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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



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



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.



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.> Black South Africans were persons who

possessed only sub-Saharan African ancestry.

! The term Coloured referred to persons whose ethnicity was mixed — possessing combinations of sub-
Saharan African, Indian, Indonesian, Malaysian, British, and Afrikaner ancestry.



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



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.?

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.



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



social and political system in which both may live together in close
contact...>

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.* 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.® Not surprisingly, various stereotypes

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

® |saac 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.

*Ibid., 16.

> Ibid., 14. | 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. | will argue,
however, that traditional African music has persevered through colonization and apartheid as a separate art
form.



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.”® 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.’

® Christine Lucia, ed., The World of South African Music: A Reader (Newcastle: Cambridge Scholars Press,
2005), xxii.

" 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.



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.® 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.

& Johanna Mannergren Selimovic, Music, Power and Diversity: Encountering South Africa (Goteberg:
Musikhogskolan, 2002), 24.
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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.”® 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

° Vuma Jonathan Dumakude, “The Lives of Important Contemporary Zulu Composers and Their
Contribution to Choral Music in KwaZulu/Natal,” (B.M. Honours Thesis, University of Pretoria, 1996), 1.
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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.'® 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."* 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.*? 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.

1% Barry Smith, “South African Christian Music: A) Christian Music in the Western Tradition” in
Christianity in South Africa: A Political, Social and Cultural History, ed. Richard Elphick and Rodney
Davenport (Berkeley: University of California Press, 1998), 316.

1 Alexander Akorlie Agordoh, Studies in African Music (Ghana: Comboni Printing School, 1994), 6-7, 9.

12 Kofi Agawu, Representing African Music: Postcolonial Notes, Queries, Positions (New York:
Routledge, 2003), 8-11.
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Most black composers, of which there were few, composed in close imitation of
the four-part hymn.*® 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.'* Because most blacks were illiterate,
the tonic sol-fa system eventually morphed into dual notation.'® 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.
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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.®

Much of the religious integration is illustrated in the Nazarites” music. Their songs

3| use the term composing rather loosely in this instance since much of the music by black composers
during this time was not written down but passed on through an oral tradition.

¥ Lucia, 18.
' 1bid., 24-5.
18 1rving Hexham and Gerhardus C. Oosthuizen, eds. The Story of Isaiah Shembe: Early Regional

Traditions of the Acts of the Nazarites, trans. Hans-Jirgen Becken (Lewiston, NY: E. Mellen Press, 1999),
XXVi.
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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.*” 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.'® 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.

7 Muller, 186-9.

8 Muller, 19-23.
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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.
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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.
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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.”?’? 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. Afiican Music: A People’s Art. (Chicago: Lawrence Hill Books, rev. 1999), vi.
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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

172
BIBLIOGRAPHY

“Hofmeyr rakes in renowned music awards.” The Citizen. November 17, 1997. p. 5.

Agawu, Kofi. “The Invention of ‘African Rhythm’.” Journal of the American
Musicological Society, XL V11I:3 (1995): 380-395.

. Representing African Music: Postcolonial Notes, Queries, Positions. New
York: Routledge, 2003.

Agordoh, Alexander Akorlie. African Music: Traditional and Contemporary. New York:
Nova Science Publishers, Inc., 2005.

Aitchison, Edward. “Hubert du Plessis.” In Composers in South Africa Today, ed. Peter
Klatzow, 33-75. Cape Town: Oxford University Press, 1987.

Allen, Lara. “Commerce, Politics and Musical Hybridity: Vocalizing Urban Black South
African Identity during the 1950s.” Ethnomusicology 47/2 (spr-sum 2003): 228-
249.

. “Drumbeats, Pennywhistles and all that Jazz: The Relationship between Urban
South African Musical Styles and Musical Meaning.” African Music 7:3, 52-59.

Anderson, Benedict. Imagined communities: reflections on the origin and spread of
nationalism. London: Verso Editions, 1983.

Arom, Simha. African Polyphony and Polyrhythm: Musical Structure and Methodology.
Translated by Martin Thom. Cambridge: Cambridge University Press, 1991.

Asmal, Kader, Louise Asmal and Ronald Suresh Roberts. Reconciliation through Truth:
a Reckoning of Apartheid’s Criminal Governance, 2™ edition. Oxford: James
Currey Limited, 1997.
Attridge, Derek and Rosemary Jolly, eds. Writing South Africa: Literature, Apartheid,

and Democracy, 1970-1995. Cambridge: Cambridge University Press, 1998.

Baines, Gary. “Catalyst or Detonator? Local Music Quotas and the Current South African
Music ‘Explosion’.” Social Dynamics 24/1 (1998): 66-87.

Ballantine, Christopher. “Taking Sides or Music, Music Departments and the Deepening

Crisis in South Africa.” In Papers presented at the Third and Forth Symposia on
Ethnomusicology, 52-55. Grahamstown: Rhodes University, 1995.

. “Joseph Shabalala: Chronicles of An African Composer.” British Journal of
Ethnomusicology 5/2 (1996): 1-37.



173

. “Looking to the USA: The Politics of Male Close-Harmony Song and Style in
South Africa During the 1940s and 1950s.” Popular Music 18/1 (1999): 1-17.

Barber, Karin. “Cultural Reconstruction in the New South Africa.” African Studies
Review, Vol. 44/2, Ways of Seeing: Beyond the New Nativism (Sep 2001): 177-
185.

. “Popular Arts in Africa.” African Studies Review, Vol. 30/3 (Sep 1987): 1-78.

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

Bender, Wolfgang. Sweet Mother: Modern African Music. Chicago: University of
Chicago Press, 1991.

Bezuidenhout, Morné. “An interview with Hendrik Hofmeyr.” Musicus 35/2 (2007):19-
21.

Birkin, Kenneth. “John Joubert at 60.” The Musical Times 128 (1987): 136-140.

Blacking, John. “Some Notes on a Theory of African Rhythm Advanced by Erich von
Hornbostel.” African Music Society Journal Vol. 1, no. 2 (1955): 12-20.

. Venda Children’s Songs: A Study in Ethnomusicological Analysis. Chicago:
The University of Chicago Press, 1967.

. “The Value of Music in Human Experience.” In 1969 Yearbook of the
International Folk Music Council, ed. Alexander L. Ringer, 33-71. Urbana:
University of Illinois Press, 1971.

. How Musical is Man? Seattle: University of Washington Press, 1973.

Blake, Michael. “The Present-Day Composer Refuses to Budge.” South African Journal
of Musicology 25 (2005): 127-143.

. “Review Article: ‘Voices of a Nation: Recent Recordings from South Africa.”
South African Journal of Musicology 26 (2006): 145-159.

. "The Emergence of a South African Experimental Aesthetic”. In Proceedings
of the 25th Annual Congress of the Musicological Society of Southern Africa, ed.
Izak J. Grove. Pretoria: Musicological Society of Southern Africa, 1999.

Blum, Stephen. “European Musical Terminology and the Music of Africa.” Comparative
Musicology and Anthropology of Music: Essays on the History of
Ethnomusicology, eds. Bruno Nettl and Philip V. Bohlman, 3-36. Chicago:
University of Chicago Press, 1991.



174

Boehmer, Elleke D. “Mothers of Africa: Representations of Nation and Gender in
Postcolonial African Literature.” PhD dissertation, Oxford University, 1995.

Boekkooi, Paul. “Jeanne Zaidel-Rudolph 50.” South African Music Teacher 132 (July
1998): 26.

Booth, Douglas. “Mandela and the Amabokoboko: the Political and Linguistic
Nationalisation of South Africa?”” The Journal of Modern African Studies 34:3
(Sept 1996): 459-477.

Boulez, Pierre “Sonate, Que me Veux-tu?,” Perspectives of New Music Vol. 1, No. 2
(Spring 1963): 32-44.

Bouws, Jan. Die musieklewe van Kaapstad (1800-1950) en sy verhouding tot die
musiekkultuur van Wes-Europa. Amsterdam, 1966.

. Solank daar musiek is...: Musiek en musiekmakers in Suid-Afrika 1652-1982.
Cape Town: Tafelberg, 1982.

Bowra, C.M. Primitive Song. London: Weidenfeld & Nicolson, 1962.

Brink, André P. Reinventing a Continent: Writing and Politics in South Africa, 1982-
1995. London: Zoland Books, 2000.

Buis, Jan. “Should Bach Survive in a New South Africa?: Redefining a Pluralistic Music
Culture in Post-Apartheid South Africa.” Papers Presented at the Tenth
Symposium on Ethnomusicology (1991), ed. Carol Muller, 14-18. Grahamstown:
Rhodes University, 1995.

Butler, Anthony. Democracy and Apartheid: Political Theory, Comparative Politics and
the Modern South African State. London: Palgrave Macmillan, 1998.

Byerly, Ingrid Bianca. “Decomposing Apartheid: Things Come Together. The Anatomy
of a Music Revolution.” In Composing Apartheid: Music For and Against
Apartheid, ed. Grant Olwage, 255-280. Johannesburg, SA: Wits University Press,
2007.

. “Mirror, Mediator and Prophet: The Music Indaba of Late-Apartheid South
Africa.” Ethnomusicology 42/1 (win 1998): 1-44.

Byron, Reginald, ed. Music, Culture & Experience: Selected Papers of John Blacking.
Chicago: University of Chicago Press, 1995.

Chambers, lain and Lidia Curti, eds. The Post-Colonial Question: Common Skies Divided
Horizons. London: Routledge, 1996.



175

Chernoff, John Miller. African Rhythm and African Sensibility: Aesthetics and Social
Action in African Musical Idioms. Chicago: University of Chicago Press, 1979.

Clough, Penelope Jane. “Trends in Contemporary South African Music: The Younger
Generation of South African Composers.” MM Thesis, University of the
Witwatersrand (Johannesburg), 1984.

Cockburn, Christopher. “A Distinctive Politics: Handel Becomes Historically Informed
in South Africa.” South African Journal of Musicology 23 (2003): 1-11.

Coplan, David. In Township Tonight. New York: Longmans Group Limited, 1985.

Dargie, David. Xhosa Music: Its Techniques and Instruments, with a Collection of Songs.
Cape Town: D. Philip, 1988.

. “African Methods of Music Education: Some Reflections.” African Music:
Journal of the International Library of African Music 7/3 (1996): 30-43.

. “South African Christian Music: B) Christian Music among Africans.” In
Christianity in South Africa: A Political, Social and Cultural History, eds.
Richard Elphick and Rodney Davenport, 319-326. Berkeley: University of
California, 1998.

De Beer, Rudolf. “The Sound body of the African Choir: A comparison between the
Scandinavian and African sound body in choral music.” MMus Honours Thesis,
University of Oslo, 2002.

. “Education Through Music.” Musicus 33/2 (2005): 49-51.

. “The origins, developments, and current performance practices of African
neo-traditional choral music of South Africa.” DMA Thesis, Nelson Mandela
Metropolitan University, 2007.

De Villiers, Jill. “Creativity gets free reign (Jeanne Zaidel-Rudolph).” The Citizen. June
14, 2000. p. 23.

Degenaar, Johan. “Multiculturalism: How Can the Human World Live Its Difference?” In
Race and Reconciliation in South Africa: A Multicultural Dialogue in
Comparative Perspective, eds. William E. Van Vugt and G. Daan Cloete, 155-70.
Lanham: Lexington Books, 2000.

Detterbeck, Markus. “South African Choral Music (Amakwaya): Song, Contest and the
Formation of Identity.” PhD dissertation. University of Natal, Durban, 2002.

Dickinson, Peter. “John Joubert Today.” The Musical Times 112 (1971): 20-23.



176

DjeDje, Jacqueline Cogdell and William Carter, eds. African Musicology: Current
Trends. A Festschrift presented to J.H. Kwabena Nketia, Vol. 1. Los Angeles:
UCLA Program in Ethnomusicology, 1989.

Drewal, Margaret. “The State of Research on Performance in Africa.” African Studies
Review 34/3 (1991): 1-64.

Dumakude, Vuma Jonathan. “The Lives of Important Contemporary Zulu Composers and
Their Contributions to Choral Music in KwaZulu Natal.” BM Honours Thesis,
University of Pretoria, 1996.

Du Toit, Brian M. “Consciousness, Identity and Resistance in South Africa.” The Journal
of Modern African Studies 21/3 (1983): 365-395.

Ebron, Paulla A. Performing Africa. Princeton: Princeton University Press, 2002.

England, Nicholas M. “Bushman Counterpoint.” Journal of the International Folk Music
Council, Vol. 19 (1967): 58-66.

Erlmann, Veit. “Migration and Performance: Zulu Migrant Workers’ Iscathamiya
Performance in South Africa.” Ethnomusicology 34/2(1990):199-221.

. African Stars: Studies in Black South African Performance. Chicago: Chicago
University Press, 1991.

. “Africa Civilised, Africa Uncivilised: Local Culture, World-System and South
Africa.” South African Journal of Musicology 14 (1994):1-13.

. Nightsong: Performance, Power, and Practice in South Africa. Chicago:
University of Chicago Press, 1996.

. Music, Modernity, and the Global Imagination: South African and the West.
New York: Oxford University Press, 1999.

Euba, Akin. “Intercultural Expressions in Neo-African Art Music: Methods, Models and
Means, Essays on Music in Africa: Intercultural Perspectives, Vol. ii.” Bayreuth
African Studies 16 (1989): 115-178.

. “Issues in Africanist Musicology: Do We Need Ethnomusicology in Africa?”
In Proceedings of the Forum for Revitalizing African Music Studies in Higher
Education, ed. Frank Gunderson, 137-139. Ann Arbor, MI: The U. S. Secretariat
of the International Center for African Music and Dance, The International
Institute, University of Michigan, 2001.



177

. “Text Setting in African Composition.” Research in African Literatures 32/2
(2001): 119-33.

Fleischmann, Ernest. “Contemporary Music in South Africa.” Tempo 50 (1951): 23-8.

Floyd, Malcolm, ed. Composing the Music of Africa: Composition, Interpretation and
Realisation. Brookfield, VT: Aldershot, 1999.

Fokkens, Robert. “Peter Klatzow: Perspectives on Context and Identity.” South African
Journal of Musicology 24 (2004): 99-107.

Franke, Veronica Mary. “Structure and Context in the Orchestral Compositions of
Hendrik Hofmeyr.” Musicus 35/2 (2007): 57-71.

Geldenhuys, D.G. “John Joubert se komposisies: ‘n Stylkritiese ondersoek met spesiale
verwysing na sy vokale werke.” PhD dissertation, Stellenbosch University, 1976.

Goehr, Lydia. The Imaginary Museum of Musical Works: An Essay in the Philosophy of
Music. Oxford: Oxford University Press, 1992.

. The Quest for Voice: Music, Politics, and the Limits of Philosophy. Oxford:
Oxford University Press, 1998.

Greenfeld, Liah. Different Worlds: A Sociological Study of Taste, Choice and Success in
Art. Cambridge: Cambridge University Press, 1989.

. Nationalism: Five Roads to Modernity. Cambridge, MA: Harvard University
Press, 1992.

Greenstein, Ran, ed. Comparative Perspectives on South Africa. London: Palgrave
Macmillan, 1998.

Groenewald, Yolandi. “I am an African.” Mail & Guardian (online), November 30, 2006.
p. 13. www.mg.co.za. <Accessed on November 3, 2009>.

Grové, Stéfans. “Tekstuurprobleme in musiek vir gemengde dubbelkore en die oplossing
daarvan, met spesiale verwysing na Arnold van Wyk se Missa in illo tempore.”
Acta Academica B:19, eds. M.C.J. van Rensburg and J.Y. Claassen,
Bloemfontein. (1984): 84-93.

Gunner, Liz, ed. Politics and Performance: Theater, Poetry and Performance in
Southern Africa. Johannesburg: Witwatersrand University Press, 2001.

Hamm, Charles. Afro-American Music, South Africa and Apartheid. Brooklyn: Institute
for Studies in American Music, 1988.


http://www.mg.co.za/

178

Hammond, Nicol Claire. “Singing the Nation: Negotiating South African Identity through
Choral Music.” In Music and Identity: Transformation and Negotiation, eds. Eric
Akrofi, Maria Smit and Stig-Magnus Thorsén, 21-34. Stellenbosch, South Africa:
Sun Press, 2007.

Hayward, Brian. “Big-time music import in tune with small-town life of the Bay.”
Weekend Post. October 25, 2008. p. 7.

Heimes, Klaus F. “To the Concept of Ethical Values in Music: In Search of a Tone of
Mind.” South African Journal of Musicology 6 (1986): 3-27.

. “Musicology in Terms of the Sociology of Knowledge: A South African
Vignette.” In Ethnomusicology Symposium (30 Aug to 2 Sept, 1989), 8" Edition,
ed. Carol Muller, 10-20. 1989.

Henze, Hans Werner. Music and Politics: Collected Writings 1953-81. Translated by
Peter Labanyi. London: Faber and Faber, 1982.

Herbst, Anri, Meki Nzewi and Kofi Agawu, eds. Musical Arts in Africa: Theory, Practice
and Education. Pretoria: University of South Africa (Unisa), 2003.

Hexham, Irving and Gerhardus C. Oosthuizen, eds. The Story of Isaiah Shembe: Early
Regional Traditions of the Acts of the Nazarites. Translated by Hans-Jlrgen
Becken. Lewiston, NY: E. Mellen Press, 1999.

Hirsch, Lee. Amandla: A Revolution in Four-Part Harmony. Santa Monica, CA: Artisan
Entertainment, 2002. [Video]

Hofmeyr, Hendrik. “Foreword.” South African Journal of Musicology 24 (2004): vi.

Holst Peterson, Kirsten and Anna Rutherford, eds. On Shifting Sands: New Art and
Literature from South Africa. South Africa: Justified Press, 1992.

International Library of African Music. Proceedings of the [South African] Symposiae on
Ethnomusicology. Grahamstown: Rhodes University, 1980ff.

Jackson-Opoku, Sandra and Michael West. “From Homeland to Township: Rap Music
and South African Choral Tradition.” The World and | Online, 9 (Apr 1994):
229ff.

James, Deborah. Songs of the Women Migrants: Performance and Identity in South
Africa. Edinburgh: Edinburgh University Press, 1999.

Janzen, John M. Ngoma: Discourses of Healing in Central and Southern Africa. Los
Angeles: University of California Press, 1992.



179

Johnson, Alexander M. “Variations on Settler Ethnicity: The Dissolution of the Afrikaner
Nationalist and Ulster Unionist Coalitions.” In Comparative Perspectives on
South Africa, ed. Ran Greenstein, 260-286. London: Palgrave Macmillan, 1998.

Jones, A.M. “African Drumming.” Bantu Studies 8:1 (1934): 1-16.

. Studies in African Music, 2 Vols. London and Cape Town: Oxford University
Press, 1959.

Jones, Anna. “A mistress of her art (Jeanne Zaidel-Rudolph).” Mail & Guardian.
September 18, 2008. p. 14.

Jordan, Mary. “Arts & Leisure: Music (A review of ‘Klatzow @ 60: A composer speaks’
concert).” Business Day. June 3, 2005. p. 11.

Joubert, John. “Letter.” The Musical Times 98 (1957): 33.
. “The Choir Invisible.” The Musical Times 109 (1968): 426-427.
. “Under Western Eyes.” The Musical Times 110 (1969): 470-473.

Kerman, Joseph. Contemplating Music: Challenges to Musicology. Cambridge, MA:
Harvard University Press, 1985.

Khumalo, J.S.M., ed. “The National Anthem of South Africa.” South Africa Sings, Vol. I.
Johannesburg: (1998): 58-63.

Kivnick, Helen Q. Where is the Way? Song and Struggle in South Africa. New York:
Penguin Group, 1990.

Kirby, Percival R. “Saint Cecilia Goes South (A Contribution to the History of Music in
South Africa).” Proceedings of the Royal Music Association, 64™ Session (1937-
1938): 25-38.

. “The Use of European Musical Techniques by the Non-European Peoples of
Southern Africa.” Journal of the International Folk Music Council, Vol. 11
(1959): 37-40.

. “The Changing Face of African Music South of the Zambezi.” In Essays on
Music and History in Africa, ed. Klaus P. Wachsmann, 243-254. Evanston:
Northwestern University Press, 1971.

Klatzow, Peter. “The Composer in Africa.” In transcript of talk given at the Fifth Annual
Symposium on Ethnomusicology. University of Cape Town, 1984.



180

. “Musos score through competitions.” Weekly Mail: The Arts. May 4, 1988. p.
26.

. “Letter.” South African Journal of Musicology 14 (1994): 125-126.

. “After the famine, a feast: highlights of Africa’s first International
Composer’s Workshop.” Mail & Guardian (online). February 9, 1996. p. 33.
<Accessed October 21, 2009>.

. “Addenda: The Composer’s Dilemma: Writing for Time or Place.” South
African Journal of Musicology 24 (2004): 135-141.

Klatzow, Peter, ed. Composers in South Africa Today. Cape Town: Oxford University
Press, 1987.

Knobel, Deon. “Hofmeyr se werk is monumentaal.” Burger. August 27, 2004. p. 19.
Krog, Antjie. Country of My Skull. Johannesburg: Jonathan Cape Limited, 1998.

Kubik, Gerhard. “African Music: The Dimension of Cross-Cultural Understanding.”
South African Journal of Musicology 5 (1985): 1-5.

. “Afrikaner Musik, Ideologischer Kolonialismus und Identitdtskrise der
Zoglingsgeneration 1945-1970.” Bayreuth African Studies Series 9, ed. Wolfgang
Bender, 7-23. Bayreuth: Bayreuth University, 1989.

. Theory of African Music. Wilhelmshaven: F. Noetzel, 1994.

. “Emics and Etics: Theoretical Considerations.” African Music 7 (1996): 3-10.

Kuppers, Petra. Community Performance: an Introduction. London: Routledge, 2007.

Larlham, Peter. Black Theater, Dance and Ritual in South Africa. Ann Arbor: UMI
Research Press, 1985.

Levy, Michael S. “African and Western Music: Shall the Twain Ever Meet?”” South
African Journal of Musicology 6 (1986): 111-115.

. Catalogue of Serious Music: Original Works, Arrangments and
Orchestrations Published and in Manuscript by Southern African Composers and
Arrangers, Vol. 1-2. Johannesburg: SAMRO Limited, 1992,

. “Girling, Boying and Chasing Rainbows: Report on the Twenty-Fifth Annual
Musicological Congress.” South African Journal of Musicology 18 (1998): 103-
107.



181

Locke, Ralph P. “A Broader View of Musical Exoticism.” The Journal of Musicology,
Vol. 24/4 (Fall 2007): 477-521.

Lodge, Tom. Black Politics in South Africa Since 1945. London: Longmans, 1983.

Lucia, Christine, ed. The World of South African Music: A Reader. Cambridge:
Cambridge Scholars Publishing, 2005.

. “Travesty or Prophecy? Views of South African Black Choral Composition.”
In Music and Identity: Transformation and Negotiation, eds. Eric Akrofi, Maria
Smit & Stig-Magnus Thorsén, 161-180. Stellenbosch, South Africa: Sun Press,
2007.

Liidemann, Winfried. “Music in Transition: In Search of a Paradigm.” South African
Journal of Musicology 13 (1993): 31-41.

. “Report from Stellenbosch: 24™ Annual Congress, Musicology Society of
Southern Africa, 4-5 September 1997.” Current Musicology 62 (1998): 118-124.

Maas, Gottfried. “Kalklig niks nuts vif Hofmeyr.” Burger. August 17, 2004. p. 6.

Malan, Jacques P., ed. South African Music Encyclopedia, Vol. 1-4. Cape Town: Oxford
University Press, 1979-1986.

. ‘n Bydrae tot ‘n voorgestelde nasionale kunsbeleid.” South African Journal
of Musicology 1 (1981): 30-44.

. “Suid-Afrikaanse musiekwetenskap: ‘n Uitdaging en ‘n verantwoordelikheid.”
South African Journal of Musicology 3 (1983): 27-34.

. “Arnold van Wyk in kultuurhistoriese perspektief.” Acta Academica B:19.
Edited by M.C.J. van Rensburg and J.Y. Claassen. Bloemfontein, 1984.

Marinovich, Greg and Joao Silva. The Bang-Bang Club: The Making of the New South
Africa. London: Basic Books and Arrow Books Limited, 2000.

May, James. “Hendrik Hofmeyr at fifty: a short biography with a worklist and
discography.” Musicus 35/2 (2007): 7-18.

. “Peter Klatzow.” In Composers in South Africa Today, edited by Peter
Klatzow, 131-153. Cape Town: Oxford University Press, 1987.

May, James and Peter Klatzow. “Peter Klatzow: Work Catalogue.” South African Journal
of Musicology 24 (2004): 149-170.



182

Mazomba, Vuyani. “Liberating VVoices: Narrative strategies and style in township choral,
with specific reference to selected works by three Xhosa composers.” Journal of
the Musical Arts in Africa 2 (2005): 23-54.

Mbuyamba, Lupwishi. “Choral Singing in South Africa.” International Choral Bulletin
11/2 (1992): 4-9.

Meiring, Pieter. “Truth and Reconciliation: The South African Experience.” In Race and
Reconciliation in South Africa: A Multicultural Dialogue in Comparative
Perspective, eds. William E. Van Vugt and G. Daan Cloete, 187-99.Lanham:
Lexington Books, 2000.

Mellers, Wilfrid. “John Joubert and the Blessed City.” The Musical Times 105 (1964):
814-817.

Merriam, Alan P. “Characteristics of African Music.” Journal of the International Folk
Music Council, Vol. 11 (1959): 13-9.

. The Anthropology of Music. Chicago: Northwestern University Press, 1964.

Meyer, Leonard B. Music, the Arts and Ideas: Patterns and Predictions in Twentieth-
Century Culture. Chicago: Chicago University Press, 1967 (1% ed.), 1994 (2"
ed.).

Mills, Susan W. “Freedom Song: Post-Apartheid Expression in South African Music.”
http://suzimillsfreedomsong.blogspot.com/ <Accessed on January 7, 2011>.

Mngoma, Khabi. “The Teaching of Music in South Africa.” South African Journal of
Musicology 10 (1990): 121-126.

Molefe, Z. B. and Mike Mzileni. A Common Hunger to Sing: 4 Tribute to South Africa’s
Back Women of Song 1950-1990. Cape Town: Kwela Books, 1997.

Moore-Gilbert, Bart. Postcolonial Theory: Contexts, Practices, Politics. London: Verso
Books, 1997.

Mphabhlele, Es’kia. Afrika: My Music, An Autobiography 1957-1983. Johannesburg:
Ravan Press, 1984.

Muller, Carol A. South African Music: A Century of Traditions in Transformation. Santa
Barbara, CA: ABC-CLIO, Inc., 2004.

Muller, Stephanus J. van Zyl. “Protesting Relevance: John Joubert and the Politics of
Music and Resistance in South Africa.” South African Journal of Musicology 19
(1999): 33-46.


https://email.uiowa.edu/owa/redir.aspx?C=5aa332b33ebd401789a57e3dddef31b0&URL=http%3a%2f%2fmylibrary.uiowa.edu.proxy.lib.uiowa.edu%2fV%2fAF49VMEUXG28LHIAH58LFIX242YQEAHVK7EIJELCMTMJR7V345-00504%3ffunc%3dquick-3%26short-format%3d002%26set_number%3d002923%26set_entry%3d000022%26format%3d999
http://suzimillsfreedomsong.blogspot.com/

183

. “Sounding Margins: Musical Representations of White South Africa.” PhD
dissertation, University of Oxford, Balliol College, 2000.

. “Contemporary South Africa interfaces with aspects of Adornian musical
thought.” Ars Nova 33/34 (2001/2): 30-35.

. “Interview with Peter Klatzow.” Muziki 3/2 (2006): 47-62.

. ““n Blik op die resepsiegeskiedenis van Hendrik Hofmeyr se Sinfonia
Africana.” Musicus 37/1 (2009): 19-23.

Muller, Stephanus and Chris Walton. A Composer in Africa: Essays on the Life and Work
of Stefans Grové. Stellenbosch, South Africa: Sun Press, 2006.

Nattiez, Jean-Jacques. Music and Discourse: Toward a Semiology of Music. Translated
by Carolyn Abbate. Princeton, NJ: Princeton University Press, 1990.

Nettl, Bruno. The Study of Ethnomusicology: Thirty-One Issues and Concepts. Chicago:
University of Illinois Press, 2005.

Nettl, Bruno and Philip V. Bohlman, eds. Comparative Musicology and Anthropology of
Music: Essays on the History of Ethnomusicology. Chicago: University of
Chicago Press, 1991.

Nketia, J.H. Kwabena. “Musicology and African Music: A Review of Problems and
Areas of Research.” In Africa in the Wider World: The Interrelationships of Area
and Comparative Studies,” eds. David Brokensha and David Crowder, 12-35.
Oxford: Pergamon Press, 1967.

. The Music of Africa. New York: W. W. Norton & Company, Inc., 1974,

. Ethnomusicology and African Music: Collected Papers, Volume I; Modes of
Inquiry and Interpretation. Accra, Ghana: Afram Publications Ltd., 2005.

Nketia, J.H. Kwabena, and Jacqueline Cogdell DjeDje. “Introduction: Trends in African
Musicology.” In Selected Reports in Ethnomusicology. Vol. 5. Studies in African
Music, eds. J. H. Kwabena Nketia and Jacqueline Cogdell DjeDje, ix-xx. Los
Angeles: UCLA Program in Ethnomusicology, Department of Music, 1984.

Nompula, Yolisa Priscilla. “A Comparison of European and Xhosa Singing Among
South African Children.” PhD diss., University of lowa, 2000.

Nzewi, Meki. “Acquiring knowledge of the musical arts in traditional society.” In
Musical Arts in Africa: Theory, Practice and Education, eds. Anri Herbst, Meki
Nzewi and Kofi Agawu. Pretoria: University of South Africa (Unisa), 2003.



184

. “Theory and Cognitive Research of African Musical Arts: Critique & Poser,”
a paper given at the First International Symposium on African Music at Princeton
University (2003). Soon to be published as a chapter in his Contemporary Study
of African Musical Arts, vol.4. Pretoria: In press.

Odendaal, Albi. “Interview with Peter Klatzow.” South African Journal of Musicology 24
(2004): 143-148.

Oggel, Ieteke. “The Composer: Péter Louis van Dijk.” Vuka SA. July 31, 1996. p. 60.
. “The Italian Afrikaaner.” Vuka SA. September 30, 1997. p. 4.

Olwage, Grant. “Scriptions of the Choral: The Historiography of Black South African
Choralism.” South African Journal of Musicology 22 (2002): 29-45.

. “Music and (Post)Colonialism: the dialectics of choral culture on a South
African frontier.” PhD dissertation, Rhodes University, 2003.

. “The Class and Colour of Tone: An Essay on the Social History of Vocal
Timbre.” Ethnomusicology Forum 13/2 (2004): 203-26.

. “John Know Bokwe, Colonial Composer: Tales about Race and Music.”
Journal of he Royal Music Association 131/1 (2005): 1-37.

Olwage, Grant, ed. Composing Apartheid: Music For and Against Apartheid.
Johannesburg: Witwatersrand University Press, 2008.

Parker, Beverly, “Recent South African Postgraduate Research in Music.” South African
Journal of Musicology 21 (2001): 39-46.

Parker, D. C. “Exoticism in Music in Retrospect” The Musical Quarterly, Vol 3/1 (Jan
1917): 134-161.

Poole, Geoffrey. “Black-White-Rainbow: a Personal View on what African Music means
to the Contemporary Western Composer.” In Composing the Music of Africa:
Composition, Interpretation and Realisation, ed. Malcom Floyd, 291-313.
Brookfield, VT: Aldershot, 1999.

Potgieter, Zelda and Vuyani Mazomba. “Liberating voices: narrative strategies and style
in township choral music, with specific reference to selected works by three
Xhosa composers.” Journal of Musical Arts in Africa Vol. 2/1 (2005): 23-54.


http://www.informaworld.com/smpp/title~db=all~content=t911470575~tab=issueslist~branches=2

185

Qureshi, Regula B. “Music Anthropologies and Music Histories: a Preface and an
Agenda.” Journal of the American Musicological Society XLVIII: 3 (1995): 331-
342.

Racster, Elizabeth Olga. “Music in South Africa.” The Musical Times 60/919 (1919):
495,

Rensburg, Etienne van. “Festival of Music by Jeanne Zaidel-Rudolph on CD.” Musicus
32/1 (1995): 122-124.

Rhodes, Willard. “Music as an Agent of Political Expression.” African Studies Bulletin
5/2 (1962): 14-22.

Rieth, Dale Edward. “A Study of the Choral Music in Kenya: The contributions of its
composers and the influence of Traditional and Western-European music.” DMA
dissertation, University of Cincinnati, 1992.

Ringer, Alexander. “One World of None? Untimely Reflections on a Timely
Musicological Question,” In Comparative Musicology and Anthropology of
Music: Essays on the History of Ethnomusicology, eds. Bruno Nettl and Philip V.
Bohlman. Chicago: University of Chicago Press, 1991.

Robertson, Mary. “‘Imaging ourselves’: South African music as a vehicle for negotiating
white South African identity.” Journal of the Musical Arts in Africa, Vol. 1
(2004): 128-137.

Roosenschoon, Hans. “Keeping our Ears to the Ground: Cross-Culturalism and the
Composer in South Africa, ‘Old’ and ‘New’.” In Composing the Music of Africa:
Composition, Interpretation and Realisation, ed. Malcolm Floyd, 265-290.
Aldershot, England: Ashgate Publishing Limited, 1999.

Rorich, Mary. “Stefans Grové,” In Composers in South Africa Today, edited by Peter
Klatzow. Cape Town: Oxford University Press, 1987.

. “Record Reviews: Jeanne Zaidel-Rudolph: Compositions EMI and Jeanne
Zaidel-Rudolph: The River People — Abantubomlambo.” Scenaria 89 (June
1988): 42-43.

Roux, I.C.J. “Local Music: Exploring the Technical Possibility of Establishing a South
African Compositional Style.” MMus Thesis, University of Natal, Durban.

Rycroft, David. “African Music in Johannesburg: African and Non-African Features”,
Journal of the International Folk Music Council, Vol. 11 (1959): 25-30.

. “Zulu and Xhosa Praise-Poetry and Song.” African Music: Journal of the
African Music Society 3/1 (1962): 79-85.



186

. “Nguni Vocal Polyphony.” Journal of the International Folk Music Council,
Vol. 19 (1967): 88-103.

. “Stylistic Evidence in Nguni Song.” In Essays on Music and History in Africa,
ed. Klaus P. Wachsmann, 213-241. Evanston, IL: Northwestern University Press,
1971.

. “Black South African Urban Music Since the 1890°s: Some Reminiscences of
Alfred Assegai Kumalo (1879-1966).” African Music: Journal of the
International Library of African Music 7/1 (1991): 5-9.

Scherzinger, Martin. “The Globalisation of South African Art Music.” In The World of
South African Music, ed. Christine Lucia, 320-324. Cambridge: Cambridge
Scholars Publishing, 2005.

Schneider, Marius. "Primitive Music." In The New Oxford Dictionary of Music, Vol. 1.
London: Oxford University Press, 1957.

Selimovic, Johanna Mannergren. Music, Power and Diversity: Encountering South
Africa. GOteberg: Musikhogskolan, 2002,

Smith, Barry. “South African Christian Music: B) Christian Music in the Western
Tradition.” In Christianity in South Africa: A Political, Social and Cultural
History, eds. Richard Elphick and Rodney Davenport, 316-319. Berkeley:
University of California Press, 1998.

. “Peter Klatzow’s Religious Choral Music.” South African Journal of
Musicology 24 (2004): 1-11.

Stansfeld, J. “Music for Natives in South Africa.” The Musical Times 73/1076 (Oct
1932): 931.

Stock, Jonathan. “New Musicologies, Old Musicologies: Ethnomusicology and the Study
of Western Music.” Current Musicology 62 (1998): 40-68.

Stokes, Martin, ed. Ethnicity and Identity and Music: The Musical Construction of Place.
Oxford: Berg Publishing, 1994.

Stone, Ruth M., ed. The Garland Encyclopedia of World Music: Africa. New York:
Garland Publishing, Inc., 1998.

. “Shaping Time and Rhythm in African Music: Continuing Concerns and

Emergent Issues in Motion and Motor Action.” Transcultural Music Review 11
(2007): 2-10.



187

Taylor, Timothy. “When We Think About Music and Politics: The Case of Kevin
Volans.” Perspectives of New Music 33:1 & 2 (1995): 504-536.

Thompson, Leonard. A History of South Africa. New Haven, CT: Yale University Press,
2001.

Thorsén, Stig-Magnus. Sounds of Change — Social and Political Features of Music in
Africa. Stockholm: Sida Studies, 2004.

Titus, Barbara. “Global Maskanda, Global Music Historiogrpahy? Some Preliminary
Enquiries.” South African Journal of Musicology 28 (2008): 43-54.

Toffoli, Hilary Prendini. “What, Where & Then: A culture feast on a summer’s day in
Darling.” The Weekender. January 24, 2009. p., 3.

Tracey, Hugh. “The State of Folk Music in Bantu Africa.” African Music: Journal of the
African Music Society 1/1 (1954): 8-20.

. “African Music Within Its Social Setting.” Journal of the International Folk
Music Council, Vol. 11 (1959): 23-4.

. “Measuring African Scales.” African Music: Journal of the African Music
Society 4/3 (1969): 73-7.

Turino, Tom. “Music.” In Encyclopedia of Twentieth-Century African History, ed. Paul
Tiyambe Zeleza and Dickson Eyoh. London: Routledge, 2003.

Twiggs, Laura. “Sour notes in the life of local music master (Hendrik Hofmeyr).” Cape
Argus. December 2, 1997. p. 9.

Van Wyk, Wessel. “Personalia: Jeanne Zaidel-Rudolph at sixty.” Musicus 36/2 (2008):
64-67.

Vestergaard, Mads. “Who’s Got the Map? The Negotiation of Afrikaner Identities in
Post-Apartheid South Africa.” Daedalus 130/1 (Winter, 2001): 19-44.

Viljoen, Martina. “Ideology and textuality: speculating on the boundaries of music.”
Scrutiny2: Issues in English Studies in Southern Africa, Vol. 9/1 (2004): 68-87.

Von Hornbostel, Erich M. “African Negro Music.” Africa, 1/1 (1928): 30-62.
Walton, Chris. “Composing Africa: Stefans Grové at 85.” Musical Times (Summer

2007): 1-12.

Walton, Chris and Stephanus Muller. Gender and Sexuality in South African Music.
Stellenbosch, South Africa: Sun Press, 2004.



188

Winterbach, Veranza. “Wéreld van magiese betowering.” Insig. August 31, 1997. p. 39.

Xulu, Musa. “Socio-Political Change and the National Anthem in South Africa: a Critical
Appraisal of Nkosi Sikelel i’ Afrika.” In Papers Presented at the Tenth Symposium
on Ethnomusicology (1991), ed. Carol Muller. Grahamstown, 1995.

Y., L. H. “First Tour of the South African Festival Choir.” The Musical Times 62 (Sept
1921): 654-655.

Young, Robert C. Colonial Desire: Hybridity in Theory, Culture and Race. London:
Routledge, 1995.

Zaidel-Rudolph, Jeanne. “Pride, Prejudice and Power: On Being a Woman Composer in
South Africa,” In Gender and Sexuality in South African Music, eds. Chris
Walton and Stephanus Muller. Stellenbosch, South Africa: Sun Press, 2004.

Zaidel-Rudolph, Jeanne and Martin Watt. “Musical Symbiosis in Jeanne Zaidel-
Rudolph’s Lifecycle,” The World of Music 48/2 (2006): 135-150.



