Company was scheduled for the afternoon session from 2:00 p.m. to 5:30

p.m., theory classes were offered in the School from 8:30 a.m. to 12:30 p.m.

Adink urther indica
after - the establishme ensemble, i s

T] cqurE_jo a_certificate in dance was

ation of practical program_and. for-
ork. At this stage, the programme wa
f 0 'I."'--

C S- i0

erred from Adinku’s.assertion..above that the da

progra

establishment. Adinku (2004) further indicated that,
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Table 1: Advertisement Inviting Applicants for Studentship in Dance and

Theatre Studies

. —Applications & 2
E 2
E-at £6180 (beginne ediate

Dance Division of the Ghana School of Music

s must have a good basic educatio
dance. They must be not less than 18 year
Id, and must be __ ed

®'

national Dance Company on completion of their course.
hould reach _th ana School o

October.

batch of students admitted i ' e e
time, the GDE had 46 me HQ lﬁ who were

students) and 12 drummers. It is worth noting that, not all members of the

dance company doubled as students. They comprised eight females and five
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males. These students doubled as dancers of the GDE and dance students of
the Department of Theatre Art dance programme.

_The dance programme started as a certificate programme and was later

upgrad diploma status \ 3 pre
requisi _dance and cultural stui ddle schools ‘and the -

certific 1t opportunities to these diploma graduates
work i anization. Adinku (2004, p.53) recounte
diplo -
and mi

such a

indicate

ate

walso a PhD

programmes.
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Profile of Dance Education in University of Ghana
The narratives indicate that University of Ghana was the first university
O

to establish dance as an academic programme in 64. In line with Nkrumah’

concep a patic
" ‘
Compa ed-in 1962 and later be Ghana Dance Ensemble in-

June, S an-academic discipline was_introduced
Septe ersity of Ghana, Legon, the same year the

Dance

dance ¢

nce.programme which started as a certificate program was later

upgrade
requisite to teaching dance a ural studies in middle s and the
certificate p ent oppor es gradug

work in cultura

rofile of Dance Education in Universityrof Cape Coas

as part of the university’s liberal education.
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Profile of Dance Education in University of Education, Winneba
University of Education, Winneba (UEW) unlike UG and UCC also
established its dance programme with a different approach. The dance studies

is part )epartment o g
arts are | from the traditional set 1ld be applied to UEW’s .

theatre ently. Therefore, students admitted

theatre ce. This makes the dance education prog
in UE in almo
produci

in UG and

Theatre \

link or re

the

on empirical

Cudjoe’s (2015) aim was to analyse Kete, a dance among the Akans in

Ghana within the context of their gestures. He was also interested in
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determining how the dance movements differ within and to determine if it was

safeguarding Ghanaian culture. Cudjoe asserts that, Ghanaians borrow

movement ideas that are foreign to the Ghanaian indigenous philosophies and

symbo y-extensio
—
U

identit ances are no exceptic philosophical issue. -

affecti In_recen

es, Cudjoe noticed that, K

perfor ete and other Akan dances had accultura

other G r Kete performers:
the dal
context. He noeted. that researchers and performers of dance should appreciate
that da .
Kete.
gather the

Cudjoe

The ongoing

universities and to d
inform the teaching and le public

universities.
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Kuwor (2015) aims at exploring the artistic collaboration between the
body and music in a holistic form among the Anlo-Ewe of Ghana. The

research articulates aspects that form dance in African civilizations as opposed

to the i ance in no and
_— ‘

theorie; opology, ethnomusicolo oreology, linguistic and -

cultura hes that there is a relationship between da

and liff eople. With the help of epilcalr data,
showec . 2
cultura 0C n

movemen estures, philosophy, beliefs, cosmology, clothing, and other

visual f

C meanings

opposing sex choose a feminine costume? The myth of choosing a feminine

outfit for the opposite sex, as well as clothing representations, were looked at
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in relation to the Dagbamba people's cosmic worldview. The paper makes the

hypothesis that the Daghamba legend is the source of the feminist reflection of

clothing on the men in the Baamaaya dance performance through participant

observe terviews, and '
" : m/
ostumes are not o ally applied, but also. .

embed bolisms, signs, texture and elements that:

impetu ework of the dance (Kwakye-Opong & Je

Accord ‘ se the Baamaaya

portra

dance is a_permanent cultural legacy for the Dagbamba that encourages men,
especial

motions'o

convey of

relevant socio-cultu

per

sand other

research is that the authors set out to investigate the philosophy associated

with the dance costume of the Dagbamba people and they were able to spell
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out what this philosophy is and the effects they have on the people and dance

suite. My work also sets out to explore the philosophical underpinnings of the

dance programs in Ghanaian public universities and to discover the nature of

the phi al-structure anc dance
educat jan_public. Althougt arches revolve around -

philoso mes_from the context within which they

situatec is situated in education whiles the fo

b

situatec ; -

value it adds.to,the advertisement. The author claims that in Ghana, television
advertis
viewersto use the offered d services. The band gument

asserts tha

with their roots more and more recently, and it is obvious that dancing and

music are significant aspects of Ghanaian culture. Most rites of passage in the
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Ghanaian culture include dance. As a result, dancing is now incorporated into

the majority of governmental, academic, and cultural events. Darko (2015)

concluded that advertising practitioners are properly recognizing the

import Ghanaia L usefu
—

channe e discerning television

g public as they try to -

influe hoose certain products. Darko’s work

to analyze da

comme e-went out of the ordinar

as onl ; s of making.income. IV

is situ

ion of dance.

comme

dance in(

that has e

formal components

dance, Persaud used Dunha
literature on traditional Ghanaian dance, the study relied heavily on tactile

experience and interviews which were conducted in Accra and Kilikor.
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Traditional Ghanaian dances, according to Persaud, are among the most

precious assets of Ghanaian culture, and as such, the arts are shrouded in

secrecy. The research revealed how traditional Ghanaian dance serves to

transce tern_conceptio d
tical ideals have influen ense of identity, which -

is exp strengths-of this research are that, the autl

West's

always
worki

a spect
the art
philoso

universitie

W the

Jof dances

used a case study approac

was gathered from three
committee, three UEW performing art lecturers, and ten UEW Theatre Arts

student performers, for a total of nineteen participants, using purposive
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sampling. They chose these participants because they were actively involved

in the process of putting on a cultural presentation during the congregation.

The data was gathered during the six-day November session of the 23rd

congre emony at UE ations.
= :
of vide f the ceremonies were Jata collection tools. The -

verbal were-analyzed and interpreted with thems

analysi analysis for the observations. The idea of ¢

approp S Xe T
perfor

country and.the.dances are communally held.

selection! process favor one commu
Second, ¢

revealed tha

“custodians

usic and dan

philosophies considered in selecting dance was for recreational purposes but

my philosophies will be for educational purpose.
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Amegago (2015) reflects on how he redesigned and taught the

FA/DANC 3330: Canadian Dance Mosaic course using a multicultural

approach at York University in Toronto, Ontario, Canada, from 2005 to 2008.

The st nines the proce grams.
- /
offereo _department at York U , as well as the author's -

strateg structing the Canadian Dance Mosaic Coul

Dance Mosaic, the author took into accot

diversi ‘ ersity, Toronto's popt

In rede
multic
enrollme e.also discussed the characteristics and roles played by dance in

various

1 philosophy.sviews

vby fairly

educational idea 0
hurdles that inhibit minori e ‘edominate
educational system. On another hand, Amegago also reflected on the various

modes of knowing, such as participatory or practical, interactive, oral, aural,
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visual, cognitive and literary modes, in order to accommodate learners from

diverse backgrounds.

‘Instead of focusing on students' deficiencies and emphasizing

compe erformance o n o
-
—
student e was designed to asses ts' level of competence. -

and he od of using evaluation as a diagnostic tool

oppose s-assessment was conducted over the cot

the se ' participation in class dist
attenda

presentati izzes, research proposals and annotated bibliographies, and
final re .

ountered

were exposed to ma
styles, and it gave them the al
styles. A remarkable strength identified in the work of the researcher is his

ability to consider all the stakeholders when developing the program.
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Although Amegago included some educational philosophies in his study, my
study focused on the roles the philosophical underpinnings identified, play in

the teaching and learning methods of dance in Ghanaian public universities.

Also,

< a
i
-

e,
researc ucted will give differe

naian ures, Amegago (2006) presente

brief o

ds of teaching/learning African dance and

The st ch African  perfol
curricu

and i nting an African dance and music curriculum in a Canadian art

school.
interactior

were mai

ellectual

\frican societies did not

S, potential

founding the Institute o
Ghana Dance Ensemble, an
Ghana. He did note, however, that beginning in the late 1960s and early

1970s, higher education institutions, especially in the United States, began to
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include African dance and music in their Arts curricula. He speculated that the

motivation for including African dance and music in such institutional

programs could derive from a desire to enrich their curricula, a need to include

the Afl erience e arge.
-
popula of African descent, a 0 promote cross-cultural -

unders ational relations, or a desire to globalize

curricu s also aimed to expand students'

5

/Ironme

awarel

their s

researc essment, and appreciation.

students il

movement:

ultural arts

improve their perfo

of African performing arts : ; study and
Amegago’s (2006) study are both conducted within the school setting.

However, the former did not focus on the educational philosophies and their
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implications for attainment of holistic dance education as this study sought to

explore.

“Ashley’s (2006) presentation pursued fresh possibilities for the

interse “o agogica
- J
centur ation. According to thi er, the incidence of -

multip easingly growing across the world, whicl

why sl ainable, legal, and meaningful analysis 0

from

progres

twentie

human

that there

dance fro

to the adva

sense of other people's

culturally

century, the ‘Creative Da
dance education pedagogy o
other theories were the opposite of how dance is taught. New theoretical

perspectives on what it means to be dance literate, according to Ashley, will
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need to be considered, and dance education may benefit from new pedagogical

experience to complement innovation. Finally, she mentioned that the

resulting consequences and changes in mindset are both exciting and

innoval well as overw ]
-
acade S_mine, my study fc 0 e roles that the -

philosa tified played in the teaching and lea

method n public universities.

artistic
ongoing _mig
identit

education a itti getherness

through d

and training, accord
and what we teach. As we ame ' a iate new
dances and the societies from which they come, our differences and the lived

experience that we either acquire or own contribute to the rich array of
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understandings in our teaching. Questionnaires and interviews with students
and tertiary arts educators were administered and conducted respectively, in
Auwustralia at Deakin University in late September 2010 and in South Africa in

late Oc¢

10 N DOSt, 0 a
-

intervie e_instructor in Austra . During the interview,

he was questions about community, multiculturalis

diversi d teacher education, resulting in a richer t

i

data th C nn The researchel
to dra
Arts, particu dance education, by creating partnerships and relationships

across

ent music,

udes that, dan

multicultural society. Dawn (2013) worked in the academic context as | am

56

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

also doing. However, he did not identify and determine how philosophical

underpinnings can inform the teaching and learning methods of dance.

‘The continuous emergence of new generations of African artists and

acade N-artis yle
process - Am gago (2011), nece orresponding study of .

the pe urriculum. The book aimed at revisit Afri

music

performative, and educational backgrounc

process ] ceptua ure for:
music iz€ Nt
vocal soundsgin ental sounds, and human movements. This was designed

to supp

and dance 2lor's degrees in arts,

education

pected to learnsabout

, as well as

the production and a
as develop collaborative ski

The author centered on the traditional Ewe who live in the southern parts of
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Benin and Togo, as well as the south-eastern part of Ghana, in order to

achieve these goals and objectives.

_The emphasis on Ewe music and dance is due to the fact that the Ewe

as a rican e g g
Africal Cultures, which can be by people of different .

culture esearche olistic approach to curricu

creatio rican music and dance curricula withi

socioc different educational an
settings

this curri m,development project was performed by a dance group (formed
by A A
especial [

Ewe setti

Keta.

ives, on the

d conferences i

holistic
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Domenici (2006) defends the idea that the best contribution that these
dances can make involves a change in epistemology by examining how

"common dances" are often included in University Dance Programs. He

speaks recent experie Bra
where s of basic field study, etaphors and corporal -

dynam lagogical -approach. According to Domeni

univers s with a focus on "popular dance" have a

scope ' nical analysis. “Re

opport

reflectil ome.of the consequences of integrating traditional dance traditions

into the

Domenic

not taugh

use traditional dances

IFe sensitive

academic domain as mine. However, the difference between both works is

that, this research focused more on physical features of students such as body
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movements but my work will focus on philosophical ideas which can be

adopted to make the teaching of dance in Ghanaian public universities easier.

A study conducted by Stéta and Viskus (2014), aimed at identifying

the ge evelopment pal dance.
" _ d/‘
pedago hors- discovered tha gogical practice of dance -

educat tically-in-recent decades. Traditional dal

pedago ' model of instruction, in which students’

by im i rie onstrated by
instruc
knowledge.into.knowledge for teaching and learning requires much more than

dance

teaching techniques to insp gage their students

eyword dance

hed research questions

ought the

increasing importance
realization that simply teac
longer adequate. Individuality, imagination, and a subjective approach to the

learner and the learning process are all important factors to consider. Finally,
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the somatic approach builds on the previous trend by incorporating the way of

thinking into the teaching of dance techniques. In addition, the cognitive

readiness and receptivity are also supported by somatic body techniques —

yoga. tionship of the 0
"

subject

dagogical assistance in additior
-

special eacher's specialty-based growth is aided b

acquire 0

lines be

new to New technologie nedia have taken

problem

filter, and . Ina

multicultu

Dance is more of a:t00 Y

h tive
ap I a U individual's
he bacnce technical 2

, are both important goal

this research serves as basis
philosophical underpinnings a and Viskus

(2014).
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Marzia, Conte, Pastena, D’annaa and Gomez (2013), in their study, set

out to demonstrate how dance, along with other disciplines, can help to

completely form an individual by performing on physical, psychic, and

intellec els.at the same dance
which ind : 7 aining and relates to -

a parti examined the literature on F

Dance

ew phenomenon that emerged in the artist

at the t ' dy called into question
body d
remarked that after the introduction of Free Dance by its
pionee

indicatec _

schools i

creative ac

self-awareness. A

of dancing

facts. However, so
programs. My work is differe

that inform teaching of dance in Ghanaian public universities.

62

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

Perlshtein (2016) examines the opinions of observant dance teachers

on various aspects of their career Scholars of arts education, according to the

researcher, emphasize the importance of teaching the arts to a person's identi

format ess.

student se who are gifted in

ause the arts stimulate -
cogniti itical thinking, which refers to artistic inqui

in art ¢

s no distinction of faith and ater in Isra
Religio :

people

with modern,Western culture. Only observant teachers are working in this
scheme !
encoura _
(Perlshtei

The's

al heritage of the art

ption. The

quantitative approal
total of 108 people. The qual

(11) teachers.
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The study looked at how observant dance teachers felt about three
things: their reasons for teaching dance, the interrelationships between faith

and dance, and the value of learning dance as part of the formal curriculum in

the R. nework to s 7
ame /
relatio _the religiosity of the t and these three factors -

(Perlsh towards-myself motivation is stronger tl

the alt

trinsic-educational motivation, and the ex

motiva : otivations. for choosi

instruc

more by _inte personal characteristics, such as a love of children and
teachin

interrelatic

and the contributio
(Perlshtein, 2016).
Students in dance lessons, on the other hand, can learn and develop

their cognitive and emotional skills through a number of approaches,

64

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

according to the interviewees. Their belief was based on the principle of
multiple intelligences, which states that students should be exposed to a range

of teaching approaches in order to understand their potential abilities. The aim

of the vas to

religios pects of the research thi ooked at. According to -

the tea study population was divided into two clas
(very s). The results revealed that very re
particig .

interre

contribution.ef,dance lessons, than religious participants. Perlshtein (2016)’s
work is .

situated n the school setting y different from what

This stud

s, mental health, and

that linked

with academics in a way that facilitates learning achievement and grade

advancement, potentially leading to higher dropout rates before high school
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graduation. The investigation of brain/neuroscience studies, according to Jean-

Baptiste, contributes to an understanding of how the brain is related to

communicative and expressive aspects of dance. As a result, the study looked

at both d curre

"
better understand how

can he ation can help students. .

learn ademic subjects and social skills. Brain Dal

and B Dance Education are two other core O

identif :
pattern

these movements. link to the central nervous system by setting the groundwork

ion to g N
)2 Philadelphiasdance

d the other

examines student a
that dance education would
they now have a goal to work for, which requires them to concentrate on work

both within and outside of the classroom. Many children believe the fun is
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taken away from them when they go to school; therefore, incorporating the

concept of fun or play into the classroom engages students "through

movement, novelty, challenge, surprise, and group work™ (Jean-Baptiste

2016, p

ion, according to the re 2r, 1S a way to improve -

public- lents who need a different way to be involy

in the

ers (students, instructors, parents, and

educat ) > education when audit
kinest

education _ingthe twenty-first century is evolving and necessitates a new

approac

in K-12p
work of J

works are

on are

fluid, but they ha
paradigms that their practices
often mocked as "destroyers" of traditional forms by some schools of thought,

their contributions are particularly valuable because their re-interpretations of
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traditional dance forms have a direct impact on dance structures in Ghana.

Awuah (2015) aims to recognise several distinct re-interpretative

styles/patterns that this group has on traditional dances, as well as their

influen aditional danc
e .
groups the researcher, have chg ormance paradigms in. .

their o wing-inthe footsteps of the Ghana Dal

Ensem oked at how two amateur dance groups W

definin ' ional materials, as
overall
traditional danee performances. As a result, Awuah launched a study into the

amateu

gain a better understanding gnificant changes dancing
culture,

dancing.

ppearance,

liarity of dan

group as amateur.
the Dagbeneva Dance Theatre . At the
time of the study, these two groups were living in Maamobi-Nima, one of

Accra's most densely populated slum area. After observing the amateur group
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for some time, Awuah (2015) established the idea of radical interpretation as
the basis for re-interpreting the appropriation of cultural forms from the GDE

and traditional settings. The radical interpretation is a process that involves

“the c¢  0r_unco 0 1 . ‘
g
from @ onaldance forms, w y or may not share any .

ideolog lels with the dance form in question b

used i s” (p. 58).

is not curf

will vary s

velopment,

Adjepong and Obeng's (2018) paper was to re-emphasize the role, benefits,

and significance of the Performing Arts in Ghana, as well as their implications
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for formal education. Performing Arts education in primary school, according
to these scholars, helps children understand the use and application of music,

dance, and drama materials in their communities. Primary school students

learn a ‘importance o s and-
— ;
. e
the im n_them through obse periences and formal -

studies it school.

wed that using the Performing Arts as a te

A

methoo I ra hildren to learn.
the po
develo | who take music, dance, and drama education

COurses

arts in sgl

sound en

rming Arts because it is

s festivals.

the quality of primary school education would lead to the development of

sustainable professions, the dissemination of cultural values that have the
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potential to reverse many people's immoralities, and the promotion of tourism,
which has a positive effect on our local economies.

‘Their results highlighted the importance of encouraging primar

school 5 t0. consider he catio

-
in thei 'he beneficial effect of t s on citizens and society -

in ge yconsidered by schools with the aim

comple ubject_into the school curriculum to p

childre \ y i1 fs. practical:ex
This N

dance, ‘and._theater, ensuring that the Performing Arts continue to play a
positive :

My wor _

philosoph

Post-colonial educational theorists, according to Petrie (2020a), advocate

bringing indigenous cultural understanding into the classroom, including the
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arts. The primary data collection methods were interviews and focus groups,
and the data for the analysis was chosen using purposive sampling. However,

to provide data on a wide range of subjects, an exploratory and emergent style

was ch o 3 .
g ;
yvas-able to observe e esults through various -

locatio sses thanks to the multiple case study de

which of data. The ethnographic methods, on tt

)

hand, ¢ : er Ghanaia

paying

data across.different participant groups and locations was used in the study
design,

on the ot ' , Shanaian

culture wi » i pecti

lis study

potential studies, according to Petrie. As the Ghanaian educational system

strives to increase student achievement and youth jobs, policymakers,
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government officials, educational administrators and teachers should strongly
consider the role of music and dance in advancing Ghanaian SHS students'

progress. The work was situated in the school setting but very different from

what | study. My stu Tt
—

in the Jance which was not r d in this work by the -

researc e
at how administrators, teachers, and stud

Ghanal .

Ghana

transformations/According to the researcher, regional diversification, political

stabilit

iplinary

of incorporating'more

essed by

music and dance education is linked to post-colonial educational discourse

calling for educational change that prioritizes students' culture (Petrie, 2020b).
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Practical dance, once again, will resolve the need for more physical activity

among Ghanaian children and youth. This research also shows that the

WASSCE, which is the evaluation framework for music and dance, needs to

be upd represent wide 5
p -t , a/
conclus 20b) emphasizes the of developing a specific -

SHS ulum that incorporates tradition, popular cultt

and cr

, Petrie indicated that, participants agree

Ghanai ee b l.u‘v:-l'
curric

government.leaders, and international organizations working to grow African
music e

priorities.

but very

philosophic

y in chapter
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CHAPTER THREE

RESEARCH METHODS

esearch_design, study area, ppulation,_

Research Desiin-

According to Kirshenblatt-Gimblett (2006), research desigh refers to

-— am A

study coherently and logically, thereby, ensuring that the research problem is

contemporary phenomenon within its real-life context; when the boundaries

between phenomenon and context are not clearly evident; and in which
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multiple sources of evidence are used. Similarly, Hayes, Kyer & Weber
(2015) opine that case study research allows for the exploration and

understanding of issues. For Creswell (2007), case study design allows for an
in-dept ration of a he $S, 0

individ on_extensive data coll vidently, the various. -

definit in this paragraph appear to suggest that ¢

studies ovides clear insights into different situatio

include : )bserving a systematic

in a pal are

is a rab a method, particularly when a holistic investigation is

requirec
D narrow down to on of the collective ¢ design

adopted

tlinger,

esses and

3

d understandini

for consideration. In this respect, the dance curricula as textual materials were
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examined along the lines of the underpinning philosophies, teaching and
learning methods, assessment and evaluation processes.

"Even though case study research design in general, has become a

popula y (Yin, 2014), ource
of con xample, case study desi arged with bias'in case -

selectic 5, _non-replication, lack of generalisa

conclus piric influence (for example, too many va

and toc j e that the researchers' pi

expos

research_as_being_useful only as an exploratory tool. Some scholars (for

exampl
for gené ating theories.

HC

of results, from either ‘single’ or ‘multiple’ designs, is usually made to theory

and not necessarily to populations. The inappropriate manner of generalising
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assumes that some sample of ‘cases’ has been drawn from a larger universe of

‘cases’ (ldowu, 2016). Thus, the incorrect terminology such as ‘small sample’

arises, as though a ‘single’ case study were a single respondent (ldowu).

Furthe Sreswe 0 argu
> /
that e ase study can be cons acceptable, so long as it -

meets t f the study.

critiques is

d rejection of the case stud

claim t based ¢ 2 r '
philoso

can be tinuously challenge the research strategy, to encourage
contin .

s, | emphasise

plored qualitatively. A

on (i.e. the

central phenomeno
nature of the phenomenon, | f

that qualitative method could be used to obtain the intricate details about
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reasons behind actions that are difficult to extract or learn about through more
conventional methods (i.e. quantitative).

Creswell (2014) has asserted that research designs are

Pring (2000. p.89) suggests.l

relative in interpretivis
views of positivist/postposi
approaches available to understand the problem, instead of focusing on one

approach. The pragmatists seek mostly that which is practically useful and
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whatever works. Therefore, they are not committed to any philosophical view

or reality and, therefore, use mixed methods in their inquiries.

“Given this, it is significant to note that the philosophical assumption

irvent study

-
- .

world _the research seeks  t e about a particular .

guiding

pheno nt of the research participants in their soci

setting inderstand a phenomenon from the perspec

those | Jhilosophy norms

particig i Cos‘tantino, 2008). Thus, t

understandingof the researcher is co-built with that of the participants through
their m

the resez ch-initiated effort wé) for data generatic

Study Area

he West,

Burkina Faso 1 i and Togo to.the East. The Atlantic Ocean Gulf

Guinea is located f the cou e countr

..Ahafo, Ashanti, Bono East, Bono,
Central, Eastern, Greater Accra, North East, Northern, Oti, Savannah, Upper

East, Upper West, Volta, Western North and Western.
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UPPER EAST

ot
(DAMBAI)

WESTERN NORTH
(SEFWI WIAWSO)

KEY @ New Regions
‘Figure 2: Map of Ghan ' t

Interestingly, the three public universities selected as cases for this study

learning are the only public
programmes in Ghana.
History has it that the University of Education, Winneba (UEW), was

established in September 1992 as a University College under PNDC Law 322
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and was called the University College of Education of Winneba (UEW, 2019).
On 14™ May 2004, the University of Education Act, Act 672 was enacted to
upgrade it to the status of a full university. Statistically, the University has a
student population of about 59,916 (UEW-Basic Statistics, 2017). The UEW.
operates from four campuses, namely: the College of Technical Education,
located in Kumasi; the College of Agriculture Education situated in
Mampong; the College of Languages Education located at Ajumako and the

Winneba Campus where the School of Creative Arts is located.

Credztv)NL

Figure 3: University of Education Winneba

According to UEW (2019), the School of Creative Arts strives to
ensure that students pursue and maintain academic excellence in the diverse
arts specialisation fields. The School also trains art students as educators,
artistic and cultural managers, artists and artistes who can leverage creative
and innovative environments to generate new ideas. Thus, students are
equipped to be reflective artists with broad and diverse general knowledge
considered to be essential. As a result, the School provides its constituent
academic departments with efficient and valuable administrative support.

School of Creative Arts comprises four academic departments namely:
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Department of Art Education, Department of Graphic Design, Department of
Music Education and Department of Theatre Arts. The Department of Theatre
Arts, which is the micro study area in UEW, is mandated to prepare theatre-
teachers and practioners to support theatre education in Ghana (UEW, 2019).;:
The Department seeks to train and equip students with relevant skills to teach
dramatic and dance arts in Ghanaian schools as well as train general
performers, designers, and tehnicians with appropriate expertise to pursue a
wide range of careers.

Regarding University of Cape Coast (UCC), it was established in 1962

.

UNIVERSITY OF CAPE COAST

.

Entrance to the oﬁi}riarhpus
2 T
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innovative and demand-driven programmes in the humanities, education,
sciences, medical and allied sciences.

of Cape Coast (UCC’s) Department of Music

a Y i s ns i
ncement of the vision of the Depa
‘ i ‘

&b y as a whole
Uriversiy of ¢

West African sub-region was founded in 1948 as the University College of the

Gold Coast (UG, 2019). UG’s Department of Dance Studies evolved in the
year 1977, when the then School of Music and Drama changed its name to

School of Performing Arts, and has continued to showcase all that is best in
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African and world theatrical performance and scholarship (UG, 2019). The
Department offers its students the opportunities to explore dance creation,
performance, research and documentation; examine the connection of dance as
a viable profession and commaodity to the new and emerging Creative Industry.
in Ghana. Also, the Department aims to prepare students for entry into the
dance profession either as dance teachers, artists or coordinators of dance and
related art forms. It seeks to develop students’ skills, knowledge and

understanding of a range of dance techniques and styles.

nﬂwofﬂm W : ‘i‘ :

iedlt UG

Figure 5: University of Ghana
Population

According to Hassan (2019), research population is generally a large
collection of individuals or ‘objects that is the main focus of a scientific
enquiry. For Creswell (2009), it is a well-defined collection of individuals
known to have similar characteristics. The target*populationscomprised two
groups of people. Thefirst group consisted of twelve (12)-TFeachers, while the
second group was made up of 855 undergraduate_students all from the three
selected Universities (i.e. UCC, UEW & UG). The members of the population

have similar features (i.e. they all study or teach dance education) (Glenberg
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2010; Walliman, 2011). The breakdown of the teachers’ and students’
population is tabulated in Table 2.

Table 2: Population of Teachers and Students

\ B

Teache - 8

Stude| 22

Stude —

Stude
Stude
Total
Source: Fi
rom all, races anc
cial
opula upon
Sion may haveat least credits (AL - C6 in WASSCE and A — D in
w
SSSCE) in English, Core Mathematics and Integrated Science (for Science!

related programmes) or Social Studies (for non-Science related programmes)

coverage and the quality of data w 1 . Lincoln & Guba

(2004) have argued that, in planning and operationalising research, a sufficient

number of participants must be identified and selected to provide data width,
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depth and salience needed for authentic analytics and reporting. Within
existing literature on participant selection/sampling, the advice in the form of

“expert voices” seldomly states a precise number of participants needed for

qualital arch (Baker &
experts advise that t per of participants for .

qualita 1ould not be so small that it is challenging t

attain ot too large to make in-depth analysis d

(Onwu

when ¢ ( ittl

themes, insights,_perspectives or information (Suri, 2020). For instance, in
selecti :

15 partib pants, while Becke sei’ts that even one pa

sufficient

(2012) ad

were purpaosefully

e sampling

experiences, were willing to provide information (Lewis & Sheppard 2006).
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The decision to include the teachers in the study was based on the fact

that they impart dance knowledge directly unto the students hence their

selection for this study is crucial to the understanding of the philosophical

discou lance educatio )
s J
princip s of dance education 3 Sities, could not be left. .

outin e phenomenon.

Table: ch Participants

|
Sampl

Total
Source: Fie
Data Collection Instruments
lection instru s deve data' from

iew guide, fo roup dis

on checklist ."'*-‘ guide. Thes

asks questions for specific information about the purposes of the study

(Patton, 2015) as well as a tool for having a conversation about a particular
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subject. In order words, an interview guide gives direction for gathering data
and subsequent analysis. Moreover, according to Guba and Lincoln (2004), an
interview_ guide provides some consistency in conducting a series of
intervie ee 3 set of
questio ed _in the guide (see B). Evidence in the .

literatu I, 2014;Yin, 2017) suggests that intervi

give re ailed qualitative information for unders

the ex

instruc

develo of the items of the interview guide. Also, the items were
anchore

the intenvi

and opin

education progra

arding ocus group discussion, a guide was developed to give
" -w
direction to the data collection process. A focus gﬁs define
i elected and ‘asser se isc

earch from o

guide developed for this purpose was similar to the interview guide. However,

just that the focus of the guide was to elicit information from students in a*

group conversation. | must state that the guide was flexible in that it allowed

the students an opportunity to bring up new and exciting areas to the
discussion (see Appendix C). The focus group !lscussion sessions were used

for generating information on collective views and the meanings that lie
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behind those views. The discussions were also useful in generating a rich
understanding of students' experiences regarding dance education.
In_line with the objective of collecting data from multiple sources

observe ist as a ed to

.:
E__2

facilita tion.process. Observatio defined by Rossman .

& Mal e systematic description of the evel

behavi a social setting”. The observation guid

structu observatio observil
interac se Appen
ed-0n._the purposes of the research, it was necessary to review
relevan
aims of the research,
guide co

relevant docu

ded insights

es. In addition, t

90

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

Before | settled on the nature and quality of instrumentation to be used
for the study, | made it a point to do pilot study or pretesting. This was meant

to subject the research topic to further scrutiny and help improve the validi

of the S e d as to

exami nd quality of the que ed in the interview and -
FGD ¢ s were-arranged with four teaching assista

(TAS) nowledge in dance education. The outca

this ar ( at i ic ded. positive feel
terms
pretesting.. This. was basically in the form of peer reviews and general
feedbac :

quality ¢ _ rvi ) ' initial
consideral : ' litie

skills for t

tudy; the

pretesting exercise was
from the critiques. These h

fieldwork for data collection.
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Ethical Considerations

The possible risks and ethical issues that could affect the credibility of

the findings were considered and adequately addressed. In this regard, ethical

protocc as-respecting tt dents,
. - . Jl/
avoidi r_psychological har dents and ensuring that -

respon ily in the research were adhered to. Thi

to ensl egrity of the research process. Thus, a ¢

form ‘ pa d to encourage:
particig
Reflexivi

In

This study was my personal reflection on how my life journey in dance

usually ask when admitted into the dance programme. When | gained

studies began and also attempting to answer the basic question studentsl
admission in 2003 to study dance at the University of Ghana (UG) | was faced’
with the reason for why I should study dance. My only motivation for pursing

dance was because of the advice my father gave me, “whatever you find

doing, do it and do it well”.
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Now, as a dance teacher, | am faced with the same question on why
people should study dance. When students are admitted into the dance
programme, most of them either change the dance programme for others.
Some of the students who stay in the programme are always asking questions
about the importance of studying dance and the possible career opportunities.
Myself and other dance teachers always have to convince students to stay on
in the dance programme.

I had my first and second degrees at University of Ghana. The
University of Ghana was the only university offering dance as academic
programme in Ghana since 1964 until 2008 and 2009 when University of
Education, Winneba and University of Cape Coast respectively also started the
dance proggramme. All the dance teachers, who participated in this study,
including myself, had dance training from UG. Therefore, my personal
relationship with all the teachers who were either my teachers or colleagues
made it easy for me to access information for my study. Obviously, |
introduced myself to the students | interviewed as a dance teacher which also
made it easier for me to elicit information from them. This made my insider
position to the participants pronounced and gave me easy access to

information for my study.

Data Collection Procedure

This section is a description of how 1 collected verbal text using
multiple methods: of observation, conversational interviews and foeus group
discussion. After-having secured approval from the Department and informed
consent from the gatekeepers,of the research sites, the potential participants
were informed and invited to participate in-the study. The date, venue, and
time for data collection were agreed upon with the participants. | made sure

that the data collection did not disrupt the time tables of the participants. |
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achieved this by contacting some of the teachers in each of the universities for
their time table schedule. After examining the time table, | chose three days in

each case for the data collection. The days | selected were days each of the

depart d-most of its da
E D - . . /
-one--interview with the . At the start of each -

intervie to-them the purpose of the research, whs

hoped d.participants rights as contained in the ¢

form. | ' ts to sign a written cons
| estak i C|
conversati vith the purpose of making them feel comfortable. Each

intervie

semi-struc

recorded L

ize for

ons. At the

e various

teachers and took videos and pictures of their classes, pieces of equipment and

infrastructure as well as the activities | observed. On the field, | also gathered
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documents from each the institutions and reviewed them when | returned from

the field.

Data Processing and Analysis

Themal ualitati an were used to analyse the -

data fr S, 0bse ons and the documents gathe

Accord an, and Saldana (2014), 'ualittive: data a

consis
data d
explained. thatsdata.condensation refers to the process of selecting, focussing

simpli

Data display, according is where informatio organised,

compresse

qualitative

ed and coded manually
d under the

questions. Th

quotes were then identified 3

ideas.
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The qualitative content analysis was employed for the evaluation of
documents (i.e. course descriptions, course contents, and course materials).
According to Elo and Kyngas (2007), content analysis is also a method of

analysi nents w e ues to

g

enhanc g of the data. Harwood y (as cited in Hsieh & -

Shanna this-method, inductions could be made fr

the da ovide knowledge, new insights, a represe

of fac

numerc

research_method. for the subjective interpretation of the content of text data
throug

or patteb 1

obtained

I present the findings of this study as gathered from the field and discuss it in

relation to existing literature.

96

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

CHAPTER FOUR

RESULT AND DISCUSSION

General Biographical Dat

Partici or the study included teachers and students from

ipated in

Source: Field &?1

From Table W participants

from University of Ghana, M 0 B ‘ E 1ts were

selected from UG because UG had more students compared to UCC and UEW
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at the time of the study. The sex distribution of student participants is

presented in Table 5 below.

Table 5: Sex distribution of student participants
——
Mascu . 45 .y 60%

Femini 30— 40%

=

Total

5 ‘ -
Source 5 J *

inine. Young people’

100%

whereas_thirty=(30) respondents (40%) are

particip

an occupation that

ninant. discourses surrounding dance
: genderedsterms, and m

in

” (Risner

ain unchangeo
presumed to be homo
reported being stereotyped a
dainty, fragile, weak, fluffy, woosy, prissy, artsy, and sissy, according to

Fisher and Shay (2009).
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As a result, dominant discourses on the essence of masculinity and

femininity have a significant impact on how men and women enact and

conduct their embodiment” (Clark & Paechter, 2007). This suggests that

while i

in thei ncing gendered selves due to the valuing

’_\ ugoe
g

orm femininity, such b

than fa t both boys and girls -

mascu ibutes. Ballet, for example, encourages

student die ventional ‘mas

aiming to_be.petite and graceful in their training (Pickard, 2013). Despite the

femini

social ¢

graduall

Table 6, | al

Source: Field C

When Student par

ere asSKed 10 g e e a|C
of them indicated that thei N -0 ! 51 esenting

57.33% according to the data in Table 6.
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In the following paragraphs, | will present the frequency tables of

teachers.

Table 7: Institution of Teacher participants

‘ -

K 8

W Ly 3

eight (8) participants (66.67%) out of the twelve (12

are dan

is a dance

Table 8: Se

Sourt ""1? ta, Numekevo
7

Da able 8 show that fo

o

of its citizens, both male and More.than.half-
is made up of women. Howevs ,hf 0 B; l 5 Al status is

much lower than men's in every field of life, including higher education, all

(4) participants (33:33%) are femini

The general devel 1try depends‘upon the maxi

ula

over the world. Domestic life is associated with women, while professional
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work is seen as a male-dominated domain. (Adu-Oppong, Aikins and Darko,

2017). Higher education institutions (HEIs) are responsible for preparing

people with the analytical skills required to advance national and regional

growt reless, evid
s

appear represented at all e gher education. The .

import ation-in such processes is well expressed,

Iinew

s partic

gn for successful girls' and women'

in educ

emain highly skewed, and African universities are largely

cultural, s

Table 9: Age

Source: Field C

When teacher par

ele. aSKEU [0 0 e e a
9, there was an equal distrib ?45 qg E E Eﬂ 0% of the
participants above 47 years and participants between the ages of 25-46 years.

This equal balance between the older teachers and younger teacher could be
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helpful for the younger teachers to tap into the experiences of the older
teachers before they begin to retire in next thirteen years.

Table 10: Academic background of Teacher participants

‘ -

K 1 8.33%

d— 91.67%

Z - 00%

b s

0.in_Ghana. Although the variou

shown in

Iniversities had taken step:

to enco

funding available to dance teac further pursue their PhD

Table 11:

Source: Field Dat umekevor (2018)
When' '? asked aboutith us (rank/de

their institutions, data

ealed that nine (9) partici|

assistant lecturers; two (2) o ﬂ‘-i 6 B i g and one

(1) participant (8.33%) is a senior lecturer. T e skills that you must

have in order to be a good lecturer. Some of the skills needed to become a
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lecturer in Ghana are listed below. To work as a lecturer, you must have

excellent verbal and written communication skills. Your students' ability to

understand you_and the course depends on your ability to _communicate

fluentl em both ora d o
_— .

-
you as ecturers must keep

engaged, S0 new. .
approal keep them engaged. Patience, Control,
Confid rtue. When it comes to lecturing, rthou_

need a . l
need t

to keep themyunder control so you can give lectures. As an instructor, it would

be a tg

(Master of Philosop
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Table 12: Status of Teacher participants

Variable Frequency Percentage

S—_—

12

%

(2020

working status of the participants. Ni
partici

are on

roles. Theseroles.define the rights and responsibilities that an employee has a

the wo

cluded

through |
organizationa

n active

university’s
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Table 13: Nature of Course(s) taught by Teacher participants

Variable Frequency Percentage

Practice ON %

Theory _ /
Both - , 66.67% =

Total - 100%

Source

particif

both pra and. theoretical aspects of dance, three (3) participants (25%

teach o
teaches ¢
knowledg

education i

ical or

fied teacher

eachers' teachin
practical subjects (Cohe
students are interested in the

teaching and learning. Practical subjects give students more flexibility to do

their own work, allowing them to improve their own skills. They will have
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more chances to hone special and unique skills (Haggerty, 1999). Practical
subjects prepare students to be self-sufficient in life, allowing them to make

their own choices and rely on them. Learners have an easier time assimilate

materia aid 0 0
i
s J
Ibjects which include ! g of academic papers, -

explori d delving into

esearch methods helps stude
learn t
best pri
have fa

their ompass (Dlamini, 2011). This means that, theoretical subjects

or discipline. On
techniques, and on the other ote ompret ow those

techniques fit into a broader sense and tradition, as well as why they function.
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Table 14 presents data about the number of years the teacher-

participants have been teaching in the university.

Table 14: Years of Teaching Experience of Teacher participants

58.33%

25%

- 16.67%

¥ i Gl

W

gave different ranges of number of years they have bee
teachin ;
(58.33%),
participa

years and

00). These points were

ind students

eaching them fg
teachers' teaching goa
first-year teachers. As a re
expertise may be used to assess successful teaching. In other research, it has

been discovered that new teachers lack the necessary knowledge of classroom
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procedures to recognize the dynamic interrelationships between management,
actions, and academic tasks. This means that new or inexperienced teachers
are unable to focus on student learning due to a lack of knowledge; instead

they ari

upied w oU
workal . (Melnick and Meister . The data in table 11 -

indicat e -students may encounter difficulties in tk

dance ¢ the teachers have work experience less th

(5) yea

finding he under two main themes. The first theme is philosophical
underp r ;

This the _ 3 d theme
focuses 0 i i i ethod
emanated

t i me in

e education seeks to

N in Ghana.

ormation

from the teacher participants bordered mainly on the philosophies guiding

their teaching of dance. For the students, | was particularly interested in the
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value of dance education to them as individuals. These questions were
answered qualitatively using interviews, FGDs, documents and observations.
With regards to the department philosophy, data used was gotten from

depart ocument and s jucted

with tl the case of the persona ophies. | used interview.

respon 'FGD responses from the students. There w

largely s with the teachers, which lasted for, at le

hour p ' asion when | did an
intervie : o
most ¢ ime for all the four teachers. | adopted FGD as the most

conven

parag

an (teach

Departmental Philosophies

ere existing

was curious to know if the teachers were aware of the department philosophy.

It was obvious that most of them had no idea about their departmental

109

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

philosophies. This is because there was no formal platform or orientation for
them on the department philosophy. One key informant who appeared to have

some knowledge about the department philosophy got to know about it

throug yrmal interactic V,
struggl 1 recall the philosophy in owing words, -

oking -at the core of holistic person

that they’ll be able to also impai

ct ind of holistic education,
(For the student to go through the course and gain knowledge in
and be able to.i B, teaching

individual and society. The above view also sheds light on the need to

examine the elements of dance as a cultural activity and or performance art
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and how it is performed, produced or appreciated by the individual and
society.

_The departmental philosophies were implied in the documents as
present e-and some tea ( dge o
the imf ntal philosophy. In the ¢ paragraphs, | present .

the dep red from-department documents, website:

respon e main identified indicator is holistic

educat
Holisti
dance education was the main philosophical discourse

underp

shared the 3 amental to

entified

practice feature is paramount in the vision of the dance programme in the three

universities. This was noted from the vision statements of UG thus,
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Our Vision of this department is to become the Dance
Institution of choice in the West African sub-Region,
showecasing all that is best in African and world performance
and scholarship. (Department website, UG, 2020, Vision)

similar trend was noted in the annual report document from ucc

which also emphasizes th(_e_theory-practice-based nature of the implementation. .

of the dance programme in Ghana. The document notes the following:

‘Department exposes students to a broad

T

e.education in Ghana,.a.documen

establishment of the
rooted in the training of stude
performing of dance. Abam again shared his thoughts on the current vision of

the department as well as the vision that was considered in the establishment
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of the dance programme. For Abam, you have to bring the theoretical

component of the dance, even if it will be taught from a practical standpoint.

_Currently, we’re focusing on _intellectualization of dance.

i
or whether it’s a co
Ctualizing it... To" ectualize it, is

the dan a form, and we aim to

nderstanding by all beca

e believe
e goes heyond mo ement,

Similal

hey are looking at the core of holistic person

context of marriage... b

rites of passage. (Jebuni, UCC)
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Besides the theory/practice philosophical viewpoints that underpinned

the dance programme, another holistic discourse identified bordered on dance

as collaborative/integrated art subject.

_lEl
‘ — /

. Dance is part of the broa

philoso e ed

arts re

umbrel arts. In this case, the performing

dance,

interre

in the Ghanaian context

activity/phenemenon during a naming ceremon

could b

performar

could be des

ance are

V/"or all the

Previously, students
and then specialize in dance

only have to combine the three subjects only for a year, then opt for dance in
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second, third and fourth years. But in all cases, students are exposed to all the
three subjects and this is confirmed in a UG document as follows:

"The School’s [of Performing Arts] training objectives border

E ‘
nent. Scholarship the

ith_requirement. Skil elopment howewvi
ted training in particular skill areas.
3FA Level 100 & 200 ~Academi

P

Csand UEW deal with on 0.0f the art subject areas._In

UCC,
suggested

Here, whe

the department. The following

on this:

115

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

Our vision is to provide excellence in music and dance
education by offering innovative and timely courses and
programs, delivered and administered by dedicated and
competent faculty and staff. (Department website, 2020, UCC,

Vision '
Vision) | ‘
oncer the

. the indicator on
nted differently. At UEW, the department

Arts and students are trained-in both

dance, : ) the following report:

dents  with

.

Dance at pre-tertiary levels.in.Ghana. (Department

dance pro;

are admitte

courses in dance a

programme.

Another indicator emerging philosophy is the
need for professionals to be holistically grounded in the issues of dance. In the

subsequent paragraph, | briefly discuss the discourse on professional training.
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Professional Training
The need for professional training in dance is an essential discourse

one cannot overlook when the issue of dance training comes up for discussion.

Here, ¢ rofessiona s lik
- . /
doctors medicine and lawyers i se of law. The issue thus. -

borders in the art of dance and not necessarily o

what UG env

training e solely a performer. This

in thei

African dance education and professional training to inspire

ext generati ofessionals.

So, Nkruma
Ghanaians have, and
this is Ghana and this is

that was going on under colonization was going to be replaced

by authentic materials. It was these ideas of cultural
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emancipation which gave birth to all these themes (Abam,
UG).

The need for Ghana to have a national identity in the1960’s was a very

crucial

ke
achieve onal agenda among o )/
e

ational identity, a er indicator that came o

from t ; oophy on the department philos op

on cult ' e culture of a group.fped e

way a
the wa

culture

The disco

cultural

Nkrumah, that we try to project the values of Africa, especially

that of Ghana. So sometimes I’m also guided by that for them
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to also be aware and remember where they are coming from.
(Ajewoda, UGGI)
This discourse on culture be it for projection or promoting or

presery

‘ e
student - : /

ragraphs, | have discussed the indicators on the

depart he perspectives of holistic da e ec

(theor ve art -subjects, ar ’“pro?es

training al dimensio

depart U and supported view o
teache ding paragraphs he discourse
philoso

interviews

teachers’ responses as to what guide!
who participated in this study demonstrated that they had personal philosophy

(ies) guiding their teaching. Some had single philosophy whiles others had
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double or multiple philosophies. A single philosophy for example is, “My
personal philosophy is to make sure the students understand what | have

taught them” (Nimo, UG). This single philosophy is affirmed in UEW.

*Q:l LNna
E__2 !
'ﬂ* he students whe p amm5/

“have some knowledge that | may not be

-

example of multiple philosophies are

before.
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The indicators of the single and double/multiple philosophies were
creativity, cultural dimensions, communication, understanding dance, use

dance to teach other subjects, collective idea, visibility, and discipline. | will

discuss OUS es )/
Creati - : -

ivity was one of predominant philosophi

accord onses. These group of participants 100

enhanc 5 oted in a

ithe greatest dancer so you don’t need to be the best of dancers
cate. That’s_h em. So, the

iated all

stage onto the floor, running in circles around the dance hall....
And yet at the end of the day, we have a piece. The

choreography for me starts with the conception and process
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more than the final product stage. | term that choreography not
the performance on stage. (Gabudu, UGGI)

Similarly, inspiration from a former teacher is offered by a participant

-
5. Oh Nii Kwei Sowa SO the‘rM

Jebuni, UCC).

ental stand on ¢

discou

Africa da d ant d U a ged fro
intervie S one key inforn
interviewe

towards nati

seen as part of the trad
(Togbe, UCC)
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Traditional dances are dances performed by a particular group of
people and is passed on from one generation to the other. Since independence

in Ghana, these traditional dances have been borrowed and performed on stage

and o original ¢ and

.
-
N
docum  dances in the educatior also helps to preserve -

and prc = e

Useful

comm
other subjects-Paditey is guided by the fact that all traditional dances were not
created

its audi

philosophy. | just taught dances and also some rhythms
(Togbe, UCC)
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Togbe admits that until he came to Cape Coast, he had not developed
this symbolic philosophy in his teaching. Besides the usefulness of dance

education as communication and symbolic tools, a key participant is guided

with th ophical view

In his @

g knowledge.” Dance education is
ty. You can teach every.subject in the
e veden and a Maths.leher'

B

‘enjoy it. It definitely registers in your mind. (Paditey, UCC)

ed that when.s ht other subjec

taught ang

Understal

dance from both the practice and theory point of view. This personal view

affirms the department’s view on holistic education as presented earlier.
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Another participant holds the view that, students should understand the
dance programme holistically. However, the holistic view here is not from the

theory/practice point of view, but rather from music/dance understanding.

Music Ce-are insepare off
ce ¢ Oﬂ/‘
audito e art form, dance gives visual aspect eart

form. nusic-and dance mutually inclusive of e

other. F terview, a teacher said, “My ultimate goa

to ens i d it it is that mak

music &
interview, another participant holds the view that

underst

first participant draws his philosophy from an adage about the baobab tree.

Knowledge is likened to the size of the baobab tree. Not a single person’s arm
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can encompass it. It needs the joining of more hands to come together before it
can surround it. The second participant, similarly said she does not own
knowledge. She strongly believes that, some of the students are even more

abreast me. iSsUes 0
e

teachi

cipants-hold the view that dance knowledg

not the e teacher. They believe the students as

beings ' arefore, they allow

bring t

baobab ingle person’s arm can encompass it... it means it’s a collective

someth

know it a

versed and

request for money to develop the programme and preference is given to other

subject areas and the funds are released to those other departments at the
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expense of the Department of Dance Studies. | recall Professor Ayertey,

former Vice Chancellor of UG, in an address of the School of Performing Arts

sixtieth anniversary noted that, about ninety percent of the foreign students’

income 2d by UG deed
s L
- ; |

department has not been -

Ayerte any hing to go by,

fairly t d to create visibility as noted by the head

depart ent is in place.

Here is

isibility of dance as a discipline, and in my statement to the

early that | wo g. professors

has a lot of things to
look at our program
started with discipline because if you do S yourself,
you’d not understand what we are trying to do in the Dance

department. The students that | teach, | expect them to be
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discipline. If we are defining discipline alone, it has many

trajectories. So, discipline for them to be able to understand

what we do over here. (Ajewoda, UGGI)

responses on the discourse o ' €
education. On the discourse N Q B‘ls sees the

usefulness of dance education in a general sense. The student related as

follows:
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And | will also talk about the movement. Dance speaks what
[the] mouth cannot say. It helps us to express our feelings to

other people. There are so many things that you can’t speak

tto y
R

E__2
“\WP5)

—]

attracts a lot of foreign students into their dance

prograr was curious to know the foreig

-

reasons to es in dance. Condl thwg-tﬁ'ist

gave aso
constantly da nrogra

king courses i

sense, the

culture thri

Meanwhile, her
was to come and learn t

conversation:
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Interviewer: So, then I’'m interested in why in Ghana you tried
to join the dance class? Why are you interested in the dance

class?

shy [ chose G

E__2 :
then it feels like I d ly purposes o

es a vibe that I think as an Asian I don’t
ose vibes through music and dance
ow people use their body, move their

gs, interact with-ea

dance efulness of dance.andsc al dimensions. Othe

indicatc

identity, iperception change, di e and holistic education e

erged. In the
following

usefulness a

he dance

gh the dance

Communication
Communication is basica a giver to
a receiver. It can be verbal or non-verbal. Dance is believed to be a non-verbal

mode of communication between the dancer and the audience. To the
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participants, dance education has helped them to communicate and learn to
talk to people differently. They also use dance to address social issues. In a

FGD with students at UG, a participant intimated thus:

elpsyou
-— . '
ow. to talk to people in e if yo/

ant to make it about some social issue

people can understand those is

than doing an article or something like

ith the idea of expressing.feelings as noted in the

students at UG and UEW below. The UG participant acknowledged that he
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lacked confidence but coming through the dance programme, his confidence

level has improved:

_For instance, for me, before | came to study dance, | lacked a

0|

i
%. iIr level 0
he- participant f UEW demonstrates how

particig ou 'ﬁ_elp' shape confidence level ¢

Anothe from confirmed similar experienc

claimi fi |
to co

people

ogether in class and /
s uiId

, @ participant

other to achieve one goal, da
discussion at UCC (FUCCP4). M ﬂ B !- 5 usly put their

minds to working together with their colleagues. The following observation

attests to this:
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Personally, | try as much as possible to learn how to dance
together with others and learn how to move together and know

how to even communicate with others and not just being all by

om the discou g and
-
1derscore the usefulness

team 2, other discourses like -

dance and muscle development emerged fro

respon

work-o
actuall

EXErcise

is very essential in dal

Cultural Dimensions
Responses from students affirm the cultural dimension discourses of

the department as well as the teachers’ philosophy on dance education.
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Students definitely come from specific cultural backgrounds with specific

dance backgrounds in mind. The dance education programme could give the

students better appreciation of the dances they already knew. In cases where a

student Ded negative @ dance
.‘ e A /
educat may help to shape perception they might

have af 0 ohserved that others would also come to

dance

bout other dances to add up to their reper

dances ( st ould derive

throug

by participants,of this study on the importance of dance education is about

cultura

knowledge about other cultus one’s culture; about lea g tra ditional

and popul

come to learn abou
medium. In a FGD at UG,
Ghanaian dances, he will understand the people o

I think as a foreign student, it’s an opportunity for me to

discover the Ghanaian culture. It’s an opportunity to
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communicate, to understand what is Ghana and the people of
Ghana through their dances because it is said that, if you know

the dance of the people, you understand the people. If you want

c e questio
i : '
'm" 5) /

- ethnic groups and ethnic group has multiple

dances students come to study dance

-

unders de come to J n-about

Ghanal

Ghana

dance, cultu erstand them and to know

done. (FUCCP1)

While some students ¢ N g‘ E ! 5

are more interested in learning the popular dances. This view is expressed in

the following:
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Most of the dances we do here are contemporary dances, and

it helps us to broaden our knowledge about our contemporary

dances and we choreograph them and they have certain

-
teacher s, students also ackno ey learn to preserve .

the dal dance programme. Most of the students v

come t tion in

ung. With their knowledge acquisi

they other generations.
student

participant from,UEW noted,

eserve it for tha

ts, discourses on self-

idéntified by

According
programme helps students to

identify themselves through their body which is the main instrument every
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dancer has. In addition, awareness creation for the individual self could be

realized. A participant intimated thus,

It has helped us to know ourselves. Because some of us came

d we

ko
But with.the dance, ou are,

son.you are. Because etimes, they wou

ople need to think before they do it.

3, it takes a while. So it ha
reas FUEWP9

el

elped us to

possibi

related th

Clearly, the above find
hallmarks of any student of the
one is not disciplined, he/she may not survive a dance education programme.

A dance student cannot afford to be late for a dance class or rehearsal not to
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talk of dance performances on stage. Being time conscious is a basic

requirement for any dance programme. Some share the view that, in most

cases, university students are engaged in only reading subjects in terms of

theory. o g & 0 ho
—

theory You do not have the 100se only one; either. .

theory requi ed to take part in both the theoretica

practic: Js about the importance of holistic educa
dance. - f al

progra

by a teache orroborating the departmental and teachers’ philosophy on

holistic

So educationally, tf ducation is helping r

ion

dimensions,

ducation as the
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Discussion
In this chapter, | present the indicators on philosophical underpinnings

of the dance education programmes in Ghana. Philosophical underpinning was

used tc e value tha
— ‘
educat . The two broad theme partmental and personal

philosa his chapte

departmental and personal philosophies |

the ex

Ghana

Winneba A). Despite the differences in the geographical location of each

of the

particip its. The philosophica
following

understanding da

| observations, e three ins -u on thatthee is
multiple philosophy in the datanThis" gives ani V
synergistic philosop
institution with only one 1. These

descriptive philosophies presented in the results confirm existing philosophies

identified by previous studies. Thus, from the perspective of existing
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literature, | identify four philosophies as deriving from the results | had after

the collection of data which | will expand on. These are praxialism,

utilitarianism, sankofaism, and aestheticism. | identified words that had

impliec g to these ariou
L— ;

propon ponents of the four phil s are praxialism (Elliot, -

1994, Davids-& Elliot, 2014; Best 1992; Glasst

1986; (
Anders
Willia

2002;

aesthet

ove

the existing

philosophies based 0

sample descriptive words use
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Dance Practical
Dance Techniques
Dance Composition
African Dance Performance
Traditional Drumming
Creative Dance
Production Participation
Performance
Create
Did a movement
Gesticulations
Traditional dance movements
Practical knowledge
Stage
Execute
Psycho-motor skills
Do

dance, one must be consta
performance at the end of t

therefore, see the process or the creating in dance as the essence of dance and
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by extension dance education (Reimer, 2009). Figure 7 shows sample

descriptive words used as indicator for Utilitarianism.

Exercise
Symbolisms
Using dance to teach mathematics
Communicate
Discipline
Work more as a team
Mental faculty
Keeps you fit
Motive behind the dance

Therapy

ation in entertaining
hat when shexdoes a moveme )

Mathematics. This is a clear evidence of the importance of dance education.
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Figure 8 below shows sample descriptive words used as indicator for

Sankofaism

Traditional Dance
African Dance Performance
Traditional Songs
Traditional Drumming
Traditional situations
African music and dance
Project the values of Africa
To preserve and promote our culture
Our ancient dances/ cultural dances
Discover the Ghanaian culture
Preserve

the by-product of sankofaism in dance education is thus for cultural education
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through the art of dance. Figure 9 shows sample descriptive words used as

indicator for Aestheticism.

Dance techniques
Dance composition
African dance performance
Creative dance
Production participation
Aesthetics
Feel
Emotional
Nice
Express feelings
Confidence
Anger
Happy
Relax our bodies
Close our eyes

Figure 9:"

one’s feelings if such a person cannot talk or is dumb. Reimer (1989, 2003)

notes that human feeling is embodied in the creation and experience of art
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works. It is, therefore, essential to know how dance education can contribute
to our emotional expressions. Furthermore, the most frequent philosophy

acknowledged in the documents and participant responses is holistic education

Roveg Sreg 00
( i

Indicat isti ~ education 3 theory/practice, -

collaba ts, and-professional training are in line wit

or con . Altho

d aesthetician philosophical views

appear : e
educat
COUrSeS It stands to reason that, for a person to be educated
holisti :

anaim. '}

T

dance educa

some teachers for the

essions of

professionals (dancers) a
to establish the dance progra
programme, his assertion of the objective for establishment of the programme

could be taken with value. Inferring from Opoku’s assertion, if training
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professional dancers was the core objective of the dance programme and, if,

one of the reasons why dance (art) exists, is because of its intrinsic value

(Reimer 2003, 1989; Smith-Autard 2002), then the dance program then had

multip ophies. Althou d
train p ere is no way these stude earn the dances without -

exhibit in the-dances. Since the dance program

seems

TDR 1

the pro
progra
student

to stud »

Similarly,

Ghanaian

employ in teaching da
research question two pertai
universities. Specifically, | was interested in the courses the departments

offered and how they were taught by the teachers. | asked teachers the courses
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they taught, the methods they used in teaching the various courses and how

they assess the students’ overall performance at the end of the course in their

various_institutions. Similar to research guestion one, these questions were

answe ative

U O C O
used dc e d rtrr_lents and teache dicated the existence -

teachi 1ts_learning outcomes and supported

finding GDs responses from participants as wel

person ed teachers because tl

instruc

had FGDs with.the students because they are experiencing the dance education

progra

teaching r ce education progra shanaian

public un
Dance Pedagog

of this st

e documents with

ere were

both practice and t
practical and theoretical tea

paragraphs.
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Practical Base Teaching

Teaching dance practically requires performance skill and knowledge
of dance by a teacher. By this end, the teacher will be able to impart dance
knowle

e-students. _ ally,

-
is requ acher has dance educati ground. All the teachers. .

who dy from-the three universities certainl

formal all had their first dance degree training

o, =

For the ome obtained -
others
since dance.i an phenomenon, there are people who have not gone to

school
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Table 15: Sampled Practical Courses in UG, UCC and UEW

INSTITUTION | COURSE

CODE

M
-

| DAN

-
NC 443

Iversity O

.&‘ of Cape Cos
0 atio
b
o

Dance Tec a,r;—’f

universities. In @

descriptions that indicate the

based.

n and Li

COURSE TITLE

Advanc

raditional Songs |

ntroduction to Dance Composition

echnique |

ok 2001-2018

t 2009-2017 and Dep
inneba 201322017

able 15, there

NOBI

urse codes and titles, ftl

ional Dance,

offered at the

practice

S

Confirming the practice-based dance education, the course description

of traditional dance in UG indicates the following,
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African Dance Performance is a practical class where students
are expected to have knowledge about some basic Ghanaian

traditional dances... It also provides the platform for students to

_!_.' W Cr
— ‘
a2 but also from other A DANC 335)/

~dance technique from U

‘gestures and footwork as the basis for the acquisition of dance

asis is placed.o e of space,

e highlighted in tt

increased. L
a bit complicated.
complicated (DANC 3

Confirming borrowing movement ideas from traditional dances,

another participant indicated that in addition to borrowing movement ideas
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from traditional dance, he also considers movement ideas from popular/street
dances for teaching their techniques. In a course outline description from

UCC, a teacher indicated the use of popular/street dance movement idea for

the te class e ed
— ‘
technig ning basic movement in an dance as well as -

conte vement” (DAN 101, Course Outline, UC

situation where movement idea for a

technig ' aditional dance or popu

dance

that borrow. frem the two movement ideas by different teachers. This was seen

in the ci

le course involves'a ur daily class handled

dance

- the

‘ traditional

conducted that, the dance programme has practical component. Some of them

taught either practical or theory or both at the time I conducted the interview.
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One teacher in UCC who teaches a practical course noted, “With my

institution, basically I’m teaching practical courses” (Jebuni).

Some of the teacher’s responses indicate that they teach traditional

dances iterview, a teacl
> ‘
y . - /
tudents we are handling is their fir -

nal danc_e. Some have not even seen a

, let alone play it. (Paditey,

In traditional dance, the participant fro

indicat

noted

student dents will learn the.folle

ing.dances: Gahu, Boboobe
and Kp

teacher to have pactical

execute

dividuals
ce from the
ethnic area aged that students are taken tosthe tradition

ome cases,

where the trad 3 late from. |
people from an ethnic group
touch with their tradition. D
such migrants for knowledge in traditional dances. For example, | ones

witnessed a Bawa group from Madina who were invited to UG to come and
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teach the students Bawa.The group came in their full regalia/costume and their

instrumental resources to teach the dance. Students were so happy to have

first-hand encounter with the dance.

Venue .,
g

L 10 ave_: a venue 10 ! ) dance practlc In any .

acade erves the same purpose as laboratories:

science es are usually taught with a performance sg

that ha ce teaching of dai

univers : 0

practict h_in_performance space(s) provided by its institution. On the

course

was evident in UG course oU

3prung

they dance

bare foo "he pe » 3 ehearsing dan
dance/drum villages. U
three dance/drum villages. T ll ‘calle awere- ce Hall

in UG serves as the main place for teaching and rehearsing dances as well as a

performance space for dance productions. Whiles, the dance/drum village is
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an open-air performance space also meant for dance practical classes and

rehearsals. Figures 6 and 7/ show the dance hall and dance/drum village at UG, { Commented [mc1]: 10and 11

Figure

g

with mirror on the wa

room gives the teacher/stude
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room each. Figures 12 and 13 indicate sampled mirror rooms from UG and

UCC.

Figure iii}Mirror_Ii(-)-c-)h’Tﬁt.;_L;J{(_B_ e S . - |

Figure 13:.!'M_irror Roc.im"ﬁ-tﬁt')(;c_:i Ny P ';",_‘;?;

_——
-

In addition""tq___the [gfrror roqr:ii set up, UEW had a mif;l_i stage in their

mirror room. This is shown in Figure 14 below. A
| -
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S

Yl

clu Wds dt,

here students.a

Creative Arts Theatre at UEW and Main Auditorium at UCC. Figures 15, and

16 below show sampled performance hall in UG, and UEW.
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Figure 16: Amu Theatre at UEW.

All the performance halls in the three universitiés had the prosceniiim
stage. In addition to the proscenium stage, UG had the arena and end stage.
Figures 17 below shows a sample of a proscenium stage from UEW, and

Figures 18 and 19 indicates the arena-and end stage respectively in UG.

157

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

Figure 17: Sampled Proscenium Stage frorﬁ _UE:W'?

Figure 19: UG End Stage
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In addition to the dance halls, performance halls and stages identified,

there was the need for changing rooms where the students can change their

dresses before or after the class. | noticed some of these changing rooms came

-t

shower. UEW had no

ion ere O

with s sectio

B

UG. ' the changing roo

changi  of the study. Figure 20 showed a sample

i P
changi

e 203 UG Changing
: #" i

.My findings also indiga
prescribed I‘ch ‘the practical cla

0 be in a

es. Students in all thethree institutions

are required to be 'in"a s attire a ave'observed i

and white. The tea end a t-shirt and a tri

down or leotards. The prescri ’ Bi @ B iﬁ ,- ovement

class and as such students and teachers must wear something that they can

move freely without any hindrance. Since they sweat in this outfit, it is
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expected that they change into this outfit before the class and after the class
change into their usual outfit. In a course outline, teachers indicate the course
attire the students must wear before partaking in the class. Extract can be

this course outline, “Students are expected to wear form,-fitting

clothing that is, leotard and tights or sweatpants” (TCD 123, Course Outline,

During the dance class | observed two main things; dance formation

and dancing bear footed. The dance formation | observed were circular

Figure 21: Linear Formation in a Dance Class
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Also, | have observed that both the teacher and the students dance bare
footed during the dance practical class. There was no occasion at the time of

the data collection that | observed someone in a shoe. It was observed also that

a few s-during d
entranc e halls or were left at t phery of the dance hall. .

Figure students dancing barefooted.

Teachi

method
participant.is.from the influence of his teacher. Jebuni has this to say about

who in

teaching dance technique and traditional dance courses. An objective of
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traditional dance class was, “Students will also be introduced to the language

of drums and their interpretation” (TCD 123, Course Outline, UEW).

Inferring_from the above objective, the students are only at the

receivil here the stu ache
intend n only. In like manner a om UG indicated,

ough concentration and relaxation

selected movement technigue from
L4 _
d ¢ e forms (DANC 344, Course

C

teaching ismis_confirmed in the interview responses from the teachers. A
particip

especial /i
Although

uses the te

festivals and
(Paditey, UCC).

162

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

Student Centered teaching method

Contrary to the teacher centered method; the student centered approach

places value on the student. Whiles the teacher is the repository of dance

knowle ‘the_teacher ¢ _ ud

-
centere the facilitator. The stude

e given the chance -

to lead ate his-or her own dances pieces unde

superv the course outlines, some of the teacher

how t arg ' he q_wm-,-

comma

teacher indicates._how the student-centered approach is used in her objective

below,

some of the teachers indi he

are

v wn play on

we can’t thi
have the syllabus or
“jawjaw” about it so ai

idea on board Sombona, UGGI).
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Another participant encourages students to make mistakes for them to
understand how the body relates to the movements. He creates enabling

environment that encourages students to do discussion orally and through the

body. i
actics like, giving stu opportunity t -

on more of the mistakes, | encourage

g more than any other thing because,

nders ¢ body and how the body

NE a [
SS
ppy 0O

ing that understanding.that.there.are mistakes, we

we have the structu
SOMme-Course ived iffi tudents do
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Theory Based Teaching
Although the dance programmes in all the three universities appear to be

more practical inclined, there are indicator to support the fact that, the dance

educati an : 0
‘ -_— i
work, ) i al e dance exist in the -

depart inesa terview responses fro

teache

theoret
teache

dance

practice b
course struc

rom the

\dicate there arestheory

€ courses

165

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

Table 16: Sampled Theory Courses in UG, UCC and UEW

INSTITUTION | COURSE COURSE TITLE

CODE

M
-

--_n\ 06
NC 223 Orienta ance Theatre

ntroduction to Dance Composition

raditional Songs |

iversit:

_ of Cape’

0 & jon, Winneba 2

om Table 16, it

UCC and UEW dance programme
. prog

Africa; Orient -nr@
'

Forms; and Introd

heatre; Adva

Itures of the World. All t

NOBIS

The teachers who teach Anatomy o e usually from the

taught by teachers in the Da Dancer.

medical school since they have anatomy expects. The dance departments fall

on such teachers to come and teach the dance students for them to have a
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scientific understanding of the human body and the skeletal system since the
human body is the main instrument. In addition to the course title and code, |

also sampled course descriptions that gave credence to theory courses in the

dance | me. /
A survey of dance forms practiced by peoples throughout th -
3 h

orld. Dance in world cultures towards a definition;

categories of dance — Ethnic, Folk, Court, Ballroom/SoéTaI,
T

Pop Dance, Professional/Theatre, Classial and Art_ Dg_nce-

able v"‘:‘

to bearthe relationship that exist between music and dance in the following,

interview

they get a pictorial
(Ama, UEW).

167

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

This teacher in an attempt to get students to gain deeper
understanding, included audio video sections of these dances as they are

performed in their respective contexts.

| J established .
progra Micc and UEW, | wil discuss the methods the -

teache ate that, teachers employ both teacher-cente

and s yaches in their teaching. In the subs

paragra er ered and. student-

teachi

Teacher-Centered Teaching Methods
teacher :

teaching

repository of da

1S expected

all and that, students also have some dance knowledge they can bring on

board. A participant from UEW stated,
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So, my thing is that, | am not there to say that | am doing this
or | am doing that. But it is more of a student-centred approach
that I use in my delivery. It’s a shared experience, though I

orating

idents to bring the 7 hoard in the following. -

ledgeable we are also knowledgeable, so

anything. Even though™

Ut 1!

board Sombona, UGGI).

university venue for teaching all theory courses. It is usually referred to a
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lecture hall where there is a podium erected for the teacher with a board for

writing or projecting power points and teaching aids.

Practice-theory Based Teaching

practici

theory

Labang

and no

is on t
students._i

to app

practical and/or theory
mode of assessment is thirty/s
assessments for UG. Contrary to the assessment mode in UG, UCC and UEW

assessment is thirty/seventy percent for continues and end of semester
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assessments for UG. and forty/sixty percent for continues and end of semester
assessments for UCC and UEW. This is captured in the course outlines of
UCC and UEW. The following captures a sampled assessment mode in a

"
.
E__2

course

Although._assessment was integral in assessment of the overall
perform

not for examinatio

/e choreograph'it and it had

he general publi

getting the dance move
UCC)
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Discussion

Under this discussion, | present some dance methodological strategies

espoused in_existing literature that confirms the findings in this study. The

finding the res
-
-

the thr nce dance is a pe art, it is in place that its -

perfori d in the classroom setting in order fo

student derstanding of dance as an art form and a

apprec

and lea

2011; See

Jebuni

)7) whose ious i ut wheth :
pased accountability has had a pos W nes
ey indicated that inste ng, many

ways that promote te
I have discussed the

the philosophical underpinnings and teaching methods. In the subsequent
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paragraphs, | will discuss the link that exists between the philosophies

identified to the teaching methods.

Link between philosophy and teaching methods

trinsic value © om its
- ‘
instru Riemer 2003, ) aud 2002). The most -

outstal out clearly in the findings of the philosophi

underp! ing methodologies is the oIiticrnatur,e

dance oli ature in-this s

the faci
Ghana.
dance give

Tt

osophies and teaching

ed from the

Having presented the
to draw up the philosophical
us a vivid pictorial reflection. Figure 22 captures the philosophical structure of

dance education in Ghana.
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Towards a Synergistic Philosophical Structure of

Dance Education in Ghana

1 | l

r

Praxialism ¢ Utilitarianism < Sankofaism < Aestheticism

|

Communication
Buﬂ ing-
confidence

Team work

ﬁm
&

Performance

Understanding-
il Culture
Creativity

e

Feelings

Creativity

2 education in G
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CHAPTER FIVE

SUMMARY, CONCLUSIONS AND RECOMMENDATIONS

In this final chapter, | present an overview of the entire study, a

summa 1e-findings, cc study

-
includi and directions for fut

Summary of the study —

educational philosophy as t ebaclfbone.

efficie ' ally the principles, the
thinkin

teaching.andslearning of dance education in the three public universities i

Ghana.

educatio blic universities and plications

 programmes in

for teach

y is relevant
C - arly unravels th
ammes | anaian publi
Specifically, the find
guide for dance curriculum sequen of dance
programmes in Ghanaian universities. Thus, the findings would produce an

empirical document on the philosophical substructure of dance education in
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Ghanaian public universities. Additionally, this study would help dance

teachers to develop students’ holistically as they are exposed to the diverse

philosophical foundations of dance.

itative parad st o
alitz )—/
interpr phical worldviews of r were adopted. This is -

becaus tudy has attracted very little attention

I resea

researc paucity of literature on empirica

philos ' n - dance education
implica

characteristicsythat the Ghanaian dance education brings to bear. The study

participal

students of

approaches used in de
philosophical underpinnings
philosophical structure which informs holistic dance education in Ghanaian

public universities leading to holistic education of the dance student for
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sustainable society. Dance teachers were interviewed and focus group
discussions (FGDs) were employed for the student respondents. In addition to

the interviews and FGDs were also the use of content analysis for various

documy assed fo
E
E__2

institut JG and UEW constitute otal respondents for the -

study. on the research questions of the study.

three ere answered qualitatively using inte

docum

information. from_participants while still and motion pictures (videos) were
emplo
interviews

recording

on; either

having a first degree, masters or pursing a doctoral degree. Participants had
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also practised the art of dance for a considerable number of years ranging

between four years and fifteen years.

The philosophies underpinning dance education in Ghanaian public

univers e-described bé
e
E__2

epartments, teachers ang

ts embrace to guide the -

public

dance The analysis revealed that philosophi

ation  (

underp ion in Ghanaian higher educ

univers ' sed on departmental and-

(teache nt ion

ental and personal philosophies point to diverse
philosc :
Univers )
(UEW).

dance ed

ool for

‘praxialism,

1eticism were ident

and ae led as the ke

universities. Thoug
described to be interrelated a e e ‘synergis ‘of dance
education in Ghanaian public universities. This pattern in the results was

revealed in each of the universities under investigation to underscore the
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complex, holistic and synergistic nature and value of dance education in
Ghanaian public universities. Also, the diverse philosophies reflected how

contemporary dance in Ghana was perceived, received, and incorporated into

Ghanal e curricula (fo d
—_ ; ﬂ/
T esearch  questioned 0 know contemporary. -

approal g and learning of dance in Ghanaian pul

univers 1 the teaching methods employed in the

educat : iversities were sought in
investi aC

used by teachers.to teach dance in UG, UCC and UEW. The key findings

revealed a number of pedagogical approaches emerging from the data to

support teaching and Ierning of dance education in Ghana. Generally, the

underpinnings of
nature, multiple but integra
approaches were used to implement the identified philosophies synergistically

in a holistic way to reflect the nature and value of the dance education
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programme to universities and the Ghanaian community. Hence, the need for

multiple pedagogical strategies to support teaching and learning in dance

education in Ghana. Also, the practice-theory-based nature of the dance

educat Jramme G g and

-—
] e 3
learnin nee

the demands of eact of learning. The analyses -

also sh ic dance also develop and use creative high

order t lems.”

enting solutions to movement prob

Fr demonstrated . tha

corresp er ide

conte ary-teaching and learning methods employed by teachers to support

particular pedagogica

pedagogical approaches used

public universities suitably support diverse but integrative teaching and

learning methods used.
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The fourth research objective sought to discover a philosophical structure
that should inform holistic dance education in Ghanaian public universities.

The philosophical structure that emerged from the study was described as

synerg ature and va 0
nature Jucation programme in ode of implementation .

and or elated-and or mutual relationship among .

four p s:- praxialism, utilitarianism, sankofai,_

aesthet I: b ¢ Lt sl

variou

demonstrated.the_essence/value/uniqueness of each philosophy on its own

within
public ' liversities. Within gistic philosophical s
education

main ident

ory-practice-centred
paches were

C universities.
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Conclusions
My purpose for this study was to explore the philosophical

underpinnings of dance education in Ghana in the light of how they inform

teachi g al efore
follow sses.-of data collectior analyses, a number of -

conclu =

cal underpinnings guiding dance educa
Ghana

philoso

and incorporated.into Ghanaian dance curricula and society. One of the major

philoso
holistic de
holistic t

as one of tl

s the philosophy of

Basically, the analyses revealed four most important philosophical

underpins, namely: praxialism, utilitarianism, sankofaism, and aestheticism.
=D _

These have been identified and related to the results | had after the collection

of data. However, the finding ‘ ) \ ally the

underpinning philosophies were operationalised to improve holistic/quality

dance education delivery in Ghanaian public universities.
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Contemporary approaches to teaching and learning in Ghanaian dance

education were eclectic; comprising the integration of different pedagogical

methods. A number of pedagogical approaches support teaching and learning

of dance education in Ghana.
identif data: pr ory-based learning, -

teache e rning, and student-direc

learnin /ersities | observed, it is remarkable to sz

teache ‘ yre- dominant. - Howev

domina

input, sha , and shared process of inquiry-oriented learning through

dialog

education in higher learning

public universities.
Since

diverse, differe

alyses also

The foregoing
Ghanaian public universities ¢ dance
education requires the dance teacher to educate each dance student as a whole

so that the student fits into the society’s norms and values. Therefore, diverse
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but related philosophical underpins were used to implement dance pedagogy

in the support of holistic/quality dance education in Ghanaian public

universities. However, the findings could not corroborate how consistentl

teache lifferent philosc i .
— J
would tic_nature of dance ed 0 enable dance students. -

unders values (benefits) of the dance program

and th to attain quality dance education. Disregs

proper ‘ raining" could

affect

educatio his,by extension would adversely affect cognitive (intellectual),
psycho

extent to which provisio is

Recommendations

In dance

"'subset of

onsiders philosophical questionsssuch as what is the

ce performances apprecia

The findings of the study presented a multifaceted philosophy (nature

and value) of a budding dance education programme. However, these
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philosophies were implied in the dance programmes. In order to help students
have a strong foundational basis for the dance programme, | recommend that
the universities that run these dance programmes should consider philosoph

of da plicit : phical
underp ch institution could be ¢ ated in the departments’ -

progra €0

er- investigation appeared to promote te

centred
learnin
autono
should

This

ito improve

self-awareness in da

traditional conception of dance pedagogy and engender mutuality and

possibility, shared experiential knowing. By extension, students would be
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empowered to define their own learning process, setting questions, finding
their voice, identifying objectives, realising authenticity and support each
other to promote transformative dance experiences. It is also important that

dance n-i anaia and

e .
synergi nsure that there i between underpinning. .

philoso e and the Ghanaiz community/society.
: -

structu

Ghana

“Synergistic..Philosophical Structure of Dance Education” for the three

univers

philosophical dance progral nce pedagogy.

Suggestions for Further Resear"ch

sophi

thod of inquiry. This

resent study
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APPENDICES

Appendix A
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You al ate in-this research aimed at exploring
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Philosaphy.Candidate in Music Education, Department of Music and Dance

UCC.

Confidentiality and Anony earch participant
I will not

records of

ou may refuse

» . 'thiSS
take part in st e. You havesthe right no

your responses in the research. You have the right to ask questions about the

study and to have those questions answered by me before, during and after the

215

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

research. If you have further questions and/or concerns, please feel free to

contact me at numemade@gmail.com or via mobile phone on 0243545793.
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Appendix B
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COLLEGE OF HUMANITY AND LEGAL STUDIES
DEPARTMENT OF M AND DAN
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philosc of dance education programmes in Ghanaian

public plicagt—)-n for teaching and learning |
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Interview Questions:
1. To begin with, please tell me about yourself? [Probe for specifics such

as institution, age, highest educational qualification, designation, current

|
em

- .
2. hat is the nature of the h OW

-based or theory-based or they are both]

-

ent’s philosophy(ies)?

-

1SE his philosophical fo undatio

person

13.

14. udents? (For

Performance....Panel or individual)
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15.  How do you assess your students? (For Performance ........ They perform

from memory OR reproduce a demonstrated movement OR production
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Appendix C

UNIVERSITY OF CAPE COAST
COLLEGE OF HUMANITY AND LEGAL STUDIES
e DEPAR I MEN OF M AND DAN
FOC OU
EDUCATION ]
The st "'"Em.. his focus grou pased aimed at

explori nderpinnings of dance education programmes in

Ghana and its implication for teaching and

-

methods. nd argaret Delali Numekevor, a D

of Phi ucation, Depa

Dance, U

Introd

Thanks 'for taking the alk It the da ne-you
are purs'

education

g the session

would like to assure you that this discussion is not intended to test or evaluate
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you as a student. Please do let me know if you have any concerns regarding

this discussion or your rights as a research participant.

Questi
1. Le 11--*- e tell me ab ‘specifics su
as ex, level, program
. W ourses you f)ffer? [Probe to finc
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d g based orthe are bot o
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e tea 57
is lacking i
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Appendix D
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