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ABSTRACT
Repositioning postgraduate music education in Nigeria is critical amid globalisation, technological change, and renewed calls for cultural reclamation. This study investigates how postgraduate music programmes in South-South Nigerian universities, Delta State University, Abraka, Ignatius Ajuru University of Education, and University of Uyo, can be enhanced for global competitiveness and cultural relevance between 2013 and 2023. Using the Context, Input, Process, and Product (CIPP) evaluation model, the study employed a mixed-methods approach, combining structured questionnaires for postgraduate students, interviews with academic staff, and analysis of institutional documents. The population of fifty-six (56) postgraduate (Doctoral and Master's) students was randomly selected from among the specified tertiary institutions in Nigeria's South-South region. Findings reveal steady enrolment growth and structurally comprehensive curricula but highlight persistent disparities in implementation quality. Programmes are predominantly Western-oriented, with inadequate integration of African indigenous knowledge and performance practices. Challenges include outdated infrastructure, limited digital and studio resources, weak assessment frameworks, insufficient research funding, and gaps in contemporary pedagogical and technological expertise. These constraints limit graduates’ readiness for the global creative economy and reduce cultural responsiveness. Despite these challenges, stakeholders remain strongly committed to reform. The study recommends culturally responsive curriculum redesign, strategic investment in infrastructure and music technology, faculty development, enhanced research mentoring, and inter-university collaboration. Such interventions can reposition postgraduate music education in South-South Nigeria to produce globally competitive scholars grounded in indigenous musical heritage and national development priorities.
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Introduction
Evaluations of postgraduate studies are way different from those done at the undergraduate level. This is because they tend to use fewer objective tests and give more attention to interpretation, critical inquiry, and independent research. These are structured methods used to gauge students’ intellectual development and to investigate the effectiveness of the instructional methods being used. The postgraduate assessment process is developmental and cumulative, focusing on thesis writing, defence and graduate scholarship work. Postgraduate study at an advanced level, whether theoretical or practice-based, is about specialisation, professional development and creation of new knowledge.
Learning the theoretical, practical, historical, and professional aspects makes music study more comprehensive. Besides fostering abilities in vocal and instrumental performance, music reading, and writing, it also fosters cognitive development, emotional skills, creativity, and appreciation of cultural contexts. At the postgraduate level, it has focused on creating advanced scholars who are not only performers but also composers, teachers, and educators capable of making meaningful contributions to society’s cultural and intellectual wealth. In Nigeria, university music education had its roots in the Department of Music at the University of Nigeria, Nsukka, in 1961 (Onyedum & Onuora-Oguno, 2021). Postgraduate programmes have been established in other regions, including South-South Nigeria, from then till now. Nonetheless, concerns remain about course relevance, with many questioning the emphasis on foreign content rather than indigenous traditions (Ogunrinade, 2015). Scholars are quick to suggest that curricula should incorporate African musical heritage without lowering international standards.
Postgraduate music education in South-South Nigeria seeks to promote cultural preservation, professional training and development, and academic knowledge. Nevertheless, there is debate over whether it is meeting its goals or whether its content should be adjusted to suit current trends. Most courses employ outdated materials, unclear objectives, and a weak assessment framework, which has caused discrepancies within institutions where these programs are run. With inadequate integration of indigenous African music, limited research mentorship, and limited access to modern facilities/music technology, the performance of graduates in relation to global industry standards, their contributions to academic discourse, and their effectiveness in competition in the creative economy are worrying. The absence of periodic assessment and redesign leaves curricula out of sync with emerging national/regional/international focus areas, leading to constant transformation.
Consequently, the current study aims to assess the relevancy and efficiency of music postgraduate programs in South-South Nigerian universities with the view to determining how well these programs meet those needs. It seeks to recognise strengths as well as correct weaknesses, ensuring that all such programmes are culturally relevant, academically sound, and internationally competitive. In particular, the research analyses the general effect of curriculum evaluation on practice, considers the intended consequences of commonalities and peculiarities between curricula, and examines the causes of ineffective teaching approaches at the postgraduate level. The research provides a factual analysis that helps improve the music curriculum development process, applied practices, and the development of a higher music education system in this region.
Empirical Review
There have been many empirical studies showing how music curriculum evaluation has been conducted at various stages of education in Nigeria. S. Adamu (2014) did a study on junior secondary school music curriculum in Kaduna State using questionnaires, observation and checklists. The study sampled 171 students, 3 music teachers, and 6 vice principals. The data were analysed using descriptive and chi-square statistics to test five hypotheses. Findings indicated that there was no significant difference between students and staff concerning curriculum goals, government roles, teacher qualifications, and instructional materials. Nevertheless, differences emerged between trained and untrained teachers in their teaching methods. Recommendations cited the following: general public awareness on music education instructional materials should be improved, expert involvement in music curriculum planning employment of qualified music teachers
Adeogun (2006) was the first to write on the evaluation of tertiary music education in Nigeria from 1842 to 2001. The research watched a hundred lessons, did a tracer study of four hundred graduates and got feedback from scholars, practitioners and employers. Results show poor curriculum quality, low instructional inspiration, indicating that there is a need for curriculum reformation in tertiary music education. Although Adeogun’s work is primarily focused on undergraduate programs, it is consistent with the current study as far as improving curriculum relevance and graduate competence is concerned.
In his study of Nigerian public schools, Akparioku (2012) did a comparative evaluation of music teaching facilities in the senior secondary schools in Rivers State using 42 teachers that were selected through stratified random sampling technique from five educational zones. The study identified inadequate facilities, low adherence to instructional strategies and lack of teacher training as some of the issues. It was proposed that there should be music specialist schools where there will be one music teacher to fifty students. These observations although relating to secondary education, throw light on the effect of infrastructural inadequacies on curriculum implementation which is also applicable to postgraduate education.
Using the inventory of music teaching factors, Aninwene (2007) addressed the issue of why music teachers quit. The major challenges that were identified are the poor learning environment, lack of musical instruments, low societal respect, and insufficient curricular support. Possible solutions suggested by him include provision of better facilities, making music compulsory at junior secondary level ,and expansion of music departments in tertiary institutions. In a similar way, Fagbile (2020) did review about music teaching and assessment among the lower primary grade highlighting issues such as low teacher confidence and shortage of resources as he recommended trained music educators rather than general teachers.
Altogether, these studies show that there are still problems in the area of music education in Nigeria. A very brief summary would include poor facilities; curriculum not integrated in the subject matter; lack of adequate music teachers and disregard for indigenous musical traditions. Despite this, most researches address primary, secondary and undergraduate levels while there is little empirical work on postgraduate curriculum evaluation particularly in South-South Nigerian universities. The current study fills this vacuum by specifically looking at the postgraduate curriculum structure, teaching approaches, resource adequacy as well as cultural alignment.
The scholarship not only serves beyond institutional concerns, but also as music does, highlights its cultural and cognitive context. Ethnomusicologist Philip V. Bohlman (2022) depicts music to be part and parcel of social life in his book, it is the voice and the sound of unity; serving as a collective expression and as a cultural memory. The implications from this standpoint convey that there should be curricula that are culturally responsive since they depict the traditions. Studies from the neuroscience field provide more evidence of the effect of music on emotional and cognitive levels. Researches imply that participation in music creates activation of brain areas related to emotion and reward, which causes pleasure sensation and emotional regulation (Koelsch, 2014; Salimpoor et al., 2019). Besides that, remembered music evokes autobiographical memory functions as supports for cognitive development (Janata, 2019; Biasutti, Mangiacotti & Chirico, 2019).
Empirical and theoretical insights combined stress the necessity of postgraduate music curricula which are pedagogically sound, culturally inclusive, and also beneficial to current academic and industry contexts.
Theoretical Framework
This research adopts Daniel Stufflebeam's Context, Input, Process, and Product (CIPP) Evaluation Model (2007) as the basis for this study. The model accounts for four interdependent levels that must be assessed to obtain a reliable picture of program efficiency. Context evaluation analyses the program's context in terms of stakeholders’ needs, goals, and resources required to carry it out. It is the social, cultural, and organisational factors that may affect a program that are taken into consideration. Input evaluation determines whether or not the resources, including personnel, finances, and facilities, are sufficient and are being used properly. Process evaluation evaluates how well the program is carried out, measuring how dutifully it follows planned activities, identifying strong points and drawbacks, giving hints for enhancement. Product evaluation concentrates on outcomes and effects, checking if a program reaches its goals, providing areas of improvement if they exist.
Through incorporating these four dimensions, the CIPP model makes it possible for evaluators to conduct a systematical assessment of a program’s strengths, weaknesses and effectiveness. This paper gives a well-articulated guide for evaluation of postgraduate music curriculum in the South-South Nigerian universities to help in curricula design analysis, allocation of resources and quality of implementation as well as overall outcomes. The model guarantee holistic evaluation process that give evidence-based recommendations for curriculum improvement and educational reform system.
Concept of Curriculum 
Concept of curriculum is not a reference to what subjects will be scheduled for study at an institution. It intends to describe the learning paths that students will follow – and what they can hope to achieve as a result of taking those paths. This includes the content of courses, their objectives, instructional techniques, evaluation methods, and resources employed in teaching and learning processes. Marsh & Willis (2007) assert that curriculum could be seen as structuring learning experience which is actually composed in such way so that knowledge, skills and attitudes may develop in students in rather logical way. It is model for teachers to build up educational delivery process while guaranteeing that learners’ expected learning outcomes are properly served.
Moreover, a curriculum is not just black text on white paper, it is something more- it is a dynamic and evolving entity that embodies or reflects societal expectations, cultural values and even educational research. According to Bilbao et al. (2013), curriculum development should not be taken as an event but as a continuous process that requires taking into account new educational trends, revising stakeholder feedback and incorporating new knowledge and skills for 21st century learners . Different types of curricula are employed by the education sector; subject centred, learner centred , problem based (Marsh & Willis , 2017). Each type of the curriculum is designed to serve certain learning needs, encourage student participation as well as enhance learning results.
By pointing to Kerr (2018), it can be said that what students learn is based more on what they are taught than what they take into the learning environment. Consequently, the issue of Curriculum design should look into such factors as the learners’ background, interest and ability by making one curriculum for all students possible. In conclusion, the concept of curriculum refers to a prescribed course and includes the objectives pursued, content covered, methodology employed, and ways in which learning outcomes are assessed. These help teachers deliver effective teaching for students as well as develop knowledge, skill and attitudes systematically. This implies that although much effort has been put in place by all stakeholders to see that the needs of learners are met it with time became less beneficial since more challenges emerged from new generation of learners and demands in labor market.
Music Education
Music as an art plays important role in using it for social education as well as transmission of cultural norms and values. It is generally acknowledged that music is the language understood by people all over the world despite their nationality or social status, it performs both a function of giving joy and a language of conveying profound human experiences. According to Aubry (2010), people who are not touch by music perhaps lack depth feeling emotionally which show how musical sensitivity connect with moral sight awareness. In many societies, music is used to accompany life events from birth to death whereby it expresses collective moods and reinforces social cohesion.
Music education and participation cut across all cultures and are embraced by both the young and old in social and religious settings (Earnest, 2011). Yudkin (2008) points out that musical selections are not arbitrary but are functional; they are chosen to suit specific ceremonies like birth, marriage, death, initiation, worship etc. It is this functional versatility which makes music a key part of societies whereby often times there will be suitable choral, instrumental or dance forms for each occasion.
Harmonic, melodic, rhythmic, formal, textural and dynamic materials that make the substance of musical sound are employed in both sacred and profane expressions within Western and African traditions (Yusuf, 2012). In times past, music education was more religious than secular, with its history grounded on the worship practices recorded in the Old Testament and these practices later influenced the Christian traditions and missionary led education in Nigeria. (Regelski, 2006)
From the above Music is taught though the formal classroom lessons that involve both theoretical as well as practical components of the music performance skills, and music history. This knowledge is further bifurcated into cognitive (knowledge), affective (values and appreciation), and psychomotor (skills) domains. Okafor (2014) explains this as knowledge system that turns individuals into a resource for self-actualization and development of any given society. On his part, Falusi (2011) also sees this same music education as an instrument for mental, moral, spiritual and cultural upliftment. Therefore effective music education calls for skilled teachers who must have good content of what they are teaching, quality pedagogical skills, ways of making students experience learning properly and facilitate their holistic growth. Thus, just as being a personal or communal language system so also music performs the role of a formality that train emotional, intellectual and moral dimensions which makes it one of the most important things in cultural maintenance and societal development.


Postgraduate Music Programme
It is a higher level of music study that students take after they have successfully completed their first cycle of studies in music or a related field (Green, 2017). Such programs are mainly tailored to enlarge the musicians’ and scholars’ knowledge and skills within the musical field. It may include areas of specialty such as performance, composition, conducting, music education, musicology as well as ethnomusicology. Graduate music programmes are mainly offered by universities, conservatories and music schools. The program consists of courses/ensembles/lessons/projects. In terms of ensemble participation, coursework, individual lessons or coaching and also research or creative projects sound familiar to you? Usually it is expected that students possess high level of musical proficiency and knowledge – taking place at the same time – perform or present their work in public settings; students also get this opportunity.
It is possible to tell the length of the postgraduate music programmes by the kind of degree sought. For example, a Master of Music (MA) programme may take one to two years on full-time basis and a Doctor of Musical Arts (DMA) or PhD programme may take three to five years or more (Hallam & Creech, 2017). Postgraduate music programmes are highly selective usually requiring an application process that includes auditions, interviews as well as submission of academic records, letters of recommendation and statement of purpose. Applicants additionally are required to present recordings or portfolios which comprises their musical works to show their abilities. In general perspective, postgraduate music programmes provide a concentrated and intensive learning environment for musicians and scholars who seek advanced degrees in the areas if performance, composition, research, teaching or other related fields.
Benefits of Postgraduate Music Programmes
[bookmark: _Hlk201824350]Music postgraduate programs are attended by a wide variety of individuals, from singers, instrumentalists, composers, and researchers to music educators, offering in-depth training that prepares students for jobs that require knowledge and skills in music and related areas (Wong, 2019). One of the chief advantages is showing an improvement in musical skills. Postgraduate study provides a platform for students to deepen their technical and artistic skills through the use of advanced instruction and specialised training, which could eventually see them as experts in areas like performance, composition, conducting, or musicology. Very tightly connected with this is the increasing of academic knowledge. Graduate programs further expand one’s awareness of Music Theory, History, Aesthetics, and Cultures, while developing one's critical and analytical attitude, which is essential for scholarly and interpretive work.

Besides that, another advantage vital to recognise is professional networking. During seminars, workshops, conferences, and collaborative performances, students have the opportunity to interact with experienced musicians, scholars, and industry professionals. These interactions can also expand professional contacts, open avenues for mentoring and collaboration, and contribute to career development. Thus, graduates assume varied positions as professional performers, educators, composers, musicologists, administrators and audio engineers. Master ’s-level music courses have also progressed as a result of the development of music around the world. Walker (2020) highlights an increase in interdisciplinarity that fuses performance, composition, and musicology to promote collaborative research and creative exploration/productive exchange. Besides this, there have been changes with technology being incorporated as one of the most important parts of the same, you will find music production, sound design, digital composition, and music technologies integrated into the curriculum to give students skills needed in today’s music industry as well as creating new forms of musical expression.

In the end, more and more people are concerned with cultural diversity and the global context. As of now, the existing curricula include courses that focus on music traditions worldwide; hence, students are taught to critically engage with global practices. This development, in turn, promotes inclusion and prepares students to be effective participants in a complex or changing musical world. Therefore, postgraduate music programmes integrated advanced skills development, academic progression, professional networking, technological literacy and cross-cultural competency. The programs served not merely to promote personal career advancement but also to make their graduates music professionals who could contribute substantially to the global music community, fostering both artistically excellent and professionally relevant development.

Distinct Nature of African Music
The distinctive nature of African music lies in its deep connection with culture, language, spirituality, and community life. Unlike Western music, which has largely developed within written traditions and institutional settings, African music is primarily rooted in oral transmission, communal participation, and functional performance contexts. These differences are evident in the scale systems, rhythmic structures, instrumentation, performance practices, and socio-cultural roles associated with African musical traditions (Nketia, 1974; Nzewi, 1997).
One major distinction between African and Western music lies in the organisation of scales and tonal systems. Western classical music generally uses the twelve-tone equal temperament system, in which the octave is divided into 12 equal semitones. This tonal framework supports harmonic modulation and chord-based structures typical of Western art music. African musical traditions, however, often employ pentatonic, hexatonic, and heptatonic scales, which are not always based on equal temperament. Instead, pitch relationships frequently derive from indigenous tuning practices and the physical construction of traditional instruments (Nketia, 1974; Kubik, 2010).
In addition, many African languages are tonal, meaning that pitch variations determine linguistic meaning. As a result, melodic patterns in African music often reflect the tonal inflexions of speech. Musical phrases may correspond with proverbs, praise poetry, and oral narratives, thereby reinforcing the close relationship between music and language (Blacking, 1973; Euba, 1990).
Rhythm is another defining characteristic of African music. While Western music typically emphasises regular metric structures such as 2/4, 3/4, or 4/4, African music is widely recognised for its polyrhythmic and cross-rhythmic structures, where multiple rhythmic patterns occur simultaneously. These rhythms interlock to form complex musical textures that require coordination among performers (Chernoff, 1979; Nzewi, 1997).
In African ensembles, each performer contributes a specific rhythmic pattern that complements the others. This approach creates an interactive rhythmic system in which individual parts combine to produce a unified musical whole. Kubik (2010) describes this as interlocking rhythmic organisation, reflecting broader African cultural values of cooperation and collective participation.
Instrumentation also highlights the unique characteristics of African music. Western art music largely relies on standardised orchestral instruments such as the piano, violin, trumpet, and flute. In contrast, African music employs a diverse range of indigenous instruments, including membranophones (drums), idiophones (bells, rattles, and xylophones), aerophones (flutes and horns), and chordophones (harps and lutes) (Nketia, 1974).
Many African instruments serve both communicative and musical functions. For example, the talking drum found in several West African societies can imitate the tonal patterns of speech, allowing musicians to transmit messages, praise names, or proverbs during performances (Euba, 1990; Nzewi, 1997). The prominence of percussion instruments further emphasises the importance of rhythm and movement within African musical aesthetics.
Performance practice is another area where African music differs from Western traditions. Western classical music is often performed by trained specialists for audiences in formal concert settings, where listeners typically assume a passive role. In contrast, African music encourages participatory performance, where the distinction between performers and audience members is less rigid (Turino, 2008).
Music-making often occurs in communal contexts, such as festivals, rituals, work activities, and social celebrations. Call-and-response singing, improvisation, and spontaneous interaction among performers are common features. These participatory elements emphasise the social function of music as a shared cultural activity (Chernoff, 1979; Nketia, 1974).
Religion and spirituality also shape the character of African music. While Western music has historically been influenced by Christian liturgical traditions, African music is often closely linked to indigenous belief systems, ancestral veneration, and ritual practices. Music accompanies ceremonies such as initiation rites, healing rituals, and harvest celebrations, and it often serves as a medium for communication between the physical and spiritual worlds (Nzewi, 1997; Idolor, 2002).
Curriculum Evaluation Overview
A wide range of individuals take part in the particular music postgraduate programs, from singers, instrumentalists, composers and researchers to music educators who provide graduate course instruction that is aimed at preparing their students for occupations requiring content knowledge in music and related areas (Wong, 2019).
One key benefit is that it suggests an increase in musical skills. PG study offers ground for learners to further develop their technical and artistic skills with the help of high instruction and certain training only to be positioned as specialists or even authorities in the spheres of performance, composition, conducting and musicology. The other implication, which is very much associated with this, is the enhancement of the academic knowledge system. Graduate programs more deeply develop one’s knowledge concerning Music Theory, History, Aesthetics and Cultures while helping him/her gain necessary qualities for scholarly and interpretative work, like criticality and analyticality.
Furthermore, another benefit that should be addressed is professional networking. At the music school, through master classes, workshops, conferences, and joint projects with experienced musicians, scholars, and industry professionals, students gain invaluable communication experience. These contacts can also be maintained to expand professional circles, find opportunities for mentoring or collaboration, and provide opportunities for their own career development. Consequently, learners take up different roles including being performing artistes, educators, composers, musicologists and administrators in the music field.
Similarly masters’ level courses in music have advanced also due to changes in the nature of music across the globe. Walker (2020) accentuates on the growth of interdisciplinarity, which combines performance, composition, and musicology with a purpose to perform a collaborative research and creative exploration/productive exchange. Moreover, technology has come to be one of the major changes that have taken place within associated fields as evidenced by music production, sound design, digital composition and music technologies having a place in the curriculum offered to prepare students for the present-day music industry or/and generate new musical forms.
Towards the end of it, there is a realization that the more people come into contact with other cultures and ways of doing things anywhere in the world. Presently, do not we have music classes which have songs from across the nations to tell students that they need to know how to behave when they go to Zurich? This development further on encourages inclusivity / equity as well as takes measures in regard to preparing learners toward active engagement within complex or changing musical environment. Consequentially, higher level music programs combined highly advanced skills development via academic progression, professional networking, technological literacy and cross-cultural competency. They were not only professional self-fulfilment vehicles, but also transformed their alumni into music professionals who could positively contribute internationally towards both artistically excellent and professionally relevant growth of world music industry.
Methodology
Descriptive survey research design as adapted for the assessment of postgraduate music curricula in 3 South-South Nigerian universities--Delta State University, Abraka; Ignatius Ajuru University of Education, Port Harcourt; and the University of Uyo. The framework will ensure detailed data collection from a given population to evaluate the effectiveness of a curriculum and its implementation. Osuji (2017) noted that research that uses questionnaires to collect information from a target population is appropriately referred to as a descriptive survey.
The study involved postgraduate music students and teachers from selected institutions, focusing on Master’s and doctoral programmes. A total of 56 postgraduate students participated, given the relatively small population and the need to ensure adequate representation while minimising selection bias. Data were collected using a structured questionnaire titled the Evaluation of Postgraduate Music Curriculum (IPMC), along with oral interviews, participant observation, and consultations with Heads of Departments. The questionnaire contained demographic items and nineteen Likert-scale questions addressing curriculum content, implementation, and relevance. Data were analysed using simple percentages and SPSS trend analysis. Instrument validity was ensured through expert review, while reliability was established via a pilot study. The collected data were presented using tables and charts.

Findings
In this study, fifty-six (56) postgraduate students as well as teaching staffs took part and data was collected from selected universities in South-South Nigeria between 2013 and 2023. Structured questionnaires were used to assess the structure, relevance, and assessment of postgraduate music curricula. The responses were thematically analysed and presented through percentage distributions to enhance clarity.
One of the key issues analyzed was how one would rate course content. The respondents were asked to express their views on whether the curriculum is effective in teaching voice production, music rudiments, music theory, western music history, instrumental studies and general musicianship. From the results there appeared to be good confidence in the curriculum. Fifteen respondents (26.6%) agreed and forty-one respondents (73.2%) strongly agreed that these components are well covered. This indicates that postgraduate music programme offer a solid theoretical and practical foundation required for advanced musical study and professional development.
Also, the adequacy of teaching materials and training aids was subject to its scrutiny. Participants had to evaluate if the deployed teaching approach in a given lesson is backed up with the resources of music manuscripts for composition, orchestral instruments for performance and other instructional materials. The result revealed that those resources are incorporated in general into teaching and learning activities as there were twenty six (48.4) respondents who agreed and thirty respondents (53.6) strongly agreed. These responses show that departments are taking conscious steps to provide students with instruments that can be used in enhancing their creative skills in areas such as creation of music compositions and instrumental performance. Use of sol-fa notations and staff notation therefore continues to indicate heavy influence of the established Western pedagogical traditions which emphasize on music literacy system.
However, the reactions were contrasting on the issue of cultural representation within the curriculum. Seventeen respondents (30.4%) disagreed and six (10.7%) strongly disagreed that the curriculum is dominated by Western musical traditions whereas thirteen respondents (23.2%) strongly agreed and twenty respondents (38.7%) believed that both - western as well as African traditions are represented. Notwithstanding this variation in opinion, a sizeable proportion of people felt that there was bias towards Western traditions; hence, it was implied that there should be a more robust inclusion of indigenous African music traditions.
The qualitative feedback also pointed out that teachers were facing additional challenges, including but not limited to: short teaching time, a lack of necessary facilities, a lack of local content, and fluctuating levels of lecturers’ competence. The issues of teacher preparedness and adequate lesson planning also stood out as crucial, as they affect the level of classroom engagement students can be expected to exhibit. As a whole, teaching is presented in a straightforward academic manner but requires innovation in course implementation and a greater cultural focus in postgraduate music education.
Discussion of Findings
This section of the paper discusses the relevance of the findings in addressing the questions raised in the study.
Overall Impact of Evaluating the Curriculum
The dominance of Western theoretical frameworks in many Nigerian music departments has often limited the representation of indigenous musical knowledge systems. As Odusanya (2025) observes, “choral conducting and directing remain critically underrepresented and insufficiently theorised within Nigerian university education due to curriculum marginalisation… and the dominance of Western paradigms that undervalue indigenous musical expressions.” Therefore, evaluating the effectiveness and limitations of music curricula across South-South Nigeria offers an important opportunity to determine how well these programs prepare students for the changing demands of the music industry and academic scholarship. Such evaluation helps assess whether the curriculum balances theoretical instruction with practical training, incorporates contemporary music technology, and reflects the socio-cultural realities of the region. It also determines whether students gain a comprehensive understanding of both indigenous African and Western musical traditions. One lecturer interviewed noted that although the region possesses a rich musical heritage, the curriculum still relies heavily on Western musical canon, highlighting the need to revise programs so they reflect local music practices while maintaining global academic standards. This observation underscores the importance of reforms that promote cultural relevance without compromising academic rigour.
In addition, identifying challenges such as inadequate infrastructure, limited practical engagement, and insufficient collaboration with the music industry can guide meaningful improvements. An undergraduate respondent explained that music production is often taught theoretically, with little access to studio facilities or modern equipment for practice. As a result, students may struggle to compete with graduates from better-equipped institutions. Such feedback suggests that although the curriculum may appear comprehensive on paper, implementation gaps limit students’ practical development. Addressing these structural limitations requires deliberate institutional reforms. Odusanya (2025) recommends “curriculum reform, establishing dedicated training programmes, faculty development initiatives, and institutional partnerships with professional choirs and global networks.” Curriculum evaluation, therefore, becomes crucial for identifying instructional limitations and informing policy reforms that enhance graduate competence, strengthen staff capacity, and improve the overall quality of music education in the region. The establishment of postgraduate music programs in South-South Nigerian universities represents a significant milestone in the development of advanced music education. Delta State University, Abraka, pioneered this effort by launching its postgraduate music program in the 2006/2007 academic session in response to growing demand for specialised training in music theory, performance, and research. Other institutions later followed. The University of Uyo introduced its program in 2014/2015, while Ignatius Ajuru University of Education commenced its postgraduate program in 2017/2018. Informants attributed the later adoption in these universities to administrative challenges, infrastructural constraints, and competing academic priorities.
Over time, these universities expanded their programs from diploma and undergraduate levels to include master’s and doctoral degrees. Their curricula remain largely rooted in Western classical traditions, emphasising sol-fa and staff notation, harmony, counterpoint, music theory, history, and instrumental studies. Although recent efforts have introduced courses in creative composition and applied musicianship, indigenous musical perspectives remain underrepresented. Consequently, there is a growing call for intentional curriculum reform that integrates African musical epistemologies and traditional performance practices into university music programs, aiming to produce graduates who are both globally competitive and culturally grounded. Incorporating indigenous musical traditions into formal academic training not only strengthens cultural relevance but also enriches performance practice by connecting musical expression more deeply with local identities. In this regard, Odusanya (2025) emphasises that integrating indigenous elements within Western-oriented structures enhances musical outcomes and reinforces the cultural identity embedded in performance.


Consequences of Curriculum Similarities and Differences
The structure of postgraduate music curricula in the selected South-South Nigerian universities generally follows the guidelines established by the National Universities Commission (NUC). Across the institutions studied, core courses typically include advanced music theory, ethnomusicology, performance studies, and composition. While these courses provide a solid academic foundation, several informants expressed concern about the limited integration of Nigerian indigenous music traditions and emerging global trends in the curriculum.
A postgraduate student at Ignatius Ajuru University of Education observed that much of the coursework focuses on European classical traditions with minimal attention given to the advanced study or performance of traditional Nigerian music. Faculty members also acknowledged this imbalance, noting that although the curriculum meets basic academic standards, it often lacks the depth and flexibility needed to encourage innovation and industry relevance in contemporary music practice. This concern highlights the broader challenge of aligning academic training with both local cultural realities and global developments in music scholarship.
Research is a core requirement in postgraduate programs, particularly through the completion of theses and dissertations. However, informants indicated that the level of research integration varies among the universities. Opportunities to explore emerging fields such as music technology, digital music production, and interdisciplinary music studies remain limited. A doctoral student at the University of Uyo explained that although there is interest in researching modern digital soundscapes within African music contexts, insufficient resources and limited supervisory expertise often restrict such research directions. Consequently, some students are compelled to modify their research topics to fit available institutional support.
Another concern raised by participants relates to the limited emphasis placed on practical musical engagement within the curriculum. Practical components such as recitals, ensemble participation, and applied musicianship are sometimes treated as secondary to theoretical coursework. However, practical musicianship remains fundamental to the development of competent music graduates, as it enables students to translate theoretical knowledge into effective musical performance and leadership. In this regard, Odusanya (2025) highlights the performative and interpretative nature of musical training, describing choral conducting as an art that guides ensemble performance through visible gestures that coordinate interpretation and execution. The marginalisation of such practice-based experiences can therefore produce graduates who possess strong theoretical understanding but lack the practical competencies required for professional performance and music production.
Overall, respondents generally agreed that the postgraduate music curriculum includes essential academic components such as voice training, rudiments of music, theory, music history, and instrumental studies. Nevertheless, many expressed concern that African traditional music is insufficiently represented. Participants emphasised the need for a comprehensive curriculum review that integrates Nigerian indigenous musical systems, enhances practical training opportunities, and promotes culturally relevant pedagogies that prepare students for both local and global musical contexts.
Factors Affecting Teaching and Learning Approaches
Teaching methods in postgraduate music education across universities in South-South Nigeria are largely grounded in sol-fa and staff notation systems derived from Western music pedagogy. Instruction commonly relies on traditional lectures and manuscript-based composition exercises. While these approaches provide essential theoretical foundations, they often place greater emphasis on abstract knowledge than on practical engagement. Many respondents, therefore, considered these methods somewhat restrictive, particularly in promoting creativity, innovation, and cultural relevance within the Nigerian musical context.
Lectures remain the dominant instructional strategy in most postgraduate music programs. Although this method is effective for delivering theoretical concepts such as harmony, counterpoint, and music history, it tends to encourage one-directional communication between lecturers and students. A postgraduate student at Delta State University noted that lectures provide valuable foundational knowledge but often limit opportunities for discussion, demonstration, and practical application. Faculty members also acknowledged that resource constraints frequently compel them to depend on these conventional teaching approaches rather than more interactive or performance-based strategies.
Seminars and workshops are occasionally used to foster collaboration, peer learning, and critical engagement with musical ideas. However, the availability and frequency of such activities differ across institutions. According to a senior lecturer at Ignatius Ajuru University of Education, workshops are essential for exposing students to contemporary industry practices and professional networks, yet organising them often requires financial support and institutional partnerships that are not consistently available.
Another major challenge is the limited development of studio-based and practice-oriented learning environments. Infrastructure constraints, including under-equipped recording studios and rehearsal facilities, significantly limit students’ practical training opportunities. A respondent from the University of Uyo explained that many students are forced to rent private studios to gain practical production experience, thereby increasing their financial burden.
Overall, these observations reveal a clear gap between theoretical instruction and practical engagement. Areas such as orchestral practice, ensemble performance, and the use of indigenous instruments remain underdeveloped. Respondents emphasised the need for more innovative and experiential teaching strategies that incorporate Nigeria’s diverse musical traditions while adapting Western pedagogical frameworks to local cultural realities.
Conclusion
There are strengths and weaknesses in the postgraduate music courses of study in South-South Nigerian universities. In terms of structure, the curriculum is rich enough to embrace all the major musical elements which are required for academic and vocational ends in music. It, however, lacks culture since it has minute or no contact with indigenous African music systems and practices. Also, inaccurate lesson planning and inadequate teacher preparation affect the realization of the curriculum.
Besides these, the underdeveloped infrastructural and resource-based systems, along with the absence of the widespread use of modern technologies and inter-disciplinary strategies prevent the impact value off the curriculum. The lack of emphasis on proper research mentoring experience also questions whether it is possible for the system to develop innovations in music or do significant researches in African and global musicology. This therefore calls for a total overhaul of the content towards cultural sensitivity, instructional effectiveness, infrastructural development, as well as research capacity. Through these modifications, postgraduate education in music can better serve its role in fostering academic achievement and cultural heritage, preparing students for active participation in contemporary world-building through creative economy career opportunities.
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