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 SEQ CHAPTER \h \r 1
	SECTION A: HISTORY
	

	
	
	
	

	QUESTION 1
	

	
	
	
	

	MEMO
	


	Focus of Question
	Learning outcomes
	Ability levels

	Knowledge
	LO1
	LO2
	LO3
	LO4
	HIGH
	MEDIUM
	LOW

	
	
	√
	√
	√
	
	13
	2

	Synthesis
	
	
	
	
	
	
	

	
	
	
	

	POSSIBLE ANSWER
	

	
	
	
	

	1.1
	I dance because I like to do performances on stage and hope someday I would become a famous choreographer and dancer.
	(2)

	
	
	

	1.2
	Classical Ballet − This dance form is recognised by the rotation of the legs from the hip joint, stretched feet as well as the five positions of the feet, rounded arm lines and positions of the arms. The objective is to define gravity with grace and a very strict technique. Classical ballet consist of barre work, center work, turns, arm movements, adage, which is characterised by the slow controlled movements in very specific alignments and allegro, which is small and big jumps with and without beats and ultimately, point work, where dancers wear block shoes and dance on the tips of their toes.
African Dance − Though it might be impossible to list all basic movements found in African dance styles, nonetheless, there are a handful of common ones. Some are locomotive, while others are non-locomotive.
Locomotive 

· Walking and striding (e.g. Mohobelo of the Southern Basotho)

· Shuffling of the feet (e.g. Trans dance of the San and Umxentso of 

Amaxhosa diviners)

· Leaping (e.g. Ostrich mating dance of the Kalahari San and Setap 

by the Batswana)

· Stamping (e.g. iNgoma of amaZulu)
Non-locomotive

· Vibrating and shaking (e.g. uMtytyimbo of amaMpondo)

· Mime and gestures (e.g. Charm dance of Bororo Fulani)

· Kneeling (e.g. Mokgibo of southern Basotho women and girls)

· Jumping (e.g. warrior dance of the Masai)

Based on this diverse complex face of dance styles/traditions in Africa, it is not easy to make a neat grouping of what is African dance, as there is no one profile of an African. However broadly speaking in respect of dance in the context of Africa, we can use a formula in defining African dance/musical performances style/traditions by placing them into two categories, namely the ritual/ceremonial dance style/tradition and the contemporary/theatrical dance style/tradition. Each of these styles/traditions has their own distinctive features.
	(6)


	1.3
	Principles of Classical ballet

· Stance: Position taken, standing correctly

· Turn-out: Rotary motion of the legs in the hips, essential for classic ballet

· Placing: arranging of the head, spine and limbs in their proper place in 

proper alignment with each other to achieve an ordered, balanced form

· Laws of balance: a counter poise of limbs in order to maintain


equilibrium (equal weight around a central point)

· Basic rules of the head, legs, arms and body

· Transference of weight: Changing of weight from one body part to the next

· Co-ordination: Bringing parts of the body into proper relationship with each other 
· Gravity: Ballet defies gravity

Principles of African Dance

· Usage of natural bends of the body

· Dancing towards the ground and complimenting gravity instead of 
defying it

· Articulation of basic and complex rhythmic patterns in the time line scale

· Imitating and dramatisation of the natural world (birds, animals, insects or 
plants) or the elements such as fire, water, earth and air.

· Dances generally have a theme (fertility, courtship, work, hierarchy etc.)
and purpose (protest, socialisation, celebration, questioning social issues etc.)
	(7)

	
	
	[15]


	QUESTION 2
	

	
	
	
	

	THE PRESCRIBED CHREOGRAPHERS AND THEIR DANCE WORKS
	

	South African Choreographer
	Dance works

	Veronica Paeper
	Orpheus in the Underworld

	Vincent Mantsoe
	Gula Matari

	Alfred Hinkel
	Last Dance (Bolero)

	Sylvia Glasser
	Transformations

	Gary Gordon
	Bessies Head

	Mavis Becker
	Flamenco de Africa

	Hazel Acosta
	Blood Wedding

	Caroline Holden
	Imagenes

	Focus of Question
	Learning outcomes
	Ability levels

	Knowledge

Application
	LO1
	LO2
	LO3
	LO4
	HIGH
	MEDIUM
	LOW

	
	
	
	√
	
	12
	5
	3

	Analysis
	
	
	
	
	
	
	


	International choreographer
	Dance works

	George Balanchine
	Appollo or Agon

	Alvin Ailey
	Revelations

	Martha Graham
	Appalachian Spring or Lamentation

	Christopher Bruce
	Ghost Dancers or Rooster

	Marius Petipa and Lev Ivanhof
	Swan Lake

	Vaslav Nijinski
	Le Sacre du Printemps

	Paul Taylor
	Esplanade

	
	
	
	

	MEMO:
	


	MARKING RUBRIC
	

	0 − 5 MARKS

WEAK
	6 − 10 MARKS

FAIR
	11 − 15 MARKS

GOOD
	16 − 20 MARKS

EXCELLENT

	The answer is not written with any knowledge of the choreographer`s background, artistic contributions and achievements. Hardly any knowledge of synopsis, music style and accompaniment.
	The answer is written with some knowledge of choreographer`s background, artistic contributions and achievements the choreographer has made during their career. Limited knowledge of synopsis, music style and accompaniment.
	The answer is well written with knowledge of choreographer`s background, artistic contributions and achievements, the choreographer has made during their career. Good knowledge of synopsis, music style and accompaniment.
	The answer is excellently written with accurate knowledge of choreographer`s background, artistic contributions and achievements the choreographer has made during their career. Excellent knowledge of synopsis, music style and accompaniment. 

	
	
	
	

	ONE POSSIBLE ANSWER
	

	
	
	
	

	2.1
	Alfred Hinkel – Bolero (The Last Dance)
	

	
	
	
	

	2.2
	Maurice Ravel – Orchestra – Spanish style
	

	
	
	
	

	2.3
	Hinkel created what would become a testimony to South African dance.
A work that has traced a fairly political path, Bolero has continually transformed through the process of being reworked on each of the several occasions that it has been staged. The original version was about, “overcoming prejudice,” and focused specifically on the Immorality Act – arguably the most controversial of the legislative acts of the South African Apartheid government which attempted to forbid intermixing of couples of different races. The costumes for this version were tie-dyed T-shirts − gum boots had not yet been introduced to the piece.
Then, in the 1980s, various artists boycotted the Grahamstown Festival and held an alternative, non-segregated festival at the Durban University of Westville. This was an era of imminent violence during

which the South African government declared a national ‘State of Emergency.’ The volatile, turbulent tone of the era reflected in Hinkel’s 1987 version of Bolero is augmented by the addition of gumboots.

“The dance with the gum boots came from a working class people, mostly miners and dock workers. The boots represented oppression. They were the shackles that bound not only those being oppressed directly, but also those bound by ignorance.”
	


	
	Alfred Hinkel

At the beginning of Bolero, the use of gum boots is sparse. As the piece approaches its climax, the boots are used increasingly and approximately half way through the dance, they are used to create a thunderous, angry surge of sound in combination with the ever-intensifying music. Then, amidst the cacophony, the dancers flung their boots off, reaching a climax of ecstasy.

“The piece, which was untitled but was referred to as Bolero after the music, confronted the audience with unfamiliarity as soon as it began.” 

Western classical music, a racially mixed cast, and the juxtaposition
of contemporary, classical, African traditional, gumboot, Indian and Mpantsula steps ensured that the piece not only created a political but also an artistic furore. The contrasts in dance and music provided a means of exploring local dance rhythms and contemporary dance forms. In Bolero, Hinkel disregarded notes from a lecture given by Alfred Hinkel on Bolero and preconceptions about dance and theatre. The ‘unfamiliarity’ that was a feature of the dance created the sense of apprehension in the audience that was characteristic of that time.

The third version of Bolero was performed in 1990 at the Dance Umbrella, where Hinkel took home another choreographic award, despite the fact that the dance had no formal ending (each performance, the dancers would improvise a different ending). Refusing to take credit as sole choreographer, Hinkel argued that the dancers played an integral role in the creation of the piece. It was in this version that drums were introduced for the first time.

A distinct cycle served as the motif behind Hinkel’s third version of Bolero: the dance commenced on a temperate note with a drum being passed around. “There was a sense of what things could be like in South Africa – a kind of hope…wanting to make a connection.”
This was immediately followed by a period of aggression. The violent, emotive images created were an accurate reflection of the then present ‘struggle’ in South Africa. Finally, Bolero climaxed in a culmination of energetic dance and music that lead to a sense of freedom.
The version of Bolero that had been staged at the Dance Umbrella was taken to the Grahamstown Festival in 1992 where the dancers performed in tie-dyed costumes that had been made by Landown and Hinkel. This was the last time that Bolero was performed as a piece representing the struggle. The dance was then reworked so that it became a celebration of the newly established democracy in South Africa after the 1994 general elections. Bolero was even performed at former President Nelson Mandela’s inauguration. 
	


	
	In 1995, Veronica Paeper approached Hinkel and invited Jazzart to, “share a platform,” with the Cape Town City Ballet. Hinkel consented to the collaboration between the two companies and Bolero was performed to live orchestration for the first time. Jazzart dancers past and present wanted to be a part of this revival and many travelled from all around the country to participate. This version included Indian, Zulu and contemporary dance, opening with the story of the Indian god Shiva, the creator and destructor of the world and shadow imaging of Koi San rock art.
Hinkel describes his fourth version, with costumes by Craig Leo, as “sensual and contemporary.” The production featured the political awareness of the transition period in South Africa doubling up with strong sexual undercurrents. While there was a strong sense of liberation from the past, critics contended that Bolero had made very little transition since its creation and that the piece still focused on ugly imagery. Although there was a degree of scepticism about the new South Africa, the nation was generally in high spirits and many did not care to reflect upon the problems within South Africa and the continent, such as the increasingly prominent issue of Aids. Hinkel was however, not about to ignore these issues and chose to use his work as a vehicle for expression as per usual.  In 1997, the same version of Bolero that had been performed with CAPAB was taken to Durban.

In 2000, the 5th version of the piece was created as a farewell to three of the foremost members of the company, Sbonakaliso Ndaba, Sifiso Kweyama and Ondine Bello who were leaving to continue work at Phenduka Dance Company in Durban. In honour of them, Bolero was performed for audiences of Cape Town for the last time, featuring these dancers who were an integral part in the shaping of this piece.  After going by the title of the music for a decade, the dance finally received the title: Last Dance.  This all-female version was very much about sensuality. The image of the women in gum boots and leather tops made a strong statement about female sexuality – that women are strong. To contrast the rest of the costume, chiffon skirts were worn. Commencing with women chatting and laughing, Last Dance was not nearly as emotive as Bolero had been. This version was about celebrating and reminiscing rather than confronting issues at the heart of a nation.

Since then, Last Dance has been performed at the Spier Arts Festival in Stellenbosch in 2002.  This version was a celebration of life and possibility of youth, as this was the first time that younger dancers were used.
The 2003 Danscape performance of Last Dance, 40 dancers from many backgrounds (including Dance For All, CAFDA, Namjive) were used. This was the largest cast ever assembled to perform this work. The fusion of dancers of different races, backgrounds and training was a culmination of everything that has been achieved since South Africa’s democratisation in 1994. This version signifies, “hope for the future.”
	


	
	The performance began with a solitary female dancer stamping and hitting her gumboots. As the music begins, one lone male dancer commences by telling the story of the god, Shiva using exaggerated sign language. As in the other versions, the dance builds up until the end when the whole cast is on stage, echoing the music through their bodies. Hinkel explained that in each version, the structure had been laid down but the movement content was work shopped by each cast so that it became their own.  He places great emphasis on learning through improvisation to improve technique as well as to assist the development of creativity and creative choreography. “You learn to experiment with dance rather than execute it.” By insisting on his dancers’ regular improvisation to advance their development as artists, Hinkel is able to draw his choreography out of them. “That way, they own it.”
Bolero has been staged in diverse forms to fulfil numerous purposes. It has served as a vehicle to facilitate comment on politics, for celebration (the inauguration of Nelson Mandela), as an incentive for collaboration between classical and contemporary dance companies and as the purveyor of hope. In essence, Bolero was intended to say, “we (South Africans) have come this far,” and it can be said that the assemblage of different versions of Bolero spanning 3 decades states ‘this is how far Alfred Hinkel has come.’
	(4)

	
	
	
	

	2.4
	Alfred Hinkel’s Bolero combines a classical, European element of dance with contemporary and African styles of dance. The combination of old and new, local and international as combined by Hinkel was previously unheard of.

While it may not be innovative by today’s standards, Bolero was a novelty in its time. Similarly, Hinkel’s work featured elements seldom (or never) seen on stage before: African dance was staged as performance art – previously, African dance had been viewed as a tourist attraction. The staging of the earlier versions of Bolero was vital in asserting a recognised place for African contemporary dance in the world of South African performance art. 
African dance was set to classical music-gumboots were worn by women and in particular, white women – women, let alone white women, had never performed in gumboots before. When the female cast of Bolero, marched proudly onto the stage, they crossed a cultural and societal threshold.
Gumboots were used in an ‘avant-garde’ way – traditionally

performed with a bent back, Hinkel demonstrated how an established technique could be changed for creative purposes when his dancers were seen performing their own, upright version of gumboot dancing.
	


	
	The contact work featured in Bolero was very innovative for its time – perhaps the contact work was an exploration of homosexuality – a controversial issue given the dance’s historical context.
	

	
	
	

	
	The traditional roles of men and women were disregarded – In Bolero, men lift men, women lift women, women lift men and so on. The traditional roles of the male and female were turned upside down when Hinkel’s piece suggested that women were entitled and able to initiate action and assume leadership and that men could feel weak and vulnerable. 
Bolero made bold political assertions.  In the earlier versions of Bolero, Hinkel intended to say things that were “not meant to be said” (this almost became one of Jazzart’s policies – politics, abuse, sexuality etc.)

Hinkel regarded himself as a director rather than sole choreographer.  Bolero is also innovative simply because Hinkel was continually innovating and developing his ideas.
	(4)

	
	
	
	

	2.5
	Alfred Hinkel’s Bolero juxtaposes a classical, European element of dance with contemporary and African concepts of dance. Ravel is well known for his ballet score for Bolero – in respect to Ida Rubinstein’s commission for a ballet to be called, Fandango. Thus, Hinkel’s choice of music provides the European and classical basis for his work and makes reference to the antiquity. From this base, Hinkel choreographed a piece featuring distinctly African dances and contemporary flavour. The combination of old and new, local and international as combined by Hinkel was previously unheard of.  While it may not be innovative by today’s standards, Bolero was a novelty in its time. Hinkel’s work featured elements seldom (or never) seen on stage before: African dance was staged as performance art. Previously, African dance had been viewed as a quaint tourist attraction. The staging of the earlier versions of Bolero was vital in asserting a recognised place for African contemporary dance in the world of South African performance art. African dance was set to classical music. Gumboots were worn by women and in particular, white women. 

One need to appreciate that gum boot dancing arose from, “a working class people, mostly miners and dock workers,” and that it was not a practice performed by women, let alone white women.
Thus, when the female cast of Bolero, marched proudly onto stage, they crossed a cultural and societal threshold.

Gumboots were used in an ‘avant-garde’ way. Traditionally performed with a bent back, Hinkel demonstrated how an established technique could be manipulated for creative purposes when his dancers were seen performing their own, upright version of gum boot dancing.

The contact work featured in Bolero was very innovative for its time

One verse featuring the contact work was a definite exploration of homosexuality – a controversial issue given the dance’s historical context. Bolero arose from a time where the conventions of society were not openly defied.
	


	
	The traditional roles of men and women were disregarded

In Bolero, men lift men, women lift women, women lift men and so on. The traditional roles of the male and female were turned upside down when Hinkel’s piece subversively suggested that women were entitled and able to initiate action and assume leadership and that men could feel weak and vulnerable.
	


	
	Bolero made bold political assertions

In the earlier versions of Bolero, Hinkel intended to say things that were not meant to be said (this almost became one of Jazzart’s policies) about politics, abuse, sexuality etc. Hinkel regarded himself as a director rather than a choreographer. Hinkel refused to accept sole recognition as choreographer due to his emphasis on the dancers’ input in the piece. To this day, Hinkel sees the traditional image of a choreographer as a dictator that demands his or her inferiors adopt a movement language foreign to them. In such a situation, the dancer becomes an insignificant variable. Hinkel insisted that his pieces were choreographed by the Jazzart dancers who would create the dances through improvisation in class. His role was that of a facilitator, not a choreographer.
Bolero is also innovative simply because Hinkel was continually innovating and developing his ideas. He has returned to the work in the past 30 years to improve the choreography or try something new. The themes Hinkel has applied to Bolero have been innovative and varied along with his intentions in each version. 
As a pioneer of contemporary African dance and an esteemed South African choreographer, Hinkel’s breakthrough piece is sure to be an important work in terms of innovation. 
The strength of his work in Bolero is reflected in its outstanding endurance. Longevity itself is only possible when something can adapt and develop with changing times. In the hands of innovative choreographer, Alfred Hinkel, Bolero has done just that. This truly South African mélange of image and music is one of the most powerful to grace this country's dance stages and, over time, the work has been elevated to almost mythical status.


	
	Conclusion

The attitude of Bolero choreographer, Alfred Hinkel as reflected in his works is one that is conducive to the current context of the performing arts in South Africa. His progressive attitude is clear in his ability to take an old piece, rework it and plant it firmly in its current setting. Hinkel is a man of pragmatic genius.
Choreographically, Hinkel has worked to relate his piece to the present and future. He is not only a competant choreographer; he is a man of incredible persistence. One can rest assured that whatever plans Hinkel has for the future of one of South Africa’s foremost contemporary dance companies, it will be fulfilled.
	(4)


	2.6
	Alfred Hinkel’s Bolero juxtaposes a classical, European element of dance with contemporary and African concepts of dance. Ravel is well known for his ballet score for Bolero – in respect to Ida Rubinstein’s commission for a ballet to be called, Fandango. Thus, Hinkel’s choice of music provides the European and classical basis for his work and makes reference to the antiquity. From this base, Hinkel choreographed a piece featuring distinctly African dances and contemporary flavour. The combination of old and new, local and international as combined by Hinkel was previously unheard of.
While it may not be innovative by today’s standards, Bolero was a novelty in its time. Hinkel’s work featured elements seldom (or never) seen on stage before: African dance was staged as performance art previously; African dance had been viewed as a quaint tourist attraction. The staging of the earlier versions of Bolero was vital in asserting a recognised place for African contemporary dance in the world of South African performance art. 
African dance was set to classical music. Gumboots were worn by women
and in particular, white women one needs to appreciate that gum boot dancing arose from, “a working class people, mostly miners and dock workers,” and that it was not a practice performed by women, let alone white women. Thus, when the female cast of Bolero, marched proudly onto stage, they crossed a cultural and societal threshold. 
Gumboots were used in an ‘avant-garde’ way
Traditionally performed with a bent back, Hinkel demonstrated how an established technique could be manipulated for creative purposes when his dancers were seen performing their own, upright version of gum boot dancing.
The contact work featured in Bolero was very innovative for its time

One verse featuring the contact work was a definite exploration of homosexuality – a controversial issue given the dance’s historical context. Bolero arose from a time where the conventions of society were not openly defied.  The traditional roles of men and women were disregarded. In Bolero, men lift men, women lift women, women lift men and so on. 
The traditional roles of the male and female were turned upside down when Hinkel’s piece subversively suggested that women were entitled and able to initiate action and assume leadership and that men could feel weak and vulnerable. 
Bolero made bold political assertions

In the earlier versions of Bolero, Hinkel intended to say things that were not meant to be said (this almost became one of Jazzart’s policies) about politics, abuse, sexuality etc. Hinkel regarded himself as a director rather than a choreographer. Hinkel refused to accept sole recognition as choreographer due to his emphasis on the dancers’ input in the piece. 
To this day, Hinkel sees the traditional image of a choreographer as a dictator that demands his or her inferiors adopt a movement language foreign to them. In such a situation, the dancer becomes an insignificant variable.
Hinkel insisted that his pieces were choreographed by the Jazzart dancers who would create the dances through improvisation in class. His role was that of a facilitator, not a choreographer.
	


	
	Bolero is also innovative simply because Hinkel was continually innovating and developing his ideas. He has returned to the work in the past 30 years to improve the choreography or try something new. The themes Hinkel has applied to Bolero have been innovative and varied along with his intentions in each version. 
As a pioneer of contemporary African dance and an esteemed South African choreographer, Hinkel’s breakthrough piece is sure to be an important work in terms of innovation. 
The strength of his work in Bolero is reflected in its outstanding endurance. Longevity itself is only possible when something can adapt and develop with changing times. In the hands of innovative choreographer, Alfred Hinkel, Bolero has done just that.

This truly South African mélange of image and music is one of the most powerful to grace this country's dance stages and, over time, the work has been elevated to almost mythical status.
	(4)

	
	
	[20]


	QUESTION 3
	

	
	
	
	

	MEMO
	


	A POSSIBLE ANSWER COULD BE:
	

	
	
	
	

	3.1
	· Notes of the work done and what the improvisation or choreographic processes entail

· An assessment of your personal progress and a way to monitor your creative development and understanding of your work

· A record of the overall aim of your work

· Your feelings of any difficulties you may experience or weaknesses that you are aware of and possible suggestions on how these may be overcome






                (Any 3)
	(3)

	Focus of Question
	Learning outcomes
	Ability levels

	Knowledge
	LO1
	LO2
	LO3
	LO4
	HIGH
	MEDIUM
	LOW

	
	√
	
	
	
	
	
	7

	Application
	
	
	
	
	
	3
	


	3.2
	The set design, lighting, costume and props all intensify the theatricality of the dance work and contribute to the audience’s perception of and response to the performance. It underpins the choreographer’s intension and when they are used intelligently, these elements become just as important as the performers and the movement content. Lighting directs the spectator’s eye to selected focal points (where the choreographer wishes for us to look), defines the space (creates walls or wide open spaces) and creates an intended mood or atmosphere (sunrise or sunset). Costumes and props add dimension to the content of your dance vocabulary. They become part of the face of the dance and a vital component of the work.
	(3)

	
	
	
	

	3.3
	· A rehearsal schedule and venue – you need a studio to rehearse in and a schedule to follow so that the performance is ready on time. When planning your schedule, remember that the dancers need rest time so that they do not injure themselves.

· A performance venue – you need a venue that is the right size for your production and the audience you expect as well as how much you can afford to pay for hiring it.

· Costumes, sets, props, lighting, make-up and music – how much can you afford to do on your budget, and who will take on these important jobs?

· Transport – do you need to transport people to and from the rehearsal and performance venue? If so, how will you manage it?

· Budgeting – how much money will you need to spend on the production, and how can you raise the money you need? In a professional production you need to think about:
	


	
	· Salaries/income and everyone involved;

· Hiring the rehearsal studio and performance venue;

· Hiring or making of costumes and sets, and cost of make-up;

· Hiring of lights and other electronic equipment (music equipment and special effects);

· Marketing – the designing and printing of posters, fliers, programmes and so on;

· Other costs – promotional shows, ushers, ticket sellers

· Fundraising – you will need to raise funds to pay for your production. If your budget is very small you can reduce your expenses by calling in help from friends, family and community members. Sometimes people with skills such as musicians, artists and designers, are prepared to help out in a production just for the experience. You can approach businesses or large companies, who can advertise in your programme, or have their name attached to your show in some way.
	(4)

	
	
	
	[10]


	QUESTION 4
	

	
	
	
	

	MEMO
	

	Focus of Question
	Learning outcomes
	Ability levels

	Knowledge

Application
	LO1
	LO2
	LO3
	LO4
	HIGH
	MEDIUM
	LOW

	
	
	
	
	√
	10
	
	

	Analyses
	
	
	
	
	
	
	

	
	
	
	

	MARKING RUBRIC
	


	0 − 2 MARKS

WEAK
	3 – 5 MARKS

ADEQUATE
	6 − 8 MARKS

GOOD
	9 − 10 MARKS

EXCELLENT

	The answer is written with hardly any knowledge of different cultures, and also no knowledge of dance form and style. Hardly any explanation of the costumes and movements used.
	The answer is written with some knowledge of different cultures, and also some knowledge of dance form and style. Some sort of explanation of the costumes and movements used.
	The answer is well written with knowledge of different cultures, and also knowledge of dance form and style. Good explanation of the costumes and movements used. 


	The answer is excellently written with accurate knowledge of different cultures, and also outstanding knowledge of dance form and style. Excellent explanation of the costumes and movements used. 

	
	
	
	

	EXAMPLE OF POSSIBLE ANSWER (Non-African dance majors)
	

	
	
	
	

	4.1
	Learning about other cultures in our country, helps us to be proud citizens. It also makes us understand the different cultures without prejudice and discrimination. We are thus better informed and have respect for one another, even though we are different.
	

	
	
	
	

	4.2
	Umzansi – a traditional Zulu dance
	

	
	
	
	

	4.3
	The history of how the dance style developed was interesting. The heavy drumming that is played with two beaters with rubber heads, the energy and the power of the dance.
	


	4.4
	The dancers hold a stick in one hand in ifolo (line) formation. 

It also consists of stamping of the feet. The dancer move two steps 

backward with the knee slightly relaxed, before each dancer executes

the stamp. This is followed by kicking the leg high to the front before 

bringing the foot down on the ground in a sturdy stamp. 
Costumes: 

· Ibeshu (a skin buttock-covering, worn by men, being the rear part of a loin-covering, extending to the knees.)
· Isishababa (a skin buttock-covering, longer than Ibeshu, extending to the knees)

· umQhelo (a head-dress of beads or skin worn encircling the head)
iziNcabulela (sandals with straps made of leather, with sole cut from 
a car tyre)
	

	
	
	
	

	4.5
	The music is more rhythmic and heavy. The movements are also heavily grounded with powerful kicks.
	[10]

	
	
	

	
	OR
	

	
	
	
	

	POSSIBLE ANSWER (African dance majors)
	

	
	
	
	

	4.1
	Learning about other cultures in our country, helps us to be proud citizens. It also makes us understand the different cultures without prejudice and discrimination. We are thus better informed and have respect for one another even though we are different.
	

	
	
	
	

	4.2
	Ballet which originates in France.
	

	
	
	
	

	4.3
	The history of how the dance style developed was interesting. The highly disciplined technique and the interesting themes and stories, such as Swan Lake are also interesting.
	

	
	
	
	

	4.4
	Ballet creatively expresses a range of human emotions through physical movements and gestures. Most of the movements used are restrictive and unnatural. Fairy tales are often interpreted through dance. Ballet also has basic principles of classical technique such as turnout, stance, positions of 
the feet, rounded arm movements, etc.

Costumes:
· The costumes can differ according to the story being interpreted.

· The girls wear tights, tutus and point or block shoes
· The boys wear tights with relevant tops and soft shoes
	

	
	
	
	

	4.5
	The style does not give much freedom in terms of movement and expression. It is restrictive and highly disciplined. Ballet uses classical music, which is completely different from the clapping, drumming and singing used in African dance.
	[10]


	QUESTION 5
	

	
	
	
	

	MEMO
	

	Focus of Question
	Learning outcomes
	Ability levels

	Knowledge

Application
	LO1
	LO2
	LO3
	LO4
	HIGH
	MEDIUM
	LOW

	
	
	
	√
	
	10
	5
	

	Analyses
	
	
	
	
	
	
	

	
	
	
	

	MARKING RUBRIC
	


	1 – 4 MARKS

WEAK
	5 – 8 MARKS

ADEQUATE
	9 – 12 MARKS

GOOD
	13 – 15 MARKS

EXCELLENT

	Learner could not explain the findings of the research. The needs of the community were not relevant and not even mentioned. No or hardly any details were given on how funds will be raised and the marketing strategy. Learner could not motivate on how the use of dance in this project will effectively make a difference to the selected community.


	Learner was able to vaguely explain the findings of the research. The needs were vaguely described on how the community will benefit from this project. Details were vague on how funds will be raised and the marketing strategy. Learner could not motivate on how the use of dance in this project will effectively make a difference to the selected community.


	Learner was able to explain in the findings of the research. Able to identify the needs and give a description of how the community will benefit from this project. Learner stated very well how funds will be raised and had a marketing strategy. Learner gave good points on how the use of dance in this project will effectively make a difference to the selected community.


	Learner was able to explain in detail the findings of the research. Able to identify the needs and gives an excellent description of how the community will benefit from this project. Learner stated in detail how funds will be raised and had a clear marketing strategy. Learner gave meaningful points on how the use of dance in this project will effectively make a difference to the selected community.


	EXAMPLE OF ONE POSSIBLE ANSWER.
	

	
	
	
	

	Area and aim of the project

Our Dance Studies group went to an orphanage, and found that the children at the orphanage were not involved in any extra-mural activities. They spent all their time watching TV or playing video games. We felt that this could cause health and mental development problems. We wanted to use dance to make the children more active and help this problem.

Identify the needs

· A venue to use for the dancing, which the orphanage has provided

· A music system, also provided by the orphanage

· Dance clothes for the children

· Costumes to be used for a performance

Activities of the project

· We will divide the children into a junior and a senior group

· We will have dance and creative movement classes

· The plan is to have a dance performance for the public, twice a year to showcase the work that is done by the children

Schedule

· Dance classes will take place every Wednesday afternoon

· There will be a 3 o’clock and a 4 o’clock class

· One class will be for the juniors and the other for the seniors

· Extra rehearsals nearer the time of the dance performances

Marketing

· We will place posters at the orphanage to draw the interest of the children

· Hand out flyers

· Advertise in the local newspaper to draw the attention of sponsors

· Advertise outside the orphanage and in the surrounding community to inform the public of upcoming shows

Fundraising

· Selling cookies and sweets to other learners at the school

· Asking learners to donate clothing and anything else they no longer need at home for a garage or jumble sale

· Apply for funding at the local supermarket and other stores

· Charge an entry fee for the dance performances

Conclusion

Our dance project will make a difference in the following manner:

· We will be developing the talent of the children and building their self confidence

· Dance will help their self esteem and self worth

· Dance is also therapeutic and can assist the children to heal their emotional pain and deal with their situation

· The exercise will improve their health

Dance will stimulate their creativity, which is essential for the development of the brain
	[15]

	
	
	
	

	
	
	TOTAL SECTION A:
	70


	SECTION B:  MUSIC
	

	
	
	
	

	QUESTION 6
	

	
	
	
	

	MEMO
	

	Focus of Question
	Learning Outcomes
	Ability Levels 

	Knowledge
	LO1
	LO2
	LO3
	LO4
	LOW
	MEDIUM
	HIGH

	
	
	
	√
	
	
	
	5

	
	
	
	

	ANSWER
	

	
	
	
	

	6.1
	2
	(1)

	
	
	
	

	6.2
	4
	(1)

	
	
	
	

	6.3
	2
	(1)

	
	
	
	

	6.4
	8
	(1)

	
	
	
	

	6.5
	4
	(1)

	
	
	
	[5]

	
	
	
	

	QUESTION 7
	

	
	
	
	

	MEMO
	


	Focus of Question
	Learning Outcomes
	Ability Levels 

	Knowledge

Application
	LO1
	LO2
	LO3
	LO4
	HIGH
	MEDIUM
	LOW

	
	
	
	√
	
	
	5
	

	ANSWER
	

	
	
	
	(1)

	7.1
	False
	

	
	
	
	(1)

	7.2
	False
	

	
	
	
	(1)

	7.3
	True
	

	
	
	
	(1)

	7.4
	True
	

	
	
	
	(1)

	7.5
	True
	[5]


	QUESTION 8
	

	
	
	
	

	MEMO
	

	Focus of Question
	Learning Outcomes
	Ability Levels 

	Application
	LO1
	LO2
	LO3
	LO4
	HIGH
	MEDIUM
	LOW

	
	
	
	√
	
	
	4
	

	
	
	
	

	ANSWER
	



       3
      4












[4]
	QUESTION 9
	

	
	
	
	

	MEMO
	

	Focus of Question
	Learning Outcomes
	Ability Levels 

	Application

Analysis
	LO1
	LO2
	LO3
	LO4
	HIGH
	MEDIUM
	LOW

	
	
	
	√
	
	6
	
	


	POSSIBLE ANSWER
	

	
	
	
	

	9.1
	Jazz
	

	
	
	
	

	9.2
	Generally played by a small group or combo (3 – 8 players) or a big band 
(10 − 15 players).
Backbone to the ensemble is the rhythm section made up of piano, plucked double bass, tuba, saxophone, trumpet family and percussion. Sometimes the banjo or guitar maintains the beat adding rhythmic interest and supporting harmony. The heart of jazz lies in improvisation. Musicians simultaneously create and perform at lightning speed.

Syncopated rhythms are used. It is easy to hear the influence of African rhythms in the off-beat accents. These were used in the early Negro songs and spirituals. Syncopation is a sophisticated rhythmic device that enhances music. It does this by creating irregular accents within phrases. This brings a “quirkiness” to the music and provides exiting variety and dynamic impetus for expressive movements. The pennywhistle is used for South African Kwela dance, where the “jerkiness” of the jazzy syncopation is built into the melodic shape.
	[6]

	
	
	
	

	
	
	OR
	


	9.1
	Latin American
	

	
	
	

	9.2
	The body of the sound is produced by the rhythm section (percussion instruments)

The rhythm section is dominant

The rhythm section determines the character of the music

Varied tempos

it is simplified to 4/4 but under deeper analysis seems to be an 8/8 time bar as each beat is halved

Split-beat accents

Typical percussion accents on beats 2 and 4

The melody section is usually wind and string instruments

Various rhythm instruments accenting different beats. Throughout there is always an underlying pulsation of 1,2,3,4

The rhythm and melody foundation is usually given by the claves (two sticks of hard wood that strike the 1./4./7. beat and the 3./5. beat in two 8/8 time bars following each other or vice versa)

Vast majority of the Latin American rhythms have their roots in Africa.

The shifting of rhythmic accentuation and melodic phrasing makes the syncopated Latin American music complex, yet fascinating
	

	
	
	
	

	
	
	OR
	

	
	
	
	

	9.1
	Vocal Accompaniment
	

	
	
	
	

	9.2
	This is probably the oldest, most primitive way of providing music for dance

When it is used in dance, it normally assumes a prominent role in the performance

Vocal music is normally classified in the following ways:

Monophonic (one melody line)

Polyphonic (various simultaneously sounding melody lines)

Homophonic (a single melody line supported by complimentary, non-independent parts e.g. harmonised choral singing)

Theatrical dance genres at times incorporate spoken or sung vocal music, sometimes with added instrumental accompaniment. This happens especially in African dance, Western folk and musical theatre.
	[6]

	
	
	
	

	
	
	TOTAL SECTION B:
	20

	
	
	
	


	SECTION C:  ANATOMY AND HEALTH CARE
	

	
	
	
	

	QUESTION 10
	

	
	
	
	

	MEMO
	

	Focus of Question
	Learning Outcomes
	Ability Levels 

	Knowledge
	LO1
	LO2
	LO3
	LO4
	LOW
	MEDIUM
	HIGH

	
	
	
	(
	
	
	
	10


	ANSWERS
	

	
	

	10.1
	Sternocleidomastoid
	(1)

	
	
	

	10.2
	Trapezius
	(1)

	
	
	

	10.3
	Lumbricals
	(1)

	
	
	

	10.4
	Pectoralis Major
	(1)

	
	
	

	10.5
	Deltoid
	(1)

	
	
	

	10.6
	Transverse Abdominis
	(1)

	
	
	

	10.7
	Erector Spinae (also called Sacrospinalis)
	(1)

	
	
	

	10.8
	Gluteus Maximus
	(1)

	
	
	

	10.9
	Quadriceps
	(1)

	
	
	

	10.10
	Sartorius
	(1)

	
	
	
	[10]


	QUESTION 11
	

	
	
	
	

	MEMO
	

	Focus of Question
	Learning Outcomes
	Ability Levels 

	Knowledge

Application

Analysis
	LO1
	LO2
	LO3
	LO4
	LOW
	MEDIUM
	HIGH

	
	
	
	(
	
	
	
	15


	ANSWERS
	

	
	
	
	

	11.1
	· Due to the long hours of training/exercise a dancer’s body needs enough calories to keep working properly.

· Enough vitamins and minerals are needed to support the processes of exercise.

· Insufficient nutrients in the body can lead to eating disorders, menstrual dysfunction and risk of injury.

· Properly planned meals can replace energy lost through exercise and can also replace fluids.

· For one hour of class females need 200 calories and males need 300. Female’s daily calorie intake should be 2 000 to 2 200 calories, and a male’s 2 900 to 3 100 calories.

· A dancer needs a diet that provides them with power and stamina but still presents her as sleek and light weight.

· They should include all food groups so as to ensure a balanced intake.

· Dancers should remember that food is the body’s form of energy.

· If this energy is not burned (exercise) the excess will be stored as fat. 

· Eat small meals often.

· Avoid fatty foods, sugary drinks, processed and fried foods, as these are all high in calories.

· Drink enough water to ensure that you stay hydrated.

· Supplement your diet with vitamins as the body receives very little from the food that you eat.
	(5)

	
	
	

	11.2
	11.2.1
	Carbohydrates – are an energy source and a source of heat.
	

	
	
	
	

	
	11.2.2
	Fats – provides fuel for the body and protects vital organs.
	

	
	
	
	

	
	11.2.3
	Milk products – builds strong bones and provide calcium needed in the body.
	

	
	
	
	

	
	11.2.4
	Protein – required for muscle and tissue development and repair.
	

	
	
	
	

	
	11.2.5
	Vitamins and minerals

Vitamins – are essential to the normal functioning of the body. They are necessary for your growth, vitality and general well-being.

Minerals – they are vital for your health.
	(5)


	11.3
	11.3.1
	Carbohydrates – bread, cereal, rice, pasta
	

	
	
	
	

	
	11.3.2
	Fats – oil, margarine, butter
	

	
	
	
	

	
	11.3.3
	Milk products – yoghurt, cheese, milk
	

	
	
	
	

	
	11.3.4
	Protein – meat, fish, beans, eggs, nuts
	

	
	
	
	

	
	11.3.5
	Vegetables – carrots, spinach, pumpkin

Fruit – bananas, avocado, apples, pears
	(5)

	
	
	
	[15]

	
	
	
	

	QUESTION 12
	

	
	
	
	

	MEMO
	

	Focus of Question
	Learning Outcomes
	Ability Levels 

	Knowledge

Application

Analysis
	LO1
	LO2
	LO3
	LO4
	HIGH
	MEDIUM
	LOW

	
	
	
	(
	
	
	5
	


	POSSIBLE ANSWERS
	

	
	
	
	

	Immediately attend to cuts, cleaning and bandaging them.

Wipe up any blood on the studio floor with chlorine bleach such as Jik or Domestos.

Keep a fully stocked first aid kit in the studio at all times.

Keep a pair of surgical gloves in the first aid box and use when cleaning up blood or   attending to another dancer’s injury.

Keep a one way CPR mouth piece for the possibility of mouth to mouth resuscitation. A person receiving CPR may vomit.

All dancers should follow the ABC plan:

A  abstain

B  be faithful

C  condomise (use a condom)
	[5]


	QUESTION 13
	

	
	
	
	

	MEMO:
	


	Focus of Question
	Learning outcomes
	Ability levels

	Knowledge

Application

Analysis
	LO1
	LO2
	LO3
	LO4
	HIGH
	MEDIUM
	LOW

	
	
	√
	√
	
	5
	5
	

	
	
	
	
	
	
	
	

	POSSIBLE ANSWERS
	

	
	
	
	

	13.1
	A joint is the point of articulation where two bones meet.
	

	
	
	

	13.2
	Elbow and ankle
	

	
	
	
	

	13.3
	13.3.1
	Pivot
	

	
	
	
	

	
	13.3.2
	Ball and socket
	

	
	
	
	

	
	13.3.3
	saddle joint
	

	
	
	
	

	
	13.3.4
	Ellipsoid (condyloid) joint
	

	
	
	
	

	
	13.3.5
	Plane (gliding) joint
	(5)

	
	
	
	

	13.4
	Synovial joint

	(1)

	
	
	

	13.5
	· Flexion

· Extension

· Abduction

· Adduction

· Rotation.
	(2)

	
	
	
	[10]


	QUESTION 14
	

	
	
	
	

	MEMO:
	

	Focus of Question
	Learning outcomes
	Ability levels

	Evaluation

Application 
	LO1
	LO2
	LO3
	LO4
	HIGH
	MEDIUM
	LOW

	
	
	
	√
	
	
	10
	

	
	
	
	
	
	
	
	


	POSSIBLE ANSWER
	

	
	
	
	

	14.1
	Causes

· Insufficient minerals in the diet

· Cold muscles

· Dehydration

Treatment

· Stretch out cramped muscles slowly

· Stop activity until cramps cease

· Drink fluids – water and electrolyte solutions
	

	
	
	

	14.2
	· Causes

· Sudden movements

· Incorrect stretching techniques

· Cold muscles

· Inadequate flexibility
· Ballistic stretching
Treatment

RICE

· (rest/ice/compress/elevate)

· Stop activity

· Allow sufficient recovery time (about a week)
	

	
	
	

	14.3
	Causes

· Over exercising

· Inflammation of tissues (tendons and muscles) OR

· Stress on the tibia

· Dancing on hard surfaces e.g. concrete

Treatment


RICE for symptoms

· Adapt movements to accommodate the environment. Avoid performing

jumps on a concrete floor

· Seek medical assistance
	[10]


	QUESTION 15
	

	
	
	
	

	MEMO
	


	Focus of Question
	Learning outcomes
	Ability levels

	Evaluation

Application 
	LO1
	LO2
	LO3
	LO4
	HIGH
	MEDIUM
	LOW

	
	
	
	√
	
	10
	
	

	
	
	
	
	
	
	
	


	POSSIBLE ANSWERS
	

	
	
	
	

	15.1
	· It prepares the muscles and joints for movement.

· Muscles and tendons become more elastic and joints become lubricated by the release of synovial fluid into the joint capsule.

· Stretching should always be slow and controlled and focus on breathing.
	(2)

	
	
	

	15.2
	· Gradually progress from smaller to bigger movements e.g. small shoulder
rolls and then bigger ones.

· Avoid high impact movements like running and jumping.
· Avoid full neck circles, as they put strain on the cervical vertebrae, rather 
do semi-circles.

· Be aware of your comfortable working range and recognize pain as a 
warning sign e.g. do not kick your leg higher than normal or you could 
pull a hamstring.

· Make use of your breathing pattern as this help to relax the body. 
Holding your breath tense up the body.

· Always maintain posture and body alignment throughout movements.
	(3)

	
	
	

	15.3
	· Physical and mental performance affected

· Fatigue

· Loss of concentration

· Light-headedness

· Poor reaction times

· Muscle cramps
	(3)

	
	
	

	15.4
	· Always be well hydrated

· Availability of fluids as quickly as possible

· Water at regular intervals
	(2)

	
	
	
	[10]

	
	
	
	

	
	
	TOTAL SECTION C:
	60

	
	
	
	

	
	
	GRAND TOTAL:
	150



