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ABSTRACT 

 

The use of music as a social and political symbol in South Africa did not end with 

the fall of apartheid. In fact, some of the music in post-apartheid South Africa 

encountered a significant change — from protest music to reconciliatory music. For 

example, several white South African composers have intentionally juxtaposed, 

borrowed, imitated and quoted indigenous African music to bring attention to the issues 

of race relations within their country. In addition, these composers have made use of 

African musical styles to show appreciation for the indigenous culture of South Africa 

and have been rewarded with a fascinating palette of rhythms, harmonies, timbres, and 

texts. Interestingly, this method of compositional integration and double-meaning 

parallels the manner in which the black South Africans used traditional African songs and 

texts as a means of protest during apartheid. The results of this synthesis are not only 

innovative musical compositions, but may also reflect an endeavor to unify a divided 

nation. 

For nearly twenty years, South African composers have played a crucial role in 

the fostering of new music as well as appreciation of both Western European and African 

styles. Perhaps this fusion is to be expected in a society as varied and pluralistic as South 

Africa’s; however, there are specific motivations and influences that make this musical 

integration a conscious choice of the contemporary South African composer. This 

intentional blending of European and African styles raises an interesting issue which will 

be the focus of this research. Specifically, this study will examine the methods and 

materials used when integrating musical features of indigenous South African and 
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Western European art music. The representative composers include: Peter Klatzow, 

Hendrik Hofmeyr, Péter Louis van Dijk, Jeanne Zaidel-Rudolph, and Niel van der Watt. 

The study of South African choral music is significant because choral music and choral 

singing has played an important role in the transforming culture of post-apartheid South 

Africa. For nearly three centuries, choral music and music education in South Africa 

provided a means of fostering segregation and developing ethnic identity. Only recently 

has choral music and choral singing been used to reconcile cultural differences through 

the intentional integration of musical styles and the coming together of multi-racial 

ensembles. Furthermore, South Africa has a rich history of choral performance and 

composition that has been largely unexplored by conductors and musicologists in the 

West. South Africa’s composers and stylistically integrated choral compositions represent 

some of the best examples of merging traditions and are worthy of international attention. 
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CHAPTER I: 

SOUTH AFRICAN MUSICAL HISTORY AND IDENTITY 

Introduction 

 

Though Western European art music maintains a significant presence in South 

African choral music, the inclusion of musical and textual elements of traditional African 

music represents one of the most important trends in recent South African choral 

composition. The fact that this musical integration parallels the reconciliation of long-

stemming social and political divisions established during apartheid merely adds to its 

significance. After the fall of apartheid in 1994, various South African composers 

blended Western European and African compositional styles for specific reasons and 

with particular methods. The purpose of this study is to examine the specific reasons and 

methods by which South African composers have integrated Western European and 

traditional African musical features after apartheid. Specifically, this study explores the 

motivations and methods of five South African composers who have integrated Western 

European and traditional African musical features into their choral music. The composers 

examined in this study are Peter Klaztow (b. 1945), Hendrik Hofmeyr (b. 1957), Péter 

Louis Van Dijk (b. 1953), Jeanne Zaidel-Rudolph (b. 1948) and Niel van der Watt (b. 

1962). These prolific composers are well known within South Africa, and each recently 

composed a choral work that integrates Western classical and traditional African musical 

elements. 

The first chapter of this study includes a history of South African choral music in 

the twentieth century and a discussion of music’s function in forming South African 
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cultural identity. In addition, chapter one investigates the role music played in influencing 

cultural identity through the integration of musical styles. The conclusion of chapter one 

provides four possible motivations for integration. 

The second chapter includes an examination of traditional African music within a 

community context. Also included is an analysis of the compositional features of African 

song. A thorough understanding of African musical elements and social functions allows 

for clearer identification of formal structures, melody and tonality, speech-tones and 

texts, rhythmic structures, and dance within integrated works. Chapter two will also 

contain an explanation of the analytical methods needed to understand South African 

music as well as the analytical process used in this particular study.  

The final chapter is dedicated to biographical information and stylistic study of 

five contemporary South African composers. Additionally, analysis of an integrated 

choral work by each composer clarifies the compositional methods used to combine 

Western European and African musical features. The central question of this chapter is 

how Western European art music and traditional African music coexist within the choral 

music produced in a post-apartheid, multi-ethnic South Africa. Of equal interest is the 

question of why these selected composers have sought to represent South Africa’s ethnic 

and musical pluralism in their choral music. Personal interviews with each representative 

composer provide insight into the motivations, techniques, and results of their musical 

integration. This study concludes that South African composers are motivated by a 

variety of factors, including an inherent familiarity with African traditions, a desire to pay 

homage, a fascination with exotic sounds, and a wish to make a political statement. 
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This study is relevant to contemporary choral music because interest in and 

performance of traditional African music has increased in Western musical culture. 

Knowledge of the cultural and compositional traditions of another society enhances the 

performance of ethnic-inspired choral music by adhering to specific performance 

practices. Furthermore, an understanding of the social context in which some pieces are 

composed allows for a more convincing communication of the composer’s intent. 

Attention to African musical features and an understanding of South Africa’s political 

and social struggle during apartheid will inform the performance of any post-apartheid, 

integrated choral work. Therefore, this study aims to illustrate the creative methods 

developed by South African composers to blend Western European and traditional 

African musical elements within the context of post-apartheid South Africa.  

 

Brief History of Apartheid 

 

To understand post-apartheid South African choral music it is necessary to have 

knowledge of the making and dismantling of the apartheid system. Begun in 1948, 

apartheid was the legalized racial discrimination established by a body of laws put in 

place by the Afrikaner Nationalist Party. The Nationalists’ plan to separate the races was 

made legal with the Population Registration Act of 1950. This legislation categorized 

ethnicity to maintain a race-based society. The four categories of ethnic division included 

Whites, Blacks, Coloureds and Indians.
1
  Black South Africans were persons who 

possessed only sub-Saharan African ancestry.  

                                                           
1
 The term Coloured referred to persons whose ethnicity was mixed — possessing combinations of sub-

Saharan African, Indian, Indonesian, Malaysian, British, and Afrikaner ancestry. 
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The Group Areas Act of 1950 also promoted racial separation within South Africa 

by dividing the country into residential areas based on racial classification. Ultimately, 

white South Africans were allotted the urban areas and the prime agricultural land. 

Because many of the non-white South Africans worked in the cities yet were not allowed 

to live there, settlements called townships developed just outside of major urban areas. 

Townships lacked most forms of infrastructure such as running water and electricity. 

Although official racial segregation ended with the repealing of the Group Areas Act in 

1991, townships continue to exist. The largest townships include Soweto and Alexandria 

outside of Johannesburg, Khayelitsha outside of Cape Town and Mamelodi outside of 

Pretoria. 

Migration into the cities was controlled by the Native Laws Amendment of 1952. 

This meant that all non-Europeans were required to carry a reference book (often referred 

to as “the pass” or “dompass” – stupid pass). The pass contained information on an 

individual’s ethnicity, work, and residence rights. Racial separation continued with the 

1954 Native Resettlement Act.  This policy allowed for the forced removal of black 

residents from an area within and next to Johannesburg. In response to growing injustices 

under apartheid, the African National Congress, composed primarily of black South 

Africans, spearheaded the Defiance Campaign during the early 1950s and composed the 

Freedom Charter in June of 1955.  

During the 1960s, resistance to the apartheid government grew, and with it, 

legislation for the arrest and detention of political activists. By 1964, leaders of the ANC, 

including Nelson Mandela and Govan Mbeki, were sentenced to life in prison for 

sabotage and treason. Governmental reaction to rising opposition led to the Terrorism Act 
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of 1967. This law stated that anyone suspected of involvement in terrorism, defined as 

“actions that might endanger the maintenance of law and order,” could be detained for 

sixty days without a trial.
2
   

Throughout the 1980s, domestic and international groups continued to coordinate 

resistance to apartheid. One of the most influential domestic anti-apartheid activists 

during the 1980s was Archbishop Desmond Tutu. In 1984, Tutu was awarded the Nobel 

Peace Prize for his outspoken, non-violent struggle against apartheid. International 

resistance to apartheid reached its pinnacle in 1986 when 25 nations declared economic 

and cultural sanctions against South Africa. By this time, many of the early apartheid 

laws had already been dismantled. Although there were reforms to apartheid legislation 

in the late 1980s, the government was unable to withstand the growing internal and 

external pressures against apartheid. This discontent led to the election of Frederik 

Willem de Klerk as president of South Africa in 1989. Conservative in reputation, de 

Klerk had recently aligned himself with the verligte (enlightened) faction of the 

Nationalist Party and is best known for engineering the end of apartheid. By 1990, de 

Klerk had lifted the ban on political organizations and announced the release of Nelson 

Mandela. De Klerk worked with the African National Congress (ANC) to form the 

Convention for a Democratic South Africa which began to draft a new constitution with 

full democratic dispensation for all people in 1991. The first free democratic elections in 

South Africa were held on April 27-29, 1994, with the ANC winning 62% of the popular 

vote. As leader of the ANC, Nelson Mandela became president and was inaugurated on 

                                                           
2
 Carol A. Muller, South African Music: A Century of Traditions in Transformation (Santa Barbara, CA: 

ABC-CLIO, Inc., 2004), 28. 



 6 

May 10. In 1995, Mandela established The Truth and Reconciliation Commission as a 

means of disseminating human rights violations while promoting healing. 

Today, South Africa’s racial groups are divided between all nine provinces. All of 

the four main ethnicities — Black, White, Coloured, and Indian — are represented in the 

constitution and parliamentary republic government system. The country recognizes 

eleven official languages, the most common of which are Zulu, Xhosa, Sotho, Afrikaans, 

and English. Although South Africa has overcome incredible political and social 

oppression, the country continues to struggle with severe unemployment, high rates of 

violent crime, AIDS, and a massive influx of immigrants. 

Despite the recent democratization of social and political policies in South Africa, 

the issue of reconciling the cultural disparity and racial conflicts within the country is 

certainly not a new concern. The following statement by Isaac Schapera in his 1934 book 

Western Civilization and the Natives of South Africa: Studies in Culture Contact, reveals 

accurate insight into the interdependency of Europeans and Native Africans within South 

Africa: 

The Native problem as it exists today in South Africa is not a phenomenon 

of recent growth. The issues confronting the country are the product of 

many decades of inter-racial contact and adjustment during which the 

Europeans and Natives have exercised a steadily growing influence upon 

each other’s lives. Under the influence of European civilization many of 

the Natives have abandoned their original tribal customs…On the other 

hand, the presence of the Natives has so profoundly affected the social and 

economic development of the Europeans as to have become an 

indispensable part of the whole structure of civilization in South Africa. It 

is no longer possible for the two races to develop apart from each other. 

The future welfare of the country now depends upon the finding of some 
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social and political system in which both may live together in close 

contact…
3
 

 

Contrary to Schapera’s realization, racial isolation in South Africa intensified and cultural 

identity became increasingly politicized within the Afrikaner National Party’s 

administration from 1948 until 1994. Throughout South Africa’s apartheid government, 

cultural identity was not an issue of integration but of intentional separate development. 

This philosophy maintained a distinct segregation of European and African economies, 

religion, education, art, and music. Allegiance to a cultural heritage was not only 

expected but encouraged. Another socially devastating aspect of apartheid policy was the 

principle that culture must remain pure.
4
 It was this drive for cultural purity that stood in 

the way of greater societal pluralism throughout South Africa’s history. Ironically, as 

Schapera stated, the fundamental aspects of indigenous African life and European culture 

in South Africa had been so influenced by ever-widening cross-cultural interaction for 

nearly three centuries that the concept of any one pure culture was moot.  

Despite the centuries of cross-culturalism described by Schapera, apartheid policy 

did encourage the development of two distinct musical cultures, each assuming the 

heritage of the corresponding racial group.
5
 Not surprisingly, various stereotypes 

concerning the two musical cultures emerged. This European-African dichotomy, as it 

                                                           
3
 Isaac Schapera, Western Civilization and the Natives of South Africa: studies in culture contact (London: 

Routlede, 1934), ix. Though it can be inferred, the “Native problem” to which Schapera refers is the issue 

of cultural preservation (both indigenous and European) within the racially-integrated society found in 

South Africa. 

 
4
Ibid., 16. 

 
5
 Ibid., 14. I fully recognize that a distinct African music culture after European colonization is a debatable 

issue, considering the tremendous influence of missionaries and Euro-centric music education. I will argue, 

however, that traditional African music has persevered through colonization and apartheid as a separate art 

form.  
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pertains to music, often maintained such contrasts as modern-primitive, melodic-

rhythmic, individual-communal, aesthetic-functional, and intellectual-emotional. 

For many black South Africans, Western European art music was not only 

culturally foreign, but exemplified exclusivity, privilege, and oppression. South African 

musicologist Christine Lucia describes the political associations of Western European art 

music by stating that the “monolith Europe-driven cultural institutions of twentieth-

century South Africa so clouded the view of [cultural] plurality for the past 100 years 

that, until 1994, Western music seemed to constitute a homogenous block, supporting the 

Nationalist edifice both metaphorically and literally.”
6
 In other words, Western European 

music became one of many representations of cultural and political oppression over 

traditional African customs. Additionally, Western European art music was supported by 

the government and presented to white South Africans as propaganda for apartheid and 

cultural division. This practice of culturally specific music allowed Western European art 

music to become ideological propaganda and, thus, it became unappealing to the black 

majority. The culturally-specific, and often segregationist, interests of South Africa’s 

performing arts organizations censored state radio and television, and unequal education 

and cultural opportunities increased racial division. In essence, Western European art 

music was seen by all South Africans as a tool of apartheid policy, encouraging racial 

segregation and cultural isolation.
7
 

                                                           
6
 Christine Lucia, ed., The World of South African Music: A Reader (Newcastle: Cambridge Scholars Press, 

2005), xxii. 

 
7
 This perception may still be the case in modern South Africa. Western European music maintains an 

association with white South African society and is not widely embraced by black South Africans. 
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During apartheid, white South Africans demonstrated a preference for Western 

European art music while black South Africans showed a preference for traditional 

African music. While Western European art music was typically an appeal to European 

ethnicity and heritage, traditional African music began to symbolize a social 

consciousness — namely, a vehicle for resistance and protest. African music represented 

a shared sense of community that spurred an awareness which, in turn, provided an 

environment for black South Africans to display political and cultural resistance to 

apartheid.
8
 Just prior to and during the early years of apartheid, musical resistance against 

segregation policies consisted of blatant, fervent opposition by the disenfranchised 

population. Although traditional African music became a symbol against apartheid for 

decades, the result was an increased appreciation for the musical traditions of native 

African culture.  

Music for some South Africans was an attempt to change beliefs, behavior and 

even policy within apartheid South Africa. This brief examination of South Africa’s 

musical segregation provides a framework for further discussion of South Africa’s choral 

music history as well as the formation of musical identity. 
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Brief History of Choral Music in South Africa 

 

Pre-Apartheid: Colonization and Missionaries 

 

For nearly three centuries, choral music and music education in South Africa 

provided a means of fostering segregation. Only recently have South African composers 

and choral directors aimed to reconcile cultural differences through the intentional 

integration of musical styles and the assembly of multi-racial ensembles. Although 

largely unexplored by Western conductors and musicologists, the stylistically integrated 

choral compositions of South Africa’s composers represent some of the best examples of 

merging traditions and are worthy of international attention. An exploration of South 

Africa’s choral history provides context for the emerging stylistic integration of the past 

fifteen years.  

Traditional African singing, dancing, and drumming played an instrumental role 

in pre-colonial South African life; no communal ceremony or rite of passage occurred 

without vocal music of some kind. Though music varied between regions and societies, 

its purpose was for “communicating people’s concerns in life, their jubilation, their 

tragedies, their celebrations, their rituals [and] their beliefs.”
9
 Despite the disruptions of 

colonialism and the persecution of apartheid, collective singing remained a fundamental 

part of South African life. 

         Colonialism fundamentally altered African musical traditions.  With the arrival of 

the Dutch East India Company in 1652, native Africans were exposed to European 
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musical trends for the first time. The primary source of imported choral music was the 

Genevan psalter, Calvinist hymns and simple Dutch folksongs called liederwysies, the 

majority of which used sacred texts and were unaccompanied.
10

 As the Dutch settlers 

began to move further inland and away from the Cape coast, it was these simple hymns 

and folksongs that they shared with the native African population.  

Throughout the eighteenth and nineteenth centuries, African traditions were 

completely immersed in Dutch and British customs. Few traditional African rituals went 

untouched, but the most dramatic transformation took place with native African song. 

Previously, rhythmic complexity, pentatonic or modal tonality, overlapping call-and-

response forms, percussive quality, and melodic inflections dictated by African speech-

tones characterized traditional African song.
11

  As a result of colonization, though, native 

South African songs assumed the characteristics of hymns: rhythms were simplified, 

tonality was altered to reflect major tonalities, a three- or four-part homophonic texture 

prevailed and typical African speech-tones were modified to fit the syllabification and 

stress of hymn phrases.
12

  The cultivation and imitation of Western art music within the 

native population had a profound influence on indigenous collective singing in South 

Africa that would be maintained into the twentieth century. 
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  Most black composers, of which there were few, composed in close imitation of 

the four-part hymn.
13

  Many of these compositions, if written down, employed the tonic 

sol-fa system, which Christian missionaries taught as a quick means to acclimate blacks 

to major/minor tonality and the English language.
14

 Because most blacks were illiterate, 

the tonic sol-fa system eventually morphed into dual notation.
15

 This is a series of dots, 

commas, and dashes to indicate rhythm in conjunction with solfege letters to indicate 

pitch (Example 1.1).  The ease with which blacks could learn sacred hymns or European 

folksongs with dual notation served to integrate Western styles further into African life. 

  

Example 1.1: National Anthem of South Africa, music by E M Sontonga, arr. Mzilikazi 

Khumalo. South Africa SINGS, Volume 1: African Choral Repertoire in Dual Notation, 

ed. J. S. M. Khumalo. The tonic sol-fa notation includes the use of the first letter of 

solfege syllables and periods, colons, commas, and vertical dashes. The modern notation 

below is a realization of the tonic sol-fa notation. 

 

European musical customs and styles also influenced the music used in religious 

activities. A religious sect called the Nazarites — founded in 1911 by a Zulu named 

Isaiah Shembe — endeavored to adapt Christian beliefs to Zulu ceremonial customs.
16

 

Much of the religious integration is illustrated in the Nazarites’ music. Their songs 
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included a mixture of Zulu text, pentatonic melody, quasi-improvised upper parts within 

a four-part texture, and simpler rhythmic relationships.
17

 While the Nazarites represent an 

impressive attempt at cross-culturalism, they are in the minority, as much of the choral 

singing in South Africa takes place in large Christian church choirs and continues to 

follow European customs.  

Although almost all art music was imported during the first two decades of the 

twentieth century, later developments began to encourage the work of white South 

African composers. For example, institutions such as the South African Conservatorium 

of Music and the South African College of Music were created to train professional 

musicians. As musicians began to pursue music degrees within the country, the interest in 

choral compositions by white South African composers increased, and almost all 

compositional training was rooted in European styles and genres (i.e. masses, cantatas 

and motets). 

In 1936, an act of Parliament formed the South African Broadcasting Company. 

The SABC was controlled by the National Party and, though its broadcasts would 

eventually be used to spread propaganda in favor of apartheid, its early years were 

formative in the development of art music in South Africa.
18

 The SABC created one of 

the first orchestras in South Africa, commissioned numerous works by South African 

composers, held composition and performance competitions, and began one of the first 

music and recording libraries in the country, allowing composers to listen to and study 

works from around the world. 
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oscillating effect (Example 3.27). Though this homophonic motion occasionally results in 

recognizable ninth chords, often the pitches are clusters of major and minor seconds.  

 
 

Example 3.27. because of you, measures 9-12. Reprinted, by permission, from the 

composer, Niel van der Watt. 

 

Van der Watt’s use of linear sequences of reoccurring intervals is a melodic concept 

associated with traditional African composition. Additionally, the detachment from 

harmonic hierarchy conveys a disconnection from Western European formal structures. It 

is the use of repetitive, linear interval sequences and the avoidance of chordal progression 

that displays a distinct, albeit subtle, integration of style. 

 Though repetitive use of intervals as a means for melodic development is often 

contradictory to harmonic progressions, van der Watt infuses Western European 

harmonic structure, often correlating with textual interpretation. For example, there is a 

clear, traditional harmonic progression within the first three measures. However, on the 

third chord of measure three, coinciding with the stressed syllable of ‘country’, van der 

Watt replaces the fifth of the subdominant seventh chord, D, with a minor second lower, 

C# (Example 3.28). This shift creates a tritone between the root of the chord and the 

altered fifth. The incorporation of this unexpected chord within the traditional 
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progression underscores the emphasis van der Watt gives this word and its meaning. One 

can deduce that the inclusion of a tritone indicates that van der Watt finds his ‘country’ in 

conflict and distress. 

 
 

Example 3.28. because of you, measure 3. Reprinted, by permission, from the composer, 

Niel van der Watt. 

 

 

Van der Watt employs this same technique on the word ‘skin’ in measure twenty-nine 

creating a distinct harmonic interpretation (Example 3.29). Although the harmonic 

structure in the preceding measures is far less traditional, the chord on ‘skin’ consists of 

two major triads, B-D#-F# and E-G#-B. According to van der Watt, the layering of two 

triads on this particular word signifies the racial separation encouraged during apartheid.  



 166 

 
Example 3.29. because of you, measures 28-30. Reprinted, by permission, from the 

composer, Niel van der Watt. 

 

This textual-harmonic relationship continues into the next measure (m. 30) on the word 

‘changed’ (Example 3.29). Again, van der Watt uses bi-tonality to symbolize the 

reconciliation, the ‘change’, within individuals and the country. The chord is constructed 

of two major triads, G-B-D and D-F#-A, but in this instance, the two chords are unified 

by the pitch D, the key of the entire work. While at times the Western European harmony 

instructs the melodic development, van der Watt clearly uses both the sonority and the 

symbolism to enhance textual meaning. 

 Van der Watt leaves little room for interpretation when it comes to the motivation 

of integration in because of you. His selection of texts and juxtaposition of musical styles 

express his sorrow and remorse for apartheid and its victims. His setting has enhanced 

Krog’s poetry and allowed the composer to communicate about a topic he is often 
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reluctant to discuss. One might go so far as to claim that this work is therapeutic – for the 

composer, the performers and the nation.  

 All of the composers discussed in this study recognize the power that music has 

within a culture, a community and a nation. The concept that South Africa needs a ‘new’ 

musical style to represent a ‘new’ social and political outlook has led to many 

interpretations. Interestingly, each composer focused on choral music when undertaking 

compositional integration. From the interviews, it is apparent that the musical 

integrations achieved by these composers are motivated a variety of factors, be it the 

inherent integration of familiar African musical styles, the desire to pay homage to 

African culture, the challenge of capturing exotic sounds, or the opportunity to make a 

political statement on the reign and fall of apartheid. It is often a combination of these 

factors. For Klatzow and van Dijk there is an inherent desire to integrate the musical 

features of a familiar culture. One could also claim that stylistic integration appeals to 

their sense of exoticism, a need to evoke African sounds and culture. With his text, van 

Dijk makes it clear that there is a political message against the influences of colonialism. 

For Hofmeyr, Western and African integration is motivated by individual expression. He 

feels little need to demonstrate a ‘new’ compositional style let alone make a political 

statement. Hofmeyr’s few integrated works stem from a conscious artistic choice. Zaidel-

Rudolph composed her unique work to pay homage to an African choral tradition. Her 

motivation was derived from ethnomusicological concepts of recognition and 

preservation. Lastly, it is van der Watt who makes the clearest political statement with his 

integrated work. His integration provides a personal reconciliation of his own beliefs and 

the potential future of his country. 
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 The methods used to integrate Western European and traditional African musical 

styles are as varied as the motivations. Zaidel-Rudolph and van der Watt used direct 

quotation, or even the indigenous performers themselves. Van Dijk used sound effects, 

clapping, and vocal ostinati to evoke the atmosphere of the African wilderness and 

European military. Klatzow and Hofmeyr made allusions to African forms of call-and-

response and imitation while juxtaposing Western textures and harmonies. In all cases, 

the composers made use of syncopated rhythms, offbeat text stress and cross-rhythms. 

Many composers employed short, repeated rhythmic or melodic motifs so frequently used 

in African song. Finally, and perhaps most importantly, all of the composers in this study 

selected African texts or themes for their integrated choral work. 

 

Conclusion 

  

In conclusion, the significance of an integrated choral work composed in post-apartheid 

South Africa comes from the cultural understanding and social experiences that influence 

and represent the country. This does not mean that aesthetic criteria and musical 

innovation are obsolete. In fact, cultural diversity has been a catalyst for musical 

creativity and originality in South African choral music. Therefore, a ‘new’ South Africa 

must be concerned with the newness of its musical style as well as the newness of its 

social context. Only with the integration of musical material, compositional method, and 

cultural meaning will South Africa’s style become culturally reconciled and 

representative of its diversity. 
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In his book African Music: A People’s Art (1975), Francis Bebey argues that the 

fundamentally collective artistry of African music is distinct, and even perhaps superior, 

to the autonomous role of the musician in Western European traditions. Bebey continues 

by stating that “music is communal property whose spiritual qualities are shared and 

experienced by all; in short, it is an art form that can and must communicate with people 

of all races and cultures.”
272

 Perhaps the integration of indigenous African music, with its 

pervading sense of community, is precisely the method that should be used to advance 

reconciliation in South Africa. Music, like art and literature, is an adaptable form — able 

to be reformed by the needs of the society. In the case of post-apartheid South African 

choral music, society craves symbols of unity and the composers, performers, and 

conductors oblige. 

                                                           
272

 Bebey, Francis. African Music: A People’s Art. (Chicago: Lawrence Hill Books, rev. 1999), vi. 



 170 

APPENDIX A: 

MAP OF SOUTH AFRICA 

 

 

Map taken from http://raymondp.com/wordpress/?p=224 (public domain map) 

http://raymondp.com/wordpress/?p=224
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APPENDIX B: 

DISCOGRAPHY 

 

Prayers and Dances of Praise from Africa by Peter Klatzow 

Klatzow, Peter. Towards the Light: Choral Works of Peter Klatzow. Herald HAVPCD 

316, 2005. Compact Disc. 

 

 

Horizons by Péter Louis van Dijk 

 

The King’s Singers. Street Songs. RCA Red Label, 1998. Compact Disc. 

 

 

Lifecycle by Jeanne Zaidel-Rudolph 

 

Zaidel-Rudolph, Jeanne. Lifecycle. Live performance recording. Published by composer 

and available on website, http://jeannezaidel-rudolph.com/6694.html, 2003. 

Compact Disc. 

 

 

because of you by Niel van der Watt 

 

Pro Arte Singers. Pro Arte Singers Spring Concert. Live performance recording. 

Candlewood Digital LLC, 2009. Compact Disc. 

 

 

http://jeannezaidel-rudolph.com/6694.html
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