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Welcome to the 17th Annual Conference of the South African Society for 

Research in Music.  

 

SASRIM wishes to extend its thanks to the University of the Western Cape’s 

Centre for Humanities Research for hosting this year’s conference.  

 

This conference has been generously sponsored by the National Institute for the 

Humanities and Social Sciences and the Centre for Humanities Research.  
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Programme

 

University of the Western Cape, Centre for Humanities Research, Greatmore Humanities Hub  

Friday 25 August 
  Stream 1 Stream 2 Stream 3 

08:00 Registration and Coffee 

  Jazz 
Chair: Brett Pyper 

Contemporaneity 
Chair: Lee Watkins  

Sound I: 
Chair: Stephanus Muller 

08.30-
09.00 

Jazz, Women and Liberation 
Nomfundo Xaluva-Dyantyis 

Ancestral Voices, Knowledge of Self, Occult Wisdom – Hip-
Hop Hermeneutics 
Pius J. Vögele 

Sounding the 21st-Century: Considering Spatial Complexity in 
Music 
Alet Lambert 

09.00-
09.30 

Progressive Traditionalism in the Sound and Music of Mandisi Dyantyis: 
Identity Formation in Post-Apartheid South Africa 
Johan Enslin Smit 

Constructing Communities: Amapiano as Aesthetic 
Formation 
Dion Malcolm Eaby-Lomas 

Sound's Alchemy: Materiality, Traces, and the Archive  
William Fourie 

09.30-
10.00 

The Multiple Journeys of a Song: A Study of Qula Kwedini from 
Ulwaluko to Jazz Arenas 
Zuko Yigi 

When Women Play: Evolving Gender Roles in Ghanaian 
Highlife Music 
Maud Enam Ashiabor and Michael Ohene Okantah Junior 

Seven Cosmic Alignments of 1977 
Warrick Swinney 

10.00-
10.30 

‘Jazz’: What’s in a Name? 
Christopher Ballantine 

Analyzing Intersectionality in Narratives from Cape Town’s 
Northern Suburbs Hip Hop Scene 
Edwin Abrahams 

10:30-
11:00 

Tea 

  Diaspora 
Chair: Michael Drewett 

University 
Chair: Christopher Ballantine 

Ethnography 
Chair: Kathryn Olsen 

11.00-
11.30 

Music in Diaspora as a Multi-Modal Articulation of Counter-Cultural 
Praxis Through Transcultural Communication - A Case Study of 
London’s Contemporary Female (Afro)Latin Musicians 
Puja Basu 

The “Adjutants” of South African Music Studies 
Mieke Struwig 

An Exploration of Meta-Ethnography as a Tool to Synthesise 
Qualitative Material: Process, Challenges and Successes 
Ilana Chirombo  

11.30-
12.00 

Beyoncé’s Black Is King: Afrofuturistic and Intersectional Portrayals of 
Africa and the Black Diaspora through Cultural Appropriation and 
Appreciation 
James Chikomborero Paradza 

Contributions of Professor Eva Akosua Ebeli to 
Ethnomusicology in Ghana 
Andrew Yinintete Bamongya 

Unce: A Mozambican Music of Arabian Influence 
Rui Laranjeira 

12.00-
12.30 

A Discourse Analysis of the Production and Use of Loud Music as a 
Cultural Mechanism to Own and Control Space 
Tanesha G. Gibbs  

‘Delinking Encounters’, A Research Project Attempting to 
Walk the Talk of Change 
Hilde Roos 

Three Films Engaging with Diverse Southern African Music 
and Dance Traditions 
Sylvia Bruinders 

12.30-
13.00 

Afro-Caribbean Influences On Brass Band Music At Modern Fanti 
Masquerades: A Case Study Of Masquerading Culture In Winneba, 
Ghana 
Nana E. Quainoo 

Indigenous African Music Curriculum in Universities: 
Exploring Possible Approaches of Teaching and Learning at 
Walter Sisulu University of South Africa   
Kutala Ngoma and Zoliswa Fikelepi-Twani 
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Friday 25 August 
  

13.00-
14.00 

Lunch 

  Under Apartheid 
Chair: Sylvia Bruinders 

Voice 
Chair: Hilde Roos 

Politics 
Chair: Marc Rontsch 

14.00-
14.30 

Multi-Racial Theatre And Censorship In South Africa Before The 1976 
Soweto Uprising- The Case Of Godspell 
Leonore Bredekamp 

(Per)sonification of Afrikaner Nostalgia: Mimi Coertse’s 
Performance Style in Recordings of Heimwee by Stephanus 
le Roux Marais 
Matildie Wium and Albertus Engelbrecht 

Trade Union Choirs in the Struggle Against Apartheid 
Rebekka Sandmeier 

14.30-
15.00 

“I’d Almost Forgotten You”: A Discussion of Nico Carsten’s Contribution 
to the Unstaged South African Musical Pride and Prejudice: A Musical 
Comedy in Two Acts (1964) 
Stephan Bezuidenhout and Danie Stander 

Singing Pretty: Investigating Female Respectability in 
Classical Vocal Performance in South Africa 
Alida van der Walt 

“Africa is My Name”: Alan Bush’s Interest in the Musical and 
Political Landscapes of Southern Africa 
Dominic Daula 

15.00-
15.30 

Music and a Brighter Future? A Critical Exploration of Steve Kekana’s 
Participation in the Apartheid Bureau for Information Propaganda Song 
Michael Drewett 

Perspectives on Afrikaans diction and elocution tendencies 
of the 1950’s and 60’s: recordings of Afrikaans art songs by 
Hanlie van Niekerk 
Minette du Toit-Pearce 

Violence, Memory and Representation: Reading Reuben 
Tholakele Caluza's "Silusapho"/"iLand Act" as (Non) Violent 
Negotiation for Land Rights in South Africa 
Thembela Vokwana 

15.30-
16.00 

“Digging in and digging it”: Reflections on alternative popular music 
performances of The Market Theatre Café, 1976 -1980 
Pakama Sbongile Ncume 

The Communicative Impasse Following Nomonde Calata’s 
Wail: Desmond Tutu And Song During The TRC Hearings 
Anke Froehlich 

Music Videos from the Pam Devereux-Harris Archive as 
Curated Post-Apartheid South African Identity Expressions 
Lindsay Friday 

16.00-
16.30 

Coffee 

  
  

  

16.30-
17.45 

Keynote Address 
Alexander Weheliye 

        

18.00- Opening Reception 
SASRIM Dialogues     
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Saturday 26 August 
  

  Stream 1 Stream 2 Stream 3 
 

Coffee 
 

Maskanda 
Chair: Sibusiso Ncanywa 

Profession 
Chair: Mandy Carver 

Scapes 
Chair: William Fourie 

08.30-
09.00 

Beliefs as Currency: Maskanda Musicians and Spiritual Healing 
Practice in Northern KwaZulu-Natal 
Kathryn Olsen 

 
Listening Together: Performative Practices around Goema in 
the Western Cape, South Africa 
Sylvia Bruinders 

09.00-
09.30 

Maskanda, Darius Brubeck and The Classical Guitar: Exploring the 
Maskanda Sound Through Classical Performance Practices 
Brent January 

Investigating Strategies for a Sustainable Career in Popular 
Music Performance in South Africa: Six Case Studies 
Nyiko Nelson Manganye 

Linking Community and Science Through Sound – Mapping 
Audio Postcards for Deeper Understanding 
Boudina McConnachie 

09.30-
10.00 

Phuzekhemisi: Towards a Biography 
Ndumiso Mtshali 

The Influence of Entrepreneurial Artistic Relationships on 
the Professional Practice of Popular Recorded Music 
Production 
Jonathan G. Shaw 

Sound Reflexion Suite 
Meryl van Noie 

10.00-
10.30 

The Role of Busi Mhlongo as a Female in Maskanda Music: A Case 
Study 
Zintle Mbuyazwe 

  

10:30-
11:00 

Tea 

  Technology 
Chair: Anke Froehlich 

Remembering 
Chair: Heidi Grunebaum 

Ritual: 
Chair: Boudina McConnachie 

11.00-
11.30 

Machine Learning Meets Indigenous Knowledge: Codification of Uhadi 
Thought and Practice 
Sibusiso Ncanywa  

“Open the Bruise Up”: Identity and Memory in Steve Reich’s 
Music 
Diogo Carvalho 

Retention of Ancient Voices Through Traditional Music 
Festivals 
Isaac Machafa 

11.30-
12.00 

Voice, Technology, And Jazz Appreciation Archives as Audio-Visual 
Relationality and Knowledge Production 
Brett Pyper 

Performances of Femininity in Amy Crankshaw’s The 
Apothecary 
Kate Watson 

‘Revolutionising’ Bass Guitar Patterns of Pentecostal Praise 
Songs In Ghana: Sammy Otoo in Perspective 
Mark Millas Coffie 

12.00-
12.30 

Creating a Digital Platform for Ghanaian Traditional Musical Instrument 
Stephen Nyanteh Ayesu 

Klatzow Project - Audiovisual Ideas in Concert Practise 
Inspired by Peter Klatzow 
Márton Szives 

Reviving and Sustaining the Dandaro Concept: Mbira 
Dzirimudeze Ensemble Performances in Urban Settings 
Elijah Chikomo, Wonder Maguraushe, Phenius Magwati, and 
Richard Muranda 

12.30-
13.00 
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Saturday 26 August 
13.10-
14.00 

Lunch 

  Archive 
Chair: Valmont Layne 

Education practice 
Chair: Dominic Daula 

Co-Creation: 
Chair: Alida van der Walt 

14.00-
14.30 

Archives Then, Now and in the Future: Looking at the Development and 
Trajectory of Archival Research and Practice at the International Library 
of African Music (ILAM) in Makhanda, South Africa 
Boudina McConnachie, Lee Watkins, Vuyelwa O’Lacy Moyo, and 
Thandeka Mfinyongo 

Creative Frameworks: Intervention Design in Design-Based 
Research in Piano Pedagogy 
Donovan Wynne 

With Hands to Play and a Body to Hear: Composing for the 
Hard-Of-Hearing and the Deaf 
Gabrielle Landers 

14.30-
15.00 

Solfa, Lead Sheets, Tab, Mnemonics: What They Have in 
Common and What They Tell Us About Conceptual Fluency 
in Music 
Mandy Carver 

Xenochronic Encounters at Africa Open Improvising 
Esther Marie Pauw and Garth Erasmus 

15.00-
15.30 

Liminality and Becoming in the Music of the Jo Kunnuji Experiment: 
Migration, Integration and a Living Sonic Archive 
Joseph Kunnuji 

The ‘Reel’ Deal: Exploring Music Education Student-
Teacher Identities Through Instagram 
Ewie Erasmus 

On Madness And Eros: Tentative Thoughts On An Arrested 
Present 
Carina Venter 

15.30-
16.00 

Coffee 

  Sound II 
Chair: William Fourie 

Critique 
Chair: Carina Venter 

Exhibition 
Chair: Siphokazi Ngxokolo-Bili 

16.00-
16.30 

Ripples and Arithmetic: Sound Artefacts and Reading Meaning into the 
Music of Tape Hiss and Sparkle 
Marc Rontsch 

“Die Intensies en Dedoelings is Goed vir Jou”: Afrikaner 
Nationalism, Innocence and Altruism in “Staan sterk in 
Afrikaans” 
Leandri Louw 

JAZZ UMCIMBI + ART EXHIBITION (JU+AE) 
Zuko Yigi 

16.30-
17.00 

Oscillations Artists Panel 
Christina Kubisch and Kirsten Reese 

“Emphatic Unsettlement” and Traumatic Representation in 
At Night All Blood is Black and The Head & the Load 
René Esterhuyse 

17.00-
17.30 

‘He’s Decided that He Wants to Betray Everything He Said’: 
Morrissey Crossing Borders 
Bryce Crockart 
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Sunday 27 August 
   

Stream 1 Stream 2 Stream 3 
 

Coffee 
 

History 
Chair: Aidan Erasmus 

Mobility 
Chair: Thembela Vokwana 

Power 
Chair: Carina Venter  

08.30-
09.00 

Addressing the Pipework in South Africa’s Oldest Playable Organ 
Jonathan Hughes 

“From Street to Score”: Locating Modern Nigerian Art Music 
within the Urban Soundscapes of Twenty-First Century 
Nigeria 
Chidi Obijiaku 

Songs from Me to You 
Coila-Leah Enderstein  

09.00-
09.30 

Indigenous and Foreign Accounts of Music and Sound in the Christian 
Kingdom of 16th- and 17th-Century Ethiopia: New Finds  
Janie Cole  

The Voice of Dyani: From Duncan Village and in Exile 
Siphokazi Ngxokolo-Bili 

09.30-
10.00 

Sound Scholarship and the Hurrian H6 Cuneiform Tablet 
Dylan Lawrence Gibson 

‘Soweto Blues’, African American artists touring South Africa 
during the Soweto Uprising, 1976-1977 
Ashrudeen Waggie 

10.00-
10.30 

Coffee 

  Music Production 
MC: Shane Cooper 

Analysis 
Chair: Rebekka Sandmeier 

Cognition 
Chair: Ewie Erasmus 

10.30-
11.00 

Music production workshop concert An Investigation into Whether or Not Bach’s Fugues with 
Similar Stretto Properties Have Structurally Similar Fugal 
Subjects 
Martin Goldstein 

Composing from an Embodiment Perspective 
Evans Netshivhambe 

11.00-
11.30 

Rethinking Philip Glass as a Metamodernist Rather Than a 
Postmodernist or Minimalist Composer 
Andrew Olsen 

Genetic Influence on Rhythm Network Functional Connectivity 
-A UK Biobank Study- 
Yasmina Mekki, Jennifer E. Below, and Reyna L. Gordon 

11.30-
12.00 

Ghanaian Art Song: Analytical Presentation of Four 
Selected Compositions 
Godfred Sackey 

The Possibility of Enhanced Motor Skills Acquirement and 
Altered Brain Functioning by Applying Transcranial Direct 
Stimulation 
Frelét de Villiers 

12.00-
13.00 

AGM 
(For SASRIM Members) 
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Venue 

The South African Society for Research in Music’s 17th Annual Conference takes place at 

Centre for Humanities’ new building, the Greatmore Humanities Hub. Located on Greatmore 

Street in Woodstock, Cape Town, the Greatmore Humanities Hub is home to some of the 

country’s most innovative programmes in the humanities. It will eventually house a Laboratory 

of Kinetic Objects (LoKO) in partnership with Handspring Puppet Company; a Documentary Film 

Training Programme, and a Jazz, Sound, and New Media Programme. It will also host the 

Advanced Studies Research Seminar, a Public Lecture Programme, a gallery and exhibition 

space and an arts incubator for its Artists in Residence Programme. To learn more about the 

Greatmore Humanities Hub, see www.chrflagship.uwc.ac.za/home/greatmore/. 

 

 

For Google Maps directions, click here: Greatmore Humanities Hub - Centre for Humanities 

Research (UWC) 

 

  

http://www.chrflagship.uwc.ac.za/home/greatmore/
https://goo.gl/maps/6xcFQraFogCHS9tc9
https://goo.gl/maps/6xcFQraFogCHS9tc9
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Keynote Address 

 

 

Good Days: R&B Music and BlackFem Voices in the Frequencies of the Now 
 

 

My paper consider us how contemporary R&B music serves as a site for black queer critical 

fabulation in the Now. Doing so, I counteract the widespread popular and scholarly narratives of 

the genre’s decline and death to show how R&B remains a thriving venue for the expression of 

Black thought and life and a primary archive of the contemporary moment. 

 

 

Alexander Ghedi Weheliye is Forbes University Professor in the Department of Modern Culture 

and Media at Brown University, where he teaches critical theory, Black literature and culture, 

gender and sexuality studies, social technologies, and popular culture.in addition to many 

essays in English and German, he is the author of Phonographies: Grooves in Sonic Afro-

Modernity (2005), Habeas Viscus: Racializing Assemblages, Biopolitics, and Black Feminist 

Theories of the Human (2014), and Feenin: R&B Music and the Materiality of BlackFem Voices 

and Technology (November 2023). Currently, he is working on SchwarzSein: Black Life beyond 

the Human, which situates Blackness as an ungendered ontology of unbelonging.  

  

http://culture.in/
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Abstracts by sessions 

Friday 25 August  

Stream 1 

Session: Jazz  

Jazz, Women and Liberation 

 
“The military veteran’s discourse in post-apartheid South Africa makes visible the ways in which the participation of women in 
combat has been confined to orthodox definitions of combat that do not account for the context that structured the ways in which 
women participated.” (Magadla,2015) 

 

Jazz music occupies a fragile space in the history of black liberation in South Africa. The music which represents more 

than just melodies, songs and grooves was, and still is, a symbol of the struggle for freedom and emancipation in our 

country’s unique history. Musicians were often the apparatus used to conscientize society about the injustices 

imposed on black people by the apartheid government, using song and compositions as a form of subliminal 

messaging.  

The role of women in the Jazz tradition and how they transformed it into activism against the apartheid government 

remains inadequately acknowledged and documented. The artistry of these women served as weapons in the 

struggle for humanity, dignity, and freedom. This paper seeks to highlight the critical role women played in 

combating the apartheid system through the dynamic artform of Jazz. The focus of the presentation will be on 

Miriam Makeba, Sophie Mgcina, Letta Mbulu, Thandi Klaasen and Dolly Rathebe. Through their shared sisterhood, 

they were able to morph jazz into a language through which black people could articulate their struggles and build 

the required resilience to fight for their liberation. These women were instrumental in bringing to the fore the names 

of political activists and prisoners to the international community, resulting in heightened global awareness of the 

state of precarity in South Africa. It is therefore imperative to interrupt narratives that seek to perpetuate a singular 

representation of combat which often reduces and furthermore erases the participation of women.  

 

Nomfundo Xaluva-Dyantyis  is a multi-award winning Jazz vocalist and senior lecturer in Jazz Studies at UCT’s South 
African College of Music. She holds a Master’s degree in Jazz Studies (UCT) and an Executive MBA (Henley Business 
School). She is the former Vice Chairman of the SAMRO Foundation Board and is a member of the UCT Next 
Generation Professoriate.  

Progressive traditionalism in the sound and music of Mandisi Dyantyis: Identity formation in post-apartheid 

South Africa 
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Recent scholarship has challenged the portrayal of African musical traditions as fixed and standing in direct opposition 

to modernity and innovation. For instance, Emielu (2018) argues for the presence of traditional identity markers in 

popular African musics, thus problematising the dichotomy between popular and traditional musics. In his proposition 

of Progressive Traditionalism, Emielu (2018) suggests that African popular musics are created through the constant 

reinterpretation of old practices. Progressive traditionalism highlights the impact of modernisation and cultural-

crossovers on the contemporary reinterpretation of traditional practices and the formation of present-day cultural 

identities. Following Emielu’s (2018) theorisation on progressive traditional musics, this paper argues that the music 

and overall sound of Mandisi Dyantyis’s band is a case of Progressive Traditionalism, modernsing indigenous and 

historical South African practices. Hence, many South Africans identify with his music. Mandisi Dyantyis is a renowned 

South African musician who is prolific for reimagining traditional elements in modern contexts. Drawing on literature 

and other secondary sources such as online interviews, and video/audio material of performances available in the 

public domain, this paper proposes that Dyantyis’ motivations behind intertwining his heritage and external musical 

elements is rooted in issues of identity and cultural reclamation. This is evident in one of Dyantyis’s interviews of 2021, 

among other sources, in which he explains his strategy of both indigenising and modernising his music. The message 

that rings through Dyantyis’ music is one that pays homage to previous generations but speaks to our present realities. 

With this, Dyantyis models the contemporary relevance of historical and indigenous Xhosa musical practices. 

Johan Enslin Smit: bachelor of honours in music undergraduate student (fourth-year BMus) at the Odeion School of 

Music, University of the Free State. Double majoring in musicology and ethnomusicology, and would like to be 

considered for the “Conference paper to publication” workshop in September-October.  

The multiple journeys of a song: A study of Qula Kwedini from ulwaluko to jazz arenas 

 In this presentation, I examine 'Qula Kwedini' as a Xhosa song linked to ulwaluko, a boy's rite of passage. While in the 

broader research, 'Qula Kwedini' is referenced in relation to the circumcision rite for Xhosa males, I explore the song’s 

multi-dimensionality beyond the sacred and exclusive space from which it draws its primary context. In this sense, Qula 

Kwedini will be reviewed through the lenses of South African, and diasporic jazz. To clarify what this song could possibly 

mean when it dialogues in different spaces and multiple contexts, I focus on the late Zimasile "Bra Zim" Ngqawana's 

version on his musical record, Zimology (2008). The methodology for this study includes various records of Qula 

Kwedini and some scholarly work that discusses similar themes and explores new thought structures that position 

indigenous knowledge systems as legitimate techniques of inquiry. Yet, I also emphasize that ulwaluko is not an 

exclusive preserve of the Xhosa group, as there are other populaces that practice this rite of passage at a comparable 

symbolic and significant level. 

Zuko Yigi is a student at the University of Fort Hare completing a Bachelor of Music (BMus). My academic interests 

are in Musicology, African Philosophy of Music, and jazz practice. 

‘Jazz’: What’s in a Name? 

Is there a musical category as slippery, as internally contradictory, and yet still as widely used as the genre known as 

jazz? At times, the term is used to point to some socio-temporal selection within the domain of music. At others, it seeks 

to designate some presumed essential musical features. Sometimes the name is invoked as a kind of honorific, where 
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its job seems to be to reward a particular set of musical or other values. At still other times, the term becomes a way of 

naming or assembling an amorphous group of ‘legacy’ practitioners – musicians identified with a particular person or 

group. In yet another scenario, the term names nothing at all: what it identifies is the sum of whatever it has limitlessly 

designated across time and space.  

I claim that not even the most rigorous attempts to put the use of the term on an allegedly ‘scientific’ footing have 

succeeded in addressing its slipperiness. Revealing as the extraordinary efforts of, say, Dauer and Kubik have been to 

uncover the African roots of jazz, their work yields little more than an outline of a very particular genealogy: it sheds 

little or no light on the increasing range of musics making different sorts of claim to be jazz.  

My paper will point out some of the contradictions and confusions at play, inquire about the ideological interests at 

work, and suggest that the label’s slipperiness makes its use increasingly incoherent.  

Christopher Ballantine is Professor of Music Emeritus, and Lifetime Fellow, at UKZN. A National Research 

Foundation 'A-rated scientist', his philosophically-grounded writings are widely published internationally; they explore 

the meanings and social implications of music, and the forces that shape it. Recent publications include chapters in 

Sound and Imagination (Oxford) and The Routledge Companion to Jazz Studies, and articles in Twentieth-Century 

Music and SAMUS. A chapter in The Routledge Companion to Diasporic Jazz Studies is in press. 

Session: Diaspora 

Music In Diaspora As A Multi-Modal Articulation Of Counter-Cultural Praxis Through Transcultural 

Communication - A Case Study Of London’s Contemporary Female (Afro)Latin Musicians 

This paper will examine how diasporic music composition and performance by female artistes can act as a double 

articulation of counter-cultural practice, countering the marginalization and racialization encountered by diaspora 

communities within their host cultures, while also countering the weight and presuppositions of diasporic identity carried 

by these communities from their home cultures. The focus on London uses the frames of cosmopolitanism and hybridity 

to see how this city, touted as a cultural melting pot, facilitates this practice, by enabling cross-cultural exchanges, and 

by extension, transnational communications through the medium of music.  

The Latin and Afro-Latin diaspora communities, not having been directly implicated in the larger imperial history of 

Great Britain, and not sharing the commonality of the English language, has been under-represented in diasporic 

ethnomusicological scholarship in the U.K., which makes artistes from this community interesting, relatively unexplored 

subjects for such a study. The gendered focus aims at questioning the extent to which William Safran’s theory about 

women being upheld as custodians of their home culture within diasporic communities holds true, and how Latina/x 

musicians have been able to subvert and transgress such expectations, within the context of London’s vibrant music 

scene. 

Besides drawing upon literature on diaspora studies, Latin-American migration to the United Kingdom, and the 

identitarian role of music-making in diaspora communities, the paper employs a mixed methodology of qualitative 

research studying songs of artistes as sound-texts to examine their changing repertoires, alongside interviews with 
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practising artistes as well as a London-based music journalist and academic, to explore the formation of diaspora 

consciousness through music.  

Puja Basu was a postgraduate student of Global Media and Postnational Communications at SOAS University of 

London during the time of undertaking this research for her masters dissertation. Formerly an English literature 

postgraduate and an Indian native, she is currently a Program Coordinator at the London office of a U.S.-based 

international educational and cultural exchange organization and is developing a podcast on London’s diasporic music 

cultures with some of her peers from SOAS. 

Beyoncé’s Black Is King: Afrofuturistic and Intersectional Portrayals of Africa and the Black Diaspora through 

Cultural Appropriation and Appreciation 

Beyoncé’s Black Is King is a visual album that incorporates elements from various African cultures and combines them 

through the lens of Afrofuturism to celebrate the African continent and Black diaspora. It was released during a period 

of increased attention on structural inequalities in society and protests against intersectional discrimination and violence 

towards Black people. Black Is King has been praised for portraying the African continent and its people free from 

narratives of hardship, but has also faced criticism for capitalising on elements of African cultures and celebrating pre-

colonial speculative depictions of the continent. In this presentation, the case is made that Black Is King is a fundamental 

project of intersectional representation and Black resistance in contemporary times. This argument is supported by a 

critique of cultural appropriation and appreciation in the visual album and a reflexive thematic analysis of perceptions 

held by viewers in South Africa towards the film as a work of intersectional representation within popular culture. 

Commercial visual albums, particularly those of celebrity figures such as Beyoncé, are crucial for shaping 

understandings and expressions of intersectionality in popular culture and society, hence the value in critiquing Black 

Is King and perceptions thereof. The findings of this study reveal the complexities of Beyoncé’s intersectional activism 

within a commercial industry rooted in White supremacist capitalist patriarchal ideologies. While navigating the 

spectrum of cultural appropriation and appreciation, Black Is King ultimately provides reimagined depictions of the 

African continent, its people and the Black diaspora through a pan-African Afrofuturistic lens. 

James Chikomborero Paradza is a Doctor of Music candidate in the School of the Arts, University of Pretoria. His 

doctoral research focuses on intersectionality in Beyoncé’s music and perceptions thereof in South Africa. 

A Discourse Analysis Of The Production And Use Of Loud Music As A Cultural Mechanism To Own And Control 

Space 

Jamaica has cultural traits which interest scholars from diverse disciplines, such as anthropology, eco-musicology, 

gender, development, and cultural studies. Chief among these traits are clearly distinct globally recognized musical 

genres. While Reggae has remained mostly positive in its consciousness of its obligations to uplift society, Dancehall 

has spawned and pandered to elements of post-traumatic stress disorders associated with historical injustices of 

plantation slavery and an inadequate political leadership. What is discussed in this paper is the element of the use of 

sound/noise/slackness as instrument of domination of others and space. Cooper (1996) looked at Dancehall as 

transgression of political authority, Hope (2006) considered it as communicative tool and Stanley-Niaah (2005) sees it 

as master narrative. These observations have all been very useful in understanding the evolution and globalization of 
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dancehall. However, they have not paid attention to the possibility and the critical importance of seeing dancehall as a 

mode of discourse in the Lacanian sense, aimed at owning and controlling space, as a means of imposing one’s 

humanity, identity and will on the “other”. My paper takes this omission seriously, in light of regulations by the Jamaican 

government to put limits on what and how Dancehall can proliferate and the global backlash which Dancehall slackness 

has attracted, thereby limiting its reach and weak income generating capacity relative to Reggae. I employ Discourse 

Analysis as methodology to show the values, contributions, limitations, and perils of loudness associated with Dancehall 

in comparative terms, using Jamaica and Japan regulatory frameworks to underpin my position that the purveyors and 

patrons of Dancehall need a clear revisioning of their product and conduct.  

Tanesha G. Gibbs is currently pursuing a doctoral degree (PhD) in the Department of Music and Musicology and 

Rhodes University African Studies Centre at Rhodes University under the supervision of Dr Lee Watkins. Her research 

engages a discourse analysis of the valorisation of slackness in dancehall music. She holds BA Degree in Philosophy 

and MA Degree in Cultural Studies from The University of the West Indies, Mona. 

Afro-Caribbean Influences On Brass Band Music At Modern Fanti Masquerades: A Case Study Of 

Masquerading Culture In Winneba, Ghana 

This paper reports on the progress of a PhD project, which comprises a study of Afro Caribbean influences on Brass 

Band music and Masquerading culture at modern Fantiland in the Winneba metropolis of Ghana.  

It focuses on the practice and performance of brass band music at masquerading carnivals in the Afro-Caribbean and 

modern Fantiland communities in Ghana – specifically Winneba, the ancestral home of Fantis. Aspects considered 

include carnival songs, traditional elements that find its clearest expression in styles from West Indian carnivals, 

construction of masks, use of Afro-Caribbean melodies and rhythms, and similarities of costumes. The study also 

explores the influence of creolisation, transnational movement as well as globalisation on cultures. 

The research is carried out in Winneba, Ghana. Data is collected via observations of rehearsals and special 

performances, supplemented by guided interviews with leaders of brass bands and masquerading festival organizers.  

Nana E. Quainoo is a Ph. D in Music students at the University of South Africa. I am thirty-Six years and a Ghanaian. 

He holds a B Ed and MPhil degrees in Music from University of Education and University of Ghana, Legon. 

Session: Under Apartheid 

Multi-Racial Theatre And Censorship In South Africa Before The 1976 Soweto Uprising- The Case Of Godspell 

In 1973, theatre makers Des and Dawn Lindberg produced Godspell, a musical made up of a mixed cast that would 

openly perform to mixed audiences, contravening apartheid’s Group Areas Act.  Initially avoiding prosecution, the 

production ran for five months in Maseru, Lesotho. The following year, they decided to stage Godspell in Wits 

university’s Great Hall to a limited audience of selected guests, hoping to escape censorship. A few days before opening 

night, the show was banned under section 12 of the Publications and Entertainment Act no. 26 of 1963, on grounds of 

being offensive to the religious convictions of a certain section of the public, presumably because Christ and his 
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followers are portrayed as clowns. It was, however, immediately interpreted as a smokescreen to veil the real issue at 

hand - a production which not only had a mixed-race cast, but of which the performance rights demanded mixed cast 

AND audiences. A court case ensued (which the Lindbergs won) and the production toured South Africa for three years, 

opening theatres to mixed races on both sides of the footlights. This paper looks back on Godspell, its reception, and 

the court case it sparked. Apart from documenting an important moment in the history of South African theatre and 

occasioning a closer understanding of conservatism and censorship, the paper reconsiders the landmark status 

attributed to Godspell as enabling event inaugurating a tradition of multi-racial casting and audiences in South Africa.  

Leonore Bredekamp is a lecturer at the Music Department, Stellenbosch University, in Music Technology, 

Entrepreneurship and Musicology, including Film Studies. Until recently, she also lectured Cabaret at the SU Drama 

Department. She holds an MPhil in Technology Enhanced Learning and is currently completing an MMus at 

Stellenbosch University. Her interests include composition, gender studies and interdisciplinary research in the arts. 

“I’d almost forgotten you”: A discussion of Nico Carsten’s contribution to the unstaged South African musical 

Pride and Prejudice: A musical comedy in two acts (1964)  

The songwriter and musician (accordionist) Nico Carsten (1926-2016) is widely remembered for his contribution to 

boeremusiek i.e. Afrikaans folk music, a reputation he was ambivalent about.  

In 1964 he cowrote with Mark Eldon Pride and Prejudice: A musical comedy in two acts, an adaptation (as the title 

suggests) of Jane Austen’s 1813 novel of manners. For reasons yet to be established it was never staged. We propose 

that this text merits discussion for the twofold perspective it offers on South African music history: an 

underacknowledged dimension of Carsten’s artistry and mid-century South African imitations of musical theatre from 

the Global North in what has been termed this genre’s Golden Age.  

South African musical theatre at present either tends to restage productions from the Global North or originate new 

ones. South African written musicals from the said era receive less attention. This paper therefor addresses a 

historiographic lacuna in both South African musical theatre history and biographical writings of Carstens.  

This musical adaptation will first be analysed against the stylistic backdrop of Anglo-American musicals in the late 

1950s and early 1960s. We seek to gauge the extent to which the musical composition and textual structure model 

trends set in the UK and USA and to what degree Carsten’s compositional voice rings through.  

Close attention will also be paid to the transmutation of Austen’s novel into a 1960’s South African musical. We suggest 

that this nineteenth-century text lends itself well to an adaptation of this kind since several narrative turns entail musical 

performance (e.g. balls, dances and recitals).   

We hope to reinvigorate a curiosity in South African music archives and to spotlight a less spectacular text.  

Stephan Bezuidenhout straddles a career as a high school music teacher and a professional musician and actor. He 

completed his Master’s Degree in Drama at the University of Stellenbosch in 2017 and is currently working on his Ph. 

D. in Music in which he focuses on musical theatre orchestration.  
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Danie Stander is presently an independent researcher. He completed his bachelor’s degree in Drama in 2011 and his 

Doctor’s in Philosophy (English Studies) in 2019. From 2020 to 2023 he was postdoctoral fellow at Stellenbosch 

University’s Department of Afrikaans and Dutch. He has a special interest in literary archival research.  

Music and a brighter future? A critical exploration of Steve Kekana’s participation in the apartheid Bureau for 

Information propaganda song 

In 1977 Steve Kekana released his first solo album, Steve Kekana, and thereafter steadily gained in popularity, 

especially after the release of two English-titled albums, Raising My Family (1980) and No Going Back (1982), both of 

which were also released in Europe. Several of his singles became popular among a cross-section of South African 

listeners, including “Raising My Family” (1980), “The Bushman” (1982), “Feel So Strong” (1982, with PJ Powers and 

Hotline) and “(All I Need Is Here) In Africa” (1985, with PJ Powers). However, in 1986 Kekana made headlines in South 

Africa for controversial reasons: he participated in the apartheid government’s Bureau For Information propaganda 

song, “Together We’ll Build a Brighter Future”.  The Info Scandal, as it was called by the media, drew widespread 

criticism because it was clearly an expensive attempt by the government to sanitise its image by using celebrity 

musicians (lured with lucrative contracts) to supposedly promote peace, despite the severe state repression under a 

State of Emergency ravaging the country at the time. Kekana was caught in a storm of criticism and repercussions, at 

extensive personal cost. 

This paper explores the making of the Bureau for Information song and the context surrounding Kekana’s participation. 

It draws on press coverage, interview and archival material and Kekana’s semi-autobiography. I show that, apart from 

the event causing turmoil in Kekana’s life, it led to confusion and self-reflection. His position wavers and is inconsistent. 

In the end it is not clear whether he fully came to terms with his involvement in this controversial episode in South 

African popular music history. 

Michael Drewett is a Professor in Sociology at Rhodes University. He has researched and published on a range of 

issues dealing with popular music, and popular culture, particularly in relation to South Africa.  He is also involved in 

the Cutting Grooves Music Censorship and Mixtapes.Za archive projects. 

“Digging in and digging it”: Reflections on alternative popular music performances of The Market Theatre Café, 

1976 -1980 

The Market Theatre Café, a small coffee club and music venue within the Market Theatre Complex, was opened on 

the 01st August 1976. Epitomizing what the Market complex envisioned, Pat Schwartz describes the Café as an 

alternative music space that was unfettered by bureaucracy and apartheid ideology.  Despite the plethora of apartheid 

restrictions, laws and acts that ensured segregation at various levels, Anne Schumann points out that music in apartheid 

South Africa was used as a medium to create an alternative political and social reality. The Café, managed and 

maintained by David Marks and his wife Frances, can be construed as a social space that enabled the emergence of 

a ‘public’ that constituted itself around an alternative political discourse, a ‘public’ different from the one propagated by 

the apartheid ideologies of the time. 
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As part of a bigger project that aimed to identify and inscribe into the historical narrative the alternative artists that 

performed in the Café, and to understand their contributions, live concerts will be used for this paper. By exploring the 

musical genres and the themes, this paper will show how sound and songs were used to transgress boundaries and 

establish a ‘public’ where freedom of expression could thrive. Using Brandon LaBelle’s sonic agency theory (2018) 

which explores the agentive potentiality of sound and the role it can play in political issues; this paper will look at how 

sound enabled a ‘public’ whose expressions contributed to emancipatory practises. 

The Hidden Years music archive which comprises of newspaper articles, photographs, audio-visual recordings, and 

event programmes documenting the music and musicians who performed at the Market Theatre Café will be used as 

a primary resource for this paper.  

Pakama Sbongile Ncume works as a Special Collections Librarian at Stellenbosch University. She recently completed 

her masters in History. Inspired by her work as a Sound Archivist in the Hidden Years music archive, her research 

interest is on the music that was performed in the Market Theatre Café during the apartheid era. 

Stream 2 

Session: Contemporaneity 

Ancestral Voices, Knowledge of Self, Occult Wisdom – Hip-Hop Hermeneutics 

This paper will briefly explore hip-hop’s emergence out of various schools of knowledge, such as the Nation of Islam 

(NOI) and the Five Percent Nation of Gods & Earths, to set the focus on hip-hop’s inherent relationship to knowledge 

production. Considering hip-hop as a knowledge system in its own right, a specific focus lies on a specific category of 

rap often classified as underground, conscious, abstract, experimental or esoteric. These “esoterrorist” (Eshun 1998) 

scriptures aim at multiplying meaning, and reclaim the power of myth-making as a strategic tool to navigate the 

boundaries between fact and fiction in the midst of a reality that is often perceived as estranging and untrue, which 

corresponds to the gnostic tradition of seeing the outward world as an illusion. As a result, these highly allusive texts 

challenge dominant systems of knowledge and narratives of both the past and the future, and in doing so the very 

system of language, both written and spoken, as a semiotic system of signs and symbols. The fact that these texts are 

vocalized and recorded, and as such mediated through technology, further complicates this relationship. Through the 

(digital) distribution of the recordings, the esoteric becomes exoteric, which democratizes knowledge reserved for the 

initiated few.  

Pius J. Vögele is a PhD candidate at the University of Basel (G3S | ZASB). In his dissertation project, he focuses on 

hip-hop as sonic fictions within the conceptual space of Black Atlantis. He is an MC, DJ, producer, concert promoter 

and hosts a monthly radio show. 

Constructing Communities: Amapiano as Aesthetic Formation 
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In an increasingly interconnected and arguably globalized world, which is easily demonstrated through contemporary 

youth musical cultures disseminated through the internet such as amapiano, new notions of community building and 

we-formations need to be developed to analyse the ways in which humans are bound together. Introduced by Birgit 

Meyer in the field of religious anthropology, and already applied (albeit briefly) to musical communities by Heicke Becker 

(2017), aesthetic formation offers a new way of understanding and examining the coming together of musicians and 

fans through both physical and digital spaces and across significant boundaries. To begin, I unpack aesthetic formation 

as a criticism of Anderson’s popular “imagined communities”, specifically how “aesthetic” replaces the implication that 

such relationships are simply “imagined” in the mind with an understanding of the role that sensory experience plays, 

and how “formations” allow for much more fluid and dynamic combinations of people rather than the more fixed 

conception of “community”. Turning to amapiano, I then highlight the popular maxim “amapiano is a lifestyle”, which is 

usually used to explain that it transcends simple notions of musical genre, that amapiano is not simply a musical style 

but a way of being. Briefly I describe how language is de-emphasized within song lyrics in order to increase the appeal 

of the music beyond its initial boundaries, while also being employed as a means to delineate the group through genre-

specific slang; and how dance and fashion are similarly used to demonstrate insider status and thus form part of the 

unique aesthetic formation.  

My name is Dion Malcolm Eaby-Lomas. I am currently completing the final revisions of my Masters in Music at the 

University of Cape Town, where I also lecture part-time in African and Worlds of Music courses. My masters investigated 

the electronically produced dance music which emerged from South African townships around 2012 and has since 

risen to dramatic popularity throughout the country and increasingly across the world, namely amapiano. 

When Women Play: Evolving Gender Roles in Ghanaian Highlife Music 

This paper contributes to discussions on Music and Gender in the Ghanaian popular music space focusing on Asabea 

Cropper, a Female Highlife Musician in Ghana. Musical roles in many communities are usually categorized such that 

men play the instruments and women sing. This paper explores the musical life of a female highlife musician who 

doesn’t only sing but also plays musical instruments. Eugenia Asabea Cropper, also known as Queen of Highlife, 

started her music career in the early 1970s in Accra when she joined several bands as a backing vocalist. With time, 

she picked up playing several musical instruments, including the guitar, the piano, and the saxophone, which would 

eventually become her primary instrument besides singing. Later she formed a bond with her brother and played with 

several well-known highlife bands before starting their own. Framed within the theoretical lens of gender fluidity, this 

paper looks at how Asabea Cropper challenges gender ideologies and plays roles that seem to be the preserve of men. 

We ask: What motivated her to venture into an area that is seen as a preserve for men? What are the challenges she 

has faced as a female highlife musician? We also interrogate audience perceptions about performance practices that 

might be peculiar to women performers as well as her creative processes. Data for this paper was collected through 

structured and unstructured interviews and focus group discussions. 

Maud Enam Ashiabor Holds a Bachelor of Arts Degree in Music and Theatre Arts from the University of Ghana and 

is currently pursuing her Master&#39;s in Ethnomusicology from the same institution. Her research interest focuses on 

issues of music and Gender as well as Music Sustainability. 

Michael Ohene Okantah Junior is a PhD student at the University of Ghana. 
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Analyzing Intersectionality In Narratives From Cape Town’s Northern Suburbs Hip Hop Scene 

This paper is based on my masters research of the hip hop scene in the Northern Suburbs of Cape Town, South Africa. 

My interest is in exploring the narratives found in Cape Town-based hip hop as windows into lived experiences in the 

Northern Suburbs. Drawing on ethnographies of cipher sessions and interviews I have conducted with various 

performers and stakeholders in the Northern Suburbs hip hop scene, I analyse the narratives I encounter and reflect 

on how they display manifestations of intersectionality in various artists’ work.  In my fieldwork I have found that there 

is a wide variety of racial, gender, class and socio-economic backgrounds, which resist portrayal as one undifferentiated 

scene. Notably, there are a number of female artists who form part of the hip hop scene who contribute different 

perspectives to their male counterparts: in how they are treated by their fellow male artists, the public’s reception of 

their performances or how they navigate being female and of colour. While intersectionality is a widely accepted way 

to think about society and the socio-political embeddedness of music practices, the challenge lies in understanding the 

specific ways in which these inhere in particular lives, scenes, spaces and music practices. The ethnographic work 

presented in this paper exposes the intersections at play in the Northern Suburbs hip hop scene, and leads to further 

reflections on the problematics of generalization in writing about a scene when extrapolating from the specificities of 

interviews with particular artists, or reflecting on intensely localized phenomena like cipher sessions. 

Edwin Abrahams is a master’s student at Stellenbosch University. 

Session: University 

The “Adjutants” of South African Music Studies 

The perceived intellectual tradition of music studies in 20th-century South Africa is characterised by a stark lack of 

‘official’ female participants. Accounts of the field and its conglomeration of subdisciplines typically foreground a 

succession of ‘great men’ – Percival Kirby, Jan Bouws, John Blacking, Hugh Tracey, Jacques Philip Malan, Anton 

Hartman, Christopher Ballantine, to name but a few.   

My research on the disciplinary history of music studies in South Africa has yielded a more nuanced story: women were 

intricately involved in this tradition, often as “adjutants” (Jaji, 2014:17) that enabled rather than formed the musical 

intellectual project. Informed by in-depth archival research at the National Archives, the International Library of African 

Music and the Nasionale Afrikaanse Letterkundige Museum en Navorsingsentrum, this paper will consider the important 

roles that women played as so-called “adjutants” to the ‘great men’ of the discipline. Amongst others, attention will be 

paid to Brenda Blacking who provided significant research assistance to her husband; Juliana Bouws who paved the 

way for her husband’s research in and on South Africa; Eva Malan and Bettie Couzyn, who both single-handedly 

managed the administrative arrangements of the South African Music Encyclopedia at various times; and Mrs E. Meyer, 

who was considered as so important in her role as secretary to the South African Music Council in the 1950s, that the 

official version of the Council’s history was structured around her arrival and subsequent departure.  

By illuminating the important supportive and adjutant work of these women, I will demonstrate how they enabled the 

men, contributing to a better understanding of the intricate workings of our discipline’s history.  
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Mieke Struwig completed her MMus: Musicology at Stellenbosch University in 2020. In 2019 she received the Nelson 

Mandela University Vice-Chancellor’s medal for the best first degree in the university for her BMus. She is currently 

pursuing PhD studies under the guidance of Dr Carina Venter and Prof. Stephanus Muller, focusing on the intellectual 

history of South African music studies. Her work has been published in SAMUS. 

Contributions of Professor Eva Akosua Ebeli to Ethnomusicology in Ghana 

There are some music researchers and educators whose significant contributions to the growth of the discourse have 

gone unnoticed, despite the fact that there are many biographical works on scholars such as Amu, Nketiah, Anku and 

Mereku. Therefore, the purpose of this study was to demonstrate how Professor Eva Akosua Ebeli, an 

ethnomusicologist and a music educator, contributed to the growth of ethnomusicological studies in Ghana. Semi-

structured interview was used to gather data, which was then analysed using content analysis. The data showed Prof. 

Eva Akosua Ebeli's contributions to the growth of ethnomusicology at the Department of Music Education, University 

of Education Winneba. Her publications have offered a pedagogical foundation for the teaching and study of atenteben 

as well as uncovered and confirmed musical patterns in Ghanaian traditional musical types like agbadza, kenka, and 

gahu. Her publications have promoted scholarly and hands-on explorations of Ghanaian traditional musical styles. The 

study also highlighted her life and educational path, which prepared her to reach this level in academia in addition to 

disclosing her contributions to ethnomusicology in Ghana.    

Andrew Yinintete Bamongya is an Assistant Lecturer of African Music in the Department of Music Education, 

University of Education, Winneba (Ghana). His research interest is in Ethnomusicology, Music Education, Music Theory 

and music composition. 

‘Delinking Encounters’, A Research Project Attempting To Walk The Talk Of Change 

In 2016 the Africa Open Institute for Music, Research and Innovation (AOI) at Stellenbosch University was created as 

an independent research institute within the Faculty of Arts and Social Sciences. This was made possible on the back 

of a 5-year research grant from the Andrew W Mellon Foundation for a project titled ‘Delinking Encounters’. 

Conceptualized within the theoretical framework of decolonization, the institute set out to create encounters of 

musicking and research by delinking them from the prevailing imbalance of power and give preference to sectors of 

society that have historically been excluded from such opportunities. 

Today, the Delinking Encounters project has run its course and delivered on its objectives to varying degrees. During 

this time, AOI has become a research institute that was able to consolidate into a small and relatively stable unit within 

the structures of the university. Both these notions may sound self-evident, but in the crisis torn world of tertiary 

education of South Africa where funds for the Humanities and Social Sciences are becoming ever scarcer nothing is 

self-evident, despite the endless Action Plans, Mission Statements and Commissions of Enquiry that universities hold 

up as promises of change.  

As an employee in this project, co-opted to busy myself with administrative matters for the duration of this project, I will 

in this paper give an overview of the content of the project and reflect on how it tried to effect change in music 

scholarship at Stellenbosch University. Delinking Encounters consisted of five main goals that included the digitization 
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of six archive collections, the establishment of an interdisciplinary forum for popular music studies, a Sonic Residency 

program, a dissemination of African music program and the creation of an e-journal. I will discuss the context in which 

the project was situated, challenges encountered during implementation, successes and failures and consider some of 

the afterlife of the project.  

Hilde Roos is the General Manager of Africa Open Institute for Music, Research and Innovation at Stellenbosch 

University (AOI). She has published widely about the Eoan Group and is the author of The La Traviata Affair: Opera in 

the Age of Apartheid (University of California Press, 2018) and the joint editor of “Sorry. I am what I am.” The life and 

letters of the South African musician Gordon Jephtas (1943-92) (Basler Afrika Bibliografien, Basel 2023), and EOAN - 

Our Story (Fourthwall Books, Johannesburg, 2013). 

Indigenous African Music Curriculum in Universities: Exploring Possible Approaches of Teaching and 

Learning at Walter Sisulu University of South Africa   

Post-1994 curriculum changes in South Africa are prescriptive of consciously raising the status of indigenous African 

music both at universities and the schooling system (DBE, 2011b).  Regardless of the attempts at the transformation 

of the South African education system and the subsequent inclusion of African music, in practice, transplanting 

Indigenous African Music (IAM) content that is learnt within the community by informal means into the formal structures 

of music education has been problematic (Carver, 2014). 

An ethnographic study was conducted as an attempt to determine the appropriate and effective models, approaches, 

strategies, methods and techniques for the transmission of IAM that is mostly practiced in the community to the 

institutions of higher learning. The focus was on discovering epistemologies to develop scholarship in the teaching and 

learning of IAM in higher education. 

The collaborative and ethnographic methodological approach to research resulted in different kinds of interactive and 

inclusive participation by WSU students, myself and community experts and that seemed to respond well to the call to 

recontextualise indigenous music for classroom use in such a way that a bridge is built between the cultural practice 

and institutional approach (Omolo-Ongati, 2010). The research yielded additional knowledge that was not expected, 

regarding the decolonisation of teaching methods, approaches and strategies at universities and respect of indigenous 

cultures. Findings resulting from this intervention research revealed usefulness of methods and approaches of teaching 

and learning indigenous African music (IAM), that were applied during the engagement of Walter Sisulu University 

lecturers and students with community music experts and relevance of praxis (Freire,1973), praxial (Elliott,1995) and 

the Ubuntu (Letseka, 2013) theories.  My research suggests the possibility of breaking down the barriers of 

marginalization and discrimination and celebration of human capabilities through the use of local resources and 

engagement of community thus striking a meaningful and appropriate balance between the two approaches: traditional 

(community) and institutional. 

Kutala Ngoma is affiliated with Walter Sisulu University. 

Zoliswa Fikelepi-Twani is affiliated with the University of Zululand. 
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Session: Voice 

(Per)sonification of Afrikaner Nostalgia: Mimi Coertse’s Performance Style in Recordings of Heimwee by 

Stephanus le Roux Marais 

In his 2016 article Apartheid Aesthetics and Insignificant Art: The Songs of Stephanus le Roux Marais, Stephanus 

Muller argued that in his celebrated song Heimwee, Marais (1896-1979) had used the poem by Jochem van Bruggen 

(1881-1957) “as a vehicle to directly eulogize and evoke the notion of home through rural pastoral landscape in song”, 

suggesting that the “undisturbed surface of the music” and “generic anonymity” are “fundamental to understanding the 

connection between Marais’s aesthetic, social, and wider contextual insignificance and its inverse specific cultural 

importance”. Although Muller credits South African soprano Mimi Coertse (1932-) as the singer who “made [Heimwee] 

famous”, his musical observations (embedded within an argument about music and landscape in Marais’ output) 

emanate from Marais’ score, rather than from any specific recordings. In this paper, we offer an analysis of Coertse’s 

recordings of Heimwee, taking as our examples considerations of singers’ performance styles by means of their 

recordings by scholars like Daniel Leech-Wilkinson (who has studied Elena Gerhardt and others) and Roger Freitas 

(who published his analysis of Adelina Patti’s recordings in 2018). In so doing, we aim to consider the meanings with 

which Coertse’s renditions imbued Marais’ song for her audiences by means of her performance style, conceptualized, 

after Leech-Wilkinson, “as a collection of small ‘expressive gestures’ consisting of changes in frequency, loudness or 

duration within or between notes or phrases”. As such, we intend to complement Muller’s findings through our focus on 

the sonic dimension of Marais’ piece as recorded by Coertse, contextualizing our findings with reference to reviews of 

her recitals and albums as well as surviving correspondence between Coertse and Marais. 

Matildie Wium lectures music theory and musicology in the Odeion School of Music (UFS). She holds a PhD in music 

research and an MMus in vocal performance. 

Albertus Engelbrecht is the head of the singing division in the Odeion School of Music (UFS). Prior to his appointment, 

he had been employed in opera houses of Nuremberg and Passau for seventeen years, singing diverse leading roles. 

He is currently completing his PhD, an integrated study of vocal performances and research. 

Singing Pretty: Investigating Female Respectability in Classical Vocal Performance in South Africa 

This paper investigates expectations of female respectability in South African classical vocal performance. 

Respectability, here, is understood in terms of intersectionality both as a signifier of social categorisation (like gender, 

race, class, sexuality, physical abilities, etc.), and as a powerful oppressive force in the gendered, racialised and 

classed ways that it polices bodies and beings within a specific context. Where there has been a concerted focus on 

feminism in South African musicological discourse, the construction and oppression of respectability in classical music 

have seldom been considered. Including respectability discourse in and beyond the feminist discussion in South African 

music studies builds on the existing field of feminist South African musicology but recognises the imperative to consider 

the realities of classical music performers from the intersectional perspective of respectability as coded by gender 

norms, race and class. Thus, following a decidedly intersectional approach, the paper will consider the following 

questions: ‘How do expectations of female respectability affect South African female classical musicians’ 

musicianship?’ and ‘How may the pressure of conforming to such expectations be compounded by issues of race and 
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class?’ To answer these questions, the paper will consider South African female-identifying classical music performers’ 

lived experiences of the pressure of conforming to expectations of female respectability – and perhaps treading the 

boundaries thereof – within the local classical music industry. I reflect on data collected by means of in-depth personal 

interviews with five prominent female-identifying classical singers currently active in South African vocal performance. 

Participants’ stories are interwoven with autoethnographic reflections on my own experiences as a young South African 

mezzo-soprano in this space.  

Alida van der Walt is currently pursuing a Master’s degree in Musicology at Rhodes University under the supervision 

of Dr William Fourie. Her research investigates expectations of female respectability in South African classical vocal 

performance. She holds BMus and BMusHons degrees in vocal performance from the University of Stellenbosch.  

Perspektiewe op Afrikaanse diksie en elokusietendense van die 1950’s en 60’s: opnames van Afrikaanse 

kunsliedere deur Hanlie van Niekerk. 

[English abstract below] 

Wanneer mens luister na die uitspraak van Afrikaans in films of opnames van die 1950’s en 60’s is die geaffekteerde 

manier van praat deur akteurs en sangers opvallend.  Die plasing van vokale was oor die algemeen voor in die mond 

terwyl konsonante dikwels op die tande gespreek is, wat dit soms laat klink het asof die akteur of sanger eintlik 

Engelssprekend is. 

Die hantering van diftonge is straks die opvallendste deurdat die klem feitlik altyd op die eerste, oop lettergreep van 

die diftong geplaas is. Dikwels het akteurs met ‘n verhoogde stemtoon of intonasie gepraat wat gelei tot ‘n amper 

onnatuurlike en geaffekteerde spraakstyl. In 1947 word P. de Villiers Pienaar, ‘n hoogleraar in Fonetiek en Spraakkunde 

aan die Universiteit van die Witwatersrand, se boek Die Afrikaanse Spreektaal gepubliseer. In die inleiding sê hy die 

volgende: “Maar praatwerk beteken meer as net gedagtes deur middel van spraakklankgroeperings weergee. Dit 

beteken: die selfopenbaring van die spreker, die fynste roersele van sy siel, sy beskawingspeil, sy temperament, sy 

karakter.” (bl. 16) 

Dit wil blyk of hierdie uitspraaktendense die norm was van daardie era en groot sorg geneem is om Afrikaans deur 

middel van sorgsame nuanses te vestig as die taal van die geleerde, die verfynde en die opgevoede. Die sopraan 

Hanlie van Niekerk was nie net ‘n klassiek-opgeleide sangeres nie, maar ook ‘n aktrise wat rolle vertolk het in vroeë 

Afrikaanse films. Haar hantering van teks in haar toneelspel sowel as haar sang is opvallend. In hierdie referaat sal 

daar spesifiek verwys word na argiefopnames van Afrikaanse kunsliedere wat deur Van Niekerk gesing word om haar 

uitspraakstyl te kontekstualiseer in die spraaknorme van die tyd.  

Perspectives on Afrikaans diction and elocution tendencies of the 1950’s and 60’s: recordings of Afrikaans art 

songs by Hanlie van Niekerk. 

When one listens to the pronunciation of Afrikaans in films or recordings of the 1950’s and 60’s the affected manner of 

speaking by actors and singers is evident. In general the vowel placement was forward in the mouth while consonants 

were often pronounced on the teeth, which created the impression that the actor or singer was English speaking. 
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Perhaps the treatment of diphthongs could be seen as most interesting, as the emphasis almost always fell on the first 

or open syllable. The actors frequently spoke with an elevated voice level or pitch which resulted in an unnatural and 

affected speech style.  

In 1947 P de Villiers Pienaar, a professor of Phonetics and Speech at the University of Witwatersrand, published a 

book Die Afrikaanse Spreektaal. He stated the following in the introduction: “However speaking implies more than just 

thoughts through speech and sound groupings. It means the revelation of the speaker, the most refined nuances of his 

soul, how civilized he is, his temperament, his character.” (p.16) It would seem that these pronunciation tendencies 

were considered the norm during that era and that great care was taken to establish Afrikaans through careful nuancing 

as the language of the learned, the refined and the educated. The soprano Hanlie van Niekerk was not only a classically 

trained singer, but also acted in early Afrikaans films. Her treatment of text in her acting as well as her singing is 

remarkable. In this paper I will specifically refer to achive recordings of Afrikaans art songs performed by Van Niekerk 

to contextualise her pronunciation style in the speech norms of that time. 

Minette du Toit-Pearce is the Head of the Singing Division at Stellenbosch University and is currently registered for 

her PhD at Africa Open Institute in Stellenbosch. Her research is on South African soprano Hanlie van Niekerk. She 

also maintains an active performing career as mezzo-soprano. 

The Communicative Impasse Following Nomonde Calata’s Wail: Desmond Tutu And Song During The TRC 

Hearings 

This paper considers the affective intensities as expressed through voice and hymn at the Truth and Reconciliation 

Commission’s (TRC) victim hearings.  As Njabulo Ndebele notes, the TRC marks a movement in South African culture 

and society “from repression to expression” (2003: 20). At times, the voices of the previously voiceless were sounded 

over the microphone and heard by a mute Archbishop Desmond Tutu. In lieu of a spoken response, he turned to song. 

On the second day of hearings, the 16th of April 1996, the widows of the Craddock Four appeared before the 

Commission. For Antjie Krog (1998: 3), "[t]he starting point of the human rights hearings was the indefinable wail that 

burst from Nomonde Calata's lips in East London." Nomonde Calata was the widow of Fort Calata, who was one of the 

Cradock Four.  In Country of my Skull, Krog (1998: 3) writes, "[f]or me, this crying is the beginning of the Truth 

Commission - the signature tune, the definitive moment, the ultimate sound of what the process is about. She was 

wearing this vivid orange-red dress, and she threw herself backwards and that sound... that sound... it will haunt me 

for ever and ever." A brief break followed after Calata’s testimony. When the hearing resumed, Tutu started singing the 

Xhosa hymn Senzeni Na? This paper seeks to make sense of this moment when words seemed to fall short, and song 

was tasked to become a respondent in a conversation. Song was tasked with the labour of bringing comfort, as well as 

a vehicle that should absorb the angst which found its release in the hall and remedy the atmosphere. By turning to 

William Mazzarella’s (2017) work on ‘mana,’ which poses the concept as an analytic, this paper attempts to understand 

the ‘fractalization’ (2017: 159) of affective intensities, as Mazzarella would have it, present in the Eastern Cape hall that 

day. By doing so, this paper offers an interpretation of the communicative impasse that the hymn cultivated by 

suggesting that it caused a fracture in the body politic, but simultaneously achieved a totalizing address across them. 

Anke Froehlich graduated with a MMus Cum Laude from Stellenbosch University. She is currently appointed as a 

researcher at the Africa Open Institute for Music, Research and Innovation and lectures Musicology, Research 
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Methodology and Musicological Criticism at Stellenbosch University’s Department of Music. She also edits a cluster on 

Music and Copyright as guest co-editor for South African Music Studies. 

Stream 3 

Session: Sound I 

 

Sounding the 21st-century: Considering Spatial Complexity in Music 

In this paper, I aim to make comparisons between certain aspects of the theoretical viewpoints of the South African 

complexity theorist, Paul Cilliers and the German philosopher, Peter Sloterdijk regarding their efforts to deal with the 

complexity of our many worlds. Where Cilliers uses network theory to write about complexity, Sloterdijk uses the 

metaphor of “foam” to develop a “foam theory”. By using this metaphor, Sloterdijk enables a topological understanding 

of creation; in other words, how creative spaces are organised and how they are connected. For Cilliers, meaning is to 

be found only in the relations between elements and not in the elements themselves and he argues that “nothing has 

meaning on its own”. My reading of Sloterdijk indicates that hedoes not deny the significance of elements prior to their 

relational engagements with other elements, but that he rather accentuates the validity of each individual cell or bubble.  

In the paper I use the comparison between Sloterdijk and Cilliers as a frame to consider sound as a complex system. 

Although Cilliers and Sloterdijk write stylistically very differently, they share similarities in their dealings with the 

complexity of our always-changing complex world. Reading Sloterdijk and Cilliers with the aim of explicating the space 

of sound, entails oscillating between the similar but/and different “complex spatial philosophies” of Sloterdijk and Cilliers, 

in order to move to a more hybrid understanding of our current sound world.    

Alet Lambert completed her BMus(Ed.) degree at the University of the Free State, continuing with post-graduate 

studies at the University of Stellenbosch, receiving the degrees  HonsBMus (cum laude), BAHons(Phil) (cum laude) 

and MMus(cum laude). She is currently registered for a PhD at the African Open Institute in Stellenbosch and her 

supervisor is Prof. Willemien Froneman. The title of her PhD research is “Aesthetic emergence at the interface of 

complexity thinking, metamodernism and music”. The aim of the research is to expand and reconfigure current 

knowledge on complexity thinking, reading it around the metamodernist bend in contemporary theory and in relation to 

21st-century cultural identities. 

Sound's Alchemy: Materiality, Traces, and the Archive  

What is the materiality of sound? In thinking through this question, I reflect in this paper on Noel Lobley’s (2008) sound 

elicitation project in which he took an archival recording from the International Library of African Music’s Hugh Tracey 

collection out to people in the immediate community around the archive. His work shows how this recording becomes 

charged with incommensurable meanings as it is circulated. The process of meaning making here illustrates for me 

the paradox of sound’s relationship to the archive, which is caught between its presentist materiality and its historical 

textuality. Sound can only exist, I argue, in the present but the meanings we assign to it are always coded by the past. 
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In this paper, I think through this paradox to show that perhaps sound alone can never be the object of the archive, but 

that rather it is the affective traces, the impressions left by sound, that alongside the material sonic trace constitute 

the object of the sound archive. In doing so, I reframe sound’s materiality. Following authors such as Tim Ingold and 

Nina Eidsheim, I suggest that the materiality of sound is best understood as vibration, which requires a shift  in thinking 

from sound as object to sound as leaky, fleeing action. Thrust into the present as vibration, however, the material 

ontology of sound fails to account for the historical work of the aural. This relationship to history, I suggest in the 

second turn in my argument, can be understood not as a product of its materiality but instead in its textualisation. That 

is, sound is given historical currency when it is inscribed for reading. Yet thought of as object en fuite, the relationship 

between sound and the archive, as a site of arrest, is complicated. Properly speaking, sound can never be an archival 

trace. Instead, what comprises the archive here is the collection of impressions left by sound in memory and media. I 

consider these impressions, or what Paul Ricouer calls affective traces, which, in contrast to material traces that 

normally make up the archive, demand a hermeneutic engagement. Sound’s anti-archive is then a product of its 

vibrational materiality, its generative textuality, and its hermeneutic pull on the impressions of the past.  

William Fourie is a lecturer in Rhodes University’s Department of Music and Musicology. His research focuses on 

issues of musical modernity in post-apartheid South Africa. He has published in journals such as Twentieth-Century 

Music, South African Music Studies, Tempo and, most recently, the Journal Royal Musical Association. 

Seven Cosmic Alignments of 1977  

This paper will demonstrate how the interconnectivity of sound and music helped to shape, what Chua & Rehding 

(2021) called “the most important year in human history, if not the only year recorded of our history.”  I will align seven 

disparate events that exist at the intersection of sound, technology and archive:  

1) Observation Tower. (August.15.10.20pm) I’m looking up at stars. Four gas giants are in a rare 175 year alignment. 

Guarding the camp I’m holding a broom stick, a new recruit, a Hindu and a conscious objector. Posted to a military 

band, Voortrekkerhoogte.  

2) Jones and Biko listening to mixtapes. (August.15.10.20pm) The white station-wagon hailed, by Grahamstown police; 

interpellated “Who are you” (Althusser.1971). Repressive state apparatus begins events that lead to Biko's murder four 

weeks later. Echoes to infinity. 

3) Death of Elvis: (August.15) drops dead to the carpeted floor of his toilet. Rock’nRoll icon, or white-trash-black-music 

appropriator? 

4) WOW Signal: (August.15) The Big Ear radio telescope intercepts a 70 second radio signal believed by many 

astronomers to have been the only time extra-terrestrial beings have tried communicating with us. SKA array in the 

Karoo. 
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5) Golden Record: (August.20) Voyager spacecraft launches with a gold-plated LP containing music, sounds and 

greetings from Earth. It has just left our solar system, expecting to approach intelligent life in 40 thousand years. Our 

last message is a mixtape and Kurt Waldheim’s speech. 

6) Queen’s Silver Jubilee: (June)  UK Punk, the Cold War, Soloman Mhlangu shootout and arrest, and an archive 1987 

image of an ageing, rural woman washing clothes in a river in Venda (homeland) wearing a 1977, Vivian Westwood, 

Sex Pistols T.Shirt. Where from and  how? 

7) Two Sevens Clash: Reggae band Culture recorded this in 1976 predicting global collapse on 07.07.1977. An 

influential hit; machetes sell out, Jamaica stays at home. 

Warrick Swinney (Sony) is a recording artist and sound theorist working as a fictional collective known as the Kalahari 

Surfers. He was a formative part of  Shifty studios in Johannesburg during the 1980’s and holds an MFA from the UCT. 

He is currently a PhD candidate at UWC. 

Session: Ethnography 

An exploration of meta-ethnography as a tool to synthesise qualitative material: process, challenges and successes 

The focus of this paper is to understand meta-ethnography as a synthesis tool by evaluating the process, as well as 

unpacking the challenges and successes this methodology presents. After completing research using this model 

relating to perceptions of African musical arts education in the Foundation and Intermediate Phases in government 

schools after 2011, I realised that this, often overlooked methodology, can be a valuable tool in music studies. In the 

original research five studies were synthesised, and through this process a narrative emerged that connected past 

prejudice in music education in South Africa to present day educational inequality. The synthesis extracted perceptions 

of colonialism and apartheid; educational access; post-apartheid curricula; music education pedagogies; informal 

music making; children’s games and agency; teaching and learning in the classroom; and assessment. Some aspects 

of the study were more successful than others and as challenges arose deeper understanding was required to underpin 

forthcoming solutions. Finding meta-ethnography to be an understandable and rigorous methodological tool for 

qualitative synthesis, I discuss how it can serve researchers in various scholarly paradigms and should be promoted 

as a viable option for future scholarly endeavours. 

Ilana Chirombo is affiliated with Rhodes University. 

Unce: A Mozambican Music of Arabian Influence  

Unce: A Mozambican Music of Arab influence is a research project about Mozambican urban music. It means 

enjoyment in Swahili and it is an urban music from Arab influence which is practiced in the southern region of 

Mozambique, namely Maputo. The genre was introduced in Mozambique by Muslim people of diverse origins even far 

as the Arabic peninsula. It is a musical genre that has not yet been studied in Mozambique, so it is important to carry 

out a study on the genre. The identification of its main musicians, the lyrical content of the songs and their history are 
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part of our objectives since our research essentially aims to document, preserve and disseminate the Unce. 

Furthermore, it is intended to record a CD and publish a book as a way of honoring the main musicians. The musical 

genre was not widely publicized during the colonial period due to the fact that it was not of western and Catholic origin. 

For, the Portuguese colonial state only promoted cultural practices that had this origin. And as a result, Unce was 

discriminated and it never had the same promotion as marrabenta, a very popular musical genre in Mozambique, which 

was part of the assimilationist and alienating Portuguese policy. Moreover, I intend to initiate a discussion about the 

Asian presence in Mozambique and their contribution on the creation of Mozambican cultural identity. The study is an 

important contribution to the history and cultural history of the country. Methodologically it will consist of historical 

methods based on documentary and bibliographic research and ethnomusicological techniques.  

Rui Laranjeira is a Mozambican researcher, with Master in cultural heritage Management by Flinders University an 

Australian University. His research interests are the fields of History, Urban Music, Cultural Heritage and Museum 

Curatorship at Mafalala Museum. Presently, he is working at Higher Institute of Arts and Culture. He is head of Resource 

and Studies Centre (CER) of ISArC. He is a Phd student of Heritage Studies at Wits School of Arts at Witwatersrand 

University in Johannesburg. 

Three Films Engaging with Diverse Southern African Music and Dance Traditions 

Film 1: Music in the Mountain Kingdom (8:52). The film crew goes in search of musicians still performing little-

remembered Lesotho instruments featured in the clay figurines commission by Percival Kirby, renowned colonial 

collector of Sub-Saharan instruments, and made by Lesotho clay figurine artist Samuele Makhoanyane. A poignant film 

about people who live on the margins of society yet continue to play these national instruments, mostly forgotten by 

the modern world of digital technology. Film 2: Riel Dance (10:20) showcases an ancient rural dance tradition in 

southern Africa. This dance has experienced a revival during the mid-200s through annual competitions and when one 

of the groups wins gold at the World Championships of Performing Arts in 2015 in Los Angeles, the dance is catapulted 

onto the international stage. Still a rural form of entertainment and competition, it has not yet been commercialised 

although the competitions and the recent international focus have stimulated its revival and more younger people are 

involved in its sustenance. Film 3: Onward March! (20 mins) showcases the colourful Christmas Bands Movement in 

Cape Town, one of three parading practices in the city. Typically comprising family networks and wind band 

instruments, this century-old tradition continues to thrive in the twenty-first century. Through interviews with band 

members, we come to understand the significance of the community practice in the lives of band members and the 

larger community. Although from a marginalised community in the political landscape of South Africa, the band 

members build community through musical performance, annual parades and competitions. Together these three 

films, although quite different in their subject matter and contextually, contribute towards an awareness of lesser-

known music and dance practices in southern Africa.  

Associate Professor Sylvia Bruinders is Head of Ethnomusicology and African Music at the SA College of Music, UCT 

teaching courses in Ethnomusicology, African and World musics. Her monograph, Parading Respectability: The Cultural 

and Moral Aesthetics of the Christmas Bands Movement in the Western Cape, South Africa was published in 2017.  
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Session: Politics 

Trade Union Choirs in the Struggle against Apartheid 

The proposed lecture-demonstration looks at the protest songs of the South African trade unions, mainly those trade 

unions that belonged to the Federation of South African Trade Unions (FOSATU). The trade unions were an integral 

part of the struggle against apartheid, and they are well researched from a sociological point of view. However, very 

few sources mention the cultural or specifically musical activities in the unions, and little has been written on the 

repertoire sung by the choirs at demonstrations, funerals, or strike actions. The musicologist who researches this 

aspect of the struggle against apartheid, encounters several hurdles: While there are reports – written, audiovisual, and 

oral – that the choirs sang at protest actions, much of the information comes from biased sources, such as news 

channels, where the material to be made public was controlled by the apartheid regime. For this presentation, though, 

we are fortunate to have two primary sources for the repertoire sung by the choirs originating from the trade unions 

themselves: The F.O.S.A.T.U. Song Book published in Durban in 1980 by the Federation of South African Trade Unions 

and the album FOSATU Worker Choirs published by Shifty Records in 1986. To supplement the musical primary 

sources, the publications and archival materials of FOSATU are available at the Wits Historical Papers Collection. With 

the help of these sources, the lecture-demonstration will trace the context of the trade unions and their choirs’ struggle 

against apartheid in South Africa during the 1980s. The lecture-demonstration aims to make the trade union choirs 

heard once again, to contribute to reversing their silencing through the apartheid regime, and to acknowledge the 

importance of the cultural activities of the trade unions in the struggle against apartheid. 

Rebekka Sandmeier is professor of musicology at the South African College of Music, University of Cape Town. Her 

research interests include the history of western music and its institutions in South Africa. 

“Africa Is My Name”: Alan Bush’s Interest In The Musical And Political Landscapes Of Southern Africa 

Alan Bush (1900-1995) was a British composer and pianist. Though he gained recognition in the 1930s as a musical 

and political progressive, this view was not universally sustained in subsequent decades on account of developments 

in both arenas. In 1935, Bush joined the Communist Party of Great Britain, and in the following year, he founded the 

Workers’ Music Association. These two organisations provided him with a considerable standing within those circles, 

and cemented the way in which his political and philosophical convictions informed his compositional voice.  

Besides teaching a number of South African musicians during his fifty-three-year tenure as professor of composition 

at the Royal Academy of Music, Bush’s output contains four significant works—written over a period of twenty-five 

years—which chronicle his interest in southern Africa. These range from the ostensibly abstract, namely Three African 

Sketches, opus 55 (1960) for Flute and Piano, to the politically-charged Mandela Speaking, opus 110 (1985) for 

Baritone, Mixed Chorus and Orchestra – which, along with Africa is My Name, opus 85 (1976), contributed to the anti-

apartheid movement in the United Kingdom and solidified ties between Bush and the African National Congress. This 

paper will discuss the plural lenses which can be applied to Bush’s interest in this region, and the place that some of 

these compositions hold in the post-apartheid context and wider repertory.  
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Dominic Daula is a Lecturer in the Department of Music and Musicology at Rhodes University. He is a pianist and 

harpsichordist; and is especially interested in the music of the French clavecinistes in addition to South African and 

British art music of the twentieth century. 

Violence, Memory, and Representation: Reading Reuben Tholakele Caluza's "Silusapho"/"iLand Act" as (Non) Violent 

Negotiation for Land Rights in South Africa 

In this paper I consider musical performance as immanent historical archive that imbricates a dialectics of 

(Non)Violence. In particular, I look at Rueben Tholakele Caluza's song, “Silusapo”/”iLand Act” in the context of colonial 

encounter in South Africa. In the song, Caluza laments the major mode of legislation that violently dispossessed the 

indigenous populations of their land. A close look at this song and others in his output reflects how he championed 

unity among Black people in South Africa as a (non) violent strategy to counter this Act. Crucial in this discussion are 

the processes of State violence and non-violent reactions by the oppressed as a means towards negotiating issues of 

political importance in South Africa. I ask if non-violence has been a particularly successful strategy, as issues of land 

re-possession and expropriation are once again on the rise, placing into sharp focus the shortcomings of peaceful 

negotiations and non-violent engagement in the continued dispossession of the indigenous population in South Africa. 

Thembela Vokwana is based at the University of Fort Hare where he lectures History of Music, African and World Music 

to undergraduate students, Musicology and Music Research to post grads. His research interests are on opera and 

Black singers in South Africa, Music, and HIV/AIDS and Amakwaya (South African Black Choralism). Thembela 

Vokwana is also a choral coach and clinician. 

Music Videos from the Pam Devereux-Harris Archive as Curated Post-Apartheid South African Identity Expressions 

Pam Devereux-Harris and Associates was a South African music video production company primarily based in 

Johannesburg. Active from the late 1980s into the early 2000s, much of their production took place during the 1990s. 

The Pam Devereux-Harris archive collection, which is stored in DOMUS at Stellenbosch University, houses some of the 

earliest music videos to be produced in South Africa. The audio-visual content found within the archive spans from the 

1980s to the 2000s, thus providing much insight into the music industry during pivotal moments in South African 

history. During the 1990s, the archive shows that Pam Devereux-Harris & Associates ventured into the international 

market and worked with various prominent South African musicians in national and global contexts. The resulting 

archival material from this time has the potential to add detail to the country’s history of the music industry, as well as 

to further illuminate the impact of the cultural boycotts and other events under Apartheid. 

This paper will place moments and events from the archive within a broader timeline of South African and global 

history. Of particular interest are the music videos that have been digitised thus far, which, when viewed through a 

politically informed perspective, may reveal the ideals that a South African music video production company sought to 

demonstrate to international audiences during and following the end of formal Apartheid. The paper will focus on the 

music videos produced for several prominent South African musical artists and analyse how their production could be 

viewed as promoting a curated ideal of South African identity on a global scale.   
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Lindsay Friday received her master’s degree (cum laude) in Musicology in March 2023. Her master’s research, 

conducted at AOI, focused on the online intersectional persona curation of South African popular musician, Toya 

Delazy, and employed a digital ethnographic approach. Her work focuses broadly on popular music, digitality, and 

identity discourse. 

Saturday 26 August 

Stream 1 

Session: Maskanda 

Beliefs As Currency: Maskanda Musicians And Spiritual Healing Practice In Northern Kwazulu-Natal. 

This paper focuses on a particular spiritual healer, Professor 3 Seconds (Thulani Nkwanyazi), who is strongly 

associated with maskanda music in the region. His beliefs and modes of practice are married with contemporary 

aspirations of success that are marked on social media by evidence of a his considerable following and by his strong 

affiliations with those who carry political and social power particularly in this region of KwaZulu-Natal.  

In Prof 3 Seconds world, beliefs, practices, and relationships are fluid and often seemingly paradoxical. While belief in 

the power of the ancestors is foundational, other notions may be negotiated. Very often they are contingent upon the 

expected outcomes for those seeking intervention in their lives, and status and money for Prof 3 Seconds and his 

associates.  

Maskanda is often seen as a gift from one’s ancestors who are believed to be powerful intermediaries who can direct 

the course of musician’s career. This belief gives spiritual healers like Prof 3 Seconds currency as he is called upon to 

facilitate musicians’ communication with their ancestors by guiding musicians in prescribed processes in order to keep 

their ancestors proactive in their lives, and also to ameliorate threats of witchcraft. 

In this paper I address the implications of beliefs and perceived spiritual obligations on maskanda musicians and the 

course of their careers within a competitive, volatile and limited marketplace. I draw on my research on the life and 

music of Mgqumeni, one of the most successful musicians from northern KwaZulu-Natal and the musicians who regard 

him as their role model. This group of maskandi dominate the sound and style of maskanda from the northern regions 

of KwaZulu-Natal. I also reference the documentary that I produced and scripted that focusses on the ideals 

underpinning Prof 3 Seconds practice.  

Dr Kathryn Olsen is an Honorary Lecturer at UKZN and Research Associate affiliated to the Africa Open Institute and 

Stellenbosch. Her current research is concerned with maskanda music and spiritual practice in the northern regions of 

KwaZulu-Natal. Her research interest is rooted in the exploration of varied constructions of ‘reality’ and meaning-

making strategies.  
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Maskanda, Darius Brubeck And The Classical Guitar: Exploring The Maskanda Sound Through Classical Performance 

Practices 

This paper compares the notated work, The Maskanda, by Darius Brubeck, and  Zulu Maskanda music that ostensible 

inspired its composition. The Maskanda was inspired by Sipho Mchunu after Brubeck attended a workshop by Mchunu 

on Maskanda music, held at the Centre of Jazz and Popular Music at the University of Natal. During this workshop, 

Mchunu discussed and demonstrated the context and connotations of his maskanda music, such as specific tuning, 

the type of music played when people dance, competitive methods of playing, music for walking, music for respecting 

elders, and music for recreation.  

The Maskanda has four movements: ‘Introduction’, ‘He praises his ancestors…’, ‘the old people dance…’, and ‘And he 

makes the people laugh’. All four movements reflect the music discussed in Mchunu’s workshop and are expressions 

of Maskanda music as interpreted by Brubeck. I explore the extent to which Brubeck’s composition appropriates and 

formalizes Maskanda performance practices in notation. These performance practices, such as izibongo (Zulu Praise 

poetry), call and response, and guitar styles like isizulu and isishameni, are first described and then located in a reading 

of Brubeck’s The Maskanda. The paper will present these techniques, first as they sound in recordings of maskanda 

music, followed by a demonstration of how they are employed in The Maskanda by Brubeck.  

Brent January is a classical guitarist from South Africa, currently finishing his postgraduate studies at Stellenbosch 

University. Here he studies guitar under the tutelage of Nina-Fourie Gouws and his master’s research is supervised by 

Prof. Stephanus Muller. His master’s research focuses on maskanda music, analysis, and decoloniality. 

Phuzekhemisi: Towards a Biography 

Zibokwakhe Johnson Mnyandu, popularly known to his fans as Phuzekhemisi,  is one of the South Africa’s most loved 

maskandi musician that is also celebrated globally. Phuzekhemisi played a huge role, during apartheid, to raise 

consciousness about quagmires of the colonial regime. Counter to this significantly violent period, Phuzekhemisi, 

through his sound, instilled messages of love, peace and unit among the people. While Phuzekhemisi’s interventions 

are so crucial for the history of South Africa, not much is written in academic literature about him and his music. Current 

scholarship mentions Phuzekhemisi in passing as part of an overall maskandi genre. Various authors have written 

about maskanda music such as Ryycroft (1977), Davies (1992), Coplan (1994), Titus (2013) Olsen (2009) and Myezo 

(2015) among others. Collectively, these scholars cover historiographies of maskanda as well as the some technical 

aspects of the genre.  

This paper contributes in addressing this fissure by bequeathing a first expedition towards a biography of 

Phuzekhemisi. In this study, I trace Phuzekhemisi’s music through a reading of his upbringing and his family towards 

his biography. I further reflect on his contribution to South African music and politics, through some reading of his 

classics such as ‘Imbizo’, ‘Ngo 49’ and ‘Sinenkinga Ndabezitha’. 

Ndumiso Mtshali is affiliated with the University of Fort Hare. 
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The Role of Busi Mhlongo as a Female in Maskanda Music: A Case Study 

South African singer and activist Busi Mhlongo is a prominent figure in the South African music arenas. Her approach 

to music, as well as her attitude toward societal injustices, had a huge impact in influencing future musicians. Mhlongo 

is one of numerous figures whose music played important roles in South Africa's political opposition against apartheid 

and the post-apartheid eras. The goal of this research is to investigate the role of, the now-deceased, Busi Mhlongo to 

shifting the narrative of gender perception in the maskandi musical style. By looking into her practice, I investigate how 

she subverted this male-dominated music form.  

The study attempts to demonstrate the importance of her musical contribution by examining the historic setting of 

maskandi and how she fits within this usually misconstrued musical form in terms of its origins and defining aspects. 

As a response to such complexities, this study looks at 3 songs namely Yehlisan’ umoya, Yaphel’ imali yami and Uganga 

ngengane from Mhlongo's album Urban Zulu (1999) as a case study to investigate and justify Mhlongo's unique 

contribution to maskandi as a key influence in charting the inclusion of the feminine counterpart. 

The study recognizes maskandi as a musical style that gained popularity and dominance during South Africa's migrant 

labor system, particularly among migrant male mine workers in the early decades of the twentieth century, resulting in 

women receiving little exposure during the early years of maskandi popularity. Mhlongo, in essence, becomes a key 

figure in molding maskandi as a progressive art form that is inclusive and receptive to absorbing new or modernized 

cultural influences. According to the study, while Mhlongo is most recognized for her vocal prowess and versatility, her 

music features vibrant maskandi elements, validating her unique contribution as a notable pioneer who introduced 

innovative elements to the existing style. 

Zintle Mbuyazwe is a 4th year BMus student at the University of Fort Hare where she is completing her BMus degree, 

specializing in Jazz vocal performance and musicology. Her honours long essay is on Busi Mhlongo,  Maskandi music 

and the album Urban Zulu. Zintle Mbuyazwe is also a jazz singer using the stage name Net-Atyah who often appears 

with various jazz artists, as a soloist and engages in various platforms discussing women in jazz and the arts in general. 

Session: Technology 

Machine learning Meets Indigenous Knowledge: Codification of Uhadi Thought and Practice 

With the rise in the publicity of machine learning and artificial intelligence tools like ChatGPT and MuseNet, vast options 

have emerged for the digital codification and representation of analogue instruments. In considering the digital 

representation and codification of South African analogue indigenous instruments, I pose the question: can machine 

learning be used as a tool to codify an indigenous instrument through the lens of South African indigenous knowledge 

systems? This paper seeks to investigate and think about the use of machine learning to codify both the sounds and 

forms of knowledge which emerge with and from a South African Xhosa indigenous instrument – uhadi. This 

codification process seeks to consider and capture various forms of indigenous knowledge around sound production, 

instrument materiality, and physical gestures. Current forms of audio digitisation programmes and protocols like 
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Musical Instrument Digital Interface (MIDI) fail to cater for the digitisation of non-western instruments, and a number 

of authors have shown how these systems are restricted to tonal patterns of Western music. Similar biases have also 

been found in machine learning models, especially in genre classification protocols which are underpinned by Western 

classificatory systems. These discussions have highlighted a growing concern about the Western-centric nature of 

digital interfaces, which, against the renewed interest in the possibilities of machine learning and artificial intelligence, 

need to be further interrogated. In this paper, I build on this body of scholarship in order to investigate possible machine 

learning models that can be used to effectively codify the uhadi bow instrument from the perspective of South African 

indigenous knowledge systems. 

Sibusiso Ncanywa is a PhD candidate at Rhodes University’s Department of Music and Musicology. His current 

research interests include machine learning, music technology, Indigenous knowledge systems, vernacular 

technologies, and identity. 

Voice, Technology, And Jazz Appreciation Archives As Audio-Visual Relationality And Knowledge Production 

In South Africa, the jazz listening sessions convened by grassroots jazz appreciation societies continue to offer 

generative points of reference for studying both the partial transformation and the heightened inequalities of the 

avowedly post-apartheid public sphere. This paper extends my ongoing interest in how people living under conditions 

seldom of their own choosing can at least partially remake their social words sonically, thereby co-creating distinctive 

public cultures shaped by how aurality is socialised and enculturated. Informed by newer reconfigurations in the wake 

of the prohibitions on public gathering attending the Covid-19 pandemic, and a recent phase of collaborative research 

articulating public and academic venues to community-based jazz appreciation culture, this paper will foreground the 

historicity of listening in relation to the longstanding intersection of social history with ethnography in South African 

popular music studies. Offering an account of ongoing community-led activity to honour a veteran jazz artist from 

Mamelodi to the East of Pretoria/Tshwane, the paper considers the affordances and limitations of how social memory 

can be produced at the intersections of voice, technology, and archive. Also responding to critical reflections from a 

senior South African practitioner of public history, the paper considers disciplinary critiques in relation to sound and 

music as a problem space of relationality and knowledge production (Scott, 2004).  

Founding Chair of SASRIM and a former director of the Klein Karoo National Arts Festival, Brett Pyper is an Associate 

Professor in the Department of Curatorial, Public and Visual Cultures in the Wits School of Arts, of which he was the 

Head from 2014-2021. 

Creating A Digital Platform For Ghanaian Traditional Musical Instrument 

Assimilating Ghanaian traditional musical instruments into musical endeavours on digital platforms is limited by the 

inability to interact with the sounds and visuals of Ghanaian Traditional music instruments on digital platforms. Digital 

infrastructures have allowed for massive storage space for digital documents, quick and simple access, infinite time 

and space, the ability to easily produce numerous copies, and the preservation of information. Digital platforms for 

Ghanaian traditional musical elements were examined to ascertain the drawbacks hindering the seamless integration 

of the sounds and visuals of Ghanaian traditional musical instruments on digital platforms. Following a review of 
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existing digital platforms such as the J.H Nketiah’s Archive, the Gram Library and the U.E.W Music Department digital 

platform, the Use and Gratification theory, Interdisciplinary Theory and the Technological Acceptance Model were 

established to create a cognitive structure for the creation of digital platforms for sounds and visuals of Ghanaian 

traditional musical instruments. Using the applied ethnographic design and studio-based design, a digital society was 

chosen, and some of its members were involved through participant observation and interviews to disclose how the 

digital society aimed to employ these sounds and visuals. Based on the data collected from the respondents, the studio-

based design was employed to create a digital platform for the sounds and visuals of Ghanaian traditional musical 

instruments. 

Stephen Nyanteh Ayesu is a Lecturer of Music Technology in the Department of Music Education, University of 

Education Winneba (Ghana). His research interest is in technologies for music production, performance, education, 

music composition, music research and ethnomusicology. 

Session: Archive 

Archives Then, Now And In The Future: Looking At The Development And Trajectory Of Archival Research And 

Practice At The International Library Of African Music (Ilam) In Makhanda, South Africa 

Considering the International Library of African Music’s (ILAM) role as a living archive, centred in the co-development 

and invigoration of new knowledge based on historical content, this panel discussion seeks to investigate how ILAM’s 

past contributes to its future. Themes relating to intangible heritage, living archives, memories and ritualised spaces 

contribute to rigorous and transgressive research which has resulted in new perceptions of what an archive actually is. 

We confront the historical archival building with notions of sacred spaces, the cold-room with the played instrument 

and the recorded item with an individual memory but through this seek to understand the value of each. Following short 

presentation by the 4 panelists, a shared discussion will highlight how research at ILAM is developing new approaches 

to understanding archiving, archival practice and archival research. Boudina McConnachie (chair) introduces the topic 

exploring and contextualizing ILAM’s role as an ethnomusicological hub in Africa, whilst continuing its legacy of 

archival collection and knowledge production. Lee Watkins speaks to the history of ILAM and how that colonial legacy 

seeps into the future. Vuyelwa Moyo explores sacred spaces as living archives by describing current research which is 

part of the IMISEE (Indigenous Marine Innovations for Sustainable Environments and Economies) project while 

Thandeka Mfinyongo presents new perspectives on archiving through a discussion of the ideogrammatic archive, 

specifically relating to musical instruments as catalysts of memory. 

Boudina McConnachie is an applied ethnomusicologist with research interests in ecology, archiving, indigenous 

knowledge systems and Intellectual Property rights. She is currently the HOD of the Department of Music and 

Musicology at Rhodes University.  

Lee Watkins is an ethnomusicologist and Director of the International Library of African Music (ILAM). His research 

interests vary from music in relation to heritage, applied studies, migration and refugees, diaspora studies, to music as 

relating to politics and marginality.  
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Vuyelwa O’Lacy Moyo, born in Bulawayo, Zimbabwe, is a PhD (Ethnomusicology) candidate at Rhodes University, 

supervised by Dr Boudina McConnachie. Vuyelwa has a keen interest in ecomusicology, ethnomusicology, indigenous 

African music education, and mbira music performance.  

Thandeka Mfinyongo is PhD (Ethnomusicology) candidate at Rhodes University, supervised by Dr Boudina 

McConnachie and is a nationally recognised uhadi performer and composer. Her research interests lie in performance, 

ritual, memory, identity construction and heritage practice.   

Liminality And Becoming In The Music Of The Jo Kunnuji Experiment: Migration, Integration And A Living Sonic 

Archive 

When musicians migrate and settle in sites different from their ancestral homes, their musics take on new influences, 

and they, in turn, pass on such influences to their homelands through “cultural remittance” (Rapoport, Sardoschau and 

Silve 2020). This raises the question of the elements and traits responsible for migrant musicians’ sonic identities, 

given the complex interchanges among soundscapes aided by modern technology. This paper, an autoethnographic 

account involving the analysis of video recordings of performances, discusses the liminality, becoming and assertion 

of identity in my decade-long (2012-2022) activities on the Cape Town music scene. As a first-generation migrant who 

is a composer, performer and leader of the Jo Kunnuji Experiment, an Afro-fusion ensemble, I identify four key factors 

determining my overall sound and preferences. These factors are i. enculturation and education, ii. the economics of 

performance (target audience), iii. popular music presentation frameworks within the host musical scene, and iv. 

widespread stereotypes about my culture of origin. I suggest that first-generation migrant musicians occupy a position 

of artistic and cultural liminality, integration and becoming where they are neither fully assimilated into the culture of 

their host, at the same time, they are in an ambivalent relationship with their culture of origin. Thus, migrant musicians 

embody an eclectic sound or “cultural patchwork of identities and belonging” (Lidskog 2017). Through a presentation 

of the Jo Kunnuji Experiment as a living archive, this paper contributes to the discourse of sound archiving in relation 

to the complexities of migration and modern technologies, which connect musicians in various sites. 

Joseph Kunnuji is a Senior Lecturer in Ethnomusicology and African Musics at the Odeion School of Music, University 

of the Free State. His research interests include reimagining marginal and historical musical practices. He combines 

teaching, performing and academic activism in unearthing his musical heritage. 

Session: Sound II 

Ripples And Arithmetic: Sound Artefacts And Reading Meaning Into The Music Of Tape Hiss And Sparkle 

Tape Hiss and Sparkle is a musical project established in 2008 by singer and multi-instrumentalist Simon Tamblyn. 

Based in Cape Town, Tape Hiss and Sparkle’s instrumentation has varied, from Tamblyn appearing solo accompanying 

himself, to performances with a band of up to five members. The project has released multiple albums across different 

digital platforms, varying from roughly recorded demos to polished studio recordings. On all but one of these albums, 
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Tamblyn records all the musical and vocal parts himself, as well as performing all mixing, producing and mastering 

duties.   

The Tape Hiss and Sparkle catalogue reflects a wide sonic diversity, not only in terms of choice of instrumentation, but 

also in terms of sound aesthetics, texture and timbre. Much of this project’s output features recordings following the 

sound and philosophical aesthetics of lo-fi music, and the do-it-yourself philosophy underpinning this, results in 

recordings that actively celebrate imperfections in the music and sound artefacts.  

This article interprets the music of Tape Hiss and Sparkle through the lens of lo-fi aesthetics and musical and sound 

imperfections. Aligning with debates within popular music studies around popular music analysis, this paper argues 

for the reading of the texture and timbre created through intentional sonic imperfection, as a mechanism for meaning 

making. By considering how these textural and timbral characteristics have shifted within the entirety of Tape Hiss and 

Sparkle’s catalogue, this article provides alternative positions of understanding within popular music analysis. 

Marc Rontsch is a senior lecturer in musicology at the Odeion School of Music, University of the Free State. Marc has 

previously held research fellowships at the Africa Open Institute for Music, Research and Innovation, as well as Nelson 

Mandela University.  

Oscillations Artist Panel 

The Invisible and the Inaudible 

Christina Kubisch 

 

Kirsten Reese: 

The presentation will center around site-specific and archive-related sound works and the research process leading to 

these works. 

Stream 2 

Session: Profession 

Investigating Strategies For A Sustainable Career In Popular Music Performance In South Africa: Six Case Studies 

Music is one of the most profitable industries worldwide and locally, yet it is also highly competitive. In South Africa, 

there are successful popular music performers who have built sustainable careers, while others fail to make a mark. 

This study investigates the strategies that South African professional popular musicians use to create successful 

careers in music performance. Using a qualitative research design, I will explore the strategies that enable them to 
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thrive in their music careers. To collect data from six sampled participants, I will conduct open-ended or unstructured 

interviews. The participants will be South African popular music performers from various genres, including Afrikaans 

music, amapiano, gospel, rap, house, and hip-hop. Thematic content analysis will be used to analyse the data and 

investigate the participants' stories and experiences. The findings and strategies from this study can be useful for 

independent musicians or artists who want to build successful businesses in music performance. Additionally, record 

labels and managers can benefit from the strategies that will be revealed in the study. This research will contribute to 

the scholarship of the Music Business (MB) 

Mr. Nyiko Nelson Manganye is a music lecturer at the University of Pretoria. Manganye’s research is in Music 

Education, with a particular focus on Music Business. He teaches several modules on Music Education and Jazz 

Studies. He is currently pursuing a Doctorate. 

The Influence of Entrepreneurial Artistic Relationships on the Professional Practice of Popular Recorded Music 

Production 

My PhD research is currently in the proposal phase, completing the first year of study at the School of Arts, University 

of the Witwatersrand. 

Past research and traditional educational pedagogy have tried to impose business acumen on music practice. 

However, I seek to rather understand how music practice is affected by business by investigating how artistic and 

practice-based research can be applicable to the business sciences and musical arts, using recorded music production. 

In my experience and first-hand observation, musicians resist these business perceptions and processes. In class, I 

see a struggle between the making of music and its connection to the laborious administration and marketing 

strategies the student, or workshop attendee, grapple with. This is also a socio-economic problem as the sector 

struggles with financial realities amongst music making.  

I review how music creation is affected by a commercial undertaking, not through traditional scientific understanding, 

but rather where the research belongs, in artistic research. Surprisingly, this underscores a large gap in the current 

literature in both domains, and I argue for an interdisciplinarity that realises the commercial reality of the 

entrepreneurial and professional music producer.  

My PhD research has the potential to position the incorporation of business acumen into the creative world in a way 

that is intuitive. The outcomes include better understanding a musician’s approach to entrepreneurship, uncovering 

business efficiencies in art making, as well as possible teaching methods. 

Jonathan G. Shaw is a platinum-level audio engineer and #1 chart hit record producer, composer and arranger. An 

author and creative industries consultant through his firm Ibilion, Shaw is also a sessional lecturer at the Wits School 

of Arts and music PhD candidate. 
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Session: Remembering 

“Open the Bruise Up”: Identity and Memory in Steve Reich’s Music 

The year of 2020 saw another resurgence of racial tensions in the US. But police violence and white-supremacist 

demonstrations are not unique to these times. In 1964, police officers harshly beat Daniel Hamm, whose recorded 

testimonial was used by Steve Reich to compose Come Out (1966), a minimalist piece that further established a new 

compositional technique and granted those events a permanence in time. The analysis of Reich’s early pieces is 

enriched by incorporating the narrative content, which is directly linked to the civil rights movement and racial identity. 

Come Out alludes to the 1960s events in two levels: the subjugated boy and the cultural memory of African American 

struggles. Using Margaret Somers’ narrative identity studies as a catalyst for Paul Ricoeur’s concepts on time and 

narrative, I suggest that Reich’s elimination of the text’s semantics reveals the musical subject, the suppression of the 

man’s identity. Come Out deconstructs Hamm’s identity, but carries a deeper message that reconstructs a distant past 

every time the work is performed. In essence, Reich makes the struggles of the past a living presence through his 

music. 

Born in São Paulo, Brazil, scholar, performer, and composer Diogo Carvalho writes engaging concert music that 

communicates to contemporary audiences, having pieces performed all over the world, often by himself at the guitar.  

Carvalho has worked with the Unheard-of/Ensemble, Irvine Arditti, Laurent Estoppey, Hermeto Paschoal, and many 

others.  An active scholar, Carvalho presented his current research on Steve Reich and narratives of identity at 

musicology conferences around the globe.  Carvalho directs three international festivals, in Vienna, São Paulo, and 

Sofia, and is currently an Assistant Professor at Marywood University, where he teaches composition, music theory, 

and guitar, amongst other courses. 

Performances of Femininity in Amy Crankshaw’s The Apothecary 

Despite contemporary operas being created and performed, relatively few analyses on contemporary operas, especially 

by South African female composers, have been done. South African composer Amy Crankshaw’s 2020 chamber opera, 

The Apothecary, co-created with British librettist Clare Best, portrays performances of femininity in complex ways. The 

study aims to analyse performances of femininity in The Apothecary, while drawing on the composer’s South African 

feminist perspective and interpretations of femininity in contemporary opera.  

A qualitative methodological approach is used within a broader framework of feminist phenomenology, within a 

hermeneutic paradigm. Semi-structured interviews with Crankshaw and Best delved into their perspectives on 

femininity, and the intention and creative process for The Apothecary. An analysis of the score and video recording of 

the 2021 Guildhall School of Music and Drama recording of the opera will be conducted to explore the intersections 

between text, music and drama in creating and reinforcing depictions of femininity. Preliminary findings show that 

performances of femininity in The Apothecary are aided by musical and textual elements, and that Crankshaw and 

Best’s collaboration creates complex and multifaceted performances of femininity. 
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This study is expected to encourage composers, readers, listeners and opera-goers to consider how femininity is being 

performed in contemporary opera today, as well as how femininity is represented by operas in the canon. Furthermore, 

it endeavours to promote awareness about performances of femininity for future opera composers, so that new 

contemporary operas can incorporate themes that empower femininity and engage with social issues.  

Kate Watson (23), a member of the Golden Key Honours Society since 2018, graduated with her BMus (Performance) 

cum laude from the University of Pretoria in 2021. Kate is in her final year of her Masters studies in piano performance, 

studying under Dr Tessa Rhoodie and Prof Clorinda Panebianco, and was a 2022 recipient of the UP Postgraduate 

Masters research bursary. 

Klatzow Project - Audiovisual Ideas in Concert Practise Inspired by Peter Klatzow 

„Forget Dances of Earth and Fire. I think this is my best piece!” With these words, Peter Klatzow gave an unforgettable 

Christmas present to percussionists around the world on 21st December 2020. 

Peter Klatzow from South Africa is a well-known and beloved composer. His works are played frequently – until some 

years ago when he disappeared for a while. But his silence was not a sign of passivity: Klatzow was preparing another 

visual-based work: He took the paintings of his favorite painter, Joan Miró, and composed the first marimba-quintet of 

the world: The World of Joan Miró.  

The pieces of the South-African composer, Peter Klatzow are usually based on visual impressions. The World of Juan 

Miro marimba-strings quintet depicts Juan Miro's childish and futuristic world in music. His other work, A Sense of 

Place creates recreates the soil-like feeling of the paintings of Cecil Skotnes with a cello-marimba duet. A third one, 

Inyanga draws its power and magic from the ritual of the Tsonga herbalists. 

We built the Klatzow Project on this audible, spectacular inheritance. Márton Szives knows the works of Klatzow well 

as a percussionist and understands their intercultural language. He wanted to make the pictures present on the stage 

alongside the music. He teamed up with an animator, and they created an audio-visual experience: The animated 

paintings and the music became one impression. 

Klatzow Project is a Hungarian initialization for audio-visual chamber music concerts. The presentation illustrates the 

unique work of the Project with the music of Peter Klatzow and his selected paintings: How the project started, how 

sound turns into painting and how can a painting be animated without digital help from the sound of music. In the end, 

we can watch the incredible results as an art movie. 

Márton Gábor Szives is a percussionist who creates performative concerts throughout Europe. He is constantly 

working with composers to develop new music. He studies the development and possibilities of percussion 

instruments in contemporary concert practice. He was awarded the Pro Arte Gold Medal for his artistic and research 

works. 
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Session: Education 

Creative Frameworks: Intervention Design In Design-Based Research In Piano Pedagogy 

Research suggests that optimal learning occurs in environments where knowledge is co-constructed through playful 

activity, which from the perspective of cultural-historical activity theory (CHAT), designates children as cultural agents 

who manipulate tools using rules that they control, and the teacher as collaborative play partner. A study in piano 

pedagogy is currently underway in which learners at an Eastern Cape primary school compose their own music in piano 

lessons, through an intervention that is aligned with a CHAT-based model for teaching composition. This study aims 

to evaluate composition’s role as a pedagogical tool and to determine whether composition can establish the piano as 

an important part of piano students’ musical identities in a South African context by fostering an agentive music 

learning ecology. This is a design-based study where the intervention is being enacted over three iterations to develop 

a teaching approach that may be transferrable to other learning contexts. A key strength of design-based research is 

its emphasis on iterative analysis and redesign of the intervention, in which theoretical conjectures are embodied in 

teaching materials. Retrospective analysis of the data obtained from the first iteration, in the form of lesson transcripts 

and observational documentation, has revealed tensions between the intervention’s parameters and institutional 

imperatives, as well as shortcomings in successfully implementing all components of the CHAT-based model. This 

paper will explore these tensions and shortcomings and describe the design of the intervention’s second incarnation 

through a discussion of two key areas. The first is time availability within an authentic learning context that makes few 

affordances for the creation of an agentive music learning ecology. The second area of discussion is the need to reify 

tacit knowledge and to describe how this might be embodied in teaching materials to facilitate the creative process. 

Donovan Wynne graduated from Rhodes University in 2006, where he studied composition, piano teaching, and 

performance. He has since taught in girls’ primary schools in the Eastern Cape and recently returned to Rhodes 

University, where he is working towards a PhD in piano pedagogy.  

Solfa, Lead Sheets, Tab, Mnemonics: What They Have In Common And What They Tell Us About Conceptual Fluency 

In Music 

Much has changed in South African tertiary music education since 1994. To achieve greater inclusivity, many 

institutions have dropped the requirement for formal practical and theoretical entrance qualifications. Auditions give 

access to the ‘talented’ who, it is hoped, will catch up on essential musical knowledge in the degree courses. In general, 

however, many students do not catch up and graduate with a tenuous grasp of musical concepts and music theory. 

As many musical traditions do not rely on written notation, the idea that reading notation is essential for musicians has 

been critiqued as hegemonic. Whilst higher status might be given to Western art music with its written tradition, more 

generally, diverse musical practices are supported by technologies that turn sound into symbols to enhance practical 

fluency. These, like notation, are not music, but symbolic representations of music. They can be in spoken, written, or 

gestural form. Written forms include lead sheets, solfa, figured bass, and guitar tab. Spoken forms are solfa and French 

time names, and West African drum and Indian tabla mnemonics. Kodaly hand signs rely on gesture. Crucially, these 
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different symbolic technologies afford different musical outcomes. They vary in complexity, correlating with the 

musicking that they support. Like staff notation, none are intuitive, all need to be learned in some way, and they all 

facilitate a degree of control over practical musicking. 

These abstract, symbolic representations of musical sound point to conceptual fluency that supports practical 

musicking. Legitimation Code Theory’s concept of Semantics (Maton, 2014) makes it possible to unpack the relative 

complexity of different technologies to explore what each affords as regards conceptual control. In this paper I argue 

that such an exploration would benefit tertiary courses by making the links between empirical and abstract knowledge 

more explicit, helping students to build conceptual as well as practical expertise. 

Mandy Carver is an independent researcher. She is interested in how students make connections between abstract 

music concepts and musical sound, and how this should be reflected in curriculum. Mandy blogs for African Musical 

Instruments, the Makhanda based factory, on transformative issues in music education. 

The ‘Reel’ Deal: Exploring Music Education Student-Teacher Identities Through Instagram 

Arceneaux and Dinu (2018) found that Instagram could effectively support information recall and spark student interest 

in higher education through the platform’s emphasis on visually appealing content. Yet, their research revealed that 

visual material is insufficient to develop globally competent students but that content should be both visually appealing 

and informative. Studies have also been conducted on how social media platforms could promote collaborative 

learning, build community, and increase student engagement (Alwreikat et al., 2022; Manca, 2020; Su & Chen, 2020). 

However, no studies have been conducted on using Instagram to foster meaningful learning in music teacher education 

programmes. The problem of this study relates to the following aspects: 1) lacking knowledge of how Instagram can 

be used to foster meaningful learning in higher music education, 2) no understanding of whether music education 

student-teachers can explore their teacher identities through Instagram, and 3) lacking knowledge of how to guide 

music education student-teachers toward discovering their teacher identities through Instagram. Reyna (2021) 

developed the #InstaLearn “theoretical framework to guide teaching, research, and student engagement with 

Instagram assessments” (p. 166). The #InstaLearn framework draws from constructivist and connectivist learning 

theories and encourages educators to consider Instagram functionality, activity design and assessment methods when 

using the platform as an educational tool. The purpose of this case study is to explain how music education student-

teachers can explore their teacher identities through Instagram. Data will be collected from students’ Instagram pages, 

students’ reflective notes, a lecturer’s reflective notes and in-depth semi-structured interviews conducted with 

students. Data will be analysed thematically in ATLAS.ti 23. This study will expand the #InstaLearn framework by 

drawing from transformative learning theory (Mezirow, 1997) in addition to constructivism and connectivism. The 

findings that emerge from this study will further provide insight into 1) how music education student-teachers can learn 

within a community of practice on Instagram, 2) how music education student-teachers experience meaningful 

teaching and learning through sharing their opinions and reflecting on their learning through Instagram posts, and 3) 

how music education student-teachers can explore their teacher identities through Instagram. Through developing their 

teaching philosophies, students could experience increased confidence and motivation and develop the ability to adapt 
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to various challenges, meet unique learner needs, and make informed pedagogical decisions to promote flourishing 

among their future learners. 

Ewie Erasmus is a lecturer in music education teacher training at the North-West University (NWU), Faculty of 

Education. She was awarded a PhD in music from NWU School of Music. Her research interests lie in the fields of 

compassionate music education, well-being, music education teacher education and inclusive education. 

Session: Critique 

“Die Intensies en Dedoelings is Goed vir Jou”: Afrikaner Nationalism, Innocence and Altruism in “Staan sterk in 

Afrikaans” 

“Staan Sterk in Afrikaans””, an Afrikaans song by multiple artists, was released on numerous online platforms on 11 

March 2022. The song takes its title from the Staan sterk in Afrikaans movement, founded a year earlier by a handful 

of independent Afrikaans artists. This movement aims to share a “passion” for Afrikaans, ensure its survival, and allow 

independent artists the opportunity to perform on a larger stage.  

In the proposed paper, I grapple with what it means to “staan sterk in Afrikaans” for artists belonging to this movement, 

and how the Staan sterk in Afrikaans movement engages with lingering legacies of problematic Afrikaner nationalism 

and accountability delivered to the present by a history of apartheid, unequal opportunity, and exploitation. Situated in 

critical race theory and critical whiteness studies, this research reads Staan Sterk in Afrikaans as a manifestation of 

white innocence. By escaping accountability, denying blame and claiming good intentions, Staan Sterk in Afrikaans 

opens onto a seemingly obvious politically correct critique. As a white scholar myself, I position this research within 

the loss of my own innocence and address the larger issue of systemic and personal complacency in unconscious 

racism. I argue that if the Afrikaans popular music industry and projects like Staan Sterk in Afrikaans want to ensure 

the sustainability of Afrikaans, more attention should be given to combatting and exposing white innocence and 

promoting inclusivity. 

Leandri Louw currently holds BA Music and BMus Honours degrees from Stellenbosch University. She is an MMus 

candidate at the Africa Open Institute for Music, Research and Innovation with an interest in the function of power 

dynamics in music.  

“Emphatic Unsettlement” and Traumatic Representation in At Night All Blood is Black and The Head & the Load 

This paper draws from my master’s research on literary and musical representations of African experiences of the First 

World War, taking on the much-debated issue of the ethics involved in the aesthetic representation of others’ trauma. I 

consider David Diop’s novel, At night all blood is black, written from the perspective a Senegalese colonial soldier, 

alongside the opera, The Head and the Load (directed by William Kentridge), which aims to inform about the history of 

porters enlisted on the African continent. Both works rely on a similar aesthetic strategy of extreme fragmentation. 

Since the emergence of the field of trauma studies in the 1990s, the notion that the use of fragmentation and aporia is 
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particularly appropriate to represent trauma has become ubiquitous. My reading attempts to complicate this 

assumption with reference to Dominick LaCapra’s critiques of the fragmentation trope. LaCapra identifies two 

problematic possibilities: on the one hand, fragmentary writing that stylistically mirrors the fractured experience of 

trauma may cause the reader to believe that he/she is experiencing trauma first hand, leading to a problematic over-

identification with the victim. On the other hand, a fragmentary style that aims to disrupt and unsettle also runs the risk 

of getting stuck in an endless, unproductive cycle of confusion. In my discussion of At night all blood is black, I examine 

the former issue, arguing that Diop, while opening the inner world of his protagonist, cleverly prevents vicarious 

victimhood through his use of language. I then turn to The Head & the Load, questioning whether the disorientating 

effect achieved by excessive fragmentation might isolate audience members, resulting in a response of apathy. Lastly, 

I consider to what extent these works achieve LaCapra’s ideal middle ground of “emphatic unsettlement” when 

portraying the traumatic experiences of others.  

René Esterhuyse is a MMus (musicology) student at Stellenbosch University, working under the supervision of Dr 

Carina Venter. Her thesis considers literary and musical representations of First World War history from African 

perspectives. Later this year, she will embark on master’s studies in comparative literature at Merton College, University 

of Oxford. 

‘He’s Decided that He Wants to Betray Everything He Said’: Morrissey Crossing Borders 

The Smiths, an English band both familiar and obscure, can be characterized by a trajectory, both brief and extended, 

of seemingly incompatible extremes. Following their meteoric rise in 1982, they quickly burnt out and would disband 

before decade’s end, but not without producing a large œuvre that still enjoys traction. What followed was something 

of a volte-face, a series of ideological incompatibilities clashed together in the person of Morrissey, lead singer of the 

Smiths, who subsequently pursued a solo career. This paper follows the trajectory from the Smiths, their dissolution, 

and the career of Morrissey – which emerged immediately after –, as a metamorphosis from the anti-establishment 

and provocative stance of the former to the nostalgia and glamour of the latter. I begin with a musical snapshot ranging 

across nearly four decades, whilst listening for a series of ideological shifts and entanglements from the kitchen-sink 

philosophy of the Smiths to the burrowed radicalism of contemporaneous Morrissey. Considering the public posturing 

of each and the uncomfortable extremes that persist in their shared and separate fanbase, I conclude by asking about 

the meaning of these uncomfortable extremes or incompatibilities for music as radical political possibility. 

Bryce Calitz Crockart is currently an undergraduate at Stellenbosch Universtity enrolled in the BA Law programme 

since 2022. He completed two years of a Bachelor in Music with Stellenbosch University’s Conservatoire beginning in 

2020. Although he has transferred to the Faculty of Law, he continues official studies within the Conservatoire through 

select modules in persistence of his interest in music.  
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Stream 3 

Session: Scapes 

Listening Together: Performative Practices around Goema in the Western Cape, South Africa 

Goema has become a ubiquitous term in the musics of the Western Cape. It is a complex term with a suggested range 

of etymologies from various places in southern and East Africa with various meanings including a drum, a rhythm, a 

musical complex, and a culture, even the mother of all cultures in the Western Cape. Goema has been productively 

exploited to make musical meaning through carnival, Cape Jazz, punk-rock or orchestral musics, as well as socio-

cultural meaning through musicals, plays and films. During the carnival season, the rhythm of the goema beat 

transports participants to another realm so that they can enjoy long parades in the hot summer sun and transform 

themselves into beings beyond the self. Yet, the participants and their community of supporters listen deeply to the 

sonic production of goema in its various formats and contexts. In this presentation I wish to explore the varied 

meanings of goema and the listening practices of the audiences that gather to enjoy its rhythms and musics. I will also 

explore how the goema sound in its various cultural formations contributes to the construction of sonic otherness and 

the responses of various academic audiences to its sound. This research will contribute towards the burgeoning 

literature on sound studies, aurality and listening practices, focusing on sonic practices of the Global South. 

Associate Professor Sylvia Bruinders is Head of Ethnomusicology and African Music at the SA College of Music, UCT 

teaching courses in Ethnomusicology, African and World musics. Her monograph, Parading Respectability: The Cultural 

and Moral Aesthetics of the Christmas Bands Movement in the Western Cape, South Africa was published in 2017.  

Linking Community And Science Through Sound – Mapping Audio Postcards For Deeper Understanding 

In this paper I present findings and creative output relating to a sonic intervention which forms part of the IMISEE 

(Indigenous Marine Innovations for Sustainable Environments and Economies) project, a joint venture between the 

South African Institute for Aquatic Biodiversity (SAAIB), the Keiskamma Trust (KKT), and the International Library of 

African Music (ILAM), focused on the reinvigoration of the rocky shores of the Eastern Cape of South Africa. In this 

project, the artist researchers from ILAM cajoled the SAIAB scientists and KKT community researchers into rethinking 

their role in the overall research. Asking each investigator to present their research or involvement as a 45sec sound-

byte, contexualised only by one static image, the ILAM team set about upskilling co-researchers to use new sound 

technology and alternative forms of knowledge production to present this. The final creative product constructed 

alternative perceptions of the IMISEE project where each member was confronted by rethinking their own role but was 

also able to gain insight into others’ roles via a shared and equally valued medium. Using digital-storytelling and 

ethnography as a methodology whilst relying on a transgressive approach, this research uses the lens of 

ecomusicology to theorise the findings and final product.   

Boudina McConnachie is an applied ethnomusicologist with research interests in ecology, archiving, indigenous 

knowledge systems and Intellectual Property rights.  
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Sound Reflexion Suite 

My submission is a ‘Sound Reflexion Suite’ of four compositions completed over five years during preliminary studies 

into ethnographic sound composition.  

My work is a response to a challenge set in a paper by John L. Drever in 2002, published in Organised Sound, entitled: 

Soundscape composition: the convergence of ethnography and acousmatic music. In conclusion, he states: “The 

challenge to soundscape composition artists is whether they can balance musical with representational concerns.” 

(Drever, 2002) 

The themes of the four works vary from environmental concerns, social commentary on load shedding in 2019, a 

reflection on the gender conversation pre-2020 and more recently, an interpretation of the now-(finally)-popular 

collaborative study research fields between science and the humanities. Each piece has more extensive notes, 

revealing more about the composition, intent or creation processes. While my thoughts are not necessarily explicitly 

expressed, these compositions encourage the listener/viewer to consider their stances on the four issues.  

All four works are by the composer, inclusive of the visual material. However, two works, Emancipation and Umnenga, 

were completed in collaboration.  

Emancipation was an incidental result of a more extensive work composed in 2017. It pays homage to the late 

choreographer Thamba Mbuli, whose vision inspired the work. It stands independently as commentary on the impact 

of the global women’s movement shortly after the arrest of Hollywood mogul Harvey Weinstein in 2018. Emancipation 

features dancer and musician Thabisa Dinga’s instrument playing and filmed dance rehearsal performances. 

Umnenga was completed using scientific data as raw soundscape material. Audio recordings were made by senior 

biological oceanographer John Ryan using the Directional Hydrophone (DH) coupled to the Monterey Accelerated 

Research System (MARS) Cabled Observatory, located off the coast of California. They were then cleaned, edited, and 

carved up for use by the composer as melodic and rhythmic material for the composition Umnenga. The DH records 

whale songs, including humpback whales (Megaptera) who migrate to warmer waters from the polar regions up the 

East Coast of Africa to mate and calve in the warmer waters off the coasts of Mozambique and Madagascar.  

The Scratch Studies, completed in 2018 and 2019, each include focussed material from one type of object source. 

Scratch Study II incorporates sounds recorded from plastic bags, visuals from a single photograph and three short 

videos recorded on a mobile phone. Scratch Study III used recordings made of wires, with visuals sourced from 

pexel.com, freely available at the time. 

Together, the works form an arc of initial ethnographic composition studies, which has inspired my current research 

work. 

Meryl van Noie explores composition and collaborations linked to interdisciplinary research areas. She experiments 

with ambiguous textures, audiovisual composition, musical textures, 'foraged sounds', and improvisational structures. 
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This approach shapes a personal creative philosophy: what it means to be a digital musician with cultural roots in 

Southern Africa. 

Session: Ritual 

Retention Of Ancient Voices Through Traditional Music Festivals 

The ethnic and cultural diversity that obtains in Zimbabwe provides a conducive artistic environment for the performing 

arts to flourish culturally, socially and economically. Since the attainment of political independence in April 1980 the 

artistic performance terrain has seen several music festivals rolling into life. A significant number amongst these have 

stood the test of time and a closer examination of such festivals provides considerable assurance that music festivals 

viewed as a tool here, are convenient spaces for sharing songs from the past and can greatly assist in developing and 

promoting our indigenous music performing arts in the present. Musical performing arts have the potential to create 

significant employment and revenue streams for the young and upcoming indigenous performing artists who are the 

majority in this arts sector much to the benefit of the broader national economy. This paper interrogates how traditional 

music festivals can be harnessed for purposes of showcasing ancient repertoires as well as developing and promoting 

indigenous music performing arts in both rural and urban areas. The study is informed by Shelemay‘s 2002 theory of 

transmition of tradition with a special focus on arts development and promotion within the post-colonial framework. 

Isaac Machafa is a Doctoral candidate at university of the Free State, RSA with research interests in Indigenous arts 

promotion and cultural policy development in Zimbabwe. 

‘Revolutionising’ Bass Guitar Patterns  Of Pentecostal Praise Songs In Ghana: Sammy Otoo In Perspective 

‘Walking bass’ and ‘substitution bass’ patterns dominate Pentecostal Praise songs in Ghana. This dominance results 

from the influence of highlife big-band and guitar band traditions on Pentecostal worship. As a trend, Ghanaian bass 

players exclusively used one of the bass patterns in a given Pentecostal praise song over the years. Sammy Otoo, one 

of Ghana’s most revered bass players, is an exception to the above trend. Over the past two decades, he has featured 

significantly on Pentecostal praise song recordings in Ghana. Hence, his bass patterns have become the quintessence 

of Ghanaian Pentecostal praise songs in modern times. In this paper, I examine the thematic concepts of Sammy 

Otoo’s bass guitar patterns in Ghanaian Pentecostal praise songs. I also discuss the influence of his bass playing on 

modern Ghanaian bass players. Data presented in the study was derived from interviews, document and audio reviews 

and analyses of selected Pentecostal praise songs and bass recordings of Sammy Otoo. Findings revealed that Sammy 

Otoo artistically blends ‘substitution bass’ and ‘walking bass’ patterns. Furthermore, he employs melodic bass motifs 

from different music genres to create his bass patterns. I conclude that Sammy Otoo’s vast knowledge of music genres 

and the artistic blend of the above bass patterns make his rhythm and pitch organisation unpredictable to his audience. 

Ultimately, modern Ghanaian bass players rely on Sammy Otoo’s bass guitar patterns to enhance their bass playing in 

their quest to learn new bass patterns for Pentecostal praise songs. 
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Mark Millas Coffie is a Senior Lecturer at the Department of Music Education, University of Education, Winneba. His 

research interests span various issues in composition & analysis, popular music, highlife music, creative 

ethnomusicology and performance. 

Reviving and Sustaining the Dandaro Concept: Mbira Dzirimudeze Ensemble Performances in Urban Settings 

Mbira music in Zimbabwe is associated with the Shona sociocultural ceremonial life. Thus, mbira music is performed 

both as secular and sacred music depending on context. Mbira Dzirimudeze Ensemble is a five (5) member outfit which 

performs mbira music for the purpose of reviving and sustaining the traditional Shona dandaro concept. It is a Shona 

tradition for family members and friends to gather at night for the purpose of discussing and sharing ideas on life 

issues. Such dandaro gatherings are characterized by mbira music performances, dance, feasting and drinking of 

traditional brew. Due to rural-urban migration, many families are now urban settlers. This rural to urban movement 

affected dandaro as urban dwellers are exposed to contemporary life settings. Places to spend leisure time in urban 

areas include pubs, clubs, hotels, lodges and places of worship. Having noticed this gap, Mbira Dzirimudeze Ensemble 

brought the dandaro to town. The mbira group performs in these establishments to take the audience's memory down 

a lane. The groups’ mbira performances in these venues are coupled with traditional and contemporary repertoires. 

During performances, the audience is exposed and reminded of traditional nuances to include totems, folk stories, and 

other epic narratives.  

Elijah Chikomo is the lead vocalist, holds a BSc in Music and Musicology degree, currently enrolled with University of 

Cape Town studying Masters of Music (Ethnomusicology). He is employed as a Music Instructor in the Department of 

Music Business, Musicology and Technology, Faculty of Social Sciences, Midlands State University, Zimbabwe.  

Wonder Maguraushe plays the duriro (rhythm) mbira. Wonder is a PhD (Musicology) holder, a senior lecturer in the 

Department of Music Business, Musicology and Technology, Faculty of Social Sciences, Midlands State University, 

Zimbabwe. 

Magwati Phineas plays the nhovapasi (bass) mbira. Phineas is a PhD (Applied Ethnomusicology) holder, a lecturer in 

the Department of Music Business, Musicology and Technology, Faculty of Social Sciences, Midlands State University, 

Zimbabwe. 

Richard Muranda plays the nhetete (lead) mbira. Richard is a PhD (Music Technology) holder. Currently he is a senior 

lecturer in the Department of Music Business, Musicology and Technology, Faculty of Social Sciences, Midlands State 

University, Zimbabwe. 

 

Session: Co-Creation 

With Hands to Play and a Body to Hear: Composing for the Hard-Of-Hearing and the Deaf 
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In this paper, I aim to examine different modalities through which deaf and hard-of-hearing individuals may listen to 

music. As opposed to hearing, listening is understood in this paper as the interpretation and sense-making of sonic 

information as part of a broader sensorium. While hearing individuals commonly use their auditory systems to both 

hear and listen, those with little to no hearing may utilise different modalities such as touch and sight to listen to audio 

stimuli. Building on this proposition, I examine these modalities through collaborative composition and performance 

with a deaf or hard-of-hearing individual to examine their experiences of listening but also to reflect on a hearing 

person’s (my own, in this case) engagement with deaf listening. In using collaborative composition as methodology, I 

depart from much of the current literature that examines possible modalities of listening among the deaf and hard-of-

hearing. While this body of research often considers modalities such as vibrotactile means of listening, it fails to involve 

deaf and hard-of-hearing participants in music-making processes and positions them instead as passive receivers. 

This approach, I argue, does little to address the importance of subjectivity and expression which is foregrounded in 

broader theories of listening. In an attempt to draw out the subjectivity of deaf listening, I propose, by way of creative 

experiment, working with deaf and hard-of-hearing individuals to create music that they can listen to. This act of co-

creation, I argue, allows for a more finely attuned sense of deaf listening which is understood as both experience and 

articulation.   

Gabrielle Landers completed her Bachelor of Arts and Honours in Film at AFDA School for the Creative Economy, 

specialising in sound design and film music. She is currently a Master’s student in Music at Rhodes University focusing 

on creating music that deaf and hard-of-hearing people can listen to and enjoy.  

Xenochronic Encounters at Africa Open Improvising 

Africa Open Improvising, a collective of improvisers now in its third year of existence, meets regularly to explore facets 

of free improvising and publishes recordings online (www.soundcloud.com/user-610733588). In February 2023, the 

collective had two visitors from the London-based AMM-All Stars improvisers. Percussionist Peter Baxter played table-

top percussion (assembled from kitchen utensils) and Melanie Hufkie performed poetry. Africa Open Improvising’s 

musicians were Garth Erasmus (bow and saxophone), Pierre-Henri Wicomb (prepared piano) and Esther Marie Pauw 

(flutes). The collaboration was filmed by Aryan Kaganof, who, along with renowned music critic Ben Watson, had 

initiated the meeting. Watson, a writer of books on Frank Zappa and Derek Bailey, is leader of the AMM-All Stars who 

edits the group’s music in preparation for two radio programmes that he presents every week on Resonance FM, and 

Soho Radio. 

 

 

This paper sketches some of the reverberations that this connection between improvising collectives set in motion. 

The reverberations in film, audio and discussions are presented through interpretations of ‘xenochrony’ (Frank Zappa, 

1960s) to explore ‘strange’ layering of connections in ‘time’. The AMM-All Stars engage xenochronic practices for their 

broadcasts, but this paper, moreover, extends the term to consider South Africa’s strange times. By referring to a local 

music scenario of divisive exclusion, Garth Erasmus reflects on his encounters with Derek Bailey in the 1980s, to whom 
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he mailed cassettes of his solo improvisation on found and self-constructed instruments. It emerges, now, that Bailey 

had played these cassettes during intervals at his night club, and that Ben Watson had heard these recordings. Ben 

recounts (to Garth), ‘your music was too sparse and free for my ear. So ... twenty-five years later, I finally get to where 

Derek was at —and appreciate your playing’ [email 05-03-2023]. Ultimately, the paper lends an ear to conversation and 

music-making responding off music collectives as connectives. 

Esther Marie Pauw is an affiliate of Africa Open Institute and a member of the Africa Open Improvising collective. Her 

doctoral work through artistic research (2015) explored the theme of landscape as directive for concert curations of 

South African flute compositions. Subsequent article publications and performances have positioned her flute practice 

within registers of decolonial aesthesis. 

Garth Erasmus is an affiliate of Africa Open Institute and a member of the Africa Open Improvising collective. His 

musicianship engages with Khoi memory and contemporary re-imagination of these practices. His visual art is 

internationally recognised, and a selection of images was recently published in an artist book, titled ‘Xnau’ 

(TheBookWorkshop, 2021). 

On Madness And Eros: Tentative Thoughts On An Arrested Present 

This paper listens through an account given by a participant I interviewed as part of an ongoing project on abusive 

practices in music pedagogy and professional music-making in South Africa. It follows two discursive trajectories in 

this account, one that narrates the potential held in the relation between master and student in the language of eros, 

desire, playfulness, and self-realisation, the other narrating that same relational potential in the language of madness 

and the asylum. If apartheid lingers as an “affective disorder generationally entrained” (Froneman, 2022), how might 

we hear this account in the arrested present of post-apartheid South Africa? To answer this question, I follow the two 

trajectories set in motion in the participant’s account: that of the desire to become through knowledge and that of 

madness and the asylum. I argue, first, that the emotional abuse described in the account at the centre of this paper 

enacts a foreclosure of the emancipative potential Audre Lorde attributes to the erotics of knowledge and 

communication. Second, the failure to which this pedagogical encounter leads — a failure at the practice of Western 

art music which, in apartheid South Africa, marked out the cultural preserve of whiteness — constitutes a very particular 

kind of failure that puts bodies in those places assigned them by apartheid. Taken together, the account and these 

provisional responses show how apartheid is sedimented pedagogically as a renewed afront that plays with desire as 

it refuses knowledge. 

Carina Venter is Senior Lecturer in Musicology at Stellenbosch. She holds a Doctorate of Musicology from the 

University of Oxford, Master’s of Musicology from the Universities of Oxford and Stellenbosch, and a Bachelor of Music 

from the University of Pretoria. In 2023, Carina graduated with a Master’s of Business Administration from Stellenbosch 

University’s School of Business Her research interests centre on music, violence, trauma, decolonial thought, and 

discourses of apartheid and colonialism. In 2023, Carina has been elected to take up an Iso Lomso fellowship (2024-

2026) at the Stellenbosch Institute for Advanced Study to work on her latest project titled South African Histories of 

Trauma and Abuse in Institutionalised Spaces of Music Pedagogy and Practice. Carina’s latest publications can be 

read here,  here,  here, and here. 
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Session: Exhibition 

 

JAZZ UMCIMBI + ART EXHIBITION (JU+AE) 

Umcimbi – is a Xhosa word that describes a traditional ceremony, specifically here for Xhosa people. Jazz Umcimbi + 

Art Exhibition (herein referred as JU+AE) to reimagine Xhosa music through the lens of South African Jazz. In this case 

South African jazz functions as a solemn space in which the cultural performance is realized. Equivalently, this offering 

uses visual arts as a prism of memory.  

This work unfolds as a multidisciplinary invention that engages music as a point of reference for locating cultural 

identities and histories of the Nguni people. The band stand serves a technological platform to facilitate the 

performance. JU+AE derives its ethnographic practice and primary context from the multi-disciplinary dimensions of a 

jazz performance. It is from this angle that it can be studied and analysed.  The music performance works 

collaboratively with visual arts aesthetics. Through the use of different platforms, this multi-disciplinary work can lead 

toward transdisciplinary thought and practice. As a result, this engagement opens up the scope to explore new fluid 

interpretations of music. 

The Band Stand 

The band present themselves in a multicultural outfit that projects the energies of young scholars in the jazz vocation 

from across the country. The band includes a Pianist (Vuyo Mjindi), Drummer (Geoffrey Lottering), Bass (Zuko Yigi), 

Saxophonist (Phumlani Mtiti), a vocalist and a story teller (Paras Dlamini). 

The Visual Arts 

The visual arts component of this work will present arts and scholars from the Eastern Cape province like Litha Ncokazi 

and Litha Mpiyakhe. 

The curator 

Zuko Yigi is completing his Bachelor of Music (BMus) degree at the University of Fort Hare. Also, he is a curator of 

Multi-Disciplinary work at House 87, Quigney, East London, and Legends Creative Hub. 
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Sunday 27 August 

Stream 1 

Session: History 

Addressing the pipework in South Africa’s oldest playable organ. 

A domestic organ built by William Hill between 1832 and 1837, currently housed at the Wesley Methodist Chapel in 

Makhanda, is almost certainly the oldest playable organ in South Africa. It is thought to have belonged to British landed 

gentry operating in colonial Grahamstown, Henry and Frances Somerset. Built near the end of an active tradition of 

domestic organ building in England, many of its current characteristics are idiomatic of English chamber organ building. 

At least three authors have written about the organ, two of which - Albert Troskie and Percival Kirby - have been keen 

to stress the organ’s unchanged nature (Troskie 2010, §53; Kirby 1958, 88). Both have offered detailed descriptions of 

the instrument. By consulting the instrument’s collection of pipework, I have been able to ascertain multiple omissions 

made by Kirby and Troskie that reinforce the increasingly unlikely idea that this instrument is unchanged. The pipework 

and a documented history of regular repairs - though not alterations - suggest that this organ has been significantly 

changed at least once since its initial construction. Problems with the ‘unchanged’ status include what appears to be 

keraulophone pipework where the hautboy should be (keraulophones only begin to appear in the mid-nineteenth 

century), and a single two foot rank of pipes labelled cornet (a cornet should be at least two ranks). I hope to address 

these omissions in my presentation, destabilising existing narratives and perceptions of the organ. The omissions in 

the existing literature preserve inaccurate notions surrounding the organ and its history. Furthermore, by focussing on 

its ‘unchanged’ nature as a point of merit, these authors hinder a nuanced understanding of this organ’s societal context 

and impede an appraisal of its legacy as a settler colonial artefact. 

Jonathan Hughes is a fourth year BMus student at Rhodes University, working part-time as Chapel Organist and Flute 

teacher at Kingswood College. He has also worked as Organ Scholar at the Anglican Cathedral in Makhanda. His 

research is particularly located in addressing the colonial legacy of South Africa’s pipe-organ heritage. 

Indigenous and Foreign Accounts of Music and Sound in the Christian Kingdom of 16th- and 17th-Century Ethiopia: 

New Finds  

Early accounts of the Christian kingdom of Ethiopia starting in the late 15th century by  foreign explorers, missionaries and 

travelers provide invaluable documentation about  indigenous musical practices at the royal court, however these have not been 

systematically  analyzed. This paper will examine detailed textual descriptions and visual representations of  indigenous music-

making, instruments, ceremonial practices, musical war tactics, and the  role of sound and musical instruments to punctuate 

monarchical power from the reigns of  Kings Ləbnä Dəngəl, Susənyos, and Fasilides, selected from Francisco Alvares, Manoel de  

Almeida, Jeronimo Lobo, Charles Poncet, and al-Hasan ibn Ahmed al-Haymi, among others.  Despite some of these accounts being 

imbued with Eurocentric views and limited  conceptions of East Africa steeped in imperialist values, they nonetheless serve as 
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some of  the earliest surviving musical ethnographic observations of Ethiopia and highlight the  difficulties in collecting, 

communicating and translating musical knowledge across cultures.  When read in conjunction with musical accounts in the 

Christian kingdom from indigenous  Ge’ez sources, these early modern foreign ethnographic accounts shed crucial light on the  

rich indigenous musical cultures of the North-East African highlands, musical encounters  with foreign powers, and their 

substantial contributions to the complex identities of the  early modern world.  

Dr. Janie Cole (PhD University of London) is a Research Scholar and Visiting Professor at Yale University’s Institute of 

Sacred Music (from July 2023), Research Officer for East Africa on the University of the Witwatersrand and University 

of Cape Town’s interdisciplinary project “Re-Centring AfroAsia,” and a Research Associate at Stanford University’s 

Center for Computer Research in Music and Acoustics. Prior to this, she was an Adjunct Senior Lecturer at the 

University of Cape Town’s South African College of Music for eight years (2015-23).  

Sound Scholarship and the Hurrian H6 Cuneiform Tablet 

The Hurrian H6 cuneiform tablet holds significant value for Musicologists, Assyriologists, and Archaeomusicologists 

because it is the oldest known example of a 3400-year-old music notation system. The method of interpreting and 

translating these ancient cuneiform music instructions into standard Western/European sheet music, often with the 

implied intent of performance, can lead to a false impression about the ambiguous nature of the ancient Near-

Eastern/Western Asian instructional notation.  

Existing interpretations, rendered within a Western notation system/frame, come with minor disclaimers concerning 

the performance of the notation. This is because the provided pitches are considered "relative" examples. The term 

"interpretation" also implies it is an inexact rendition. Despite these reservations, some scholars, most notably a 

recording by Anne Draffkorn Kilmer (1979) and a performance by Richard J. Dumbrill (2011), have attempted to 

sonically realise their interpretations to bring validity to their theories. This can be referred to as "sound/performance 

scholarship” and by playing these interpretations to an audience the music becomes confined and placed into a 

“problem space” which distorts how new knowledge about the notation can be produced.     

This paper will present the ancient instructional notation of the Hurrian H6 tablet in a more accessible, visual/digital 

tablature format that is open-ended. The objective is to "decolonise" and shift the perspective from the West to the East 

(Syria), circumventing reliance on the Western notation system/frame. The aim is to make this ambiguous musical 

information more accessible not only to Musicologists but also Assyriologists and other scholars interested in ancient 

music studies. The motivation is to challenge existing interpretations and explicitly address the problems and 

shortcomings of interpreting and performing/hearing this ancient instructional music notation.  

Dylan Lawrence Gibson obtained his BAMus at the University of Pretoria (2014). During this time, he pursued Ancient 

Culture Studies as an elective, which introduced and sparked his interest in the fields of Assyriology, Philology, and 

Cuneiform Studies. He furthered his studies in Musicology at Stellenbosch University, earning a BMus (in 2018) and 

later a MMus degree (in 2021), with his thesis focused on re-examining ancient Akkadian music-theoretical cuneiform 

tablets. He is currently a PhD student at Africa Open Institute (AOI) and is receiving tutelage in Akkadian from Dr. Daniel 

Sánchez Muños. He also volunteers at the non-profit organization Save Ancient Studies Alliance (SASA).  
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Stream 2 

Session: Mobility 

“From Street To Score”: Locating Modern Nigerian Art Music Within The Urban Soundscapes Of Twenty-First Century 

Nigeria 

In the last fifty years, existing literature have described Nigerian art music as a genre of music created through the 

synthesis of European and Nigerian musical cultures. The description foregrounds hybridity as a foundational structure 

of modern Nigerian art music but does not consider resources that emerge outside Nigerian traditional music and 

European classical music as critical to the composition of the genre. Since Nigeria’s independence in 1960, there has 

been an increase in urbanisation, which has resulted in more interactions of people from different socio-cultural 

backgrounds who converge in the towns and cities. These interactions have, over time, resulted in new integrative living 

styles such as eko culture (Lagos), Warri style (Niger-Delta), aba-ngwa (Aba), omata (Onitsha), and other urban cultures 

that are expressed through dress, cuisine, music, and language across Nigeria. Since most Nigerian composers reside 

and work in urban centres in Nigeria, it is possible that the lived experiences in such spaces influence the creativity of 

these composers. More so, the compositions coexist with music genres such as hip-hop, highlife, and gospel that not 

only originate from Nigerian towns and cities, but also constitute a significant aspect of the Nigerian urban soundscape. 

This presentation analyses Nigerian art music compositions as an aspect of the twenty-first century urban soundscape 

in Nigeria. Through the analyses of three Nigerian music scores that were composed between 2002 and 2022, the 

presentation explores how Nigerian composers synthesise different urban music into new sounds that reflect the lived 

experiences of the urban residents, and further enriches the hybrid nature of the Nigerian urban soundscape.  

Chidi Obijiaku is a Nigerian composer, choral director, pianist, and conductor. He holds a Bachelor of Arts Education 

from the University of Nigeria. Chidi also holds bachelor’s and master’s degrees in composition from Wits University 

where he is currently a PhD candidate.  

The Voice of Dyani: From Duncan Village and in Exile. 

In the broadest sense, this study seeks to locate South African bassist and composer Johnny Dyani in a wider context 

of home and exile. Through a vortex of memoirs and sounds, navigating the trail of Dyani’s voice and situating the sonic 

echoes and citations that Dyani channels back home from exile his compositional thought is intentional of the 

vernaculars of music from home. This particularly draws the framework of Dyani’s sound and contextualizes the 

musical echoes in Dyani’s work and how the music travels and paints imageries of home while traversing and 

negotiating the sounds of exile. By means of the analogy of the reflections of an imagery of a ‘musical echo’ (Muller, 

2011) to highlight Dyani’s message; consequently, it then becomes clear that the core of the echo is a notion of 

displacement, the displacement of sound from its point of origin. 

While exile is central to this study, it is read against the notion of home which represents a disconnection from 

community but also signals the turn from home as a physical space to home understood as a spiritual construct. In 
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addition, a spiritual construction of home is extended beyond the physical and drawn from the memory bank upon 

which the foundation it is structured upon. Dyanis  level of rootedness in memories and ideas in conjunction with the 

tenacity of the pilgrimage of jazz in South Africa exiles seems to merge the lived experiences of vagrancy as well as 

the contingencies of improvisation. 

I introduce the study through existing literature but also within my reflections on Dyani, followed by an introduction to 

some biographical aspects of his life. I then point out the multiple ways in which exile can be read parallel to notions 

of home and also expand on how Dyani’s voice is overly shaped by home and culture. More importantly, in this 

discussion, I highlight the importance the recurrence of Dyani’s native cultural citation as a means of heightened 

identity awareness. Moreover, I contextualize the musical echoes in Dyani’s work and how they travel to the futures. 

Siphokazi Ngxokolo- Bili holds a BMus Degree from the University of Fort Hare and studying towards her MMus. Her 

interests are on the Heritage and Music of the Eastern Cape extending to Arts Administration.  She is part of a music 

outreach programme and is also a Music and Arts Administration Lecturer at the University of Fort Hare. 

‘Soweto Blues’, African American artists touring South Africa during the Soweto Uprising, 1976-1977 

This article looks at the tours of African American musicians to South Africa for the period 1976-1977 effectively 

breaking the cultural boycott. This paper discusses the seven tours which include African American musicians such as 

Staple Singers, Three Degrees, Wilson Pickett, Midnight Movers, George McCrae, The Realistics, Dobie Gray, The Main 

Ingredient, Ecstasy, Passion & Pain, Johnny Mathis and Lovelace Watkins and South African musicians such as 

Margaret Singana, Drive, Mara Louw, Anneline Malebu, SA Supremes and Harari. These tours are analysed to gauge 

the transatlantic cultural exchanges that took place and how the notion of the “popular” was construed. 

This article seeks to explore popularity or the notion of “popular” as it appears to have played a significant role in the 

recurring tours of African American musicians along with the supporting musicians that joined them on the stage. Due 

to the apartheid government’s legislation and restrictions, certain cultural products were allowed to flourish that 

supported the apartheid’s ideologies, while everything else was prone to be censored, restricted or banned. To 

circumvent the apartheid government’s sanctions an “unofficial” popular music scene formed in the country according 

to Michael Drewett. This article attempts to chart this unofficial popular historiography by analysing the tours of African 

American musicians. 

My name is Ashrudeen Waggie, and I am doing an interdisciplinary PhD study in the History department and Institute 

for Research, Innovation and Music. This study will chart the under-researched history of tours to South Africa by 

African American musicians as well as the South African musicians that performed with them from 1968 until 1983. 

Session: Analysis 

An investigation into whether or not Bach’s fugues with similar stretto properties have structurally similar fugal 

subjects 
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Numerous theorists such as Lynden De Young, Dylan Marney, Konstantinos Alevizos, Scott Murphy and Kathryn 

McDonald consider how Bach uses stretto. Some consider the technical aspects of stretto construction and 

implementation. Others consider its function within the works of Bach. Others consider aspects of rhetoric and how 

they are related to stretto. 

In this presentation, I propose a different angle. I try to understand why certain fugal subjects are amenable to 

producing given stretto features. If two fugues produce similar stretto features, does this mean that their fugal subjects 

are structurally similar?  In considering these structural similarities, I investigate the melodic, harmonic and rhythmic 

elements of fugal subjects which produce both similar and dissimilar stretto properties. I focus primarily on BWV 846, 

the C major fugue from the Well-Tempered Clavier, Book I. I compare this fugue with various others with both similar 

and dissimilar stretto properties. I use various means to test the structural similarity of these fugal subjects. One such 

method involves the contrapuntal combination of two fugal subjects. I account for the contrapuntal compatibility of 

these fugal subjects by considering their complimentary harmonic and rhythmic elements.   

Dr Martin Goldstein holds a PhD in Music from Bar Ilan University in Israel, an MMus from King’s College, London and 

a BMus from the University of Kwa-Zulu Natal. He lectures at the University of Fort Hare. He plays the piano, violin and 

pipe organ. 

Ghanaian Art Song: Analytical Presentation Of Four Selected Compositions  

One of the musical artefacts that emanated from the Ghanaian-European socio-cultural interactions in the nineteenth 

century is the art song, which is a composition for solo voice and piano set to a poem or story. Imperatively, the concept 

of art song offers a good platform for individual performers to independently express their vocal dexterity in terms of 

performance. Early Ghanaian composers such as Ephraim Amu and Joseph Hansen Nketia, as part of their 

indigenization of art music campaign, explored the compositions of art song to promote solo performances. It is 

unfortunate, however, that in contemporary Ghana, less attention has been given to the composition and performance 

of Ghanaian art songs due to the proliferation of diverse choral groups. A preliminary search on Ghanaian art song 

compositions suggests that apart from Amu and Nketia, few Ghanaian art music composers have attempted to create 

more Ghanaian art songs to take care of audiences of the 21st century. In this article, the author attempts to identify 

available Ghanaian art songs for a variety of vocal ranges in different Ghanaian languages for better comprehension 

and appreciation of art song in the Ghanaian context. Also, the author attempts to provide formalistic viewpoints of 

four selected art songs from the identified Ghanaian compositions to unravel the various compositional techniques 

and styles of the composers. The author utilized the purposive sampling technique and document analysis for data 

collection. The identification and analytical presentation of selected songs is a way of providing an avenue for art music 

composers to explore the compositions of Ghanaian art songs and encourage solo performances in order to promote 

and expand research in musical analysis.    

Godfred Sackey is affiliated with the Department of Music Education, University of Education, Winneba. 

Rethinking Philip Glass as a Metamodernist Rather Than a Postmodernist or Minimalist Composer 
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When we, as scholars, think of Philip Glass, we are quick to label him as a postmodernist or minimalist composer. 

However, upon closer inspection, it would seem that Glass defies both these academic labels, and his works stretch 

beyond the accepted notions of these labels. This paper will explore the rising theory and aesthetic, metamodernism, 

and how it supersedes the biting irony of postmodernism while not succumbing to a naïve modernist view of the world 

but navigating its way between these two spheres and applying it to music and Philip Glass’s music primarily. Glass 

frequently draw upon modernist and postmodernist compositional techniques in his compositions while never settling 

on one or the other. Much like the spirit of metamodernism, he oscillates between these spheres. This paper illustrates 

various examples drawn from Glass’s oeuvre, focusing on his opera The Fall of the House of Usher. Throughout the 

opera, the music oscillates among various metamodernist tendencies drawing upon modernist and postmodernist 

compositional techniques while overlapping with Gothic elements such as the uncanny, sublime, and supernatural.  

Andrew Olsen obtained his PhD in 2023. His thesis, Metamodernism in Philip Glass’s Opera The Fall of the House of 

Usher, investigated metamodernism in Philip Glass’s compositional style and music. His research interests include the 

intersection between literature and music, textual and musical analysis, and metamodernism in general and music. 

Stream 3 

Session: Power 

Songs from Me to You 

Songs from Me to You is a 35 minute experimental performance by Coila-Leah Enderstein, first presented in the 

Universität der Künste Berlin Sound Studies Master Exhibition in 2022. Through encounters with historical figures and 

with the help of particular instruments, the piece situates acoustic knowledge production within the frame of 

coloniality/modernity. With a focus on Germany’s imperial period from 1871 - 1918, the performance playfully works 

as something between a song cycle and a lecture, incorporating decolonial approaches to sound, listening and 

knowledge.  

The performance invokes German scientists Hermann von Helmholtz and Carl Stumpf, who were both based in Berlin 

for most of their careers. Helmholtz is renowned for his seminal text On the Sensations of Tone as a Physiological 

Basis for the Theory of Music, while Stumpf is credited as the co-founder of Gestalt psychology, to which his concept 

of consonance is linked. Songs from Me to You brings the two scientists’ work about acoustic phenomena into relation 

with pianos situated around Berlin, and with an event epitomising European imperialism in the late 19th century known 

as the “Berlin Conference” or “Congo Conference.” The concepts of resonance and interference are treated as material-

semiotic entities that bring to light notions of otherness and difference.  

Songs from Me to You represents what Rolando Vázquez calls the first stage of colonial critique: to question the 

universality of the dominant epistemology and expose its assumptions and negations. Songs from Me to You is not 

simply a critique, but also a vulnerable examination of how the past lives in the present and how coloniality operates in 
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and through the artist personally. The use of theatre and humour are strategies to make this kind artistic-intellectual 

engagement sustainable, and accessible to a public.  

Coila-Leah Enderstein is a South African pianist, artist and performer whose experimental practice spans multiple 

disciplines. She has a background in Western classical music and improvisation and has presented her own and 

collaborative sound and performance works in South Africa, Germany, Namibia, Morocco, the Netherlands, and 

Sweden. Her most recent work explores encounters with coloniality through sonic and performance practices, and she 

works closely with artist, writer and performer Nicola van Straaten on site-specific projects along these lines. Coila-

Leah currently lives in Berlin, where she recently completed a Master of Arts in Sound Studies at the University of the 

Arts.  

Session: Cognition 

Composing from an Embodiment Perspective 

My PhD research was centred on using traditional elements learned from the Venda cultural dance performances as 

part of an embodied experience leading to a composition portfolio. Dance performances were central in understanding 

the rhythmic prototype which is part of Venda music identity. Part of the process for my research was to identify myself 

with my Venda musical practice which includes dancing, singing, arranging, composition (outside of academic 

contexts) and playing indigenous musical instruments is a process of inculturation. I have embodied these artistic 

activities from my childhood onwards, through my junior higher education qualification and later as part of my PhD 

study. The process was learning and relearning what I grew up with from experienced performers. I also needed to 

participate through practicing and repeatedly practicing embodied knowledge. Questions such as “When does 

embodiment become research?”; “What qualifies embodiment to become performing knowledge?” “what constitutes 

knowing from doing as opposed to knowing from observing or reading literature” and “At what point does embodiment 

cross over from being a community performance to being a theoretical enquiry?” started to become central to my 

investigation. The entire exercise then led to composing African art music that was informed by the use of the rhythmic 

prototype identified from the Venda musical practice. Against this backdrop, I have noticed that there is a group of 

popular Venda musicians who are aligning their musical identity with the rhythmic prototype I researched about even 

though I used it to compose African art in a different way than they used it in popular music which is of particular point 

of interest to my research. 

Evans Netshivhambe is a young South African composer interested in African music identity through African art 

composition. His PhD in music composition incorporates Venda rhythmic elements into African art music exploring a 

new sound world through composition. 

Genetic Influence On Rhythm Network Functional Connectivity -A Uk Biobank Study- 

Understanding genetically associated brain individual differences underlying the human capacity to perceive and 

synchronize to musical rhythm will provide insights into its neural mechanisms. Prior studies linked genetic variation 
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to the ability to move in time with a musical beat and revealed a complex, multifactorial, and polygenic genetic 

architecture underlying human rhythm. At the brain level, its genetic architecture remains largely unknown. Here we 

report an integrated investigation of the rhythm network in the human brain, combining large-scale neuroimaging meta-

analysis and resting-state functional network approaches. 53 Regions of interest (ROIs) were defined as the 

intersection between rhythm networks (informed by Kasdan et al. 2022) and the combination of parcellations from 

AICHA and Diedrichsen cerebellar atlases. Resting-state fMRI data from N=31,768  British participants from the UK 

Biobank were used to construct the rhythm functional connectome of each individual using a shrunk estimate of partial 

correlation between each pair of defined ROIs, resulting in 1,378 functional connectivities (FCs) for each individual.  

SNP-based heritability analysis showed that 146 FC’s are heritable (pFDR<0.05). We investigated which genetic variants 

contribute to the heritable rhythm-related FCs by performing multivariate genome-wide association scanning. There 

were twenty-two (22) significant loci associated with different aspects of rhythm-related FC. An extensive functional 

annotation performed highlighted a significant functional enrichment of genes involved in embryonic brain expression. 

This preliminary work represents a step forward towards understanding how genes influence the neurofunctional basis 

of human rhythm skills, complementing behavioral results. 

Yasmina Mekki is affiliated with Department of Otolaryngology – Head  Neck Surgery, Vanderbilt University Medical 

Center, Nashville, Tennessee, USA. 

Jennifer E. Below is affiliated with Vanderbilt Genetics Institute, Vanderbilt University Medical Center, Nashville, 

Tennessee, USA and the Department of Medicine, Vanderbilt University Medical Center, Nashville, Tennessee, USA 

Reyna L. Gordon is affiliated with  Department of Otolaryngology – Head  Neck Surgery, Vanderbilt University Medical 

Center, Nashville, Tennessee, USA, Vanderbilt Genetics Institute, Vanderbilt University Medical Center, Nashville, 

Tennessee, USA and the Department of Psychology, Vanderbilt University, Nashville, Tennessee, USA. 

The Possibility Of Enhanced Motor Skills Acquirement And Altered Brain Functioning By Applying Transcranial Direct 

Stimulation 

Piano playing requires, among other aspects, the mastering of complex motor skills – a tedious process music 

students battle with. The purpose of this interdisciplinary research is twofold: to investigate the possibility of 

improvement in the student’s practise regime by enhancing motor skills acquirement and to observe possible altered 

brain functioning by doing quantitative EEG and functional MRI tests after using a HALO Sport device for a specific 

time. This device is used widely among athletes and sends tiny, harmless electrical impulses to the brain (transcranial 

direct stimulation), stimulating the brain to optimise training and enhance practise sessions. The presentation 

expounds on transcranial direct stimulation, the use of the HALO Sport device, an outlay of the research study and 

feedback on a preliminary study done as a prelude to the primary research study, where I will use a mixed methodology 

consisting of two phases. The quantitative side will be presented by the data from the qualitative EEG (monitoring the 

brainwaves), and functional MRI (visible images of the active parts of the brain). The qualitative data collection will 

include journaling, semi-structured interviews and studying video material of the student’s progress. The research aims 

to address the possibility that practising with the HALO Sport device may enhance the acquisition of motor skills and 

that altered brain functioning may be observed in the brain. This will follow studies that found the HALO Sport device 
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beneficial for athletes. However, none of these studies used specialised tests to investigate altered brain function as 

well. 

Frelét de Villiers is the Academic Head at the OSM, UFS. She lectures in piano, pedagogy, arts management and is a 

supervisor for postgraduate students. She is a member of the Research,  Scientific and Ethics Committees and a TAU 

Fellow. Acting as an external examiner for postgraduate work, practical examinations, competitions, and Eisteddfods 

is a satisfying part of her job. 
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